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ABSTRACT 

This study investigated the antinuclear musical compositions 

that occurred between the droppi ng of the first nuclear detonatl on 

device in 1945 and the accident at the Three Mile Island nuclear energy 

facility near Harrisburg, Pennsylvania. 

This study utilized a framework provided by Kenneth Burke in 

that the five areas of the pentad--scene, agents, acts, agencies and 

purposes--were investigated in relation to one another. Each of these 

areas was investigated with regard to the unique nature of the medium 

of popular song operating as a cultural key. 

The scenic analysis centered upon the cause of the exigency 

that brought about the antinuclear music. As the uses of nuclear 

energy changed from military uses to energy generation, the musical and 

lyrical content also changed. 

Special consideration of the Musicians United for Safe Energy 

movement was presented in an historical context, noting antecedent move

ment activity. Other positive, negatl ve and neutral agents were also 

considered. 

The specific acts of the nuclear age are divided jnto actual 

physical, historically verifiable actions with regard to nuclear 

activity and in incipient action as presented through the lyrics of the 

musical compositions. 

viii 
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Consideration of the agencies used by the positive agents 

centered around the concept of identification as essential to the 

movement against nuclear energy. This identification was considered as 

"Identification Of," "Identification With," and a third type of 

"Corporate Identification," in that conflicting identifications may 

occur. 

The purposes of the antinuclear movement were to fight the 

proliferation of nuclear arms and energy generation facilities through 

the cohesive force of music to mobilize the youth on behalf of the 

antinuclear movement, to provide a sense of belonging and participation 

in peer group activity, and to provide a release for the youth of this 

era of history. 

The conclusions of this research indicate that the antinuclear 

musical activity has provided the vocabulary, the imagery and the 

syntax with which the public addressed nuclear energy when the Three 

Mile Island episode solidified public opinion on the issue. 



CHAPTER 1 

INTRODUCTION TO THE RESEARCH PROBLEM 

A History of Music as a Rhetorical Form 

The collection, examination and assessment of popular music has 

long been a topic of concern. Plato addressed the relationship of 

music and the state in book four of the Republic in which he warns the 

citizenry: 

. . • Be watchful against innovations in music . . • counter to 
the established order, and to the best of their power guard 
against them, fearing when anyone says that that song is most 
regarded among men "which hovers newest on the singer's lips" 
(Odyssey 1, 351) lest haply it be supposed that the poet means 
not new songs but a new way of song and is commending this. 
But we must not praise that sort of thing nor conceive it to be 
the poet's meaning. For a change to a new type of music is 
something to beware of as a hazard of all our fortunes. For 
the modes of music are never disturbed without unsettling lof 
the most fundamental political and social conventions •.•. 

The dialogue continues , ... ith Plato pleading the case of building 

positive attitudes about the society through music and Adimantus 

bewailing the negative attitudes among the youth as reflected and 

reinforced in their music. It is concluded that "It is here ... in 

1. Plato, The Republic (translated by Paul Shorey), The 
Collected Dialogues of Plato, ed. by Edith Hamilton and Huntington 
Cairus, (Princeton, New Jers'ey: Princeton University Press, 1969), 
Book IV, 424, pp. 665-666. 

1 



music, as it seems, that our guardians must build their guardhouse and 

post of watch.,,2 

There is a cliche concerning the propaganda value of the 

popular music of a society. "Gi ve me the makings of the songs of a 

nation, and I care not who makes it's laws," wrote Andrew Fletcher of 

Saltoun in a 1703 Conversation Concerning a Right Regulation of 

Government for the Common Good of Mankind. 3 

The popularity of the "Marseillaise" as a propaganda tool in 

the French revolution resulted in the following proposal to the 

national convention in 1792 based on the premise that the musical 

message would create a predisposition to the revolution: 

I propose to add our songs to our cannons; the former will be 
for the peasants' cottages, the former for the Chateaux. . . • 
Songs will have a more prompt effect than writings, will be 
their precursors, and will scatter sparks of light in advance. 
The "Marseillaise" enlightens, inspires and cheers all at the 
same time; it alone sufficed to subjugate the entire youth of 
Brabant. 

The use of music in social and political movements has 

continued throughout history with social or political movement spawning 

a music unique to that movement. The question of music as an 

instrument of social change has become more crucial with the invention 

of new media that continually extend its range and influence. 

2. Plato, Republic, Book IV, 424d, p. 666. 

3. John Bartlett, Familiar Quotations, 13th Edition (Boston: 
Little, Brown, 1955), 290b. 

4. Cornwell, B. Robers, "Songs--Colorfu1 Propaganda of the 
French Revolution," Public Opinion Quarterly (Fall 1947), Vol. 11, pp. 
439-440. 

2 



The development of electronic media has sped the dissemination 

of musical messages. The advent of television assigned to the medium 

of radio a different set of duties and restrictions than those 

originally faced. The 1950s saw radio coming into being as a musical 

medium. This medium, by the mid 1950s, served, to a great extent, the 

adolescent culture as a classroom without walls. 5 Surprisingly, this 

information source has been generally ignored by the philosopher, the 

social scientist, the psychologist and the rhetorician as a medium of 

persuasion. 

This general neglect has been unfortunate since much of the 

educatj on of the young occurs outside the formal schools. Even the 

most casual observer of society must be aware of the pervasive 

socialjzation accomplished through the mass medja. Information 

bombarding each member of the society through various media has 

important but as yet not clearly understood effects. 

Social and political attitudes are powerfully shaped by group 

jdentity. To be a member of a tribe, nation, class, or generation is 

to share a sense of destiny, and, to some extent, a constellation of 

beliefs and sentiments about the world. While there are natural 

groupings such as aBe, sex, ethnicity, etc. and class groupings, often 

groups must be defined in other than socio-economic terms. 

The power of popular music to create and sustain constituents 

in the modern "lOrld is well known. The ultimate impact of any musical 

5. Marshall McLuhan, Understanding Media (New York: Si gnet 
Books, 1964), p. 248). 

3 



innovator, musi cal group or musical genre is probably forever beyond 

any meaningful final analysis. The numbers of concert attenders, 

record buyers and so on may be counted but these measurements are more 

appropriate to commerce than to artistic theory. The purpose of this 

research is an examination of how popular music mobilizes, an 

examination of themes, appeals and persuasive devices for a mass 

audience at a particular historical moment. 

It is this author's belief that popular music, through artistic 

persuasive means, is capable of exerting forces which develop and 

maintain attitudes, beliefs and values of a significant proportion of 

the population and thus is capable of altering the society. Understand

ing and estimating the nature and value of that impact offers practical 

and useful information in regard to the relationship between society 

and the popular media of the society. It is toward that end that this 

research is undertaken. 

Music, Identification and Association 

One key to understanding a particular society is to be found in 

its dominant forms of cuI tura 1- and artistic expression, its art, its 

literature and its music. Lack of an authoritative scholarly mode of 

analysis has long prevented the rhetorician from an examination of 

non-discursi ve forms of verbal communication such as music. In the 

1971 report of the National Project on Rhetoric, The Prospect of 

Rhetoric, the need \'las recogni zed for the development of assessment 

4 
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tools to account for a variety of communication activities which do not 

conform to traditional analysis. 6 

One type of analysis which has received a good deal of 

attention in more recent years is Burkeian dramatism. 7 Burkeian 

analysis may be differentiated from the more traditional Aristotelian 

form by its emphasis upon identification rather than persuasion. A key 

concept in the relationship between the formation and maintenance of 

attitudes held by the message consumers and the music message is 

identification. The more closely the listener identifies with the 

artist, groups the artist represents or the artist I s message, the 

higher the involvement with the message and the higher the probability 

of acceptance and internalization of the information. 

In ear ly folk and particularly in social protest music there 

has been a standard form of group involvement with the music through 

participation of lyrical content. Modern political music often takes a 

more personal form than early folk and social protest music. Modern 

popular rock music, although derived from antecedent forms, differs 

from these prior forms of popular music in that it is usually 

self-expressive as well as entertaining. This is evidenced by the 

large number of rock musicians who not only perform but also generally 

6. The Prospect of Rhetoric, ed. by Lloyd F. Bitzer and Edwin 
Black (Englewood Cliffs, New Jersey: Prentice-Hall, 1971), p. 225. 

7. Kenneth Burke, A Grammar of Motives and A Rhetoric of 
Motives (Cleveland, Ohio: World Meridan, 1962). 



author the 

propagandist. 

musical 8 messages. A person with a message is a 

One approach to examining the interrelationship between rock 

music and society is to identify those exigencies in society which have 

been selected in song themes as urgent needs. These needs, in effect, 

create a dissonance within that society.9 A mass perception of unmet 

needs may serve as a mighty fulcrum for social change in the hands of 

an astute rhetor-musician. 

Identification and Association 

The key concepts to understanding the relationship between the 

formation and maintenance of attitudes held by the message consumers 

and the musical messages are identification and association. Robert 

Christgau, a music critic who has contributed to Esquire, Newsweek, The 

Village Voice, Newsday and a variety of other popular current 

periodicals explains his attitude: "It wasn't until the sixties that I 

came [to be] a rock and roll fan in the truest sense of the word, 

because it wasn't until the sixties that I identified with the music 

makers as well as •.. the music."lO 

8. Charlie Gillett, The Sound of the City: The Rise of Rock 
'n Roll (New York: Outerbridge and Dienstrey, 1970), p. 291. 

