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Far between sundown’s finish and midnight's brotah
We ducked inside the doorway, thunder crashing

As majestic bells of bolts struck shadows in thende
Seeming to be the chimes of freedom flashing

Flashing for the warriors whose strength is nofitt
Flashing for the refugees on the unarmed roadighfl
And for each and every underdog soldier in the nigh

And we gazed upon the chimes of freedom flashing

[.]

Tolling for the rebel, tolling for the rake
Tolling for the luckless, the abandoned and forglake
Tolling for the outcast, burnin’ constantly at stak

And we gazed upon the chimes of freedom flashing

[.]

Tolling for the aching ones whose wounds cannatureed
For the countless confused, accused, misused,gsttunones and worse
And for every hung-up person in the whole wide ensiy

And we gazed upon the chimes of freedom flashing

— Bob Dylan,Chimes of Freedor{l1964)
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Abstract

With the aim of exploring the way in which musianceontribute to the promotion of

human rights and democratic values globally, thesis offers an in-depth study of the
social movements of the 1960s in the USA. This tpegod has been a model for the
generations to come after it, of what can be aduethrough music in terms of

awareness-raising of human rights, empowermenhefoppressed, and mobilization
for social movement. This thesis explores the ewvnali value of music both on an
individual and a collective level, and the cruaiale music can play in movements
leading to social change. By taking a close lookhat fundamentals of human rights
education, this thesis offers substantial eviddncéhe effectiveness of using music as
a tool of awareness-raising. The link between masid human rights education is
made visible by illustrating the human rights comt@ the lyrics of a sample of songs
from the 60s. Finally, recommendations are madehimw to use the information

gathered in this thesis as an inspiration to ino@Ef@ music into human rights activism

today.
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1. INTRODUCTION

How can music contribute to the awareness and grote of human rights, to the
promotion of democratic values and to the prevaericfreedom for all human-kind?
How can music facilitate the empowerment of therepped as well as appeal to the
consciousness and empathy of the general public?thisis attempts to answer these
questions from a multi-disciplinary perspectivepking to sociology, psychology and
history to examine what present research and alltugritage can tell us about the

potential and power of music.

After providing an overview of the state of humaghts education globally, the state of
research on the effect of music on people's miedmtions and willingness to take
social action will be inspected. The potential afsie to bring about social change will
then be examined, through an in-depth study ofsth@al movements of a significant
time period: the 1960s in the United States. Theiasanovements of this decade,
including the civil rights movement, are seen asaairce of inspiration for the
realization of music's potential today, while arsathg the uniting and empowering

effect that music has on people.

After looking at the role of music in general ireteocial movements, | will study the
content of the music by carrying out a thematiclysis of the lyrics of a sample of
significant songs from the time period. The resaftshis analysis will be linked to the
current discourse on human rights education andrriational guidelines for its

implementation.

The underlying assertion of this thesis is that ghetection of human rights is
incomplete if they are not made known to civil gbgi The necessity of human rights
education for the promotion of human rights hastaphasized both in the sources of
human rights law and in academic literature. Thegclpslogical effect of music on
human emotions and cognition has also been widsgarched. But the use of music
specifically as a method of human rights educatias been less commonly addressed.

In practice, however, this field is developing dipi This research will focus on music
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as a creative and practical strategy for awarerassig, meaningful due to its
universality: it is a positive and active approaapplicable in every part of the world

and independent of the human rights at stake @r@cplar situation.
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2. HUMAN RIGHTS EDUCATION, DEMOCRACY AND MUSIC

Askin’ why I'm rappin’

You really want the answer?
My mind is full of cancer
The relief is in this stanza

Advance the cause
For all the people who will never

Have a chance to pause
— Wab Kinew,“Last Word”

“Revolution is coming. Revolution has startéd-"the words of Frank Waln, a young
Native American of the Sicangu Lakota, who makesuice and that of his people
heard through hip-hop music. He uses his musiais®rawareness of issues concerning
indigenous people of America, such as colonialigolice violence and the protection
of the environment from harmful manipulation. Alomgth countless other Native
American artist§ Waln sees music as a “powerful tool to express] [humanity” of a
people who have been dehumanized, repressed, aoctedy A people who, forming
less than 1% of the US population, have the highaiside rate and are most likely to
be killed by police’ Many artists like Waln see it as their duty tcseaawareness for the
concerns of indigenous communities and to build sbH-respect of young people
“Traditionally, in the Native American communitynusic was healing, music was
positivity, music was medicinal. [...] So that’s wHagally try to do with music — focus

on the positive; focus on uplifting peoplé.

“Music is a language that reaches a lot of heaftsgays DJ Yirvin of Venezuela. In

Frank Waln, in MTV's “Rebel Music: Native America”

Among many Native American activist artists andugrs are: A Tribe Called Red, Supaman, Wab
Kinew, Nataanii Means, Mike “Cliff” a.k.a. “Witko"Scatter Their Own, Inez Jasper

Frank Waln, in MTV's “Rebel Music: Native America”

MTV “Rebel Music: Native America”

Ibid.

Wab Kinew in Moya-Smith: Native Noise: Resilienpeide and making a scene

DJ Yirvin, in MTV's: “Changa Tuki: Venezuela's Hegrown Dance Music”

N o o b~ W
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Caracas, crime rates, violence and gang rivalryhaggle. With the motive of breaking
these cycles, many artists see music and dancevag aut of violence and as a form of
communication between people of different polititayalties. DJ Yirvin and others
have initiated a movement callddon't Shoat which encourages young people to
“change bullets for rhymes, for microphones, forsimu|...] to generate a change in
their lives through musi€” Tiuna El Fuerte is a cultural initiative in Caaacwhich
aims to socialize the tools of art, knowledge, addcation in place of the use of drugs
and weapons. It makes use of the liberating patkatithe arts by offering a space for
concerts and workshops in fine arts and dance,galeith professionals and art
students. Speaking of this initiative, Piki Figugreinger and composer of the band
Bituaya, says, “we support the revolution, but we eitical. And how do we show our
criticism? We propose solutions. This is our pr@bo$his is our criticism. We make

things happenP

“If I don't know freedom, how can | sinf? Anegga, dubbed the “father of Burmese
hip-hop”, speaks of government oppression in Myanarad the fear it instils in the
population. Politically active artists suffer esjdly under the tightly-controlled
exercise of freedom of expression. During thisgiaonal period of transformation in
Myanmar, Anegga and many other hip-hop, rock andkpartists® are speaking out
against authoritarianism and fighting for theirhtg — under threat of prosecution.
Commercial music is extremely limited in contens, @nsorship allows only non-
critical topics to be sung about. But young peaqie craving music with lyrics that
address real life and reflect society. For thissosa Skum of the punk band

Kultureshock proclaims, "people are still afraddetixpress what they truly believe. [...]
I can understand their fear, but I'm not goingitchsre and wait for the safe time to

express my ideas'™

The above country examples are presented in MTosidentary serieRebel Music

®  Ibid.

°  Piki Figueroa, in MTV's “Beats, Not Bullets: CasstHome For The Arts”

19 Anegga in MTV's “Rebel Music: Myanmar”

' These include the groups Acid, Kultureshock, Sffect and Y.A.K., one of the only female hip-hop
groups in Myanmar.

2" Skum in Long: Punks & Pagodas: Myanmar's Musicédgubund and the Fight for True Democracy
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which illuminates the stories of young activisteward the world who are combating
oppression and injustice and demanding their rigimsugh the use of music. Each new
episode since its launching in 2013 calls to tleaverr's attention a striking example of

the boundless potential of music and art to redenempower and ignite action13.

The examples of this inspiring power of music ardless. In one of Kosovo's political
hot-spots, the Mitrovica Rock School paves a path geace-building by uniting

Albanian and Serbian youth to form mixed rock balidEhe project Stone Flowers
brings refugees in the UK who have survived tortogether to write and perform their
own music as a method of healing and rehabilitafidn South Africa and many East
African countries, music and concerts are a stratiegm of raising both awareness of
and funds for HIV/AIDS campaigns, targeted espécit youtH®.

What do these diverse musical cultures, musicgept® and similar initiatives around
the world have to do with human rights educatior @ link be drawn between such
projects and enhancing the values of democracy®dder, what do these examples

have in common with the social movements of theiB@se United States?

Before going about answering these questions eissential to point out the crucial role
that education plays in the promotion of humantagAs long as people are not aware
of them, human rights remain merely concepts: sonest respected and practised,
sometimes abused, or simply written about on pdpbe single most critical source of
human rights is the consciousness of peoples ofvtired”*’. A man cannot “get up,
stand up® for rights he doesn't know about. A woman willtriight for the “R-E-S-P-

E-C-T** of her rights if she is not aware that she possgshem.

13 See www.rebelmusic.com for more information ongbsees.

% https://www.musicianswithoutborders.org/2013/1 ¥aviica-rock-school-successfully-launches-new-
program-for-mixed-bands/

'3 https://www.musicianswithoutborders.org/2013/1@4st flowers-performance-on-international-peace-
day/

® Letts 2006, p. 68

7 Baxi 1994, p.1

18 “Get up, stand up” - Bob Marley (1973)

19 “Respect” - Aretha Franklin (1967)

=
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2.1. Formal, Informal and Non-Formal Education

To search for the origin of the concept of humayhts education, one need not even
read far in the Universal Declaration of Human Rsghwhich is the cornerstone
document of international human rights law. Refeeeto education is made already in
the preamble of the Declaration, which states ‘tea¢ry individual and every organ of
society [...] shall strive by teaching and educatiorpromote respect for [the] rights
and freedoms [laid out in the Declaratiof{]”

Connecting this statement to the general rightdiocation stated in Article 26 of the
UDHR, one must conclude that every human being lagsothe right to human rights
education, whichnter alia “shall be directed [...] to the strengthening ofpest for
human rights and fundamental freedoffisThe right to be educated on human rights is
therefore an inherent right in itself. Article 1 ttle UN Declaration on Human Rights
Education and Training states that “Everyone hasrigjht to know, seek and receive
information about all human rights and fundamefadoms and should have access

to human rights education and trainiffg”
One definition offered by the Council of Europe ctéges human rights education as:

“education, training, awareness raising, informatipractices and activities
which aim, by equipping learners with knowledgallsland understanding and
developing their attitudes and behaviour, to empoearners to contribute to
the building and defence of a universal culturéwihan rights in society, with a
view to the promotion and protection of human rigland fundamental

freedoms.?®

When speaking of human rights education, perhap§irgt image that comes to mind is
one of a classroom of children being educated air thghts. Although teaching

children from a young age about their and othéghkts is undoubtedly crucial, human

20 UDHR 1948, preamble

! UDHR 1948, Article 26

22 UN Declaration on Human Rights Education and Trgjr2011, article 1

% The Council of Europe Charter on Education for Deratic Citizenship and Human Rights
Education (2010) as in Compass p. 17

Page | 6



rights education comprises much more than formatcatbon, or learning in a school
environment. In fact, most human rights educatees$ place in an informal or non-
formal setting*. Whether through the media, word of mouth, tamjgejects or any

other form of activity, human rights education ssentially everything that promotes
the knowledge and the protection of human rightss Tan range from a human rights
training program for police forces to a punk rockg informing about police violence

being played on the radio.

One distinguishes between different “formats” empbbin human rights education. In
addition toformal education (primary, secondary and higher educatieaching human
rights can banon-formal meaning specialized training for groups of sgcaitside of
the educational system, such as programs for thtamior health officials. The third
format isinformal human rights education, which refers to informatm human rights
that reaches the public in every-day life and idekithe media, cultural symbols and

other unsystematic educational forfis.

The type of human rights education which interesisfor the sake of this study is

informal education. “Informal sources of informatiare possibly the most pervasive
means of education and communicatf@n” Music and song belong to this category.
The goal of this paper is to prove how human righdsication, according to its

definition, includes the use of music as a mearswafreness-raising for human rights.
For the process of human rights education “is moitéd to any specific activities”, but

rather “implies the entire process of social liferbeans of which individuals and social
groups learn to develop consciously [...] the wholetlweir personal capacities,

attitudes, aptitudes and knowledgfe”

2.2. International Guidelines on Human Rights Education

Over the past decades, there have been varioudestations and declarations issued

by the United Nations concerning human rights etiocaeach one broadening the

24 cf. Meintjes 1997, p. 76

% |bid. p. 75

% |bid. p. 76

UNESCO 1974 Recommendation concerning human rigghtisation, art. 1(a)
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scope of the notion and offering suggestions teestdor its implementatiéi Of
special importance to the implementation of humghts education is UNESCO. The
United Nations Educational, Scientific and Cultu@iganizationwas founded in 1945,
after WWII, on the basis of the belief that in artle ensure peace in the world, nations
must be connected through moral and intellectwed, tand not only politically and
economically. Sometimes called the “intellectualjeacy of the United Nations,
UNESCO works on building these tiaster alia through networks of education
mobilization, inter-cultural understanding, and iguieeing freedom of expression, “for

it is in the minds of men and women that the dedsraf peace [...] must be buf®’

UNESCO claims the building of @ulture of Peacas one of its overarching objectives.
One of the main areas of action of @alture of Peacerogram is the promotion of
access to formal and non-formal, equal and qua&ktycation for all, which includes
education on human righits UNESCO has chosen to lay special focus on edigati
seeing it as a catalyst for world development awhale, and recognizes that in
education lies the potential to achieve global tgwaent, the protection of human
rights, democracy and social jusfite

One of the central documents concerning human sigllucation is the UNESCO
Recommendation concerning Education for Internatidsnderstanding, Co-operation
and Peace and Education relating to Human Rightd Bandamental Freedomsf
1974, which aims to “encourage and support in Manfitates any activity designed to
ensure the education of all for the advancemenusifce, freedom, human rights and
peace®’. The recommendation emphasizes that educationldshmomote both the
“intellectual and emotional development of the undisal’, which includes a “sense of
responsibility and solidarity with less privileggdoups” and a “critical understanding

133

of problems at the national and the internatiomslel™”, as well as “inter-cultural

8 See Baxi 1994

29 http://en.unesco.org/about-us/introducing-unesco

%0 http://en.unesco.org/cultureofpeace/main-areds+act

1 http://www.unesco.org/new/en/education/themesitepthe-international-agenda/education-for-
all/leducation-and-the-mdgs/

UNESCO 1974 Recommendation concerning human rigghtisation, preamble

UNESCO 1974 Recommendation concerning human rigghtisation, article 5

32
33
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understanding”.

Building on the 1974 Recommendation, UNESCO isghedNorld Plan of Action on
Education for Human Rights and Democraoy1993, also known as thdontreal
Declaration on Human Rights Educatio®ne of the points emphasized in this
declaration is that human rights education showdd‘farticipatory and operational,
creative, innovative and empowering at all levdiigil society”; another paragraph
focuses on the importance of “enhancing the unalgysof human rights by rooting
these rights in different cultural traditiof3” The declaration also points out the
foundation of human rights education on democratgting that it should “aim to
nurture democratic values, sustain impulses forateatization and promote societal

transformation based upon human rights and demgicfac

Moreover, the UNESCO 199Beclaration and Integrated Framework of Action on
Education for Peace, Human Rights and Demockophasizes informal education on
human rights in its recommendation to include tke af the arts, such as folklore and

popular theatre, and “all culturally suitable médfa

The year 1995 also marked the beginning of a neategfy for the furthering of human
rights education globally: thé&nited Nations Decade for Human Rights Education
(1995-2004). This was established in response @oWorld Conference on Human
Rights in Vienna, 1993, which stressed the impaeasf human rights education for the
“achievement of stable and harmonious relationsrgmammmunities and for fostering
mutual understanding, tolerance and peace” andme®mded that States orientate
education around the goal of developing the hunesgmality fully and strengthening

respect for human rights

Upon completion of the decade, and building oragkievements, th&nited Nations'
World Programme for Human Rights Educatiaras launched. This programme is

structured in consecutive 5-year phases, in oméydus each phase on a specific issue.

*Ibid. article 17
% World Plan of Action on Education for Human Rightsd Democracy, Montreal, Canada, March 1993
36 H
Ibid.
3" UNESCO Framework of Action on Education for Pe&teman Rights and Democracy, 1995
% Plan of Action for the UN Decade of Human RightkiEation, 1996
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The emphasis of the first phase (2005-2009) watherschool system, whereas that of
the second phase (2010-2014) was on institutionsigifer education, educators, law
enforcement officials and the military. The focustlee third phase (2015-2019) is on

the training of media personnel and journalistsyelt as the implementation of the first

two phase¥.

The Plans of Action for each of the three phasessstthe fact that human rights
education encompasses acquirkigpwledgeof rights and theskills needed to apply
them; thevalues and attitudeseeded to uphold them; as well as talaogjonto protect
thent®. These three points are important in understantiegrole of music in human

rights education and | will refer back to them rapter 5.