9. Robert W. Lundin, An Objective Psychology of Music (New 
York: The Ronald Press Company, 1953), pp. 89-92. 

10. Robert Christgau, Any Old Way You Choose It (Baltimore: 
Penguin Books, Inc., 1973, p. 139. 

6 



The second concept that affects the at titudes of people is 

association. Association has the capability to "both override some of 

the ... negative effects and also create an enjoyable experience for 

the listener,,:ll 

\ole have heard individual songs at strongly emotional times in 
our lives. When we hear the music again, we can feel some of 
the emotion we felt when we first heard it. Over the years of 
listening to similar types of music in similar types of 
emoti onal si tuati?2s. We develop emotional reactions to whole 
classes of music. 

This experiential capacity allows the listener to generalize from 

specific songs to clusters of musical forms such as popular rock music. 

This association process creates fi lters, frames of reference or a 

thought matrix through which information passes. By selectively 

percei ving, the indi vidual reinforces his biases and rejects 

conflicting information, thereby increasing identification with groups 

and individuals within these generic categories. 

Let it be understood that this association is not in the spirit 

of Eighteenth Century Britt sh rhetorical theory and the sequential 

hierarchy of Campbell or the linear rational traffic director function 

of Locke. Rather than being based on similarity or homogeneity, this 

association is based upon connection, companionship and concomitance. 

This use is much like that of an associate as being one who is 

frequently in the company of another. 

11. Chuck Loch, "How to Tap Your Listeners' Emotions," 
Songwriter, August 1980, p. 34. 

12. Loch, "How to Tap," p. 35. 

7 



Often we have heard of the magic of song. This magic is 

accomplished through a complex process of environmental re-creations. 

By dividing this process into a series of phases, we may examine how 

these phases interact to produce popular music communication. A 

societal exigence prompts the producer or producers of the communica-

tion to create from an idea a musical communication or song. Through a 

production process this song becomes a performance. These performances 

are made available to the potential communication receiver through a 

variety of deli very systems. The scene of the consumption of this 

message constitutes a communication event. 

Ethos and Identification 

Following the creation of the song a new phase of the communica-

tion process introduces the identifiable variable of ethos. Although 

several discrete organizations come into play during the production 

process, the performing artist is most identified with the song. This 

may be demonstrated by listening to any rock music radio station. 

Typically, the announcer or disc jockey will introduce or follow a 

music selection with the title of the composition and the name of the 

artist. Another example to consjder would be the arrangement of 

recorded music by artist where the product is merchandized. It would 

13 
also be possible to consider the ethos of the composer (as is often 

13. James R. Irvine and Halter G. Kirkpatrick, "The Musical 
Form in Rhetorical Exchange: Theoretical Considerations, " The 
Quarterly Journal of Speech, LVIII (October 1972), p. 274. ---

8 



the case in classical music), and due to the business aspects of 

popular culture, the ethos of the recording company under whose label 

the final product is released for public . 14 consumptlon. Although 

producers, engineers, business managers and even entire recording 

studios may achieve an identifiable ethos, their roles may be 

considered as comparable to that of the ghost writer in contemporary 

oratory. 

In discussing the ethos of popular performers, unique criteria 

must be evolved. Audience values vary from subgroup to subgroup. The 

norms, values, and social aspirations expressed in Country and Western 

music would appear to differ markedly from those expressed in Rock: 

"The ethical reputation of the artist which allows him to treat the 

specific problems of the world is generated by the audience-held 

association between his previous reputation as a performer and the 

congruity of his rhetorical message with the value structure of the 

audience."lS 

Ethos has long been considered a central concept in the study 

of rhetoric. Classical and modern scholars have attempted to measure, 

classify, identify and define this concept known as ethos. In recent 

years experimental studies have added quantitative research to the 

14. Thelma McCormick, "Social Theory and Mass Media," Canadian 
Journal of Economic and Political Science, XXVII (November 1961), p. 
487. 

IS. Irvine and Kirkpatrick, "Musical Form in Rhetorical 
Exchange," p. 274. 

9 
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corpus of information. Much of this modern research in ethos verifies 

the basic tenets outlined in the classical works. 16 In addition, 

several have identified dynamism as a quality of ethos. This dynamism, 

often referred to as star quality or charisma, is generally possessed 

by rock music performers due to the competitive nature of the popular 

music business. The personal appeal required of the professional 

performer by the audience insures that only those who are considered 

extremely at tracti ve will succeed. These stars often function as 

patterns in the development of the audience member's ideal image, 

influencing such variables as dress style, hair style, language 

patterns and choice of recreational time use. Logically, this in turn 

would affect self-image, perception of projected images and the images 

projected by the individual. 

The sagacity, character and goodwill of the performer depends, 

to a great extent, upon the genuineness that projects through image. 

The performer must be believable. 17 There must be belief that the 

performer is knowledgeable concerning the topic, honest in motive and 

clear in choice of perspective. An individual artist's ethos depends 

16. Kenneth Anderson and Theodore Clevenger, Jr., "A Summary 
of Experimental Research in Ethos," Speech Monographs, XXX (June 1963), 
pp. 59-78; David K. Berlo, James B. Lemert and Robert J. Mertz, 
"Dimensions for Evaluating the Acceptability of Message Sources," 
Public Opinion Quarterly, XXXIII (Winter 1969-1970), pp. 563-576; 
Ronald F. Applebaum, Karl E. Anatol, "The Factor Structure of Source 
Credibility as a Function of the Speaking Situation," Speech 
Monographs, XXXIX (August 1972), pp. 216-222. 

17. Christgau, Any Old Way, p. 78. 
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upon the value structure of a particular segment of society--a 

subculture to which the artist appeals. Thus, the charisma of that 

performer depends a great deal upon the ability of the performer to 

appeal real to an audience and not as a contrived persona. 

Music Communication Production 

The production process of recording the performance is a 

complex series of interactions between humans and machines. There are 

three facets of information to be captured in the recording process: 

the instrumental sounds, the verbal message and the nonverbal actions 

of the performers. Through electronic pickup or light exposure these 

port ions of the performance are sent through a mixing process. Thi s 

entails a variety of sounds altering or placement devices such as 

editing. The eventual mix down from this multitude of inputs consists 

of the audio and visual output channels. 

Music Communication Delivery Systems 

The recorded product is then made available to the consumer 

through a network of delivery systems. These systems are composed of 

media such as records, tapes and film and channels such as television 

and radio. Even electronic reinforcement of a live performance 

significantly alters the presentation. Yet, due to the proximity and 

immediacy of the audience, the essential elements of the live 

performance are maintained. Through these various means the audience 

is afforded the opportunity to receive the message. This reception may 

occur within any of a number of occasions. These communication events 
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may be classified along a continuum of listening involvements ranging 

from informal to formal. To demonstrate this polarity, a formal 

listening situation may be exemplified by attendance at a live concert 

and an informal situation by the background music or muzak in a 

business establishment. The differentiation is one of involvement and 

attention. 

The Unique Nature of Music Communication Events 

Although each art form of communication is unique within 

itself, it is short-sighted to interpret the medium of communication as 

the communication event itself. Browns, beiges and blues are not a 

Rembrandt. Rather, Rembrandt Van Ryn manipulated this medium of line 

and color to create his impression of 17th Century Holland. This 

consideration of the communication medium as a form of transportation 

for the message like the automobile is a form of transportation for the 

body, although simplistic, offers a way of understanding the musical 

process: 

Time and space are things to pass through, art is the rearrang
ing of the universe into patterns reflecting the artist's will. 

What you receive [is] not a message, not a specific, but 
a sum of messages, an emotion, a Vl.Sl.on, a perception. 
What you receive is a1lfart of the artist. It's alive. It's 
reborn in you. Music. 

This concept of music as some sort of existential time machine 

initially seems tenuous at best and generally ludicrous. However, by 

18. Paul Williams, Outlaw Blues (New York: 
1969), p. 173. 

E. P. Dutton, 
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considering the technical aspects of the recording process in musical 

production as well as the rhetorical verbal message, this concept 

becomes more easily understood. Tony Schwartz, author of the nuclear 

blast advertisement for Lyndon Johnson's 1964 presidential campaign, 

explains in The Responsive Chord: 

With today's multichannel sound communication, particularly in 
rock music, our relation to electronically mediated auditory 
information is shifting from environmental creation to 
environmental recreation. Much of rock music is never 
performed anywhere. It is constructed, layer by layer, over 
time, on multitrack recorders. The record or tape is the 
original piece of music. It is not a copy of a performance. . 
. • In this new relation to sound, the contextural associations 
we bring to the listening event are our past experiences of 
similar electronically mediated auditory forms. The 
studio today creates packages of sound that will be brought to 
the home for environmental recreation. We are now 
capable of taking listeners on outer trips to other environ
men ts or inner trips in which a.t cferson 's mind is turned inwar d 
and resonates with our stimuli. 

This trend toward environmental recreation is reflected by 

Environmental Sounds, a series of albums that simulate bird sounds, 

waves, wind and other natural sounds. Recreation may extend to this 

naturalistic presentation or it may take on the more abstract and 

nonspecific "feeling good" and "feeling bad" characteristics of popular 

rock . 20 
mUSlC. Often these amorphous feelings occur without the 

19. Tony Schwartz, The Responsive Chord (Garden City, Ne\v 
York: Anchor Press/Doubleday, 1974), pp. 156-157. Note Schwartz makes 
a difference between re-creation and recreation. 

20. Loch, "Hot to Tap·," p. 34. 
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auditor's knowledge of the 21 source. The degree and kind of 

involvement by the receiver in the message is dependent upon the state 

of mind of that receiver. Thus the center of consideration is again 

upon the listener. 22 

It would be somewhat easier to dismiss this concept of environ-

mental recreation through media were it not for several specific 

examples. The first example is the famous War of the Worlds broadcast 

about the Martian landing on earth. This radio broadcast by Orson 

Welles invented an event that caused a national . 23 panlc. Another 

example involves the drop in the suicide rate It ••• when Denmark began 

twenty-four hour a day radio . ,,24 programmlng. The companionship 

supplied created the illusion that the individual is not alone: "In a 

modern society many people wait up at night and radio has become a sort 

of companion to them. Many people have stopped worrying about the 

night, worrying that might lead them to think of •.. or even . 

commit suicide.,,25 

21. Williams, Outlaw Blues, p. 63. This is certainly in 
keeping with the findings of Joseph Church that there is an unconscious 
empathic response. See Joseph Church, Language and the Discovery of 
Reality (New York: Random House, 1961). 

22. Violet Paget, Music and It's Lovers (New York: Dutton, 
1933), pp. 192, 229. 

23. McLuhan, Understanding Media, p. 261. 

24. Schwartz, Responsive Chord, p. 53. 

25. Schwartz, Responsive Chord, p. 53. Director of Danish 
Radio, personal interview with Schwartz. 
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The ability of the media to create environments is exemplified 

finally by the manipulation of symbols in the broadcasts to the German 

people by the Ministry of Propaganda headed by Goebbels. This demon-

strates the use of media to create for the German people an exigence. 

in this case a claustrophobic environment that must be eliminated. 

This appeal to "lebensraum" was so vivid that it's fulfillment led to 

world war and the murder of nillions of innocent victims. 26 Faced with 

these examples, the concept of environmental re-creation becomes not 

only a realistic consideration but also one of the most important 

considerations of communication theory. 

Two nonverbal factors affecting the degree of achievement in 

re-creating an environment in music are the alteration of natural time 

and the overloading of sensory input through single and multiple 

channels. 

The concept of time alteration is one of the basic tenets of 

music theory. The time signature, for example 4/4, standard or common 

time, gives one of the initial bits of information concerning the 

composition--its meter. 

It has been argued that rock music may serve several of the 

same f · h b' h '" l" . 27 unctl0ns as t ose aSle to t e prlmltlve re 1910US experlence. 

One of these similarities is the movement outside the normal realm of 

26. McLuhan, Understandins Media, p. 262. 

27. Brian Perry, "The Tribal Myths and Rituals of Rock 'n 
Roll," Nutshell, 1980, p. 23. 
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"ordinariness and daily routine.,,28 In popular music this rising above 

is considered "getting into the music" or "getting lost in the music" 

through the repetition of beats or tones creating "riffs,,29 which 

transcend normal or "profane" time: 30 

When the listener submits himself to the beat, he loosens his 
mind from its moorings in space and time; no longer does he 
feel a separation between himself and his surroundings .... 
Dream and dreamer merge, object and feeling jell; the whole 
universe is compressed into the medium of the beat, where all 
things 3Tite and pound fonvard, rhythmic, regular, not to be 
denied. 

This stirring of the "helpless blood,,32 of the receiver through the use 

of rhythm "is the element rendering all music rhetorical. ,,33 The use 

of rhythm allows the performer the capability of altering time to the 

34 extent that time is destroyed. 

28. Perry, "Tribal Myths," p. 23. 

29. LeRoi Jones, Blues People (New York: William Morrow and 
Company, 1963), pp. 62, 226. 

30. Perry, lITribal Myths," p. 23. 

31. Jeremy Larner, "What Do They Get From Rock 'n Roll." New 
Sound/Yes, ed. by Ira Peck (New York: Four Winds Press, 1966). p. 112. 

32. Paget, Music and It's Lovers, p. 133. 

33. Ir'vine and Kirkpatrick, "Musical Form in Rhetorical 
Exchanges," p. 277. 

34. Terence McLaughlin, Music and Communication (London: 
Faber and Faber, 1970), p. 39. Perry, "Tribal Myths," p. 24. 



Rock 'n roll is only the latest in a series of rituals which 
existed in many societies for the purpose of inducing mystic 
ecstasy, usually in connection with religion. One might think 
not only of African or American Indian drum beating frenzies, 
but also of the cults of frenzied dancing and shaking which 
~eri~gically rose up from the main body of European Christian
lty. 

17 

Thus, it is evident that the loss of time experienced by the 

receiver is facilitated through the use of rhythms. Another considera-

tion in this explanation of environmental re-creation deals with the 

degree of involvement of the receiver. Observable involvement in the 

musical experience would include singing and dancing. "In his sacred 

dance ritual, the primitive dancer reenacts the motions of that first 

yam harvest--not to practice for tomorrow's actual harvest, but to 

return to the first sacred mythical lesson that made it all harvests, 

and thus life, possible. ,,36 In much the same way, rock music creates 

an atmosphere similar to the tribal environment. "They shout out a 

response, they chant along. As in a primitive ritual, a rock 

enthusiast returns devotedly to an unchanging event, often dresses in 

costume, gets lost in dance and participates in a communal 

catharsis. ,,37 

The examination of natural rhythms in folk songs reveals 

information concerning that genre of musical composition that may be 

35. Larner, "What Do They Get," p. 112. 

36. Perry, "Tribal Myths," p. 24. 

37. Perry, "Tribal Myths," p. 24. 
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generalized to vocal music. Primitive community rites such as dancing 

and marching emphasized rhythm to serve as a memory aiding device. 

The drum provided the underlying ti~e, while chants and mumbles 
were counterpointed against it. Folk lyrics followed a 
community development, too, being passed on by voice and 
memory. If folk lyrics were to have any continuum, they needed 
the mnemonic reinforce~ent of insistent rhythm. As dancers 
move to a regular beat, so children bounce a ball, hop, skip 
rope, taunt one ~ther--and the activity helps keep the words 
themselves alive. 

Thus, we see not only does the factor of rhythm affect the perception 

of the receiver to the point of re-creating the acoustic environment 

but also that this same factor may actually serve to reinforce the 

verbal message of the music co~munication. 

The second factor affecting environmental re-creation deals 

with the overloading of sensory input. 

Art today is a new kind of instrument, an instrument for 
modifying consciousness and organizing new modes of sensibility 

draw[ ing] from industrial techno logy, from commercial 
processes and imagery, from purely private and subjective 
fantasies and dreams. . .. Musicians have reached beyond the 
sounds of the traditional instruments to use tampered 
instruments and 3~sual1y on tape) synthetic sounds and 
industrial noises. 

This new art, through technology, is one of the unique charac-

teristics of the genre of popular rock music. Gone are the traditional 

modes of presentation. The per former is no longer the aloof creator 

separated from the audience but rather a partner involved in a dialogue 

38. Morris Freedman, "Natural Jazz Rhythms in Folk Songs," 
Southern Folklore Quarterly, XXI (December 1957), p. 202. 

39. McLuhan: Hot and Cool, ed. by Gerald Emanuel Stearn (New 
York: Signet Books, 1967), p. 252. 
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. h h d' 40 w~t t e au ~ence. This communication is magnified and intensified 

through electronic means. The magnification and intensification must 

be seen as alteration of a natural state and thus as playing an 

important role in the environmental re-creation by popular rock music. 

The importance of electronic reinforcement is noted by popular author 

James Michener, as quoted in Larner, commenting on his voyage into the 

rock music world: "The musical instrument of itself seems to be less 

important than the electronic systems that reproduce it and throw it 

full volume at the listener. If • . . the electricity happens to go 

off, the music of this generation subsides into a meaningless 

whisper.,,41 The importance of the electronic aspect of rock music 

production may be demonstrated through an examination of a few of the 

means of environmental re-creation utilized. With the advent of 

mUltiple channel recording, the artist has become able to combine a 

number of environmental moments into one final product--an altered 

composite environment: "With 16 tracks, every instrument can usually 

be put on a separate track. Each track has its own separate equaliza-

tion (high, low, and mid-range frequency controls) and limiting (sound 

compression), which can be adjusted both before and after the track has 

42 been recorded." Another means available to the recording artist or 

40. The Age of Rock, ed. by Jonathan Eisen (New York: Vintage 
Books, 1969), p. 56. 

41. Larner, "What Do They Get," p. 123. 

42. Landau, "It's Too Late," p. 135. 
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engineer is the ability of modern recording to "punch in" certain 

information at various points in the performance, thus altering the 

natural 43 performance. Other effects such as "echo," "fuzz," 

"wah-wah," "graphic equalization," "compression," "phase shifting," 

"flanging," "envelope filtering," and "pitch trans positioning" all 

alter the natural acoustic sounds. These created effects, along with 

techniques such as editing and mixing, result in substantial 

differences in the final product from the original performance. 

All these factors combine to form what Tony Schwartz has called 

"auditory acoustic space": 

In the old environment, we were very conscious of a sound 
direction. Having two ears, we can distinguish slight 
differences in the volume of sound striking the left or right 
ear, and thereby judge the direction of the sound. Also, most 
sounds have a characteristic volume at the point of output, so 
the volume reaching our ears often tells us how far we are from 
its source. Under high amplification, the pattern of 
emanation for low and high frequencies is overwhelmed by the 
sheer power of output. So the frequency characteristics offer 
no information to a listener regarding direction. Also, since 
volume is manipulated electronically, we cannot compare the 
volume of sound reaching our ears with the 'natural' volume we 
may have experienced at the source of the sound during a 
previous listening experience, to determine distance. Further, 
high amplification overloads our auditory channel of 
perception, blocking out the sensory information that might 
attach us to architectural space. Our link with the Euclidian 
world 4~s thus dissolved, and we enter auditory acoustic 
space. 