In the description of these international documertd guidelines concerning human
rights education, | have focused on the contentkwhifind relevant to the argument |

am making. | argue that the points on which | helvesen to elaborate justify the use of
music as an effective tool for human rights edweatin a form that speaks to people at

all levels of society, using their own culturalditéons.

| have mentioned above the close link between dthgcan human rights and
promoting democracy, as stated in internationaladattons. So my proposition that
music is a practical method of human rights edoaaticludes the argument that music

can be a tool for furthering the principles of denazy.

Rather than being an end in itself, the ultimatalgd human rights education is to
build a “culture of peace based on democracy, dgwveént, tolerance and mutual
respect*’. Article 13 of the International Convention on Bomic, Social and Cultural
Rights states that education shouidter alia, “enable all persons to participate
effectively in a free society®. One precondition for a functional democracy ie th

participation of free people in the social and fomdi discourses that affect their lives.

%9 Plan of Action for the third phase (2015—2019)haf World Programme for Human Rights Education,
2014

9" bid. article 5

1 World plan of action on education for human rigtmsl democracy, Montreal, Canada, March 1993.
For a comparative view, see also Baxi 1994, ppl2,lin which it is argued that human rights
education should be viewed as an end in itself.

*2 ICESCR 1966, art. 13
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The arts in general and music in particular carobe form of participation for civil

society by giving people a voice to share theinapis, be they frustrations or desires.

I will elaborate more on this point in the followgrchapters, which will consist of an
articulation ofhow music both informs people of their own rights dhdse of others,

and gives them a voice of democratic participation.
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3. THE EMOTIONAL VALUE OF MUSIC

“Human powers, physical or spiritual,
need to be exercised if they are not to declind,iamay
be that one of the uses of music is to exercisedbkin its power
of emotional reaction so that it may keep athlatid true to the

way it was created”

Whether speaking of social change, educating pemplbeir rights, raising awareness,
or encouraging democratic participati@motionsare an essential element. For this
reason | find it important to look at the emotiomalue of music as a key issue in itself.
Simply put, social change is brought about by ctife actiot* collective action is
induced — among other things — by emotfdnand emotions can be awakened by
music®. Following this equation, emotions are the medlyrwhich music can induce

social change.

Listening to music or song texts can open our éyamknown views and experiences
of the world we know. A song has the power to irsghange by penetrating our hearts
and minds and challenging us to rethink our viewd apinions. Most of us have
experienced being moved by music, sometimes tpaid of tears, in a way that words
can't explain. Music can bring someone else's éxpegs, which might otherwise be no

more than a news headline, alive to the listener

So what exactly is the link between music, emotiang taking action that leads to
social change? Looking at the “equation” below, ill vattempt an answer to this
question by dealing first with the relationshipwetn music and emotion, then between

emotion and taking social action, which leads twaahange.

[ Music — Emotion— Social action ]

43 Bennett 1942, p. 412

* See Klandermans & van Stekelnburg 2013; Van Zomé&r8pears 2009

%5 See Jasper 2011

46 See Lundqyist, Carlsson, Hilmersson & Juslin 208 2004; Zangwill 2007; Bennett 1942;
DeNora 2000
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3.1. Music - Emotion

Extensive research has been and is being carriednotine way in which music affects
the emotions of the listener, including which emo$ are influenced and the
mechanisms by which this takes pfcdo go in depth into the psychology of music
would go beyond the scope of this thesis, but ihe#pful for our understanding of
music and emotion to mention some key points frois field of expertise. P. N. Juslin,
one of the leading scholars of music psychology Wwas published much literature on
music and emotion, defines emotions as “relativelgf, intense, and rapidly changing
reactions to potentially important events (subjexichallenges or opportunities) in the
external or internal environment - often of a sbo@ture - which involve a number of
subcomponents (cognitive changes, subjective fggliexpressive behavior, and action
tendencies) that are more or less ‘synchronizedhduan emotional episod® These
emotions can be subjective feelings of the listeaecan be observed as physiological
or behavioural responses to the music, and can beetraced in studies of brain

activity™.

“Humans are unparalleled in their ability to makense out of sound — including
music’®®. But what exactly takes place between the soumdtia® emotions our brain
produces is a complex process, explanations foctwhave been attempted through
various approaches. One approach is to explainreactions according to “causal
factors” which depend on the individual, the musself and the context in which it is
heard — such as the location and the social can@ker approaches offer theories on
the psychological and physiological mechanisms lheediate between a musical

object and emotions

Musicologist and music therapist E. Ruud suggdsas the affective, cognitive and
physiological influence of music can be better ustt®d through studying affect

consciousness (AC), which is “the mutual relatiopsbetween activation of basic

47 See Juslin & Sloboda 2010

48 Juslin 2011, p. 114

49 ibid. p. 115

0 patel 2008 cited iibid. p. 121

L See Juslin & Vastfjall 2008, Lundqvist al. 2009
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affects and the individual’s capacity to conscigugerceive, reflect on and express
these affect experienc€é” Another comprehensive theory is the “BREVCEM migde
which analyses the brain's process of convertimguiaed information into emotion
according to brain stem reflexes, rhythmic entrantn evaluative conditioning,

contagion, visual imagery, episodic memory, andical&xpectancy.

The debate is a vast one among musicologists, pkgists and neuro-psychologists as
to the explanation of the link between music ana@twn, with clashing approaches like
the “emotivist” vs. “cognitivist” positior®s. However, leaving the “how” aside, what is
agreed upon from all fronts is that the relatiopshetween music and feelings — the

ability of music to awaken or speak to our emotiensideniably exists.

DeNora describes music as a “re-configuring agenayiich helps to regulate people's
feelings, desires, actions and how they engage théhworld. Music can be used as
“representations of where they wish to be or gootémally, physically, and so orf’

Especially in view of people as social beings arehers of groups, there is much
evidence of the implications of our emotional resgeEs to music for our life goals,
convictions and actions Much of the music of the 60s, which | will latering into

focus, addresses strongly the listeners' dreamsviatmns and hopes, encouraging
them to pursue life goals such as contributing toetter society and change in the

world.

In looking at the connection between music and @npimany musical elements are
involved, such as melody, harmony, timbre, dynamicterpretation, lyrics and the
instruments used. Moreover, the social contextosundings and listening situation, as
well as the listener's mood, musical taste andopalgy have an impact on how and
which, if any, emotions are aroused. It is also angnt to note that the emotion

perceived by the listener is not always the samtbe@gmotion the music represents, or

2 Ruud 2008, p. 52

3 Juslin & Vastfjall 2008

* Lundqvistet al. 2009; see also Bennett 1942

5 See Carr 2004; Zangwill 2007; Bennett 1942; Chetngj. 2013
% DeNora 2000, p. 53

" Alcorta, Sosis & Finkel 2008, p. 577
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which the composer, writer or artist intended tpress through the musfc For this
reason, in my analysis of a sample of songs froen6ls in chapter 5, the emotions |
look for are those that are overtly expressed ompted by the writer/artist, which does

not guarantee that they are thus perceived bystenér.

As stated above, emotions aroused by listeningusierare affected by many elements
found in the music. But certainly one of the strestgis the song texf.Research has
shown that songs with similar musical elements,hsas melodies, have different
emotional effects on listeners, depending on thyeical content® And it is not only the
lyrics which influence the way our emotions respdndmusic; a further result of
research shows the effect of music on the transfethe meaning of lyrics. In
comparing the effect on the listener of sung lymath that of spoken text or written
poetry, experiments revealed that music often batted both emotion (positive or
negative) and meaning to the song textt can be extracted from this study that
conveying an emotion or a specific meaning throoglsic and sung lyrics can have a
stronger effect on the listener than speaking @t #motion or writing that same
meaning, since music and song text are interretmedeciprocativé.

In light of this, my analysis of the music of th@sowill focus on the lyrics of songs and
their effect on people, with the view that musiadhe medium, or mode of transport,
which carries the actual message of the lyricsh#® ¢ognition and emotions of the
listener. It is within the framework of music thigtics can have increased power to
transfer meaning and to reach the listener's em&ti®r, in more metaphorical terms,
“music is accordingly a sort of germ-carrier, andoéion an infection which passes
from one to anothef®.

| would back this argument with reference to thent&ional contagion” process, by

which a listener reproduces internally a percei@subtion expressed in the music. The

%8 cf. Bennett 1942

% cf. Kim et al.2010

%0 cf. Kwon 2011

1 Thompson & Russo 2004

%2 See also Perett al. for research on the bidirectional connections ketwtext and tune in song
memory.

5 Bennett 1942, p. 411
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theory implies that the human voice and soundslain it are among the strongest
transmitters of emotion in music, due to a “mirmadron system” which allows us to

empathetically respond to others' feelifgs

A broad range of emotions frequently occurring @sponse to music have been
identified in music psychology studfésMany of these are of interest to us in seeking
to explain how people are encouraged through musicake action in social
movements, including feelings of elation, sadnegsjtement, pride, longing or hope.
But for the sake of this study, | will focus prirmigron two powerful emotions: empathy
and anger. Both are significant examples of howtamas the inner force that drives

us to actiof?.

As both anger and empathy are words commonly useatural language, they can be
interpreted to represent quite different feelingsefer here to anger in the sense of
“elaborated indignatior?” over something one perceives as unjust, along thétdesire

to witness some form of change. Contrary to thewvvd anger as an irrational,
uncontrolled and destructive emotion, anger caarberganized and rational response
that leads to collective action, with the potent@hblter injustice and bring about social
changé®. Van Zomereret al. especially emphasize group-based anger, as opposed
interpersonal feelings of deprivation, as a powearegource in relation to coping with
collective disadvantage

In addition to anger, music has the ability to litatie empathy as an emotional response
in the listener. Empathy has been shown to be ed|yecrucial in the process of peace-
building®. Research has shown that listening to songs \pithsocial” lyrics can have a
positive effect on the listener's thoughts, behaviand elicit interpersonal empaffiy
Empathy has been positively correlated with thaation of “mirror neuron activation”

by congruent motor and autonomic reactions to mussiowing that music undeniably

4 Juslin 2011, p. 123

% ibid. p. 116

® See Granet al. 2010; Van Zomereat al.2012
67 Jasper 2011, p. 14.2

%8 cf. Van Zomereret al. 2012, p. 180

% ibid. p. 182

0 Grant et. al. 2010, p. 190

™ Greitemeyer 2008
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has the ability to “engender and entrain autonoméponses, evoke emotions, engage
reward circuitry, elicit empathy, and associate imational response&’. For example,
experiments among immigrant communities in schbalge shown that performances
of immigrant children's traditional music can cdmite to decreasing interracial rivalry

and encourage empathy among studénts

I would argue that a person is likely to take attgainst injustice mainly in one of two
cases: either if he/she has been affected dirdwtlythat injustice, thus generating
resentment oanger, or if he/she has indirectly experienced thatstige through the

empathyawakened by learning of another's experience.

Simply informing a person about the violation ofodrer's rights will most likely

transfer the cognitive knowledge of the case ouwasibn, but will not necessarily

generate feelings in the listener. However, a naligieece or song has the ability to
create in the listener empathy with the person whights have been violated, if it can
carry not only the facts of the violation but thetumal feelings and experience of the
victim of the violation. For “music, being of andible character, its tendency is to call
to mind such movements and stresses of the inieeaidihave no visual images existing

in the imagination™.

Music has the power of doing just that: transpgrtemotion from one person to the
next. Even if one is on the opposite side of tlabglfrom the other. In this way, music
can add to the knowledge factor of human rightscation the dimension of emotion,
which can stir the listener to action and movem&htough music and song writing,
victims of human rights violations can share fibeling of an experience with complete
strangers, rather than merely informing them of thgerience. As Ruud puts it, “song
writing gives opportunities to deal with traumasl @onflicts, to give poetic form to life

experiences and thus create something which ibssiple to accept and share with

others”>.

2 Alcorta, Sosis & Finkel 2008, p. 577
3 Grantet al.2010, p. 191

" Bennett 1942, p. 410

5 Ruud 2008, p. 57
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3.2. Emotion — Social Action

“Emotion [...] is in its nature a movement, it estahks a state of tension, and
these two —emotion and tension — are focussedmggmetic pole which in this

case is the soul's contented staf@.”

The study of music and emotions is not limitedhe tealms of music psychology, but
is also an interest of music sociology. In the ldstade interest has grown in the
emotional element of social action, especially e tstudy of political and social
movements. One can observe an increasing focushen“affective character of
identification with a movement [...] and 'structuisfeeling’ as these are entered into,

adopted and adapted in the course of identityipsli&nd movement activity"”

So far, we have looked at how music can awakemioceemotions in the listener. But
how can the listener be propelled to actiormmvemert Juslin noted music's ability to
influence people's “action tendencies”, be theyab&on of helping others or physical
movemen®. The clearest way in which music moves us is itdemiable effect of
stirring people to movement on a purely physicaeleAs Patel has observed, “humans
are the only species to simultaneously synchrowizée beat of musié®. DeNora has
also studied the way in which music incites actionot just movement in our bodies,
but also how it carries us from one emotional sta@nothel’. She notes that “music is
not merely a 'meaningful’ or ‘communicative’ medidindoes much more than convey
signification through non-verbal means. At the lesfedaily life, music has power. [...]
Music may influence how people compose their bqodiesv they conduct themselves,
[...] how they feel — in terms of energy and emotioabout themselves, about others,
and about situations. In this respect, music maplymand, in some cases, elicit

associated modes of condifét”

Bernice Johnson Reagon, a central figure in theianofsthe civil rights movement,

S Bennett 1942, p. 409

" DeNora 2011, p. 161

8 Juslin 2011, p. 115

" Ppatel 2008, p. 100 cited fiyid.
8 DeNora 2000

8. DeNora 2000, pp. 16-17
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says of the act of singing that “this process ohring sound through their bodies'
changes people; it creates a sense of vocal, emabtiepiritual, and physical power.
[...] Whether the audience is civil rights workense tpolice force, or concert-goers, if
they can hear more than the lyrics, then they angediterally 'moved' by their

sounds.??

| would argue that using mechanisms that speakperson’'s emotions, such as music,
might in many cases be an effective way of raigmgreness of human rights issues.
By “effective” | mean more likely to result in aoti on the part of the listener. Both
cognition and emotions are involved in the way lotains process a received message,
but emotions often operate faster than the consaisind in information processifiy
Studies on the social psychology of emotions anteciove action have shown that
among the most likely emotions to motivate peopleattion are “justice-related

emotions”, such as anger and resentment, of ing@idr group-based deprivatigh.

Nussbaum, from a more cognitive approach, statas ‘hmotions always involve
thought of an object combined with thought of thgeot's salience or importance; in
that sense, they always involve appraisal or eviahZ°. In light of this fact,
attempting to bring across a piece of informatiery(news of human rights violations)
in a way that will evoke emotions will likely hatlee effect of encouraging the listener
to evaluate the situation as well as appraise plesactions he/she can take in response.
Jasper dubs this effeatoral shock or “the vertiginous feeling that results when an
event or information shows that the world is notawvbne had expected, which can
sometimes lead to articulation or rethinking of adqgorinciples®. This is the kind of
effect that can be achieved through music as a amim of awareness-raising —
inspiring change by reaching people's minds and$iead causing them to rethink and

readjust their opinions and life-styles.