In this auditory acoustic space "sound does not come toward" the 

listener "but is present everywhere in the space he experiences, and it 

43. Landau, "It's Too Late," p. 135. 

44. Schwartz, Responsive Chord, pp. 45-47. 
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45 totally saturates his sensory receptors.". This sensory bombardment, 

facilitated by electronic media, is capable of creating a 

reconstruction of the spatial characteristics of an environment. 

Telephones, headphones and portable radios are other means of 

communication which create a mobile environment "more like something we 

wear or sit in than a physical area in which we move. ,,46 By cutting 

off architectural information through the use of high volume or 

electronic isolation (telephone or headphones) the listener, in effect, 

changes "his spatial environment instantly taking ... the listener on 

a trip . [either] an outer trip to a concert hall, or . . 

an inner trip, as when the sound takes a listener inside himself 

[giving] ... the feeling that he is part of the music.,,47 Thus, he 

may be controlled through the power of suggestion--through symbolic 

motion. Contemporary examples may be found in the disco music trend of 

which loud music is a basic element. "It's embarrassing to have to 

talk to someone ne\v, there is a tremendous discomfort. ,,48 The loud 

music creates a means of reducing this discomfort--this tension. If 

you can't hear what is being said, why talk? Thus, music may serve as 

an energy saving device by lowering the degree of tension. Another 

45. Schwartz, Res20nsive Chord, p. 48. 

46. Schwartz, Res20nsive Chord, p. 48. 

47. Schwartz, Res20nsive Chord, p. 50. 

48. Kathy Gronau, "Do Today's Songs Reflect Reality? , " 
Songwriter (March 1980) , p. 49. 
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example of how music may serve to reduce tension or energy through 

sensory overload is evidenced by such comments as, "The more upset I 

am, the louder I make the music to blur out any internal dialog.,,49 

Ramming a stimulus such as loud rock music into the sensory 

processing centers of the brain ensures that attention is concentrated 

on that stimulus and. that stimulus alone. Thus, rock music, by 

flooding one channel and overwhelming the available processing centers, 

functions as a means of energy conservation. It may be too that this 

saving of energy predisposes the listener to the message by acting as a 

reward for the energy or tension reduction. 

The abilities of music to affect pulse, respiration, blood 

pressure, the ductless glands and the central nervous system have been 

50 adequately demonstrated. This has led to a great deal of specula-

tion concerning the potential power of music to affect human behavior. 

The ability of rhythm, for example, to affect the listener may lead to 

unexpected results: 

Syncopated rhythms may produce extra systolic (multiple) 
heartbeats. Also, dynamic changes in volume, such as the 
crescendo and decrescendo of a rolling drum beat can sometimes 
"drive" the pulse rate. An acceleration to a faster rhythm can 
lead to tachycardia or a racing pulse with extra heart beats, 
and a deceleration of rhythm to a slowdown of the pulse. For 

49. Gronau, "Do Today's Songs Reflect Reality," p. 49. 

50. Edward Podolsky, The Doctor Prescribes Music (New York: 
Frederick A. Stokes Company, 1939), p. 130. McLaughlin, Music and 
Communication, pp. 93-98. Robert W. Lundin, An Objective Psychology of 
Music, pp. 133-138. 



listeners with bad heart problems, such musical effects could 
conceivably led to fatal heart asi.tacks. In other words, for 
Colombo fans, murder is possible. 

23 

Fortunately this macabre example is unrepresentative of the 

results of experimental and quasi-experimental research. The bulk of 

this literature deals with the use of music in industry to affect 

d 
. 52 

pro uctlon. A secondary consideration deals with the use of music as 

53 a therapeutic tool. These functions of music demonstrate observable 

behavior modifications achieved through the application of a 

stimulus--in this case, through musical stimuli. 

Summary 

The role of popular music in social and political movements has 

been observed and commented upon throughout history. However, there 

has been little formal study of the use of popular songs. More often 

the research has been oriented to\'lard the discovery of effects. The 

educational use of popular music in a society poses a number of quality 

criteria in addition to mere effectiveness. Thus, the study and 

application of the principles of the rhetoric of popular music entails 

understanding of the concept of Identification. It is in and through 

51. Loch, "How to Tap," p. 34. 

52. Willard Augusta Kerr, 
on Factory Production (Stanford 
University Press, January 1945). 
Music, pp. 251-263. 

Experiments of the Effects of Music 
University, California: Stanford 
Lundin, An Objective Psychology of 

53. Podolsky, The Doctor Prescribes Music. Lundin, An 
Objective Psychology of Music, pp. 264-279. 
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identification and its dialectical counterface--division--that communi

cation is achieved. 



CHAPTER 2 

THE ROLE OF POPULAR MUSIC IN SOCIO/POLITICAL MOVEMENTS 

Prior Research 

The relationship between popular music and the state has been a 

continual concern tnroughout recorded western history. There have been 

many noteworthy landmarks in retracing the historical paths of music 

and politics that have come together for mutual use. There are the 

stories of Pan, who used the power of the pipes or "syrinx" to induce 

the shepherds to rip apart Echo so that only her voice remained. The 

writings of Plato indicate concern for the suasory powers of song. The 

wandering minstrels and the balladeers added slices of social 

commentary to their songs. Religious groups have always known that 

songs brought commitment. The field songs of forced servitude brought 

brotherhood. The labor songs that evolved during the textile strikes 

in Massachusetts and New Jersey gave the \Yorkers an opportunity or 

excuse to gather together in the streets with an activity to bind them 

instead of being isolated and alone. Music in the French and American 

Revolutions bound nations. l 

1. Cornwell B. Rogers, "Songs--Colorful Propaganda of the 
French Revolution," Public Opinion Quarterly (Fall, 1947), Vol. 11, pp. 
443-444. 

25 
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The labor movement in the United States at the turn of the 

century provides an important signpost for investigating the 

relationship between music and politics. The International Workers of 

the World (IWW) or the Wobblies, as they came to be known, utilized 

songs in the classic organizational manner for the purposes of 

indoctrination of members, the affirmation of the important group 

values and to create solidarity or "we feeling." 

Two r.J8jor forces in the creation of the music of the Wobblies 

were Joe Hill and Ralph Chaplin, who contributed to the Little Red Song 

Book or the Wobbly Song Book. Joe Hill was martyred on November 19, 

1915 at the hands of a Utah firing squad. A true propagandist to the 

end, he wired his final words to ""Big" Bill Haywood, a Wobbly leader. 

These final words were "Goodbye, Bill. I die a true blue rebel. Don't 

waste time in mourning. Organize.,,2 

European activity during the middle of the century saw the 

first, although unofficial, national anthem of Italy evolving. "La 

Giovinezza," written as a party song became the Fascist anthem. The 

martyrdom of Horst Hessel in 1930 was used by the Nazi propaganda 

machine to elevate the self-penned "Horst Wessel Lied" into a national 

anthem alongside "Deutschland uber Alles." Even Hitler longed for the 

Nazi equivalent of the Harvard "Fight Song." 

2. Stewart H. Holbrook, "The Wonderful Wobblies," Dreamers of 
the American Dream (New York: Doubleday and Company, 1957), pp. 
329-330. Patrick Renshaw, The Wobblies: The Story of Syndicalism in 
the United States (Garden City, New York: Doubleday and Company, 
1967), p. 203. 
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Following the Second 'dor ld War, music played very important 

roles in the civil rights movement, the movement to end the war in 

Vietnam and the antinuclear movement. The utility of popular music has 

escaped the attention of few political groups. The communist movement 

continues to search for a "unique but . broadly based proletarian 

music.,,3 

By definition, a dynamic society is filled with exigencies. 

The nature of these exigencies and their ultimate resolution are 

determined by their expression in public discourse. Sometimes there 

are several definitions of a problem and several opposed 

recommendations for its resolution, perhaps corresponding to class 

divisions or interest group boundaries. 

Other exigencies achieve consensual expression and thus the 

potential for mass mobilization of the society for a unified solution. 

The labor movement is an example of the former exigence. Its 

expressions reflected and reinforced divisions within and without the 

labor movement. The latter case, societal consensus, exists only as an 

ideal type, although near approximations may be said to occur during a 

national revolution, mass panic or an invasion. 

Tradi tionally, all the resources of human expression, 

especially the popular arts, have been employed in the effort to 

express the exigence in a coherent, understandable, and (usually) 

solvable form. Dissident groups typically attempt to impose their 

3. Richard A. Reuss, "The Roots of American Left \oling Interest 
in Folksong," Labor History, XII (Spring, 1971), 266. 
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visi on of the exigence (the crisis and its resolution) by means of 

popular song. Conversely, one could study the nature of a particular 

society through the prevailing version if its problems as expressed in 

its popular songs. This is, of course, a matter of conjecture at this 

point. The author is well aware that it may be the case that only 

those problems that a society cannot solve and those values it is 

unwilling to operationa1ize may be those most celebrated in song. 

Popular rock music differs from prior forms of most popular 

music in that it is self-expressive as well as entertaining. 4 As more 

performers of popular music composed their own music, they came to be 

identified with the messages and political positions assumed in those 

compositions. Due to this, the individual performers became important 

considerations in analyzing popular music. 