As DeNora puts it, “if music on occasion providedewvice of social ordering, if — in

8 Love 2006, p. 96

8 Jasper 2011, p. 14.5

8 Klandermans & Van Stekelenburg 2007, p. 176

8 Nussbaum 2011, p. 23 cited in Jasper 2011, p. 14.5
8 Jasper 2011, p. 14.5
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and through its manner of appropriation — it is @eptial resource against which
holding forms, templates, and parameters of aciwh experience are forged, if it can
be seen to have 'effects' upon bodies, heartsmamdk, thenthe matter of music in the

social space is [...] an aesthetic-political mafter”

We can derive from this statement that music cao dle effective in encouraging
people to act politically, or make use of theithtigo democratic participation. Political
decisions affect the real lives of people in evagytife. If democracy in the real world
is “in the street$® those whose lives are affected by politics shdidadhe ones who
move politics. Protest as a form of democratic ipigdtion arises out of emotion. A
citizen will not take to the streets to protestgeéred injustice or fight for his/her rights
unless compelled to do so by a strong emotion adrdeto the desire to achieve a
specific goal through that action. In many, if nobst cases, this emotion is anger.
Much research has been carried out on the role nglerain collective action,
emphasizing dnger as stimulating individuals' willingness to act exga the collective
disadvantage caused by prejudice, discriminatiorstrmictural inequality®®. Needless
to say, music can also be used as a method t@ iteiviolent behaviour, not only to
non-violent action, as multiple examples in histdrgve provef® For this reason,
activists in social movements need to make thestarigar against which the anger felt
by people should be vented, by weaving togethemtaal, cognitive, and emotional

package of attitudes™

The type of action that interests us in the contéxhis paper is one that leads to social
change. This action can take many forms and beerahbtle or more radical. On a
more moderate level, social change can result #onon-going process of constantly
re-adjusting my own attitude and behaviour, wite kmowledge that how | live affects
the rest of the world, directly or indirectly. Amwareness of the connectedness of so
many issues in the world will inevitably resultdghanges in my lifestyle: what and how

8 DeNora 2011 p. 178

% See Miller 1994

89 van Zomereret al. 2012, p. 180

% cf. Grantet al. 2010

1 Klandermans & van Stekelenburg 2007, p. 172
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| consume, what impact | leave on the environmeattire and people around me. This
awareness is closely interlinked with what Durkheitermed *“collective
consciousness”, or a shared understanding of valo@seliefs, and can be a powerful

driving force for societal change in the long¥un

Social change can also be the result of more daeigctive action, such as protests,
demonstrations, and activities of social movememtsing at a distinct goal, such as
equal rights for women, homosexuals, or black peajpdsper makes a strong argument
for how emotions play an important role in evergget and aspect of protest and social
change (he uses these two terms interchangealohgtiéns are essential for motivating
individuals and groups and for expressing the gaats strategies of a movement. He
argues for the need to focus on the role of botlotem and cognition in social
movements, as “parallel, interacting processesvafuating and interacting with our

worlds™?,

DeNora describes the role of music in the strustuof emotion in social movement
activity as a “pre-scriptive device of agency. Witlmusic's structures, its perceived
connotations, its sensual parameters (dynamics)dseavelopes, harmonies, textures,
colours, etc.), actors may 'find' or compose thdweseas agents with particular
capacities for social action”. According to DeNorausic provides a 'container' for
emotions, which might otherwise be only momentaeglihgs, urges to act, or
identifications. It can thus be seen as a 'holfiimm': “a set of motifs that proceed, and

serve as a reference point for, lines of feeling lames of conduct over tim#”

Jasper presents a rough categorization of feelaggbodily urges, reflex emotions,
moods, affective loyalties (such as love/hate, eegpontempt, etc.) and moral
emotions (based on principles). The latter two $ypé emotion are more stable and
long-tern?>. They might therefore be of greater significaneesocial movements, as

they form a more permanent part of a person's ctioms. Trust in or mistrust of a

%2 cf. Allan 2013, p. 119
% Jasper 2011, p. 14.2
° DeNora 2011, p.177
% Jasper 2011, p. 14.3
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political party or indignation over what one cores®&lto be wrong would be examples
of affective loyalties and moral emotions, respayi One also speaks of an
“emotional energy generated in collective rituats”what Durkheim termed “collective
effervescence”, which moves people to collectivoac such as shared enthusiasm and
a sense of solidarit§ An example of such collective rituals stirring amotional

energy could be the collective singing in the ciights movement (see chapter 4).

Of further interest to a study of emotions and alogiovements is Jasper's contribution
concerning people's personal goals, which are lglasgmnected to and brought to light
by emotions. Among the categories of human goalsfiees, those especially involved
in social movements anmeputation (which can be a motive for fighting for human
dignity), connection(collective identity and the sense of belongingatayroup are
central to the success of a social movement), @whg animpacton the world. As
Jasper puts it, “hopeful anticipation of an impastperhaps the greatest spur to

action”®’

The collective identity mentioned above, along wtillective solidarity, are concepts
that were central to the civil rights movement arier social movements of the 60s,

and will be discussed in the following chapter.

% ibid.
% ibid.
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4. MUSIC IN THE SOCIAL MOVEMENTS OF THE 1960s

“Recognition of the inherent dignity and of the abjand inalienable rights of all members of
the human family is the foundation of freedomjgesand peace in the world.”

-Universal Declaration of Human Rights, Preamble

In order for the “freedom, justice and peace inwloeld” referred to in the UDHR to be
fully realized, a common understanding of our rigistnecessary. This understanding is
achieved progressively through teaching and edu@itiSo the ultimate goal of human
rights education issocial changetowards a society based on justice, respect and
democracy, or the strengthening of such vafu@hroughout history, social movements
have contributed to bringing about this social ¢&!f. The twentieth century
especially, has been so characterized by sociakments promoting human rights that,

despite massive violations, ours can arguably Bectan “Age of Rights™*.

4.1. Social Movements - An Overview

Baxi argues that human rights education must bbgitooking back at the history of

human rights struggles and social movements inrai@einderstand today's human
rights issues. He points out that the practiceush&in rights, which we know today, has
been “formed by an ever increasing, and persistemian striving to make state more
ethical, governance more just, and power more attabile™®? This human striving for

justice is what formed the heart and soul of thwd cights movement of the 60s in the
United States, which | have chosen as a vantage fooi my analysis of the role music

can play in social movements, in light of humartsgeducation.

Social movements can be defined as “contentiougtiqgsdl which make collective

claims against a specific target (usually governem organizations), use a shared

% UDHR, Preamble

% cf. World plan of action on education for humaghts and democracy, Montreal, Canada, March 1993
190 ¢f Snow et. al. 2004

101 Baxi 1994, p. 1

1% ibid.
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repertoire of actions and protest forms, and plbliepresent their commitment and
goals®. Social movements are one of the main ways fdzeris to voice their
grievances, interests and concerns for their righttde demanding change, usually

involving some form of active proté&t

Among the features common to all tactical repeewirof protests iscollective
identity’®> “Acting collectively requires the development ablidarity and an
oppositional consciousness that allows a challenggoup to identify common
injustices, to oppose those injustices, and tondeéi shared interest in opposing the
dominant group or resisting the system of authaesponsible for those injusticeS®
Creating and maintaining a collective identity iseoof the major tasks of any
movement. This can be contributed to by making iptssand encouraging forms of
participation that facilitate new forms of solidsriln this way, the tactical repertoire of
a movement's protest forms is not simply aimed tde/@utsiders, or to gain attention,

but is important for building the movementernally.*®’

Active and collective protest forms a fundamentait pf social movements, as it is
what distinguishes social movements from mere ipaliaction. Protest can be defined
as "the collective use of unconventional methodgalitical participation to try to
persuade or coerce authorities to support a clitigrgroup’s aims'®®. These methods
can take numerous different forms, ranging fromvemtional to more confrontational
and even violent tactics, and can include cultexgressions of political views such as

art and musit®®,

The protest form | focus on here is the use of masia tactic for political expression.
The movements of the 60s in the US offer a fedileund for studying this form of
protest, as music was an essential part of theibilmation process. Historians,

sociologists and musicologists alike have lookedhis time period for insight and

193 Roy 2010, p. 4

104 ¢f Snow et. al. 2004
195 ¢f. ibid. p. 264

19 ibid. p. 270

107 ¢f. ibid.

198 ibid. p. 263

109 ibid.
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inspiration as to how music can be used to mobdizé organize social movements, as
well as to increase group solidarity, strengthellective identity and empower the

individuaf*°.

4.2. The Marriage of Culture and Politics

"Social movements mobilize around culture. Cultsneot just something that

movements have; it is something they d."

The civil rights movement and other social moversaitthe 60s not only changed the
course of American history, but were a model fod greatly influenced the following
social movements of the twentieth century, to gdaextent through their culture of
music and legacy of “freedom son{€” Building on African American culture and
religion, music was the “heart and sdti’of the civil rights movement and the “key
force in shaping, spreading, and sustaining theem@nt's culture and through culture
its politics™“.

Much of the music of the 60s was political, with dwement artists” (central musical
figures who were also role-models for the followefsthe movement or “movement
intellectuals”}*® such as Bob Dylan, Phil Ochs, Pete Seeger, amiBaez — to name
just a few — becoming symbols of the movementshefttime and representing those
movements' core values and political campaignsew fpolitical consciousness” was
being created in the 60s, aided by the music, wiiak often performed at political
demonstrations and festivai$ This intricate relationship between culture awditics
meant both that the music gained a wider social poldical context and that the

political struggles were able to add musical exsitesto their action repertoired

The combining of the cultural and political alsoreato greatly influence today's global

110 e g. Cantwell 1996, Roy 2010, Reed 2005, Eyermdamison 1998, Fischlin 2003
111 Roy 2010, p. 6

112 ¢f Reed 2005

113 ibid. p. 14

114 ibid. p. 13

115 Eyerman & Jamison 1998, p. 22

116 ibid. p. 106

Y7 cf. ibid. p. 7
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youth culture. The music of the 60s carries “trodaring significance” for young
people around the world — in understanding the avtrkey live in as well as finding
their place in it. For “more effectively than anther form of expression, music [...]

recalls a meaning that lies outside and beyongeff&g®

The music and the social movements of the 1960% wisterdependent, the one
enhancing and promoting the other. For this read@nsignificance of the music must
be regarded in the context of the social and galitituation of the time as well as the
underlying historical and cultural traditions. # out of these that social movements

emerge.

4.3. Context and Roots of the 1960s Social Movements

Countless scholars and researchers over the peatete have tried to explain, or at
least delineate, the spirit of the 60s, its madifielss and the elusive climate of the time.
But, as Miller has put it, it is “all but imposséblto convey adequately the era's
carnivalesque atmosphere of confusion — an aithabs that was, depending on one's

aspirations, either fearful or liberatirg®

One might say that “movements are most likely tditie extensively when they are
least likely to get what they wart’. Perhaps one reason for the successful
mobilization of the movements of the 60s was thensity and desperation of the
circumstances surrounding them: deeply-engraineisma and inequality, political
insecurity, social tensions, a widening gap betwd®n generations and a general
dissatisfaction and unrest among young pedble

Frustration among the black community was grownagijal segregation continued to
prevent effective equal rights and violence dueattal hatred was widespread. The

industrial development of the time and the soligammong black workers led,

118 ibid.

119 Miller 1994, p. 5

120 Snow et. al. 2004, p. 642
121 ¢f. Miller 1994

Page | 26



however, to the formation of labour unions, whialmed out to be strategic organizing
centres for the civil rights moveméfft Furthermore, the political pressure of the cold
war brought civil rights more into the focus of thation, as apartheid became an

“international embarrassment” to the US governrfént

One of the main contextual factors of the movemehthe 60s was the development of
a new oppositional youth culture. Young people ifetent races and classes (and on a
larger scale, globally) were searching for an aléve to the old social order, for values
different from those they saw as central to theviptes generation, and for increased
awareness and consciousness. The appeal of bottuliuee and the politics of the
movements to the younger generation — massivezay power and innovation — was
one of their strongest assets and a reason foaghe spreading of their ide&& As one

of the leading folk singer/songwriters of the tinkhil Ochs, said of the music of the

era:

“We're trying to crystallize the thoughts of youpgople who have stopped
accepting things the way they are. Young peopledaidusioned; we want to
reinforce their disillusionment so they'll get monvolved and do something —
not out of a general sense of rebellion, but outaakal concern for what's

happening — or not happenintf®.

By the mid-1960s, the most central issue of theade's social movements was the
opposition to the American intervention in Vietnamjth mostly young people
demanding an end to the war and protesting agtiesmilitary-industrial complex in
general. This was closely linked with student pstgesit-ins, demonstrations and the

like. 1?8

As we can see, there were different social movesna@king place in the 60s, with
different human rights in focus. The civil rightsomement, political campaigns to end

the Vietham War, student mobilizations, LGBT rightsd feminism movements, and the

122 Reed 2005, p. 7

123 ibid. p. 9

124 ¢f. Eyerman & Jamison 1998, p. 109

125 Phjl Ochs, in an interview with Vogue (1.9.1964)pted in Eyerman & Jamison 1998, p. 106
126 ibid. p. 114
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“counterculture” of young (white) people were aitarlinked and ran to some extent
parallel to each other. The music of the time was factor that bridged these various

movements and connected the interests of theirsitto

“Popular music was one of the main mediating foyciesms of translation,
between the movement's more obvious expressionss m@monstrations,
organizations and the wider population. Through thedia of popular culture,
the ideas, values and attitudes expressed in theement reached a broader

segment of people — with more long-lasting effétt.”

4.4. The Music of the 1960s

Not only did the music bridge the different movenserut it also very much bridged
the barriers between the individuals inside a me@mThe success of a movement
depends to a large degree on its internal reldtippsAnd as W. G. Roy points out, “the
social form of music — specifically the relationstbetween those who sing and those
who listen — reflects and shapes the social reialip between social movement leaders
and participants, conditioning the effect that rousian have on movement

outcomes™?®

This was especially visible in the civil rights nement, whose freedom songs were
inspired by gospel blues and a long tradition df-@ad-response Spiritual songs, in
which all members of a congregation would parti@pdhe church was, after all, a
most central institution for the black communityheéBe freedom songs and the
participatory singing they involved became an difecpart of the movement's action
repertoire and its strategy of non-violent diredfian, contributing to a “transformation

1%,

of consciousness” in those who took part in the emoent™. Reed summarizes the

origins of the freedom songs as follows:

“Even when not used in this directly political etfdo achieve freedom, the

songs and sermons became a kind of liberation diggolthat kept alive

127

cf. Eyerman & Jamison 1998

128 Eyerman & Jamison 1995, p. 458
129 Roy 2010, p. 2

130 Reed 2005, p. 14
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alternative visions of the world that would, undmovement conditions, be

turned again to more earthly, political end&*

Just as the freedom songs formed the front lingeofionstrations and other actions of
the civil rights movement?, so the music of the later years was central &later
movements. The student movement emerged subsegaatl directly related to the
civil rights movement and was connected to a redewerest in folk music. This “folk
music revival” formed a large part of the mobilipat of the movement, taking place on
campuses, at folk festivals, on the streets. Itsrgence and development paralleled, in
a gradual manner, that of soul music in the cights movement*® Soul music was
related to the Black Pride movement of the lates, & which the focus was more on
the transformation of black identity and consciemssthan on merely gaining civil
rights. The emergence of soul music offered a nawm fof expression of the longing

and suffering felt by many black&

The different genres of the 60s music — soul, blijgez, rock, folk and others — were
closely connected to each other and to the movestieay accompanied. In speaking of
the evolution of rock, Eyerman and Jamison sum hip interrelatedness: “The
mobilization of blues and its transformation intack complemented, but also built
upon, the mobilization of the black spiritual musiadition that characterized the civil
rights movement and the mobilization of the topidallk song tradition that was so

central to the ‘folk revival®>®

4.5. The Role of Music in the 1960s Social Movements

In the following | will look in more depth at theqxise function filled by the music of
the 60's in the movements of the time. | divide elements of this function into three
categories: music as a tool (1) for the organisatibthe movement, (2) for its internal

relations, and (3) for providing a form of indivialtexpression.

131 ibid. p. 11

132 ¢f Sanger 1997

133 ¢f. Eyerman & Jamison 1998, p. 118
134 ¢f. ibid. p. 77

135 bid. p. 108
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Part of understanding why a social movement aasekattracts participants when and
where it does, in addition to looking at its orgational structures and use of resources,
is to examine what the movement does with cult&ed one of the principle
determining factors of the culture of a movementhis social relations within*ft’
According to Roy (2010), culture in social movensecan be used in two ways: either
for recruitment and persuasion, in which the emjshiason the political, or for building
solidarity, in which emphasis is on the social tietes. This comparison is reflected in
other studies as the division of social movemeauds' of culture in “evangelical” vs.

"137 or as Denisoff's categories of “magnetic” vs. tdreal™ . Whichever

“relational
terminology one chooses to use, the essence oflthison is the different focus of

attention on the organisation vs. relations of aemaent.

So understanding a social movement requires urahelistg its culture; and
understanding this culture demands an understanafirthe music through which it
expresses itself, according to DeNd&taFor this reason, | attempt here an explanation
of the role of music as part of the culture of 8@ social movements. To the above-
mentioned categories of organisational and relatioises of music, | add that of the

individual expression made possible through music.
4.5.1. Music as an Organisational Tool

Music has been referred to as the “organisatioha”{f'° of the 1960s movements; as
the driving force, the heart and soul of their @ctand growth. In the following I will

explore what is meant by such statements.

Awareness-raising and recruitment:

Much of the awareness-raising carried out for trmywtion of the movements' goals
was made possible through music. Participants wéen informed, persuaded and

“recruited” into the movements through songs. Yopegple were in rebellion against

136 ¢f. Roy 2010

137 Roy 2013

138 Denisoff 1966

139 DeNora 2000, p. 5

140 ¢f Reed 2005, Love 2006
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so much at once, against society as a whole, andetolutionary spirit was in need of
a sense of direction and clear goals. The musieradf a shared experience of
“consciousness-raising”, of naming the other anding against a common enemy —
like racism and war and injustice — and choosirsgeiad community and new valu8s.
Since “music becomes more deeply ingrained in mgnioan mere talk”, capturing
these values in song led to music being one ofni@n organising tools of the
movements. Music was also used in promotion and-farsing, and often catered for

increased attention from the préss.

The civil rights movement especially stands out ifisr reliance on music for its
existence and growth. Songs formed the communitat&work of the movement. The
“freedom songs” that were later to go down in higtevere central both to organizing
and mobilizing the movement. They brought the mgssd anti-segregation to ordinary
people, which was particularly significant for Afan-American communities with roots
in oral cultural traditions. Often people wouldrjan meetings or rallies just for the

music, and then be drawn into the movenié&ht.

Many of the songs of the 60s, from different gendeaw attention to a certain problem
or discontent in society or politics. They alsodé¢a be easy to reconstruct and pass on,
some bordering on simplistic, and encourage ppgtmn through their familiarity and
repetitiveness. According to Denisoff, these chiréstics are structural prerequisites

for “songs of persuasion” to meet their functidffs.

Public relations:

In addition to recruiting new participants into @awvement, another of these functions is
gaining support and sympathy from those outsidenmtbgement. Music is a universal
language, capable of speaking to the broadest mealidOue to the “mediability” of
much of the music of the 60s, the widest segmerthefpopulation was able to be
reached — youth, with its massive size, creativé @sonomic power. It was an age of

141 ¢f. Eyerman & Jamison 1995, p. 459

192 Reed 2005, p. 28
143 ¢f. ibid.
144 Denisoff 1966, p. 582
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musical innovation and experimentation, recombinmgh and low culture: acoustic
folk, rock, blues, gospel, jazz and traditional mgm This cultural pluralism, plus
increased mass distribution, resulted in the engagé of many people who were
originally not directly affected by (or possibly tnaware of) the concerns of a specific
movement; for example white middle-class youthhi@ WNorth caring about equal rights

for blacks in the SoutH?

“Popular music was one of the main mediating forcesms of translation,

between the movement's more obvious expressionss m@monstrations,
organizations and the wider population. Through thedia of popular culture,
the ideas, values and attitudes expressed in theement reached a broader

segment of people, and (perhaps) to more longrgstffect.**

But also outside the mainstream media, much of6b® music found its way to be
distributed and produced through alternative medmsch of the new folk music
especially was easy to play for anyone anywhereding simply a guitar and a voice.
This accessibility was attractive to young peophe avited participation, creating a
form of collective expression that spread into styci The sense of collectivity the

music gave was magnified in form in the contextfesfivals or demonstration4’

Repertoire of actions:

The act of singing played a large role in the dctagertoire of actions of the
movements, and provided a form of participation angdagement for the participants.
In the civil rights movement in particular, singings part of the collective action itself
and was less about persuasion or recruitment; sfrtiee freedom songs were in fact
politically quite vague?®But participatory singing was at the centre of destations,

marches and sit-ins. Meetings were opened and ctlagh singing. Some activists
would even take up songs like weapons of self-defemgainst beatings. At times,
resorting to singing as a strategic element of viotence would protect against the

195 ¢f. Eyerman & Jamison 1995

196 |bid. p. 458
147 ¢f. ibid.
198 ¢f. Roy 2013
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violence of mobs or police. But even when it failed halt the violence, it often
sustained and strengthened the activists themsalvagell as created bonds between
them and onlookers. As Martin Luther King observsithging allowed the peaceful

activists to “meet physical force with soul forcé®.

Communication:

Many songs served distinctly the “relationship kestw the social movement and mind

of the activist™®°

as knowledge-producers among the participantsjngake political
ideas of the movement understandable for all. Tambination of political with
musical entailed challenging people to rethinkrthe@ws of themselves and society and
to recognize social problems and oppression; asasedffering solutions and providing

a feeling of identification with the ideologiestbie movement$™

Of course there is a clear connection between tlaésgo be spread by the movements
and the type of music to be chosen for a certaissage. Since the “intellectualizing”
content was in the song lyrics, the quiet simplensis of folk music, for example, gave
room for the voice and text to be the primary objfcattention. This content often
consisted of cultural and political criticism, kattother times of politically neutral and

universal themes such as peace, tolerance, ragiality, respect>

Music was a form of transmitting the values, fegdin principles and goals of a
movement between its participants. It also commateit the tactics and strategies from
the initiators to the activists. In the civil rightnovement, the core public strategy was
based on non-violent direct action, so the prircigf non-violence was often
transmitted through the songs. The line of commatioa drawn by music was also
between the participants and the opponents to tbeement. Singing (and often
praying) became a way to convey to outsiders thiatwas a peaceful movement and

served to dismantle the view of activists as aatird As Roy observes, “the social

1491 ove 2006, p. 95

130 Roy 2010, p. 7

151 ¢f. Eyerman & Jamison 1995

152 ¢of Eyerman & Jamison 1995, pp. 458-459
133 ¢f. Reed 2005, p. 29
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form of music — specifically the relationship beemethose who sing and those who
listen — reflects and shapes the social relatignbbtween social movement leaders and

participants, conditioning the effect that musio tave on movement outcomées®

4.5.2. Music as a Relational Tool:

Music and singing were not only a crucial elementhe strategies, organisation and
mobilization of the social movements of the 60seytvere also at the heart and soul of
the sense of solidarity among participants, théirfgeof belonging and the collective

identity without which no social movement can suevi

Collective identity:

The importance of collective identity for a moverhéas been discussed above. The
challenge often exists in maintaining the relatiopsbetween the personal identity of
participants and the group's collective identityeTmusic in these movements helped to
handle this balance by strengthening and transfaggnboth. It contributed to a

discovery of self, to a sense of belonging andsaimiebodiness” and to retaining the

commitment of the individual, while encouragingleotive action at the same tin&.

A tangible example for how collective and indivitligentity building can go hand-in-
hand is the “identity reclamation projett of African Americans in the later 60s. The
songs of the civil rights movement earlier in thecade laid the foundation for the
Black Pride movement later on, as these songs wergly transformed traditional
spirituals, a token of their heritage. “For manyvuwament participants, reclaiming
freedom songs was part of claiming an identity elsdefined black people proud of
their ancestry, rather than as white-defined ‘Nesgjtd>’ This example also shows how
effective it can be to rely on existing or pastterdl traditions to support the new
ideologies and goals of a movement. In the casthefcivil rights movement, music

was a symbol of the culture and heritage of thos®lved. Freedom songs were a

%4 Roy 2010, p. 2
155 Reed 2005, p. 33
136 ibid. p. 34

57 ibid.
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reminder of the religious foundations of black pepps well as their history of struggle

against slavery and white oppresstoh.

Solidarity:

Solidarity and cohesion among participants in tifiergnt movements were magnified
through music, especially through the act of cdiNec music-making. Singing or

“musicking™>°

together, whether at a festival, concert or inppy commune, whether
in mass demonstrations, at picket lines or in akoBouthern church, served to deepen
people's sense of unity, courage and commitmenthéo cause or values of the
movement. The act of group singing was itself anfef engagement in the movement.
Reed states that “in singing you take on a deep&l bf commitment to an idea than if

you only hear it spoken of*°

Music is a “micro-social experience” which contribs to a strengthened concept of
“us-ness”, both by creating bridges between pawicis and boundaries between
groups™®* A member of the Student Non-violent Coordinatingn@nittee, which was

central to the organisation of the civil rights mawent, describes the experience of

collective singing as follows:

“When you sing, you can reach deep into yourset aammunicate some of
what you've got to other people, and you get thenedch inside of themselves.
You release your soul force, and they release gheintil you can all feel like

you are part of one great sout®?

In attempting to understand this kind of almostangtysical experience, the effect that
joining voices and coordinating the movement of aes in rhythm can have on a
group's solidarity, we can look to Roy's descriptiof the function of music in

sociological terms: “The social impact of music paps not only through a common

understanding of it or the discourse around it also through the experience of

198 ¢f. Love 2006

139 Grantet al. 2010

160 Reed 2005, p. 28

161 Roy 2013

162 Seeger & Reiser 1989, p. 180
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simultaneity. The mutual synchronizing of sonic dadlily experience creates a bond
that is precommunicativgsomething felt, not talked about] and perhapspde¢han

shared conscious meanin§®One can only attempt to explain the wonder of musi

Legacy:

Remarkably, much of the civil rights movement enahediolence with the beginning of

the 70s. But the “spirit of the 60s” lived on, iim&py other important movements of the
century such as the feminist movement, LGBT righaajmal and environment

protection etc. In the following decades, this fgpihas been symbolized by the
“unique combination of the political and culturawhich has influenced movements of
social and democratic change across America, Chtuastern Europe and South
Africa.’®* As Miller states, “for better or worse, somethafghe spirit of that time lives

on, not least in the world of rock. Provoking a gj@e cultural revolution, the

movements of the 60s were instrumental in produtheg extraordinary freedom of
mores that now characterises most Western socfeffes

This spirit is most felt in the music of the tinhe inspirational elements of the civil
rights, student and antiwar movements — the coliecparticipation, personalized
politics, the values of respect, freedom and etuahd direct democracy — have been
immortalized in the songs of these movements: ‘tAfte movements fade away as
political forces, the music remains as a memory an@ potential way to inspire new

waves of mobilization®®®

During the movements of the 60s, the music had iguenway of addressing the

movements' history, creating its new history, forgha sense of continuity and leaving a
legacy all at the same time. It reminded of thes@md history of those involved and
celebrated and recorded the accomplishments beaue nm the present, thus creating

its own sense of history in the songs — what Redidd“instant historicizing®”.

183 Roy 2010, p. 16 (emphasis added)
164 Eyerman & Jamison 1995, p. 465
185 Miller 1994, p. 8

166 Eyerman & Jamison 1998, p. 2

167 Reed 2005, p. 15
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4.5.3. Music as Individual Expression

“Culture is treated as a symbolic and discursivanneexisting at the social level but
operationally found in individual expressioft®In the end, the culture of a movement

boils down to how it is expressed by the individual whom the movement consists.

In this case the culture is the music. In the moemis of the 1960s, music contributed
to the empowerment of the individual, to buildingets own identity, sense of personal
power and believing in oneself. The power of a nmoeet as a whole depended on the
transformed power of the individual. In the civigiits movement, the act of singing
itself helped the individual overcome his or haarféeven fear of death), gain courage
and strength. This is what Reed calls “transcenglenself’, or “a sense of power and
satisfaction and personal reward felt in the momémtthe movement. [...] The
movement didn't just talk about freedom. It gave Being free was part of the

experience of the movemerit®

Singing not only provided the singers themselveth \an outlet for their feelings, but
encouraged those listening to tune in to their é®atings and participate in expressing
them. Reagon describes the act of singing freedamgss “By going inside ourselves
and singing specifically out of our lives, our coommty, and our world, we try to help
those listening, in the sound of our singing toateea celebration based on what they

can embrace that is real to them at that tifh”.

The final, and perhaps most straight-forward, wawhich music was important to the
social movements of the 60s was simply as a formledsure and relaxation, as an
outlet for the expression of personal feelings,mfrdrustration to excitemenf?

Coordinating and participating in the movementsemftentailed hard work and
perseverance, and people were in need of musicpaisgly as an outlet. As another

activist of the civil rights movements recalls:

168 Roy 2010, p. 6

189 Reed 2005, p. 27

79 Quoted in Love 2006, p. 96
71 ¢f. Roy 2010, p. 36
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"You sing to throw off weight, your burden. When woe weighted down and
your spirit is low, your mental capacity is alsasMoBut when you sing, and you

let go of that weight, you rise up’

One might argue that the crucial link connecting idtentity, cognitions and feelings of
the individual with collective processes in order treate collective action is
consciousness® Consciousness brings together the meaning indilédigive to

situations, the feelings these situations provakehiem, and concepts arising from
collective identity, to motivate people to act asgeoup. This understanding of
consciousness, as well as the individual expressiade possible through music, and
the way music was used as an organisational aatiaml tool in social movements are
some of the aspects that characterize the musibheof60s, as we shall see in the

following chapter.

172 geeger & Reiser 1989, p. 179
173 ¢f. Klandermans & Van Stekelenburg 2007, p. 177
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5. HUMAN RIGHTS EDUCATION IN THE MUSIC OF THE
1960s

If I had a song [...]
I'd sing out danger,
I'd sing out a warning
I'd sing out love between
my brothers and my sisters,
All over this land™

5.1. Research Question

In this section | will present the results of aadletd thematic analysis of a selection of
song lyrics from the 60s. So far, we have studied music can be seen as a form of
human rights education; we have considered theteff@sic can have on the listener's
emotions and how this can motivate people to ppeie in the activities of social

movements. We have also looked into the movementeeo60s as a case study for
analysing the role music can play in social movememd the promotion of human

rights. We have seen substantial evidence thatarami song were an essential factor
in the mobilization, organization and pervasivenesthe human rights movements of
the 60s. But how exactly did tleontentof the song lyrics contribute to educating the

masses on human rights?

| attempt to answer this question by way of a uaigunction of a thematic analysis of
lyrics and international human rights educationdglines. The United Nations' Plan of
Action for the third phase (2015-2019) of tkéorld Programme for Human Rights
Education states that education in human rights encompagsedollowing three

elements’™:

(a) Knowledge and skills learning about human rights and mechanismsgéls w

as acquiring skills to apply them in a practicapwadaily life

(b) Values, attitudes and behaviodeveloping values and reinforcing attitudes

174 «f | had a hammer” - Pete Seeger (1949)/Petan) Bad Mary (1962)
175 Plan of Action for the third phase (2015-2019)haf World Programme for Human Rights Education
2014, article 5
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and behaviour which uphold human rights
(c) Action— taking action to defend and promote human rights

In my analysis | point out that much of the protesisic of the 60s, by example of a
sample of 50 songs, contained one or more of takeseents in the lyrics, and thereby
can be considered a form of human rights educataording the above schema, when
used the right way. This in-depth look at the contd the songs can help us understand

why music was so meaningful for the process ofadatiange in the 60s.

The 50 songs | chose for the analysis cover atyamiegenres, ranging from traditional
spiritual hymns to folk songs, from blues to japzptsychedelic rock. Due to the fact
that this thesis takes a look at the decade ob@seas a whole, which implies various
social movements among various age-groups, raatslasses of society, the musical
styles corresponding to these movements are ngtwedy different from each other.
Furthermore, over the span of ten years, the UBaessted many drastic changes, and its

music reflected those changes by introducing awvney new styles.

For the sake of this analysis, however, the mustydé is irrelevant. It is the lyrics of
the songs (whether protest, topical, freedom sanrgsthers) that are of analytical
interest here, as it is the content or messageec$dng, which has the potential of being
a tool for human rights education. The music itselfs as a vessel which transports the

message of the lyrics to the ears and emotionseoligtener.

5.2. Methodology

To attempt to answer the research question, | heled on the method of thematic
analysis as identified, among others, by Braun @leake'’®. Thematic analysis is the
most widely-used method for qualitative analysigl doundational for qualitative
research’’. It is a flexible research tool, since it is nabubd to a pre-existing
theoretical framework. In thematic analysis, onarclees across a range of data, rather
than in individual data items, for repeated pateoh meaning. Thematic analysis is
useful in providing a detailed account of data tgnitifying, analysing and reporting

178 Braun & Clarke, 2006
Y7 cf. Guest 2011, p. 11
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patterns, othemes within it'’®. These themes are then used as the categorig¢isefor
analysis related to the research question. It is amy helpful in organizing and
arranging a detailed description of the data, lsd & interpreting various elements of

the data that are relevant for the topic beingaresed”®.

This interpretative quality and the flexible implentation of thematic analysis made it
the optimal method for the purposes of my reseashwell as the fact that it provided
me with a way to analyse a whole data set (50 sasga sample of the 60s protest

music), rather than only data items (individualg®n

Thematic analysis is carried out through the preaafscoding the data in order to
identify repeated patterns. This process followspsiases: familiarization with the data,
generating initial codes, searching for themes gmthre codes, reviewing themes,

defining and naming themes, and producing the fiepdrt®.

In the “language” of thematic analysis, migta corpusconsists of a number of socially
conscious or protest songs from the 60s. My cattar choosing these songs were: they
must be written and performed between 1960 and,1®&7@ritten earlier but “revived”
and used in the 60s; they must have a specific mgdor the social movements of the
time, such as addressing particular social or ipalitissues, empowering oppressed
people, encouraging participation in social movetsiegic. It was also important for me
to choose songs which were widely popular andrietieto by large amounts of people,

as far as this could be identified in the literatabout the music of the time.

From this data corpus, | selected 50 songs toarsthé analysis which would form my
data set These were songs whose message | found to beyextclearly in the lyrics
and relevant for my analytical interest, and thiigitde for the coding procedure. The
selection was the result of extended researchearitérature and the internet, on which
songs were particularly effective and meaningfulthe different social movements.

Thedata itemsn my analysis are the individual songs which fdha data set. Finally,
the data extractsare the separate lines, or groups of lines, whiblave coded and

178 Braun & Clarke, 2006
179 ibid. p. 83
180 ibid. p. 93
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extracted from the lyrics of the data items.