A way to examine the interrelationship uet"'een popular music 

and contemporary society is to identify and classify song themes 

reflecting the needs creating a dissonance within society. 5 This is 

essentially the method of analysis that has been chosen in this study. 

A variety of themes has occurred in popular music with some 

degree of frequency. The predominant lyric subject, as one might 

expect, has been the topic of love. A variety of other themes includes 

4. Charlie Gillett, The Sound of the City: The Rise of Rock 
'n' Roll (New York: Outerbridge and Dienstfrey, 1970), p. 291. 

5. Robert W. Lundin, An Objective Psychology of Music (New 
York: The Ronal Press Company, 1953), pp. 89-92. 
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social dissatisfaction and political protest,6 drug and alcohol use,7 

generational conflict,8 and glorification of subculture activities such 

f ' 'd k ' 9 as sur lng, auto raclng an s atlng. 

Although popular music tends to be shaped internally--that 

forms evolve and dissolve--there is also a distinct relationship 

bet\oJeen popular music and the contemporary social order. "Horld Har II 

inspired patriotic music; Vietnam Har songs revealed a divided nation. 

Love lyrics reflect the liberalization of attitudes toward intimate 

relationships. On the lighter side, fads like "The T\o,ist" and "The 

Streak" have been immortalized in song."lO 

A number of articles has appeared in popular music journals 

which address the concept of popular music as a sociological or 

political tool. More directly, Peter Etzkorn has provided an analysis 

of hO\v music functions socially.ll Jerome L. Rednitzky examined the 

6. Ronald Serge Denisoff, Sing a Song of Social Significance 
(Bowling Green, Ohio: Bowling Green University Popular Press, 1972), 
pp. 123, 177, 182. 

7. Robert Christgau, Any Old \.Jay You Choose It (Baltimore: 
Penguin Books, Inc., p. 220. Denisoff, Sins a Song, pp. 189-190. 

8. Denisoff, Sing a Song, pp. 158, 165, 171. Christgau, M!.Y. 
Old \.;ray, p. 157. 

9. H. F. Mooney, "Popular Music Since the 1920' s:' The Signifi
cance of Shifting Taste," American Quarterly, II (Spring, 1968), p. 82. 

10. Bruce Anderson, et al., "Hit Record Trends, 1940-1977," 
Journal of Communication, XXX (Spring, 1980), p. 39. 

11. Peter Etzkorn, Music and Society--The Later Hritings of 
Paul Honigsheim (New York: John Hiley and Sons, 1973). 
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role of the folk singer in utilizing song in a social setting as a 

motivational force in political activity.12 

R. Serge Denisoff, in Sing a Song of Social Significance and 

Folk Consciousness: People's Music and American Communism, identified 

two paths of achieving identification through the use of music. These 

are through the use of magnetic musical propaganda which strives to 

achieve new members and increase solidarity and through rhetod cal 

musical propaganda which deals with specific events or with general 
I 

. 1 h 13 unlversa t emes. The latter category is responsible for the bulk of 

rock music propaganda messages although there are instances of attempts 

at magnetic persuasion. 

John Wanzenreid addressed the change in orientation of rock 

music lyrics from an international or emotionally and socially 

unrealistic nature to an extensional or emotionally and socially 

realistic nature during the period from 1955 to 1972. 14 Edwin Masland 

outlined thematic trends among American youth and points out the 

. fl· . . f . d· . . 15 Importance 0 popu ar musIc In In ormatIon lssemlnatlon. S. I. 

12. Jerome L. Rednitzky, Minstrels of the Dawn--The Folk 
Protest Singer as a Cultural Hero (Chicago: Nelson-Hall, 1976). 

13. Denisoff, Sing a Song, pp. 65-67. Ronald Serge Denisoff, 
"Folk Consciousness: People's Music and American Communism" 
(unpublished Ph.D. dissertation, Simon Fraser University, 1970). 

14. John Werner Wanzenreid, "Extentional and Intentional 
Orientations of Rock and Roll Lyrics, 1955-1972: A Content Analysis" 
(unpublished Ph.D. dissertatjon, University of Nebraska, 1974). 

15. Edwin Grant Masland, "Some Current Themes of Youth in the 
United States" (unpublished Ph.D. dissertation, Clarremont University, 
1971). 
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Hayakawa, in a semantic analysis of the popular music of the mid-1950s, 

determined that the lyrical content often presents misinformation to 

the receivers of the musical message presented through that medium. 

"If our symbolic representations give a false or misleading impression 

of what life is likely to be, we are worse prepared for life than we 

16 would have been had we not been exposed to them at all." Wanzenreid 

concludes from Hayakawa's analysis that "popular songs present a 

fantasy, a romantic idealism of the emotions and actual conditions of 

l 'f ,,17 1 e. Regardless of the degree of inherent escapism that Hayakawa 

perceived in popular music, the ability of that music to provide 

identification and role modeling for adolescents has been noted. 18 

Assessment of the current literature on the persuasive use of 

popular music as a force in our modern technological society and 

democratic culture indicates that the mass media have been considered 

as more likely to operate as attitude reinforcement agencies than as a 

16. S. 1. i-Iayakawa, "Popular songs vs. the Facts of Life," 
Mass Culture--The Popular Arts in America, eds. Bernard Rosenberg and 
David Manning White (Glencoe, Illinois: The Free Press, 1957), p. 400. 

17. Wanzenreid, "Extentional and Intentional," p. 9. 

18. Donald Horton, "The Dialog of Courtship in Popular Song," 
American Journal of Sociology LXII (1962), pp. 568-571; Ronald S. Burke 
and Robert Grinder, "Personality Oriented Themes and Listening Patterns 
in Teen-Age Music and Their Relation to Certain Academic and Peer 
Variables," School Review, LXXIV (1966), p. 199; Robert A. Rosenstone, 
"The Times They are A-Changing--The Music of Protest," The Annals of 
the American Academy of Political and Social Science, CCCLXXXII (March, 
1969), p. 131. Revised version in Inter/Media, eds. Gary Gumpert and 
Robert Cathcart (New York: Oxford University Press, 1979). 
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means of attitude 19 change. Important and apparently unaddressed 

questions remain: vlhat attitudes are being reinforced? By \ ... hom? 

Under what circumstances? How? Why? Classification of the attitudes 

advanced constitutes the initial phase in the determination of the 

effectiveness of the specific medium in achieving the apparent goals of 

a society, as expressed through analysis of the popular music of that 

specific culture. 

Various parallels have been drawn between the comparative 

societal impacts of the invention of the Gutenberg movable-type press 

and the various electronic mass media of the popular music industry. 

Economic, sociological, psychological, political and aesthetic perspec-

tives have been adopted in the examination and estimation of the 

20 societal impact of this popular art. Unfortunately, these studies 

are often highly directed by, and imbued with, the language and 

methodology of the specific discipline under whose auspices they were 

conducted. Thus, in many instances, they cannot be easily compared or 

contrasted. Any attempt to coordinate the information contained within 

these highly restricted studies must be guided by a larger, more 

comprehensive perspective. 

The rhetorical perspective of dramatistic analysis lends itself 

to this type of research. Although rhetoric had its twentieth century 

19. Michael Hecht, "Rock 
Processes, ed. by Joseph A. DeVito 
Prentice-Hall, Inc., 1973), p. 228. 

Tongue," Language--Concepts and 
(Englewood Cliffs, New Jersey: 

20. Marshall McLuhan and Quentin Fiore, The Medium is the 
Message (New York: Bantom Books, Inc., 1967), pp. 68-69. 
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Renaissance within departments of public speaking, it is, as theory and 

method, broader than a mere vehicle for the making and criticizing of 

public speeches. In the larger philosophical, literary and artis tic 

applications given by Aristotle and Burke, it can be used as a mode of 

understanding the suasory use of symbols in the most diverse contexts. 

Aristotle has defined rhetoric as "the art of the discovery of 

the available means of . ,,21 persuaSlon. Even the most traditional 

perspective must recognize the presence of a number of suasory elements 

in popular music. In affirming that the province of rhetorical study 

transcends verbal discourse, Kenneth Burke has stated that "Wherever 

there is persuasion there is rhetoric. And wherever there is 'meaning' 

there is . ,,22 persuaslon. Popular music aimed toward socio/political 

ends contain meaning, thus persuasion. This pervasive form of persua-

sion surely demands scholarly attention. 

The Rhetorical Vision in Socio/Political Movements 

Each socio/political movement has as its basis a shared vision 

of its purpose. Members of the movement are involved in a dramatic 

action involving heroes and villains with specific emotions and 

21. Aristotle, The Basic Works of Aristotle, ed. by Richard 
McKeon, Rhetoric, translated by W. Rhys Roberts (New York: Random 
House, Inc., 1941), p. 1329. 

22. Burke, Motives, p. 567. 



34 

attitudes involved in a plot. 23 This drama offers justification for 

the movement's inception, self-concept and quest. The dramas in which 

socio/political movements engage offer images which transcend specific 

issues which are often short-lived and confusing in their complexity. 

This is evidenced by the stability of the Republican and Democratic 

party affiliation as the primary voting criteria by most Americans. 

These mythic representations of ideology offer party platforms that may 

vary from year to year and place to place and in some instances may be 

contradictory. Yet, the belief in the mythic representation creates 

behaviors on the part of the voter that are tied more directly to the 

identification with the group than the actual attitude agreement with a 

specific plank of the party platform. 