The codes | generated for the individual lines pasisages of the lyrics coincided with
the overall message of the song and entailed obgedéscriptions of their content. This
usually meant re-framing what was stated in animalty poetic or emotional way (for
example, “criticism of the justice system” or “peidn personal identity”). Next, |
identified patterns and common themes among thes;oand on the basis of these
arranged the codes under themes and sub-themesréfining my findings, | ended up
with the three elements of human rights educatsee @bove) as the themes, and issues
relating to human rights or the different socialveiments of the 60s as the sub-themes.

The extracts from the songs, corresponding to dldeng, were arranged under these.

Since the three human rights education elementgided me with a kind of pre-
existing coding frame, the themes were not altagettentified in an inductive or
“bottom-up” way. This was, on the one hand, whauBr and Clarke would describe as
having been driven by my own analytic interest aheérefore a deductive or
“theoretical” thematic analysis. On the other hang,analysis is also inductive because
the identified themes are derived from the dathe-sbngs — themselves. It aims to pin-
point qualities which describe the data set as alevAnd thereby lead to a clearer
overview of the music of the 60s, rather than foayisolely on one aspect of the data,
even if these qualities wouldn't fit into the franpeovided by the human rights

education guidelinég

5.3. Research Results: a Thematic Analysis of Lyrics

In the following | present the findings of my ansiy. By way of a thematic analysis of
a sample of songs of the 60's, one may concluddhbdyrical content of much protest
music of the decade contributed to the promotiot e awareness-raising of human
rights, based on internationally acknowledged duinds for human rights education.
These guidelines state that human rights educaimompasses the elements of (1)
knowledge and skills (2) values, attitudes and tiela and (3) action. The following

gives an insight into the issues addressed by dhgss in correspondence with these

181 ¢f. ibid. p. 89
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elements:
5.3.1. Knowledge and Skills

The first stage in human rights education is infoigrpeople of their and others' rights
and the violations thereof, magnifying their knogde and skills gkills involve a
deepened understanding of the circumstances swliraums). This is the awareness-

raising element of education through music.

General warning of the gravity of the times:

The decade of the 60's in the US was a period@ékopheaval, as criticism of society
and politics was on a rise and many people werestyhifor change. Often the
motivation for change was backed by a feeling gleacy and an awareness of where
things could lead to, if they were not turned acbullany of the songs of the time
succeeded in transmitting this sense of urgencgven of danger, and warned of the
seriousness of the country's social and politidalaton, an example being this well-
known song:
Take a look around you, boy, it's bound to scare oy

But you tell me over and over and over again ngnti
Ah, you don't believe we're on the eve of destinéti

One of the wide-spread concerns was of the growmilgarization of the stat&’
including the fear spread among citizens by thedGbhr, the Vietham War, and the
threat of complete destruction through a nuclear asexpressed in this song text:
There's something happening here
What it is ain't exactly clear

There's a man with a gun over there
Telling me | got to bewat@

An awareness of the potential danger that couldltréom state policies and societal

tendencies was one factor that brought people tegetith a common goal of bringing

182 «Eye of destruction” - Barry McGuire (1965)

183 Criticism was directed especially at the “militanglustrial complex”, or the political and finantia
interrelatedness between national armed forcess|dgign and the arms industry.

184 «“For what it's worth” - Buffalo Springfield (1966)
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about change:

Come gather 'round people wherever you roam
And admit that the waters around you have grown
And accept it that soon you'll be drenched to thee
If your time to you is worth savin'
Then you better start swimmin' or you'll sink léketone
For the times they are a-changi'
The excitement of the changing times was spreadisghe gap between politics and
people's everyday lives was growing narrower. Toldipal was increasingly regarded
as personal, and the effects of political decismege frighteningly close to the normal
citizen's doorstep — most notably through the deiegeinvolvement of the US in an
unwanted war:
There's a battle outside and it is ragin'
It'll soon shake your windows and rattle your wélls

Oh, a storm is threatening my very life today
If I don't get some shelter
Oh yeah, I'm gonna fade away
War, children, it's just a shot away
It's just a shot awa¥/

The growing excitement was on the one hand thahefpossibility of positive social
change. But the urgency expressed in many songkedetowards people's fear of a
“war to end all wars”. With the tension of the COhr growing, the threat of nuclear
war and complete destruction of the world throulyénaical warfare, ord great orange
mushroom cloutt®® was coming closer to reality:

But now we got weapons of the chemical dust

If fire them we're forced to then fire them we must
One push of the button and a shot the world t##ide

Don't you understand, what I'm trying to say?
Can't you see the fear that I'm feeling today?
If the button is pushed, there's no running away

18 “The times they are a-changin™ - Bob Dylan (1964)

18 “The times they are a-changin™ - Bob Dylan (1964)

187 “Gimme shelter” - Rolling Stones (1969)

188 «Universal soldier” - Buffy Sainte-Marie (1964)/Bovan (1965)
189 “\with God on our side” - Bob Dylan (1964)
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There'll be none to save with the world in a gt&ve

Racial inequality:

Among the most severe social issues of the tintkanJS was the segregation that the
African American population faced, especially inu8eern states. Although slavery had
been abolished a century earlier, social and ecanoraquality kept most blacks in a
status of “second-class citizens”, as expresséuisrsong:
We've been 'buked and we've been scorned
We've been treated bad, talked about
As just as sure as you're born [...]

I've worked on jobs with my feet and my hands
But all the work | did was for the other m&n

Writing songs about the mistreatment of blacks lodtred an outlet for those suffering
to express their feelings and experiences and ibated to raising awareness of their
plight among the rest of the population:
| go to the movie and | go downtown
Somebody keep tellin' me don't hang around [...]

Then | go to my brother and | say brother help neage
But he winds up knockin' me back down on my Kiees

Many songwriters made an effort of depicting anliekpicture of the cruelty of racial
violence, to make people aware of the reality aialahatred. “Strange Fruit”, for

example, illustrates the inhuman practice of lynghalack people.

Southern trees bear a strange fruit
Blood on the leaves and blood at the root
Black bodies swingin' in the Southern breeze

Strange fruit hangin' from the poplar trégs

Racism was especially concentrated in the Soutkites, which had a system a#
jure segregation (known as Jim Crow laws) and wherg afctacial hatred were more
common and tolerated than in Northern states. Riar reason, the South was often

targeted and condemned in pro-civil rights songs:

190 «“Eve of destruction” - Barry McGuire (1965)

191 «3ay it loud: I'm black and I'm proud” - James Bro(1968)
192 «A change is gonna come” - Sam Cooke (1964)

193 «Strange fruit” - Billie Holiday (1939)/Nina Simen(1965)
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| saw cotton and | saw black
Tall white mansions and little shacks
Southern man when will you pay them back?
| heard screamin' and bullwhips cracking
How long? How long®*

The frustration of civil rights activists with trsbow progress in the South is captured in
this famous song, which condemns three Southetesstay name. These had been
specific hotspots of protests against segregatiwhhead recently witnessed bombings

and other forms of racial violence:

Alabama’s gotten me so upset
Tennessee made me lose my rest
And everybody knows about Mississippi Goddam!

Although the suffering of African-Americans had aret for centuries, this was a time
period in which awareness of their situation wasagng and reaching more Americans
in the North. Many were appalled at the images aems of racial violence coming
from the South.

Too many martyrs and too many dead,
Too many lies, too many empty words were said,
Too many times for too many angry men,
Oh, let it never be agaiti

Social injustice:

Awareness-raising in the songs was also focuseatter issues of social injustice, like
the vulnerability of people in the face of fatedahe unequal distribution of wealth and
poverty:
Some folks are born, silver spoon in hand
Lord, don't they help themselves, y'all [...]
It ain't me, it ain't me, | ain't no millionaire'son, no
It ain't me, it ain't me, | ain't no fortunate oney*’
One touching and brilliantly human song speaks hoéd social issues — prisons,
homelessness and alcoholism. It attempts to awampathy and break through

194 «5outhern man” - Neil Young (1970)

195 “Mississippi Goddam” - Nina Simone (1964)

19 «Ballad of Medgar Evers” - Phil Ochs (1963)

197 “Fortunate son” - Creedence Clearwater Revivab@)9
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stigmatization by pointing out how easy it can bednyone to land in such a state:

Show me a prison, show me a jail
Show me a prisoner, man, whose face is growin' [pale
Show me an alley, show me a train
Show me a hobo who sleeps out in the rain [...]
Show me the whiskey stains on the floor
Show me a drunken man as he stumbles out the door
And I'll show you, young man, with so many reasamg
There but for fortune, may go you &¥ |

Vietnam War:

Especially towards the end of the decade, the theofigorotest songs were centred
mainly around the Vietham War, as ending it hadobee the most defining issue of the
movements of the 63%. Young people were dying in a war which was urreesby a
large part of the population, and most people tiglren know why:

What are we fighting for?

Don't ask me, | don't give a damn
Next stop is Vietnatti

Part of raising awareness of the brutality and stige of the war in Vietham was
pointing out the despair of war in general, inchglilooking back at the past and
questioning the meaning of going to war in history:
Now look at all we've won with the saber and the gu
Tell me is it worth it all?*

He knows he shouldn't kill,
And he knows he always will,
Kill you for me my friend and me for y&u

The meaninglessness of killing was sometimes egpcethrough the use of irony and

satire, which have the potential of influencing h@message is received by the listener.

If you don't like the people or the way that thai t
If you don't like their manners or they way thagythwalk,

198 «“There but for fortune” - Phil Ochs (1964)

199 Eyerman & Jamison, 1995

200 «| feel like I'm fixin' to die” - Country Joe McDwald and The Fish (1967)
291 «| ain't marchin' anymore” - Phil Ochs (1965)

202 «yniversal soldier” - Buffy Sainte-Marie (1964)/Rovan (1965)
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Kill, kill, kill for peace?®

The growing sense of introspection and criticisrmoag young people especially,
included questioning the reasons for the US's wremknt in the Vietham War in the
first place, and whether its continuing involvemeas justified or was achieving any
good:
And the war drags on
They're just there to try and make the people free
But the way that they're doin' it, it don't seekelthat to me
Just more blood-letting and misery and tears
That this poor country's known for the last tweydgrs®
Allegations were also made that the Vietham War beasg maintained for the personal
gain of the few, as well as the profit made offytthe weapons industry:
There's plenty good money to be made
By supplying the Army with the tools of the tféde

Come you masters of war [...]
You that hide behind walls, you that hide behinskde
| just want you to know | can see through your reésk

The despair and frustration felt concerning the w@mtinued to deepen as the death
count of soldiers rose, and as images of the Bloedl of the Viethamese reached
Americans.
How many times must the cannonballs fly
Before they are forever banned? [...]

Yes, and how many deaths will it take 'til he knows
That too many people have diéd?

How many dead men will it take
To build a dike that will not break?
How many children must we Kkill
Before we make the waves stand $till?

Many songs tended to depict the American soldidrs feught in Vietnam as victims of

203 «ill for peace” - The Fugs (1966)

204 “The war drags on” - Mick Softley (1965)/Donova967)

205 «| feel like I'm fixin' to die” - Country Joe McDwald and The Fish (1967)
205 “Masters of war” - Bob Dylan (1963)

207 «Blowin' in the wind” - Bob Dylan (1963)

208 «“saigon bride” - Joan Baez (1967)
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the war and not as heroes, as was the picturenatigipropagated at the beginning of
the war:
Silent soldiers on a silver screen

Framed in fantasies and dragged in dream
Unpaid actors of the mystety

Central to the resistance against the war was titeism of the system of forced

drafting, in which men of eligible age were camnsed against their will.

| got a letter from L. B. J.
It said this is your lucky day [...]
We've got no jobs to give you here
So we are sending you to Viet N&m
Resisting, known as “dodging”, the draft was a eriand many young men fled the
country during the 60s to avoid being drafted.
Don't forget the draft resisters and their silelonely plea
When they march them off to prison, they will goyau and me

Shame, disgrace and all dishonor, wrongly placedrugneir heads
Will not rob them of the courage which betraysitireocent*

Part of raising awareness of the war was paintm@licit picture of what it really
entailed, bringing its reality from so far awaythe citizens who were untouched by it,
but who possibly had the democratic power to infliee decisions that supported the
watr.

| have seen war on the land and the sea

| have seen blood running in the street

I have seen small children starving
| have seen the agony of fellows and wives

One of the criticisms was of the gaping distance,irma most wars, between the
politicians who made the decisions concerning tiae and those (mainly young men)

who had to carry out their plans, primarily agaimstir will:

It's always the old to lead us to the war

209 “The war is over” - Phil Ochs (1968)

210 «| yndon Johnson told the nation” - Tom Paxton (396

2L “Draft resister” - Steppenwolf (1969)

212 «gyppose they give a war and no one comes” - Weast Pop Art Experimental Band (1967)
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It's always the young to fafi

You fasten all the triggers for the others to fire
Then you set back and watch when the death cotmhggher
You hide in your mansion as young people's blood
Flows out of their bodies and is buried in the fud

Criticism of the government:

Much of the finger-pointing in the protest songsswaimed at the state's politics,
revealing the government's failure on differenthtso— not only concerning the Vietnam
War, but also its failure to pass laws that wouldl segregation and lead to racial
equality:
Heed the threat and awesome power of the mightiaBen
Which is wasting precious millions on the toys askihgtor®

Show those generals their fallacy [...]
They don't have the right weaponry [...]
For defense you need common séfise

Handful of Senators don't pass legislation
And marches alone can't bring integratitn

A general distrust of politicians was found in mawgngs, depicting them as being a
hindrance to progress, change and justice and eg@rige themselves distant from the
people and the reality “on the ground”:
Come senators, congressmen, please heed the call
Don't stand in the doorway, don't block up the #fall

The deputy sheriffs, the soldiers, the governotpgel
And the marshals and cops get the same
But the poor white man’s used in the hands of takiike a toof*°

The implementation of the fundamental principledefnocracy and participation in the
US was put into question with the criticism of faet that young men could be drafted

to fight and die “for their country”, but weren&en as mature enough to influence the

“l ain't marchin' anymore” - Phil Ochs (1965)

214 “Masters of war” - Bob Dylan (1963)

“Draft resister” - Steppenwolf (1969)

“Bring them home” - Pete Seeger (1966)

217 «“Eye of destruction” - Barry McGuire (1965)

“The times they are a-changin” - Bob Dylan (1964)
“Only a pawn in their game” - Bob Dylan (1964)

Page | 50



politics of that country that would send them offar®”

You're old enough to kill but not for votin'
You don't believe in war, what's that gun you'tent@?

Song-writing was also used as a way to reveal treuption and hypocrisy of the
justice system. These were especially notoriouBouthern states, which often failed to
condemn or even try perpetrators of racial violeagainst blacks, as portrayed in the
following:

In the state of Mississippi, many years ago,

A boy of 14 years got a taste of Southern law.
He saw his friend a-hangin’, his color was his @&th

Hypocrisy was purported to exist in the educatigsteam as well, which was claimed to
give a one-sided account of historical and curfawts and propagate racist and
nationalist thinking:

Oh the history books tell it, they tell it so well

The cavalries charged, the Indians fell [...]
Oh the country was young with God on its %ide

He’s taught in his school from the start by theerul
That the laws are with him to protect his whitenski
To keep up his hate so he never thinks straight

A huge dysfunction of the education system waspthiey of keeping white and black
children separate in segregated schools, the fesinig that white youth were in general
provided with better education and better prospémtsthe future than black youth,
maintaining the social and economic racial divile one African-American singer puts
it:

| want equal opportunity to live tomorrow

Give me schools and give me better books
So | can read about myself and gain my truly 1&6ks

220 The voting age was not lowered from 21 to 18 matigde until July 1971, with the passing of the
Twenty-sixth Amendment to the Constitution.

221 “Eye of destruction” - Barry McGuire (1965)

222 «Ballad of Medgar Evers” - Phil Ochs (1963)

223 “\\jith God on our side” - Bob Dylan (1964)

224 “Only a pawn in their game” - Bob Dylan (1964)

%« don't want nobody to give me nothing” - Jamas\Bn (1969)
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Specific information:

Although the content of most politically and solsiatonscious songs centred around

more generalized topics, such as war and inequaliéyly songs in the 60s served as a
source of information about specific events, peapl@laces. This was often achieved

through a kind of storytelling and narrative lytidhe following are some examples of

particular events, of which songwriters of the tif@nd it important to raise

awareness:

* A climactic point in the fight for civil rights inthe US was the enrolment of
James Meredith in the University of Mississippi@atober 1, 1962. He was the
first African-American to be accepted into the \ahite university in Oxford,
Mississippi, after he was rejected twice on theidbad his colour. But his
acceptance was only achieved with the help of fdertervention: federal
troops had to calm the rioting crowd outside thévensity before Meredith
could ente?™®.

He went down to Oxford Town
Guns and clubs followed him down [...]
He come in to the door, he couldnt get in
All because of the color of his skin
* Medgar Evers was a black civil rights activist, whvas murdered by a white
supremacist on June 12, 1963. Due to his role endhil rights movement,
Evers' death caused a nation-wide outcry. His nrarddhowever, was not
convicted until more than 30 years |&&.
His name was Medgar Evers, and he walked his rdéaea
Like Emmett Till and thousands more whose namdbkngger know.

They tried to burn his home and they beat him ¢ogttound
But deep inside they both knew what it took todohim dow#f®

e The following lines refer to the racial violence ‘®@loody Sunday” in Selma,

22641962: Mississippi race riots over first black gémt” BBC News — On this da@1.10.1962. Retrieved
17.06.2015

227 “Oxford Town” - Bob Dylan (1962)

228 cf. Dufresne 1991

229 «Ballad of Medgar Evers” - Phil Ochs (1963)
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Alabama. On March 7, 1965, 600 civil rights actisidegan a march from
Selma to Montgomery to protest the denial of votmght to blacks. The
peaceful marchers were brutally attacked by théc@obadly injuring many.
News of the incident spread across America, regultt massive support for the
following marche$®

Think of all the hate there is in Red China

Then take a look around to Selma, Alabama

Ah, you may leave here for four days in space
But when you return it's the same old pféce

As regards the element khowledge and skillsy human rights education, this section
has shown that the central theme of the lyrics ehas the awareness-raising and
denunciation of various human rights violationsirigkplace at the time through racial

segregation, war, politics and social injustice.

5.3.2. Values, attitude and behaviour

Can't you see it?

Can't you feel it?

It's all in the air..z*
In addition to raising awareness and increasindistener's knowledge of injustice and
human rights violations, many songs of the 60s seleto be aimed directly at the
listener, addressing their convictions and valued mfluencing their attitudes and

behaviour. This involved to a certain degree apsaking to the listener's emotions.

Call to awareness and individual responsibility:

One way in which the songs of the 60s addresseddllnes and attitudes of society was
their appeal to people to “wake up” and open tkges to what was happening around

them:

230 "Selma & the March to Montgomery-A Discussion Eaber-June, 2004-2005%terans of the
Civil Rights MovemenRetrieved June 17, 2015.

231 “Eye of destruction” - Barry McGuire (1965)

232 «“Mississippi Goddam” - Nina Simone (1964)
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It's time we stop, hey, what's that sound
Everybody look what's going dot#n
Many songs seemed to accuse people of being ign@@memning a fundamental and
willing denial of reality:
How many times can a man turn his head

And pretend that he just doesn't s&e?
In addition to the challenge to be aware of thdityearound them, listeners were
encouraged to think independently and make wisggoénts of what they perceived:

| can't think for you
you'll have to decide*

Seven hundred million are you listening?
Most of what you read is made of tes

Much song content tended to condemn blind obedieac®ng the American
population, accusing them of simply believing whaey were told and acting
appropriately, as expected of them. Especiallyetsd were those who complied with
the war without questioning it, as referred tohia following:

Prove your courage in the proud parade
Trust your leaders where mistakes are almost nenagte
So do your duty, boys, and join with pride
Serve your country in her suicide

Compliance and lack of scrutiny were also whatekisting structure of racism fed off
of. This is portrayed in the following lines, whigint out the accomplice's own guilt
and at the same time the bigger picture behind ighich his actions contribute.

So he never thinks straight
'Bout the shape that he's in
But it aint him to blame
He’s only a pawn in their gartie

The individual responsibility of every citizen wadso addressed in the anti-war
movement, which was built on the claim that demicnaarticipation means standing
for what one believes is right. This song implibattparticipating in the war did not

233 “For what it's worth” - Buffalo Springfield (1966)
234 “Blowin in the wind” - Bob Dylan (1963)

235 “Wjith God on our side” - Bob Dylan (1964)

2% «“Simple song of freedom” - Bobby Darin (1969)
237 “The war is over” - Phil Ochs (1968)

238 «“Only a pawn in their game” - Bob Dylan (1964)
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only mean directly fighting in it, but also refraag from protesting against it. In this
way everyone who simply waits for someone else afxarthe decisions is responsible
for the status quo. This song was unique as amartprotest song because it blamed
the war on the individual rather than only on gowmeents and political leaders.

Without him all this killing can't go on.
He's the Universal Soldier and he really is to béam
His orders come from far away no more
They come from here and there and you and me
And brothers can't you see
This is not the way we put the end to #ar

Many songs also emphasized the importance of iddalism, autonomy and
independent thinking, in place of nationalistiating and personal alienation:

Some folks are born, made to wave the flag [...]
Some folks inherit star spangled &fes

Questioning societal norms:

One thing most of the protest songs of the 60xsacthe different movements, had in
common was their challenging of the existing suiues in society and its wide-spread
values, norms and attitudes. These included stegtof racial inequality, gender roles,

patriotism, religious beliefs and many other issues

Since those criticizing societal norms were predw@mily of the younger generation,
what ensued was a generation gap, expanded byiationgfl views and morals and

young people's demands for independence and autonom

Come mothers and fathers
Throughout the land
And don't criticize
What you can't understand
Your sons and your daughters
Are beyond your command
For the times they are a-changth’

The conflict of values, however, did not only comcembedded norms of the older
generation. Particularly towards the end of theade, there was an increasing

239 “Universal soldier” - Buffy Sainte-Marie (1964)/Rovan (1965)
240 “Fortunate son” - Creedence Clearwater Revivab@)9
241 “The times they are a-changin” - Bob Dylan (1964)
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frustration with the slow process of societal clanthis led many people to challenge
the idea of patience and the policy of non-violenaeich were fundamental at the start
of the civil rights movement. These lines illusérétis, through the words of a frustrated
black woman:

Me and my people just about due

I've been there so | know
They keep on saying 'Go slow!
But that's just the troubi&é

Religion was also among the values put into questspecially when people's actions
seemed not to comply with what they claimed tooiwll.

Hate your next door neighbor but don't forget ty gaacé*

...or when religion was used as a method of persnasiol contributed to propaganda
supporting war and violence, as these lines portigty irony:
The reason for fighting | never got straight
But | learned to accept it
Accept it with pride

For you dont count the dead
When God’s on your siéé

Christian cannons have fired at my days
With the warning beneath the holy blaze
And bow to our authority
Say the cannons of Christiartty

Awakening empathy:

As discussed in a previous chapter, music and soitmg can be an excellent tool in
arousing feelings of empathy for others and opepiegple’'s eyes to the suffering and

hardships of those around them:
How many ears must one man have before he canpeeate cry?°

Many songs had the potential of awakening empathghe listener through giving a

“Mississippi Goddam” - Nina Simone (1964)
“Eve of destruction” - Barry McGuire (1965)
244 «\\jith God on our side” - Bob Dylan (1964)
245 “Cannons of Christianity” - Phil Ochs (1966)
246 «Blowin' in the wind” - Bob Dylan (1963)

24

w
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face to what would otherwise be merely news, thagking it personal and tangible.
Like giving a name to a soldier, who might not otise concern those not directly
affected by the war:
Let me tell you the story of a soldier named Dan
Went out to fight the good fight in South Vietnanj [

Found himself involved in a sea of blood and bones
Millions without faces, without hope and withoutres*’

Collective identity:

As we have looked into previously, an essentiainelat of any social movement is the
collective identity that exists among its followeihe collective identity among them
will affect whether people are willing to take partprotest or other activities that lead

to social changé®.

Forming a collective identity means joining “I” Wit“you” to produce a “we” —
retaining one's individual identity while discovagione's self, sense of belonging and
role in the group. This relationship is portrayedone of the civil rights movement's
anthems, which states, “Deeprity heart,| do believewe shall overcome someddy®.
Similarly, the lyrics of the song “Say it loud mI'black and I'm proud” use all three
cases (I, you and we) to encourage African-Amesdanbe proud of their colour and

identity and to promote solidarity and unity.

Another aspect of the collective identity of a grawonsists in a knowledge of “who we
are not”, which creates a strengthened senseeoSome songs achieved this through
calling “the others” by name, or even pointing o the “common enemy? is, such
as in these freedom songs:
Who's that yonder dressed in black, let My people g
Must be the hypocrites turnin’ back, let My peapse*

Ain't gonna let segregation [...],
Jim Crow [...],
racism [...],

247 “The war drags on” - Mick Softley (1965)/Donova967)
248 cf. Klandermans & Simon 2001

249 cf. Reed 2005, pp. 32-33

250 ¢f. Klandermans & Simon 2001

251 «Tell it on the mountain” - Peter, Paul and Mat®63)
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hatred [...],
injustice [...],
no jail cell turn me arourfd?
Especially during the student movement and onseh@fcounter-culture of the later
60's, rejection of materialism and of attachmenpdssessions, as well as of violence,
was a central shared ideology. So the people orbslgnwhich represented these
priorities also came to symbolize the “other” thae didn't want to be:
It ain't me, it ain't me, | ain't no senator's s¢n,] no millionaire's son, [...] no military
sory®

Part of forming a collective identity is developiageeling of pride. The goal of many
social movements is to convert people's shame eadifto pride, confidence and a
knowledge of their individual and shared iderffiy The civil rights movement aimed
to do just that: to restore to black people theeniity and strength, to remind them of
their heritage and encourage them to refuse toclag¢ed as slaves. Closely linked to this

was the rise of the Black Pride movement towardsetid of the decade.

Before I'd be a slave, I'll be buried in my grave
Say it loud, I'm black and I'm prouef!

Oh, but my joy of today
Is that we can all be proud to say
To be young, gifted and black
Is where it's &t’

Shared Grievances:

A vital component in the process of creating cdilec political struggle out of

collective identity is the awareness of sharedvamees, or the common feeling of
deprivation and suffering within a groip A reoccurring theme in many of the songs
of the 60s was this sense of shared grievancesngas a reminder to the listeners of
what their struggle was against. This song, fomgXa, expresses the frustration felt by

%2 “Ajn't gonna let nobody turn me around” - Africémerican Spiritual
53 “Fortunate son” - Creedence Clearwater Revivab@)9

24 cf. Britt & Heise 2000

2% “Oh freedom” - African-American Spiritual

2% “gay it loud - I'm black and I'm proud” - JameBn (1968)

57 «“To be young, gifted and black” - Nina Simone (097

28 ¢f. Klandermans & Simon 2001
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one black man, representing the whole African-Acaari population, with the

oppression they endured over centuries:
Well they made me a slave and | worked in thelddie
They made me fight in their war
They kept me down for four hundred years
But | aint gonna take it anymore
No | aint gonna take it any mofe
And the following lines provide an example for h@aasingle blow can be felt by a
whole group (the group being, in this case, all pgthisers with the civil rights
movement), contributing to a common feeling of skagrievances:
It struck the heart of every man when Evers fedl died [...]

While we waited for the future for freedom throdigé land
The country gained a killer, and the country loghar®

Solidarity:

Just as social movements aim to replace shamepuiille, so do they aim to replace
loneliness, or feeling isolated in one's struggli¢h solidarity®.. Hence, the message of
many songs of the time was one of solidarity; aimeler of the strength and security
that can be experienced in unity:
We'll walk hand in hand
We'll walk hand in hand somed&y/

With you I'll sweat and blood
To put out any fire and block off every pithy

The only chain that a man can stand
Is the chain of hand in haftf

As shown in a previous chapter, the actual acingfisg together was responsible to a
large extent for creating this feeling of solidar@nd thus of collective identity among
the social movements of the 60's, and particukampng African-Americans in the civil

rights movement. These lines, which in their sigipti appealed to the masses,

29 “Beau John” - Tom Paxton (1966)

260 “Ballad of Medgar Evers”- Phil Ochs (1963)

201 cf. Britt & Heise 2000

262 “\\le shall overcome” - African-American Spiritual

263 «| don't want nobody to give me nothing” - Jamas\Bn (1969)
264 “Keep your eyes on the prize” - African-Americapit@ual
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illustrate the importance of collective singingla time:

Come and sing a simple song of freedom
Sing it like you've never sung befof®

Collective consciousness:

One central value in the movements of the decatkgeapecially in the counter-culture
of the later 60s, was the promotion of both anaased individual and a collective
consciousness. This does not merely imply an exparsf consciousne$¥ through

experimenting with psychedelic drugs, although rimeny young people this was a
central part of the movement. Rather, the consoess being promoted was much
more that of a search for deeper meaning and whtbh transcend societal norms and

attitudes, a sense of global unity...

Speaking one to one, ain't it everybody's sun
To wake to in the morning when we rige?
...and an appreciation for the similarities betwabkmpeople rather than a focus on their
differences:
[He's] been a soldier for a thousand years

He's a Catholic, a Hindu, an Atheist, a Jain,
A Buddhist and a Baptist and a J&w

An increased collective consciousness implies t@sMkedge of how society, and in a
larger sense the world, is interconnected and defendent. This song promotes
collective consciousness through reminding thetist that if a nation is made up of the
whole of its citizens, then the strength of theioratdepends on how strong the
individual citizens are:
[This land is] only as rich as the poorest of theop
Only as free as the padlocked prison door

Only as strong as our love for this land
Only as tall as we staffél

265 “Simple song of freedom” - Bobby Darin (1969)

265 ¢f. Metzner 2009

%7 “Simple song of freedom” - Bobby Darin (1969)

268 «Universal soldier” - Buffy Sainte-Marie (1964)/Rovan (1965)
269 “The power and the glory” - Phil Ochs (1963)
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The plea for world peace contained in the followlings is framed in a universal call to
consciousness of action (or non-action):
To everything, turn, turn, turn,

there is a season, turn, turn, turn
and a time for every purpose under he&ven

Living consciously includes an awareness of howatl actions have consequences, on
ourselves or our environment and society. Perhaysab the best illustrations of the
interconnectedness of all things is the followiragiic song, which ends on a note of
desperation at how fate seems to repeat itselfimamity:
Where have all the flowers gone?
Young girls have picked them, every one [...]
Where have all the young girls gone?
Gone for husbands, every one [...]
Where have all the husbands gone?
Gone for soldiers, every one [...]
Where have all the soldiers gone?
Gone to graveyards, every one [...]
Where have all the graveyards gone?

Gone to flowers, every one.
Oh, when will they ever learfi?

Expression of emotions:

Informing the public about one's own personal fegdi on a topic is also a part of
educating them on that issue, since hearing ofrgtieelings or reactions to an issue
can open the their eyes to its severity. Sharirgsofelt experiences through music can
awaken empathy in the listener, increasing awasenasd developing a new
consciousness. It can add to a feeling of collectdentity by reminding the listener
they are not isolated or alone in what they fdetah also simply be a source of strength

and an outlet for the feelings of the songwriter.

Coinciding with the many forms of injustice of thime, one of the dominant feelings

expressed was anger and frustration, as in thesg li

270 «“Tyrn, turn, turn”- Pete Seeger (1962)/The Byrii865)
21 “Where have all the flowers gone?” - Pete Seetj@5%)/Peter, Paul and Mary (1962)
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Yeah, my blood's so mad, feels like coaguf&tin'

So now as I'm leavin’, I'm weary as Hell
The confusion I'm feelin’ aint no tongue can tell
The words fill my head and fall to the floor

If God’s on our side, He’'ll stop the next Wwar

Often sadness was also expressed in songs, combiiedfear of the future and
exasperation at injustices, such as in these lwbgh warn of destruction through
nuclear war.

And there's no more war
For there's no, no more world
And the tears come streaming down
Yes, | lie crying on the groufit

Many songwriters expressed a need for a senseaftidn and belonging, as well as a
fear of the unknown. These lines portray a feebhgonfusion about what to think or
which way to head, related to frustrations witkeqgnality and the slow progress of
desegregation:

| don't belong here, | don't belong there
I've even stopped believing in prayer [...]
Where am | going, what am | doing
| don't know, | don't knot&

Sometimes | feel like a motherless child [...]
Sometimes | feel like I'm almost gone
A long, long way from my ho#fe

The above lines are an excerpt of a song famougsfepontaneous composition at the
Woodstock festival, but what is less widely knowrthat they were taken from a song
sung by slaves which addresses the separationntfida at slave auctiorfé! In a
similar way, the following song also expressesdbieow and restlessness felt by many
African-Americans, both during slavery and lateridg segregation:

| was born by the river in a little tent
Oh and just like the river I've been running eviecs |[...]
It's been too hard living, but I'm afraid to die

272 “Eve of destruction” - Barry McGuire (1965)

273 “\ith God on our side” - Bob Dylan (1964)

2" «“The war drags on” - Mick Softley (1965)/Donova967)
275 “Mississippi Goddam” - Nina Simone (1964)

2% “Freedom” - Richie Havens (1969)

217 cf. Love 2006, p. 93
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'‘Cause | don't know what's up there, beyond th&tsky

Empowerment of the oppressed:

This is one of the most important aspects of ptotessic, as the empowerment of
oppressed people forms the heart and soul of sclegaige. Oppression, and resistance
to it, was easy to be found in the 60s: in the m&ment and segregation of blacks, in a
war forced on citizens against their will, in p@ibrutality and unjust politicians, in the
suppression of women's rights in comparison to snére of the effects of oppression
is that it takes away the voice of the oppressegyaverment is the process of helping
them find it again.