Identification and the Rhetorical Vision 

The degree to which a member identifies with a particular 

vision or metaphorical representation of that vision dictates the 

solidarity of that member with the group. Thus, it is essential that 

coherent and logical visions are presented to those members to insure 

23. Ernest G. Bormann, "Fantasy and Rhetorical Vision: The 
Rhetorical Criticism of Social Reality," The Quarterly Journal of 
Spech, LVIII (December, 1972), pp. 397-399. Note Bormann's debt to 
Robert F. Bales, Interaction Process Analysis: A Method for the Study 
of Small Groups (Cambridge, Massachusetts: Addison-Wesley, 1950). 
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24 

group. For example, 
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through 

exploitation of the myth of the southern region of the United States, 

the myth of the Old South became a more binding force than any single 

state entity, even after the Civil War.
25 

Popular Protest 

Due to the technological nature of modern culture, it would 

seem that the amount of knO\Yledge gained through ceremonial activhy 

would be replaced to a great degree by a formalized type of educational 

activity. To a certain extent, this is true. For example, the 

community college system offers supplemental as well as fundamental 

education in ways and for individuals long overlooked by universities 

and liberal arts colleges. However, due to the incredible amounts of 

24. Dorwin Cartwright, "Achieving Change in People: Some 
Applications of Group Dynamics Theory," Human Relations, IV (1954), pp. 
381-392. Reprinted in Foundations of Communication Theory, eds. 
Kenneth K. Sereno and C. David Mortensen (New York: Harper and Row, 
1970), pp. 319-331. Leland M. Griffin, "A Rhetoric of Historical 
Movements," The Quarterly Journal of Speech, XXXVIII (April, 1952), p. 
187. 

25. Waldo Braden, "Myths in a Rhetorical Context," Southern 
Speech Communication Journal, Winter, 1974, Vol. XL, pp. 113-126. "C. 
Alfonso Smith on 'Southern Oratory Before the War' ," SSCJ, Hinter, 
1970, Vol. XXXVI, pp. 127-135. "Three Southern Readers and Southern 
Oratory," SSCJ, Fall, 1966, Vol. XXXII, pp. 31-40. "The Concept of 
Southern Oratory: A Selected Bibliography," SSCJ, Winter, 1963, Vol. 
XXIX, pp. 141-145. "The Emergence of the Concept of Southern Oratory," 
SSCJ, Spring, 1961, Vol. XXVI, pp. 173-183. 
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information that individuals are asked to decode and store, they are 

26 often dependent upon folk knowledge. 

The delineation between folk knowledge and scientific knowledge 

is based upon the connection between occurrence and cognition in that 

"folk knowledge is concerned primarily with constant connection whereas 

. f . kId' d . h . " 27 scient1 1C nO\~ e ge 1S concerne W1 t necessary connectlon. The 

information emphasis of modern society actually increases the need for 

ceremonial activities. Individuals are given large numbers of facts 

without a frame of reference that would enable them to act upon those 

facts. 

The popular songs with which this research deals serve as 

information sources that supply these constant connections. In this 

way the songs must be considered as folk songs in that they are of, by 

and for the folk. A number of individuals have offered definitions of 

folk songs. Robert Winslow Gordon, in Folk Songs of America, and Bruno 

Nettl, in Folk and Traditional Music of the Western Continent, set the 

criteria of oral tradition. 28 Arthur Kyle Davis, in Traditional 

Ballads of Virginia, identifies the requirement of the existence of a 

26. Kenneth E. Bou1ding, The Meaning of the 20th Century: The 
Great Transition, New York: Harper and Row, 1964, p. 35. 

27. Ibid., p. 69. 

28. Bruno Nettl, Folk and Traditional Music of the Western 
Continent, Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1973, p. 3; 
and Robert Winslow Gordon, Folksongs of America, N.Y., 1983, p. 3. 
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. f' . . f' . d f . 29 varlety 0 verSlons over a slgnl lcant perlO 0 tlme. Louise Pound, 

in American Ballads and Songs, states the need for the song to have 

1 · f h h' 30 ost ltS sense 0 aut ors lp. 

An example of the definitions which seem to combine these 

criteria has been proposed by John Greenway. For a song to be 

considered a legitimate folk song, it must "have lost its identity as a 

consciously composed piece; that it have undergone verbal changes 

during oral transmission; and that it have been sung for an appreciable 

d f 1 
. ,,31 perio 0 time, et us say two generatl0ns. Standard dictionary 

d f · . . . f h' . 32 e lnltlons seem to verl y t lS meanlng. 

The problem with many of the definitions that have been offered 

is that they are limiting. The important factor is that "the songs are 

made and sung by men who are identical with their audience in standing, 

in occupation, in attitude to life, and in daily . ,,33 experlence. 

29. Arthur Kyle Davis, Traditional Ballads of Virginia, 
Charlottsville; The University Press of Virginia. Previously published 
Cambridge, 1929, p. XXII. 

30. Louise Pound, American Ballads and Songs, N.Y., 1922. 

31. John Greenway, American Folksongs of Protest, Philadel
phia; University of Pennsylvania Press, 1953, p. 5. 

32. Standard College Dictionary, Funk and Wagnalls, Pleasant
ville, N.Y.; The Readers Digest Association, Inc., 1966, p. 517. 

33. Simon Frith, The Sociology of Rock, London; Constable and 
Company Limited, 1978, pp. 196-197. 
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Perhaps Pete Seeger's more liberal definition shows the breadth of the 

controversy: "If folks sing them, they are folk songs.,,34 

There is a problem that arises in this definition due to the 

capitalistic nature of popular music. Once the songwriter/singer 

achieves a certain level of success, that artist can no longer be 

considered of the folk. To remove from consideration songs that fail 

to fulfill one or more of the criteria offered may have undesirable 

consequences. "When uncounted thousands of songs current among the 

folk are permit ted to vanish because they do not qualify under the 

terms of a definition, it is time to question the usefulness of that 

definition.,,35 

The matter of definition has become more troublesome in that 

the standard classifications of musical styles have become increasingly 

blurred during the past two decades. This is evidenced by the 

often-used term "fusion" to describe composite forms. American music 

has traditionally consisted of three types, which are folk, topical and 

music generated for the mass media. Other forms such as classical and 

jazz have attracted small but vehement audiences. The condition has 

evolved to a state where the genres are so combinatory that many of the 

popular music forms such as country and western and rock are amalgams 

34. David Dachs, American Pop, N. Y .; Scholastic Magazines, 
Inc., 1969, p. 20. 

35. Greenway, p. 5. 
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of broad diversity. 

"attenuation. ,,36 

Daniel Boorstein has called this process 

While rock music has assimilated significant elements of the 

older musical styles, the increasingly urban nature of our society 

would seem to threaten the authentic rural roots of country and western 

and the integrity of other early forms. 

If the older blues and hillbilly styles endure, it will be only 
because certain dedicated individuals make a conscious effort 
to preserve them. Lyrics and styles can and will be imitated 
by groups, but the product will have departed from the pure 
sounds of rural heritage. But in our restless society some 
musical form must endure that will describe in a simple manner 
the many faceted aspects of American history. Blues and 
hillbilly music played this role in the past, and should they 
abandon this responsibi lity there se~ to be little else on 
the musical horizon to take its place. 

Popular rock music seems to have fulfilled many of the roles of 

descriptor of the American history. As a descendant form of a 

combination of a variety of types of music, rock is truly an American 

music. As such, it must be considered as the most viable folk music 

today. This, it would seem, is the destiny of rock music. Certainly 

it fulfills the criteria of a genuine folk music as articulated by 

Charles Seeger: 

We may, I believe, assume that any substantial change in the 
organization of a society will eventually be reflected in the 
inheritance, cultivation and transmission of such traditions as 
those of folk music. For a folk music is, above all else, a 
summary of the way of life of a culture community, the 

36. Rednitzky, Minstrels, pp. xiv-xv. 

37. George O. Carney, The Sounds of People and Places; 
Readings In the Geography of Music, Washington; University Press of 
America, 1978, p. 319. 



attitudes and feelings of those who comprise it, toward life 
and death, work and play, love, courtship and marriage, health 
and hearth, children and animals, prosperity an~adversity--a 
veritable code of individual and social behavior. 
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The economic aspects of popular music are often used to differ-

entiate between folk music and popular music. This is an artificial, 

and in many instances, incorrect delineation. The power of popular 

music is its universality. The time has come when Anglo-American music 

dominates the worlJ even more than Anglo-American publishing. 39 

38. David A. Deturk and A. Poulim, Jr., The American Folk 
Scene; Dimensions of the Folk Song Revival, "Folk Music In the Schools 
of a Highly Industrialized Society," Charles Seeger, pp. 88-89. 

39. Frith, Sociology of Rock, pp. 11-12. 



CHAPTER 3 

AN EXAMINATION OF THE ARTIFACTS: OVERVIEW 

The objects of investigation are musical compositions which 

were popular during the period from 1945 to 1979. These songs deal 

specifically with some aspects of nuclear energy. By examining the 

scenes of these dramas, their agents and the agencies employed in 

achieving certain acts for specific purposes, insight may be gained as 

to their respective roles in the antinuclear movement. 

The purpose of this research is to examine the popular musical 

activity in regard to nuclear power, either in military or commercial 

use, that occurred in the United States during the period from 1945 to 

1979. This examination identifies the various agencies that have been 

employed. An evaluation of the movement's potential rhetorical 

effectiveness will aid in providing an understanding of the movement's 

past successes and failures. Further, it will provide a potential 

script for the future activity of the movement. The songs collected in 

this research provide building blocks in the structure of the 

movement's public drama. This public drama provides structure through 

a collective fantasy of the various agents. 