Many protest and freedom songs of the 60s congtbta this process by encouraging
people to claim their own rights and freedom froppr@ssion of thought and action, as
exemplified by one of the civil rights movement'sshpowerful songs:

Oh freedom, oh freedom, oh freedom over me
And before I'd be a slave I'll be buried in my grav
And go home to my Lord and be free

Empowerment also entails encouraging people totfaeéear that may keep them from
moving in the direction they want to go. In mange&athis means defying the fear of
persecution, arrest, beatings, or even of deativaasoften a sobering reality in protests
for civil rights. Many of the songs of the movemeatve people strength to carry on in
the face of fear:

We are not afraid, we are not afraid today

We'd rather die on our feet
Than keep living on our knéés

Encouragement to persevere

Part of the process of empowerment is restoringleéohope and belief that change is
possible and that redemptianll come, thereby reinforcing their will to persevere.

There have been times that | thought | couldnttfiasiong
But now I think I'm able to carry on

278
279
280
281

“A change is gonna come” - Sam Cooke (1964)

“Oh freedom” - African-American Spiritual

“We shall overcome” - African-American Spiritual

“Say it loud — I'm black and I'm proud” - Jame®®n (1968)
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It's been a long time, a long time coming
But | know a change gonna come, oh yes it%ill

Hold on, hold on
Keep your eyes on the prize, hold®%n

Perseverance is crucial to any movement, and igesheel through the reassurance that
the end is in sight. This was perhaps the reasofolfowing song has been labelled the
anthem of the civil rights movement (its meaningsvirecidentally so powerful that it
was banned in South Africa under apartf&)d

We shall overcome someday

Oh, deep in my heart, | do believe
We shall overcome somed&y

Strengthening identity

Empowerment also implies strengthening people'sesei identity and confidence in
themselves. This entails building their knowleddgeheir own individual capabilities,
talents and strengths:
We got talents we can use on our side of town
Let's get our heads together and get it up frongtteeind

Got to get myself together
So many things | got to &8

In the case of racial oppression, the knowledgenefs identity is not only empowering
for blacks themselves, but speaking out, or singatgut it can also affect the attitude
of whites towards blacks, as did the following 8ne

Young, gifted and black
We must begin to tell our young
There's a world waiting for you
This is a quest that's just bedih

Empowerment of women

One of the best-known songs to influence the feshimovement of the 60s had an

282 «A change is gonna come” - Sam Cooke (1964)

283 “Keep your eyes on the prize” - African-Americapit®ual

84 | ove 2006, p. 97

285 “\\e shall overcome” - African-American Spiritual

28 «| don't want nobody to give me nothing” - Jamas\Bn (1969)
%87 «“To be young, gifted and black” - Nina Simone (097
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empowering effect on women for decades to comewisigp how the personal is
political: the actual request is for domestic respeom a woman's partner, but it
contributed to the political movement of womentgetation. The song consisted almost
solely of a woman's simple demand for respect:

All I'm askin'
Is for a little respect when you come héfe

Another song with a feminist message challengedattizide upheld by many in the
era, though perhaps unexpressed, of a woman baigset of a man and existing to
support him. This song was also a step forwartiénmiovement towards emancipation:

And don't tell me what to do
And don't tell me what to say [...]
You don't own me, don't try to change me in any way
You don't own me, don't tie me down 'cause I'd meteg®®

Religious faith as empowerment

The Christian faith was by far not only a targetcaficism in the protest songs of the
60s. On the contrary, it was often referred to @mdmoted in movement songs,
especially in the freedom songs of the civil riglt®vement. The freedom songs
formed an important part of the movement's actiepertoire, as their participatory
singing was one strategy of the fundamental priacgd non-violent direct action.

Among other things, these offered a source of gtrefor struggling members and an

encouragement to persevere:

People get ready, there's a train comin’
You don't need no baggage, you just get on board
All you need is faith to hear the diesels hummin'
You don't need no ticket you just thank theérd

The Lord will see us through some tlay

The civil rights movement was deeply rooted in @Qlaristian faith and on biblical
values, the church being central to the mobilizadnd organization of the movement.

One can see in the songs of the movement that st s@anmon for the oppressed

28 “Respect” - Aretha Franklin (1967)

289 “you don't own me” - Lesley Gore (1964)

2% «“pegple get ready” - The Impressions (1965)

291 “\We shall overcome” - African-American Spiritual
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African-American population to identify themselvesth the Israelites of the Old
Testament, who had also been enslaved.
Who's that yonder dressed in white?

Must be the children of the Israelite
Go tell it on the mountain, to let My peoplego

Other biblical figures were also used as role medeiminding of the freedom that can
come as a reward to those who persevere:

Paul and Silas, bound in jail
Had no money for to go their bail
[...] Paul and Silas began to shout
The jail door opened, and they walked orfdut

Also in protest songs other than freedom songs,is@dmity or the Bible were
sometimes referred to as a higher authority to timéethe statement being made, or as
a way to claim the higher moral ground, as in thesegs condemning racial violence
and war, respectively:

Southern man better keep your head
Don't forget what your good book s#id

There's one thing | know
Though I'm younger than you
That even Jesus would never

Forgive what you &

Reference in songs to religion or faith was alsmetimes made in speaking of what is
to come — whether of the reward and freedom andehtivat the oppressed will find
upon reaching heaven, or the punishment that thestuwill find in the next life.
For the loser now
Will be later to win [...]
The order is
Rapidly fadin’

And the first one now
Will later be last®

There'll be glory, there'll be glory, there'll béogy over me

“Tell it on the mountain” - Peter, Paul and Matp63)
“Keep your eyes on the prize” - African-Americapitgual
“Southern man” - Neil Young (1970)

29 “Masters of war” - Bob Dylan (1963)

2% “The times they are a-changin™ - Bob Dylan (1964)

293
29

e
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Il go home to my Lord and be fréé

To sum up, this section has shown how the conténmhany songs of the 1960s
contributed to a general transformation of conssm@ss among large parts of the
population, through addressing wide-spread normdsastitudes and challenging people
to rethink their beliefs. The songs had an empaweeand strengthening quality for
many oppressed people. They also reinforced theaotivle identity in movements by
strengthening solidarity and unity. In additionkieing a way to express one's feelings
and experiences, many different values and ideale wromoted through the songs as
an alternative to war and violence. Among the nomshmon were freedom, equality,

justice, truth, respect, peace, and — of courswe: |
5.3.3. Action

The third category of human rights education foumdong lyrics of the 60s is a call to
action: an appeal to the listener, after hearing itiformation about injustices and

readjusting their values and attitudes, to act @togly.

Many of the freedom songs encouraged peoptake actiontowards freedom, instead
of remaining content with being held down. The lilgot my hand on the freedom
plow?®®, for example, was changed fronkeep your hand on the pléwwhich was
written in the context of slavery. The original gotext calls to perseverance, while
portraying a submissive acceptance of the fact ¢mat is a slave. The civil rights
movement sought to turn this attitude of submissioyund and replace it with action,
as also found in these lines:
Ain't gonna let nobody turn me around

I'm gonna keep on a-walkin', keep on a-talkin’
Marchin' down to freedom laRt?

Call to reject passivity:

Part of the call to action was an appeal to rgpassivity and take responsibility for the

297 “Oh freedom” - African-American Spiritual
2% «“Keep your eyes on the prize” - African-Americapit®ual
29 “Ain't gonna let nobody turn me around” - Africémerican Spiritual
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change that one desired to see take place. Thisahgigecial meaning for African-
Americans of the 60s, who had been regarded aatettdor so long as second-class
citizens. These lines capture the feeling of enatmn among blacks of the time:

| don't want nobody

To give me nothing

Open up the door
I'll get it myself°

Rejecting passivity also means daring to take adstar what one believes in, like the
right to choose whether to support the war or aat in this way practice one's right
and duty of democratic participation. War, aftedy &8 made up of individual people
fighting for one side or the other. Simplistic tighuit may sound, then, if everyone
refused to join in the war, it wouldn't existHéar the marching, hear the drums,
suppose they give a war and no one c@t@5These songs each call to the action of
refusing to go to war, resisting the draft, orighting for an end to the war:

Now they want me back again
But | ain't marching anymot@

Here's to all the draft resisters who will fight feanity
When they march them off to prison in this lantibefrty®°

Support our boys in Vietham
Bring them home, bring them hotte

Call to resist and speak out:

Resistance was unquestionably in the air duringddégwade of the 60s, and the cry to
revolution was heard often in its songs — rebellagainst oppression and the
controlling of thought by society or the state. dagly, this cry sometimes actually
resulted in action, but often was simply a respdondeeing caught up in the fervour of

the times.

Look what's happening out in the streets [...]
Pick up the cry
Hey now it's time for you and me

390« don't want nobody to give me nothing” - JamesBn (1969)

%01 «syppose they give a war and no one comes” - Tast\Woast Pop Art Experimental Band (1967)
%92 «| ain't marching anymore” - Phil Ochs (1965)

303 “Draft resister” - Steppenwolf (1969)

304 «“Bring them home” - Pete Seeger (1966)
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Got a revolution, got to revolutiéf
You say you want a revolution
Well, you know we all want to change the w¥tld
The songs encouraged people to protest and speéagaimst injustice, and especially
directed this message at the nation's youth:
Young people speaking their minds
Getting so much resistance from belihd

How much do | know
To talk out of turn
You might say that I'm young
You might say I'm unlearn®&d

Call to demand one's rights:

Taking action must start with knowing one's owrhtgg claiming them when they have
been violated, and then persevering until they Heaen restored.

Some say it's a lotta nerve

| say we won't quit moving

‘Til we get what we deserve [...]
Brother, we can't quit until we get our sh#te

One right that must be demanded in order to takeragén protest of injustice is
freedom of speech. These lines highlight the ingrar¢ of making use of this inherent
right in a time when people were beginning to réner voices against oppression:

Come writers and critics
Who prophesize with your pen
And keep your eyes wide
The chance won't come agéin

| may be right, | may be wrong [...]
But | got a right to sing this sofig

An emphasis was also laid on claiming the counirg the world of which one is a

citizen as one's own — as a place to be proteatddrespected, not manipulated and

“Volunteers” - Jefferson Airplane (1969)

308 “Revolution” - The Beatles (1968)

307 “For what it's worth” - Buffalo Springfield (1966)

%8 “Masters of war” - Bob Dylan (1963)

309 «“say it loud - I'm black and I'm proud” - JameBn (1968)
310 «“The times they are a-changin™ - Bob Dylan (1964)

311 “Bring them home” - Pete Seeger (1966)
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used for personal gain. This partly influencedrble of the environmentalist movement
of the 60s.

This land is your land, This land is my land
From California to the New York island
From the red wood forest to the Gulf Stream waters
This land was made for you andnhe

You that never done nothin’
But build to destroy
You play with my world
Like it's your little toy*®

Demanding the respect and equality due each huragaravcommon element of protest
songs. Hearing others demand these rights in s@syne doubt a factor that moved
many to take the same stand and demand their own:

All I want is equality
For my sister my brother my people and’the

And now we demands a chance
To do things for ourselves
we tired of beating our heads against the wall
And working for someone etSe

Call to raise awareness:

Finally, part of the action in which the protesings of the 60s called listeners to
participate, was the act of awareness-raising.ehests were called on to contribute
through spreading the news of the movements, oplpaorights and the violation

thereof, and of the action that needed to be takbat is, the songs would appeal to
listeners to appeal to and inform others and soimmrder to spread the desired
message most effectively. These lines are fronviaragghts song, which calls people to
raise awareness of the inequality faced by Afriéamericans:

Go tell it on the mountain, over the hill and ewehgre
Go tell it on the mountain, to let My peopl€*§o

The same goes for the anti-war movement: so muchashieved and so many people

reached by the fervour of ending the war througihdwed mouth, that massive numbers

312 “Thjs land is your land” - Woody Guthrie (1944)tBe Paul and Mary (1962)
313 “Masters of war” - Bob Dylan (1963)

314 «“Mississippi Goddam” - Nina Simone (1964)

315 «“say it loud - I'm black and I'm proud” - JameBn (1968)

316 «“Tell it on the mountain” - Peter, Paul and Mat®63)
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came together to demonstrate against the war.

Let it fill the air, tell the people everywhere
We, the people here, don't want a War

Racist and segregationist ways of thinking werelseply engrained in the mindset of
many Americans, that it was going to take much yss®n and consciousness-
awakening to change them. In light of this, peapbee appealed to, to raise their voices
and share the possibility of living in respect, &gy and peace with each other.
Well | got a hammer
And | got a bell
And | got a song to sing, all over this land.
It's the hammer of Justice
It's the bell of Freedom

It's the song about Love between my brothers ansistsrs,
All over this lan@s®

Looking at the lyrics excerpts chosen for this isegtit is clear that a common quality
of the songs of the 60s is that they convey anagdpeaction on the part of the listener.
Many songs are not merely about a passive criti@§mmjustice, but aim to mobilize

people to actively do something against it. Fasiseldom that a person's rights will

simply be fulfilled, without an active pursuanceitof.

5.4. Final remarks:

Although | have looked at the sample of songs ftbm 60s as one data corpus, it is
important at this point to once again stress tiwerdity of the 50 songs chosen. The
sheer magnitude of upheaval and change experidngede US in the course of the
decade makes it impossible to fit the music ofdreeinto a single mould. These songs
are very different from one another in style, forgenre and topic. They come from
polarizing sectors of society, classes and rages) different social movements and
time periods of the decade, and so represent eliffariews and ideals. Exemplary of
these differences is the fact that the music oftfitewar movement was predominantly

white, whereas that of the civil rights movementswaredominantly black. As

317 “Simple song of freedom” - Bobby Darin (1969)
318 «|f | had a hammer” - Pete Seeger (1949)/Peten) Rad Mary (1962)
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mentioned earlier, the transformations and diversit the 60s were reflected in its

music.

What this analysis does depict, however, is a thfashared values and aims which
runs through the songs; tendencies of attitudetapit which can be found in songs
that seem at first sight to have nothing to do witle another. These tendencies reflect
the “spirit of the 60s” that lived on the music anfluenced history. One can safely say
that what most of the popular songs of the 60sihacommon was an air of social
criticism, protest and the desire to withess chamge an innovative form of self-
expression. What this analysis also achievesrevgals the opportunities encompassed
in using music to address important social isstrethis sense, music's potential lies in
mobilizing people for social movements, influencirieir value systems and

convictions, inspiring self-reflection and empowerthe oppressed.

Of course the limitations of these songs must hAsanentioned. Despite their overall
empowering qualities, not all the content of thecly is up-building or positive in

effect. Some also had the potential of reinforcprgjudices and widening already
existing societal chasms, such as the so-callecgtrgBon gap or the mistrust of
politicians in general. Moreover, the authenticifysome songwriters and singers in
their motives to bring about social change may dlsoquestioned. In the political
climate of the 60s, in addition to well intentionatkerest it was also simply popular and
in trend to be critical of the social system. Onighhask whether it was even possible
to “make it” in the music scene without a certaiegeke of critical content. The
movements and spirit of the time definitely affectbe content of popular music, not

only vice-versa.

While these are interesting factors to consides, uhderlying statement of this thesis
remains upheld by the results of the analysis edrout. The conclusion shows that the
lyrical content of much of the music of the 60sroas the genres and styles and
movements, was used as an effective tool for hungiis education. This entailed

focussing on spreading knowledge of human rigtgses, addressing people's values,

attitudes and behaviour in regard to human rightsaalling on people to take action to
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promote and protect human rights. The songs ob@lseas a model can offer a structure
which can be used as an orientation and guidetinsdngwriters, musicians or others

interested in the potential of music in human sgiducation.
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6. MUSIC AND HUMAN RIGHTS TODAY

“As an expression of profundity, the material/spial experience
of music inhabits a space itself beyond good asild e
It is human beings who bear the moral responsibilit
to use its power to move the spirit for democratids.”®*°

The question we are faced with now is: What abod&y? How can music contribute to
the promotion of freedom, democratic values and dumghts in the twenty-first
century, and irall regions of the world? How can we profit from theolwledge gained

from this research?

In light of this question, the analysis of the nousf the 60s can be useful not just in
understanding better what music has achieved ipalsg but in finding inspiration for
its potential today. Through looking back at higtowe might be able to see the
opportunities that lie before us and realise whaiassible to achieve through music in
current world issues. For our aim, as Karl Marx {dosay, is not only tanterpret the

world, but tochangeit.3?°

The previous chapters have shown how music cansbd as a tool for awareness-
raising by aiming the message of its lyrics at agneg truth and consciousness. It can
reconstruct history through story-telling or disstgy facts, in order to avoid recurrence
of the same rights violations. It can also bergdibple on a personal level, by offering a
way of sharing experiences, putting grievancesdod# and releasing emotions. Music
can at the same time be a path to self-healingaarghicle for reaching others through

cognition and emotion.

In this section | would like to offer those intetes in promoting human rights some
inspiration for how to practically implement whaetlast chapters have disclosed about
music's potential. As a means to this end, | wghhght a few different examples from

around the world.

319 |ove 2006, p. 106
320 Karl Marx, Thesis on Feuerbaci845): "The philosophers have oiiyerpretedthe world in various
ways; the point is tehangeit."
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6.1. Targeting Freedom of Expression

The USA is by no means the sole nor leading soafqeotest music in the world. In
fact, its music industry has been criticized foingemore about the production of
celebrities than of social criticisfi* “Rebel musics**? can be found all over the world:
wherever there is repression, people will find aangeof expressing their indignation,

often in the face of persecution or even deathd-this is often through music.

A sampling of rebel musics would include the poétiuses of rock and punk in the
democracy protest movements of post-revolutionamn& which severely restricted
any type of political or traditional music; in Aualia, Aboriginal song-writers have
used their music to raise awareness of the culincerights of indigenous people and
the outrageous policies that attempt to restrienthin Zimbabwe, the revolutionary
sounds othimurenga(meaning “struggle”) songs, which enabled commusi@ng and

dance, were an important tool in the struggle foerhtion of the 1970s; during the
same time period, Cubans expressed their dissidanite face of post-revolutionary
Communism through the musical but intrinsically ipohl movement ofnueva trova

andcancion in Serbia during the Communist regime, an unaengd radio station kept

punk music alive and with it the resistant discesrsf young people desiring liberation
and justice; the crucial role of radio is seen atsspreading information of political

resistance in Haiti and in Nicaragua in the 19%0sSSimilarly, the Palestinian music
ensemble “El Funoun” (meaning The Arts) was fornmethe face of Israeli suppression
of anything resembling nationalism, with the aimpoéserving traditional Palestinian
culture. It was met with much persecution, buttinesic was a part of the Intifada that

arose from this suppressidft.

The examples of protest music and its effectivemegslitical change around the world

are endless. Punk rock, for instance, is one géoued all over the world, known

2L ¢f, Fischlin & Heble 2003

%22 Fischlin & Heble use this term in reference tortg of the most trenchant critiques of global jslit
colonialism, neoliberalism, and degrading democtaityd. p. 8

323 cf. ibid. pp. 26-31

324 cf. ibid. p. 35
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especially for its political content and “major wiptive force®®>. Since emerging in the
1970s, it has been a leading voice for human rigimderstanding, with its anti-
establishment disposition, challenging of the stafuo and call to resistant@.In most
examples, as in those mentioned above, resistdnoenb under state oppression of a
specific culture and music, which aims to eradicatétural memory and restrict
freedom of expression. This is justified when treeflom of expression, combined with
community mobilization, is a threat to state ing#se Subsequently,nfusic must be
considered a potent political tooDver the centuries, governments have harassed,
censored, banned, exiled, jailed, tortured, ankkdkicomposers and performers from
widely different social classes, In addition to tieéigious repression of musical styles,

political persecutions have occurred repeatetfif”.

Since music is a “potent political tool” and asrk&appa has put it, a “prime cause of
unwanted mass behavid?® and music is repressed by the restriction ofdve® of
expression, one must arrive at the conclusion okeessity to lay special focus on
freedom of expression in human rights advocacycamapaigning, if we are to facilitate
social and political change. By giving increase@raton to pushing for more freedom
of expression under repressive states, one cotgglio more opportunity for injustices
to be revealed and changed, since as we have esi; can be a tool by which to

address any political issue in a society.

6.2. Song-writing as Reconciliation

One of the qualities which characterised the slycaltical songs of the 60s was their
“bottom-up approach”: most of the songs were coragpperformed and utilized to a
large degree by people who were experiencing orexgerienced directly the issues
being addressed in the lyrics. They emerged from pharticipants in the social

movements themselves; they weren't prescribedeto from “above”.

This bottom-up approach is an important aspectngfiaitiative to incorporate music

%5 Dunn 2011, p. 27

%26 ¢f. Dunn 2011

%27 Anthony Seeger cited in Fischlin & Heble 20033p.(emphasis added)
328 Cited inibid. p. 34
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into processes of empowerment, mobilization, hgalom peace and reconciliation. One
inspiring example of grassroots initiatives for ha is that of victims of human rights
violations in Colombia who have embraced song-ngitas a tool for reconciliation and
for dealing with their experiences of the conffict.In this country torn by internal
conflict for more than 30 years, civilians have babe main target of violence,
including massacres and forced displacements okasammunities. What stands out is
that the regions most affected by the violencetheemost notable for the amount of
conflict-related music which has emerged from thefrabitants. Countless songs in
traditional musical styles have been written bytims of the violence in a story-telling
form (much like the folk songs of the 60s in the)lUdsclosing facts of atrocities and
spreading truth in a context of misunderstandings laalf-truths. Victims have desired
to communicate the facts of what is happening & d¢bnflict, which have not been
reported in the media. Writing songs has offeresiththe opportunity to achieve this,
since music is a form of communication accessible dll types of public. As one
victim-composer has stated, “music transforms tkeegsage so that it can reach any kind

of audience®*°

In addition to shaping a more reality-based hisarimemory of the conflict, these
song-writers have aimed at reaching people in letrational and emotional way
through their lyrics. The songs have reportedlyesti emotions of sympathy, trust and
understanding in the listeners. They have eventdedcknowledgements of guilt by
some ex-combatants, after hearing songs composedchyns of the violence. Of
course, writing these songs also offered the vitianway to express their own
emotions, grievances and traumas, and contribotéaetredefining of identities. “I feel
that it is an outlet to release my feelings, | tak®ad off [...] | do not know what |

would do if I could not tell, if | could not writdhese lyrics, if | could not sing™

These accounts can be seen as a motivation for rhuiglats workers to encourage
grassroots-level initiatives in conflict-affecteconemunities, instead of top-down

interventions, which seem to be the tendency inube of music for reconciliation.

2% Garcia 2014
330 |bid. p. 36
31 pid.
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Rather than introducing projects conducted by detsi, which use foreign music, one
could aim at developing and strengthening localimagltures and the musical abilities
of the victims of conflicts themselves, to commuatécthe message they want others to
hear. For music “constitutes a type of art thaprssent in their daily life and that
enables them to stir emotions through th@im rhythms, metaphors, and word§*
Song-writing in one's own musical context offerspgcial opportunity to create art out
of life experiences, making them tangible and agibés to others and in so doing

dealing with the trauma of human rights violatiams! conflict®*®

This approach is closely related to the fieldapplied ethnomusicologyvhich deserves
in fact a thesis of its own. Applied ethnomusicgldgyan approach which considers that
ethnomusicological knowledge (the philosophical enstanding of music in culture)
should be guided by principles of social respotisjand social justice and contribute
to change in society, by focussing on the empowetroé people in their own local
music cultures. This can be especially relevant foman rights-related work with

refugees, immigrants, minorities and ethnic grotips.

6.3. Encouraging Musical Activism

Another focus-point of human rights work could hec@uraging musicians, artists,

song-writers and performers to use their talentgfe purpose of raising awareness of
human rights. This involves creating and deepeirgpnsciousness among artists of
the potential and power their music could possessdch the masses with truth-bearing

messages.

Furthermore, practice has shown many cases ofbooliéion between NGOs or other
civil society initiatives and music artists, whidiave proven effective in raising
awareness of human rights and the work of the reiffie organizations and projects.
Amnesty International is one such NGO which hasolperated music into its

awareness-raising campaigns over the years. An @ratmereof is the album “Chimes

%32 |bid. p. 39 (emphasis added)
%33 ¢f. Ruud 2008
334 ¢f. Pettan 2008, Loughran 2008
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of Freedom” released in 2012. In honour of th8 &Aniversary of both the international
human rights organization and Bob Dylan's musieaéer — a symbolic coincidence —
Amnesty International released a compilation of C(Paturing Bob Dylan's songs
covered by 80 popular artists of various genress Was both a fund-raising success for
the work of Amnesty International (the proceedssafes went to the NGO), and
contributed to spreading awareness of and encagapgeople to take action for

unjustly imprisoned human rights defenders arotiedatorld®°

The power of music and the media in awarenessaasi human rights was also seen
on a massive scale in the music tours organizefintiyesty International in the 1980s,
the Conspiracy of Hopeand theHuman Rights Nowtours. These brought together
multiple popular artists to perform around the woaind inform millions about basic
human rights protection, as well as celebrate ttléesements of the human rights
movement. Hundreds of thousands of people wereheelaamillions of dollars were
raised and membership in Amnesty International tipted 3*® There may be much to
guestion or criticize concerning such mega-evehtawareness-raising, such as their
top-down approach or their actual impact on thelémentation of human rights’ But
what is undeniable is that they do have an infleeon the consciousness and
knowledge of their audiences and participants, erethose who are not interested in

human rights protection and participate for otle&sons.

Still, participating in mega-events and awaren@ssifrg concerts is not the only way
for artists to direct their music at promoting humiaghts. The first and foremost

strategy to fulfil this aim would be to incorporatentent relevant to human rights and
social change into their lyrics, as countless t@rtemd musical groups over the past
decades have in fact been doing. What mattergisdhtent and the purpose of creating
songs. As expressed in a 1937 labour union song:

History's making, nations are quaking
Why sing of stars above?
For while we are waiting father time's creating

335 Viisit this site to learn more about Chimes of i@®: http://music.amnestyusa.org/pages/about-us

33 See Human Rights Action Center — Past Projedis:/ftww.humanrightsactioncenter.org/human-
rights-now-1988

%37 cf. Fischlin & Heble 2003
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New things to be singing of [...]
Sing me a song with social significance
There's nothing else that will &5

%38 «Sing me a song of social significance” - Haroldrfe,Pins and Needle937)
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7. CONCLUSION, RECOMMENDATIONS, AND MEGAPHONES

In attempting to explain the role music can playatial change and the promotion of
human rights, my focus in this thesis has beerherdecade of the 60s in the USA. But
| am well aware of the fact that this country ahdse movements represent just one
example of something that has always been and igingioin the whole world:
humanity's desire to evolve, to change, to makeehetnd most importantly: to be free.
In truth, similar studies on social change, cultarel music could be carried out on
almost every country on earth. In my case, persmatests and musical tastes as well

as heritage prompted me to choose this time pamaolcthis continent.

7.1. Recommendations

The topic of this thesis opens up many opportusifee further research. It has only
touched on multiple fields of research, each ofcldould be its own study topic, such
as the emotional aspects of performing or listenimgocially and politically critical

music, which affect participation in protest andivasm; the study of the relationship
between sound and lyrical content of music; deepesearch on music and
empowerment of the individual. An area that coatdexplored further is the effect of
music in the sense of pure rhythms and beats, witlyoics or melody, on individuals

and group dynamics such as solidarity and colleatientity.

What is also needed are more concrete and practiediods for incorporating music
into the practice of human rights defence. Thiarisarea which limited time and space
have permitted me to only begin to explore in thaper. Furthermore, as already
mentioned, it would be enriching and inspiring foe field of human rights, to have
more studies carried out on the role of music iecfft social movements, time

periods, and regions of the world other than tremk#ressed in this paper.

7.2. Music as a Megaphone

The concluding argument | would like to make is dometaphorical view of music as a
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megaphoneln the past chapters, | have looked in depthoat music can contribute to
education on human rights through increasing pé&ogigowledge about human rights
issues, addressing their values, attitudes andvimeira in order to transform them into
a life-style which protects human rights, and emaging them to take the necessary

and responsible action coinciding with the knowketlgey have gained.

I have looked at the emotional value that musiciesirthe significance of emotions for
how people receive the message of a song; whetheympts them to act or not and the
role empathy and anger can play in this reactidravie looked at how music, with the
involvement of emotion, can be a catalyst for thessage of a song to result in

movement and social action.

| have presented the results of an in-depth rekeato the role music played in the
mobilization and organisation of the 60s social smaents, along with its role in the
formation of collective identity and the signifianit had for the individuals involved
in the movements. This includes the empowering itjgsl of music and the self-

expression and democratic participation it fadiéisa

In light of this research, and in view of answerthg question of what potential music
possesses today in the realm of human rightsuldvdummarize the power of music as

two-fold: a megaphoni® the people and a megaphdaoethe people:

7.2.1. Megaphone to the people

This represents the quality of music which can terezollective consciousness in
humanity, through informing the masses of humahtsigssues and violations and of
what they can do to influence these. It represth@s'wake-up effect” that music can
have: appealing to people to open their eyes toréadity around them and the
consequences of everyone's actions. This awareasssg can be introverted or
extroverted: i.e. focused on issues within one's owar surrounding or outside one's
community or country. This is the knowledge-prodgcpotential of music which can
evoke empathy in the listener for fellow-humans asslies outside of their own

personal sphere, bringing to life what might otheeastay on the TV screen or remain

Page | 82



altogether unheard.

7.2.2. Megaphone for the people

The other potential of music is that of empowermand of giving a voice to the
voiceless, or more correctly, the unheard. Thihésvoice of democratic participation
and involves educating the masses on thwin rights; encouraging people to use music
as an exercise of their freedom of speech and pfession, in the mobilization of
groups and the creation of solidarity and collextigtentity among these groups. For
“the voices of democratic citizens [...] are heard ooly in debates, elections, and
opinions, but also through their music.”339 Demtcrparticipation through music can
be either direct, through the expression of onem @xperiences or opinions; or
indirect, by which other people's music or exparéanlead to action. This is bottom-up
activism in its rawest form: when civil society gs#s own voice to protest or take
action against injustice. Music can be a powerfdl tin the empowerment of the

oppressed and a catalyst in the process of indiVildealing as well as self-expression.

To conclude, | would like to emphasize what Fistlilas stated, that “the meaning of
rebel musics is not confined to their contexXf$'The content, the messages, the values
and truths spoken through the songs of the 60stédlalive today and apply to the
current issues the world is facing now, 50 yeaex|&Vhat was possible then is possible

now andis happening todayT he previous chapter has shown us examplesofabi.

The people of this world, the normal citizens, tetims of violations, the oppressed,
the silenced — they possess the power to influémeduture and their fate by rising up
empowered, enabled to raise their voices loud,speék out against injustice and call
on others to do the same. Music can be that “megegstior them, ando others who

need to hear their message. For as Bertolt Breahsahid:

“Art [including music] is not a mirror held up toeality but a hammer with which to

shape it.”

339 ove 2006, p. 106
%40 Fischlin & Heble 2003, p. 37
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APPENDIX: List of Songs

Song Title

Oh freedom

Keep your eyes on the prize (Hold on)
Ain't gonna let nobody turn me around
We shall overcome

Respect

Eve of destruction

Blowin in the wind

Oxford Town

The times they are a-changin’
Masters of war

With God on our side

Only a pawn in their game
Simple song of freedom

For what it's worth

| feel like I'm fixin to die
Fortunate son

Universal soldier

The war drags on

Say it loud: I'm black and I'm proud
| don't want nobody to give me nothing
Volunteers

Saigon bride

You don't own me

Southern man

Mississipi Goddamn

To be young, gifted and black
Strange fruit

Bring them home

If | had a hammer

Where have all the flowers gone
Tell it on the mountain

This land is your land

| ain't marchin' any more

Power and the glory

There but for fortune

The war is over

Ballad of Medgar Evers
Cannons of Christianity
Freedom

Gimme shelter

A change is gonna come

Draft resister

Artist

African-American Spiritual
African-American Spiritual
African-American Spiritual
African-American Spiritual

Aretha Franklin

Barry McGuire

Bob Dylan

Bob Dylan

Bob Dylan

Bob Dylan

Bob Dylan

Bob Dylan

Bobby Darin

Buffalo Springfield

Country Joe McDonald and The Fish
Creedence Clearwater Revival
Donovan (Buffy Sainte-Marie 1964)
Donovan (Mick Softley 1965)
James Brown

James Brown

Jefferson Airplane

Joan Baez

Lesley Gore

Neil Young

Nina Simone

Nina Simone

Nina Simone (Billie Holiday 1939)
Pete Seeger

Peter Paul and Mary (Pete Seeger 1949)
Peter Paul and Mary (Pete Seeger 1955)
Peter, Paul and Mary

Peter, Paul and Mary (Woody Guthrie 1944)

Phil Ochs

Phil Ochs

Phil Ochs

Phil Ochs

Phil Ochs

Phil Ochs
Richie Havens
Rolling Stones
Sam Cooke
Steppenwolf



Revolution

Turn, turn, turn

Kill for peace

People get ready

Suppose they give a war and nobody comes
Lyndon Johnson told the nation

Beau John

The Beatles

The Byrds (Pete Seeger 1962)

The Fugs

The Impressions

The West Coast Pop Art Experimental Band
Tom Paxton

Tom Paxton

1968
1965
1966
1965
1967
1965
1966
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