Fantasy functions in society to provide wholeness and coherence 

and to provide gUidance as to potential ways of connecting, socially 

interpreting, and responding to events. A purpose of "anti-movements" 

41 
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is the reality altering or environmental re-creation of the status quo 

to remove the exigence of the situation. 

Societal need brings about social protest in regard to the 

discontent with the status quo. Kaplan has noted the deviant, 

innovative, inventive and creative roles of the artist. l The artist's 

role as vanguard of public attitudes often results in prophecy of 

future beliefs. In that the music diffuses information, the music is 

educational. It is then influential in thinking, which may result in 

attitudes which precipitate action. These attitudes may be considered 

as incipient action. 

Critical Lexicon 

The purpose of this study is the analysis and evaluation of the 

rhetorical vision of musical messages in regard to nuclear energy 

presented in popular song lyrics. The method of analysis is 

dramatistic in the Burkeian sense. It is dramatistic in that it is not 

dramatic or metaphorical in nature. It is literal in that it deals 

with specific acts. Language and music are symbolic action. The songs 

of this protest movement are enactments. In this sense they are 

literalizations of metaphor. 

Burke's pentadic terms have been utilized as analytic 

categories rather than as critical tools used to calculate pentadic 

Roles. 
1951. 

1. Max Kaplan, The Musician in America: A Study of His Social 
Introduction to a Sociology of Music. Ph.D. dissertation, 

The University of Illinois, Urbana-Champaign, p. 3. 
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ratios or as a heuristic device to discover the composing matrix of 

particular songs. The questions listed below in each of the categories 

are drawn from Ernest Bormann's fantasy theme analysis, another method 

which is essentially dramatistic in its conception. These questions 

are apt because they reflect the narrative structure (i.e., the 

fictionalization of events) that the movement's artists have imposed 

upon their materials. Leland Griffin's dialectical notion of movement 

and countermovement is utilized as an analytic tool for the study of 

ongoing campaigns in regard to social and political issues--in this 

instance, nuclear energy. Finally, Lloyd Bitzer's concept of exigency 

has been adopted because it is particularly helpful in the study of a 

movement. Thus, despite the seemingly disparate parts of this eclectic 

method, there is a unifying nexus of dramatism. 

The folloWing dramatistic categories will be employed: 

Scene 

1. Where do the dramas occur? 

2. What is the ultimate consequence? 

3. How does the movement fit into the scheme of history? 

Agents 

1. Who are the positive agents? 

3. Who are the negative agents? 

3. vlho are the neutral agents? 

4. What abstractions are ·personified as agents? 

5. What are the positive/negative characterizations 

6. What are the positive/negative characterizations 

of members? 

of nonmembers? 
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7. How detailed are the characterizations of the agents? 

8. What values are inherent in the agents? 

Acts 

1. What acts are performed by positive agents? 

2. What acts are performed by negative agents? 

3. What acts are performed by neutral agents? 

4. Hhich acts are p:raised? 

5. Which acts are condemned? 

Agencies 

1. What ideas are inherent in the drama? 

2. How are the ideas visualized? 

3. Are the visualizations believable? 

4. How viable are the problem/solution patterns? 

5. How capable is the drama in arousing and interpreting emotions? 

6. How is scapegoating employed? 

7. To what degree do the agents engage in identification? 

8. How do(es) the group or its members relate to the opponent? 

Purpose 

1. Hhat motives are explicit? 

2. What motives seem to be operating implicitly? 

Procedure 

The order of operations for this research follows a five 

chapter organizational structure: 
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Chapter 1 : Establishes the research question. 

Chapter 2: Chronicles the history of popular protest musical 

rhetoric. 

Chapter 3: Outlines the methodology of the research. 

Chapter 4: Is divided into five sections representing Burke's 

pentad as a basis for analysis of antinuclear music 

messages. 

Chapter 5: Presents the conclusions of the research. 

The Materials of Investigatio~ 

The use of song lyrics as the historical artifacts of investiga

tion in rhetorical studies has, surprisingly, been generally neglected 

while speeches have enjoyed a great deal of attention. Since the time 

of the bombings of Hiroshima and Nagasaki in early August of 1945, a 

number of popular songs has been written and performed which deal with 

nuclear topics. The bulk of these songs has been in the rock music 

form. This study shall examine those works as a genre of discourse in 

a historical socio/political movement. Following the establishment of 

this genre, a detailed segment study of the Musicians United for Safe 

Energy "No Nukes" movement will be performed. 

A specific intent of the Musicians United for Safe Energy 

(hereafter ref erred to as MUSE) was to gain increased opposition to 

nuclear generating plants. The MUSE Foundation sponsored a number of 

fund-raising, entertainment educational programs throughout the United 

states. One specific overt attempt by a number of current popular 

musicians to affect the political. milieu is documented in the 
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three-record album "No Nukes" collection of 27 songs which was marketed 

in an attempt to gain increased opposition to the establishment of 

nuclear generating facilities. 2 This collection, gathered from a 

series of concerts performed between September 18 and 23, 1979, at 

Hadison Square Garden in New York City, offers a number of messages 

with the potential to educate and persuade as well as entertain. 

Justification 

The flow of popular rock music information is directly or 

indirectly controlled by a variety of enterprises which constitute the 

rock music industry which provides a feedback path. Several observers 

have commented on the corporate role in the production of popular rock 

music. One noteworthy aspect is the relative stability of business as 

opposed to the extreme dynamism of the art of popular music. These 

corporations maintain their relations with the sales and promotion 

groups through a variety of both legal and illegal means. The legal 

distinctions between promotional activities and payola 3 are vague. 

"Payola, as more than one federal prosecutor has learned, is easy to 

presume and difficult to prove.,,4 Often the need for financial padding 

2. No Nukes, ML-80l (New York: Electra/Asylum Records, 1979), 
produced for MUSE, Inc. by Jackson Browne, Graham Nash, John Hall and 
Bonnie Raitt, Associate producer Stanley Johnston. 

3. Schwartz, Responsive Chord, p. 79; Richard A. Peterson and 
David Berger, "Cycles in Symbol Production: The Case of Popular 
Music," American Sociological Review, XL (1975), p. 169. 

4. Marc Kirkaby, "Record Business in Uproar Over Independent 
Promotion," Rolling Stone, CCCXXXII (December 11, 1980), pp. 24-26. 
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is unnecessary in the control of record play and promotion. The most 

successful agents, due to their personal relations with the owners, 

operators and other personnel in the business, "do not need payola to 

get their records played.,,5 

These examples of the business aspects of popular culture 

indicate the potential influence of business concerns in popularizing 

or ignoring certain rock mu sic messages. The saving grace of the 

industry is that very little consensus exists on social or political 

issues. In fact, the only binding force among rock music businessmen 

is capitalism. 

Many considerations of popular culture media concern themselves 

primarily with the production and distribution of the artifacts. The 

area of popular rock music is ideal for assessment due to the extensive 

data available concerning the consumption of the message. These data 

interject the additional dimension of feedback to the study of popular 

culture. 6 

This reportage of popularity information is due to an 

interdependence and cooperation between the production and distribution 

segments of the industry. This cooperation is facilitated through the 

publication of industry popularity charts by Billboard and other 

similar magazines such as Cashbox and Record World. 7 These charts 

5. Kirkaby, "Record Business," p. 25. 

6. Peter Hesbacker et a1., "Record Roulette: What Makes It 
Spin?," Journal of Communication, XXV (Summer, 1975), p. 77. 

7. Hesbacker, "Record Roulette," pp. 75-76. 
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reflect and guide musical tastes. The way in which they are compiled 

is of importance to the producers, consumers and observers of popular 

8 culture. To minimize overproduction and maximize profit, the 

manufacturer responds to the popularity the musical composition enjoys. 

ThE manufacturer's promotion of the composition is influenced by its 

relati ve popularity and thus, a life cycle is established for each 

record. 9 Although this process softens the effect of the rise and fall 

of public opinion somewhat, the dynamic nature of popular culture 

dictates rapid changes. '~ue to the fact that record output of the 

music industry is the input for the radio and jukebox industries . 

more systematic data is [sic] available than for television, movies or 

1 ." 10 popu ar magazlnes. Thus, the popular music business reflects and 

reinforces social values of the society in which it operates. "The 

days when a program director would listen to a stack of 45's and pick 

the ones he liked have long since given way to a reliance on market 

research into audience tastes and habits. ,,11 Only those songs which 

deal with the topic of nuclear devices or the results from the use of 

these devices shall be considered. These songs shall then be examined 

through rhetorical analysis of their lyrics. 

8. Hesbacker, "Record Roulette," p. 74. 

9. Hesbacker, "Record Roulette," p. 81. 

10. Peterson and Berger, "Cycles, " p. 159. 

11. Kirkaby, "Record Business," p. 26. 
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Assumptions and Questions 

This research examines a number of the rhetorical artifacts 

produced during a period from 1945 to 1979. 

This research provides a significant collection of musical 

rhetorical artifacts pointing to an observable discontent with nuclear 

energy with social, political, economic, religious and intellectual 

dimensions. 

This research yields, through dramatistic analysis, various 

uses of propaganda devices in the lyrics of these musical compositions. 

This research demonstrates the predominantly defendant-anti 

nature the music has assumed. 

This research examines and explains the necessary role of 

audience identification in the musical compositions. 

This research investigates the Musicians United for Safe Energy 

movement as a typical segment of a larger on-going anti-nuclear 

movement. 

This research presents arguments to support the contention that 

the MUSE movement is an example of the successful use of audience 

identification in a social political action movement. 



CHAPTER 4 

THE EXAMINATION OF THE ARTIFACTS 

Scenic Elements 

Logic of the Rhetoric of the Movement 

There are two central considerations in regard to the scene of 

the action of the antinuclear musical messages. These are the 

continuing vigor of the national state and the rise of mass media as a 

means of information dissemination. These two occurrences provided 

salience for the musical messages which were transmitted to the agents 

during the time period under consideration. 

The Cold War 

The continuing vigor of the national state cast a harsh shadow 

for many individuals during the postwar period. There was, 

increasingly, a perspective shared among these American youth of an 

identification with other youth of other nationalities. Particularly, 

the ongoing antagonism demonstrated by the United States of America, 

the United Soviet Socialist Republic, and to some degree, the People's 

Republic of China and other nuclear capable nations has resulted in a 

constant state of war readiness. The nature of 'var has been altered 

significant ly since the dramatic conclusion of the Second Horld War. 

Much of the change may be traced to the introduction of nuclear power. 

50 
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Nuclear power has significantly altered society. Only now is the 

magnitude of that change becoming evident. 

In the pas~ the ravages of war were repairable in a relatively 

short time, generally a period of less than a decade. This condition 

has been significantly altered by the appearance of nuclear energy upon 

the scene. 

A strong case can be made for the proposition that war is 
essentially a phenomenon of the age of civilizati.on and that it 
1 s inappropriate both to preci vilized and postCl vilized 
soci eties. It represents an interlude in man's development, 
dated 3000 B.C. to, say, 2000 A.D. It is particularly 
associated with the development of cities by the expropri1tion 
through the coercion of the food surplus from agriculture. 

The Rise of Mass Media 

During the years following the Second World War a variety of 

media becar:Je established on the American landscape. Radio as the 

popular entertainment media for the masses became displaced by 

television. As a result rad io was accorded the role of a musical 

entertainment r:Jedium servicing primarily special interest areas such as 

country and western, popular music and classical music programming. 

Mass popular music changed with mass popular taste and in the late 

1950s took on an aura of folk protest that led to the rock protest 

movement of the 1960s and into the 1970s. During the thirty-four years 

wi.th which this research deals, a number of compositions regarding the 

topic of nuclear power enjoye.d varying degrees of popularity. Due to 

1. Kenneth E. Bou1ding, The Meaning of the 20th Century: The 
Great Transition. (New York: Harper and Row, 1964), p. 77. 
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the widespread dissemination of the antinuclear messages contained 

within the context of these songs, mass media have played an essential 

role in the antinuclear movement. 

These two aspects of the scene, in conjunction with those 

unique characteristics of the agents involved in the action, have 

resulted in a type of communication that is important in that it has 

resulted in creating and/or reinforcing atti tudes about a particular 

scientific creation, in this case nuclear power, which has important 

social and political ramifications. 

In the next section the agents will be examined. The 

characteristics of those agents such as their urban orientation and the 

general level of affluence they have enjoyed will be detailed. It is 

this interrelationship that is important to this research. Had one 

element not been present, it is improbable that the result would have 

occurred as it did. 

This relationship among the nature of war, increased 

urbanization and the general increase in affluence have created a 

dynamic situation from which antinuclear messages have emerged. To 

minimize the importance of this exigence, the arguMent may be posed 

that it has been merely the need for an issue that has brought about 

this rhetoric of denunciation--antinuclear music. This may be seen as 

consideration of the exigence as a passing fad of a generation. Yet, 

the music of the thirty-four-year period with which this research deals. 

indicates that this issue and the music that addresses this issue 

transcend the classification of a fad. 
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This has presented a view of the scene of post World War II. 

It is on this stage that the drama played. This is where antinuclear 

music fits into the scheme of history. The question of why thi s 

particular theme enjoyed popularity as a topic for musical compositions 

may be found in an examination of the exigence which brought about the 

discourse. 

The Exigence 

Exigence is an emergency which demands action. It is a 

pressing situation which appears to call for resolution. vJhen 

widespread cultural feelings come into conflict \vith current 'publ ic 

practices, exigence is created. The threat of nuclear annihilation was 

an exigency which invited or evoked a variety of responses. The most 

compelling, coherent and artistically effective of these responses are 

found in the statements of the Beat Generation, the rhetoric of the 

ecology movement and most intensely in the music of the antinuclear 

movement. 

Exigencies are public perceptions of situations. In any 

widespread perception of emergency, numerous responses are invited. 

When official responses are inadequate, or political leadership refuses 

to respond, the exigency is often resolved symbolically. As a result, 

many problems which cannot be resolved by political means are dealt 

with artistically. This is true not only of political problems, but 

even social and technological dilemmas as well. 

Kenneth Burke has examined si tuations from a pentadic 

perspective. Given this perspective, exigence could potentially stem 
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from any number of relationships with regard to the agents, their acts, 

the agencies they employ, their purposes, either explicit or implicit, 

and the scene upon \"hich the action occurs. "However, most often today 

the causal blame is attached to the technological artifacts of society. 

Man's inventiveness, his tinkering, his insatiable curiosity upset the 

ordained and natural equilibrium with new infernal machines.,,2 

As the most significant problem of post war America, the threat 

of nuclear holocaust and the means of deliverance from it found 

frequent expression in song. These songs express the full range of 

response to a crisis situation: (1) ennui, (2) recognition of the 

exigence, (3) anxiety, (4) anomie, and (5) alienation. 

Ennui. A persistent theme of antinuclear messages was ennui or 

a feeHng of listlessness. Middle class lifestyles were portrayed as 

essentially boring and unfulfilling. This portrayal struck a 

responsive chord in many post war youth. Many antinuclear songs went 

on to suggest that the boredom caused by bourgeoisie existence had 

desensitized people to the threat of nuclear war, and in fact even to 

the possibility of successful protest. Thus, lobotomized middle class 

types were ridiculed as lobotomized while alternative ljfestyles were 

seen as a necessary step in consciousness raising and ultimate escape 

2. William R. Burch, Jr., Daydreams and Nightmares: A Socio
logical Essay on the American Environment. (New York: Harper and Row, 
1971), p. 82. 
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3 from nuclear ho loca ust. There are several examp les of this in the 

music of the antinuclear movement. 

Bob Dylan, in a composition entitled "Ballad of a Thin ~lan," 

sums up this nonspecific discontent by insinuating that "somethj ng is 

happening here and you don't know what it is, do you Mr. Jones?,,4 

Goldman has characterized Mr. Jones as elite. "Mr. Jones is a hip 

intellectual, successful and secure in his rationalism, thrust suddenly 

and brutally into an insane and malicious world where he does not know 

5 what to do." An alternative perspective would recognize Mr. Jones as 

a modern day "Everyman." Another expression of thjs ennui is a song by 

Stephen Stills with the Buffalo Springfield that served as a 1960s 

anthem. In "For What It's Worth" Stills observes "Something's 

happening here. 6 vlhat it is ain't exactly clear." Other songs such as 

P. F. Sloan's "Eve of Destruction" that was performed by Barry McGuire. 

Although this work is often maligned in literature and discussion, it 

seems to sum up the feeling of ennui that prevailed during the period 

3. Miyamoto, "Self, Moti vation and Symbolic Interactionist 
Theory" in Human Nature and Collecti ve Behavior, Papers in Honor of 
Herbert Blumer, edited by Tomotsu Shibutani. (Englewood Cliffs, New 
Jersey: Prentice-Hall, 1970), p. 282. 

4. "Ballad of a Thin Man," Bob Dylan. 

5. L. Goldman, "Bob Dylan, Folk Rock Hero," The Age of Rock: 
Sounds of the American Cultural Revolution. Edited by Jonathan Eisen. 
(New York: Random House, 1969), p. 212. 

6. "For What Its Horth," Stephen Stills with the Buffalo 
Springfield. 
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when it affirms that "this whole crazy world is just too frustrating.,,7 

"It Came Out of the Sky" by Credence Clearwater gives broad speculation 

as to what "It" is. 8 Mal vinia Reynold "What Have They Done to the 

Rain?" questions the ultimate cause of the disappearance of the grass 

and the little boy with vivid images of the end of life. 9 

Exigence. It is with the recognition of the exigence that the 

process moves into the second phase. In this particular instance the 

problem area would be the fear of nuclear destruction. The 

annihilation of another species of animal life--man--and, in all 

probability, all life, with the possible exception of certain strains 

of bacteria would lead to the literal translation of annihilation from 

the Greek, "to nothing." Given the current rate of nuclear 

technological advancement, Herman Kahn's "doomsday machine" has indeed 

b 1 · 10 ecome a rea l.ty. 

The nature of war has changed dramatically since the Second 

World War. The introduction of nuclear power has affected the nature 

of warfare to the point of making world-wide conflicts or total global 

war virtually impossible without cataclysmic consequences. 

7. "Eve of Destruction," P. F. Sloan. Performer: Barry 
HcGuire. 

8. "It Came Out of the Sky," Credence Clearwater Revival. 

9. "What Have They Done to the Rain," Malvina Reynolds. 

10. Herman Kahn, On Thermonuclear War. (Princeton, New Jersey: 
Princeton University Press, 1961). 



The triad of the submachine gun, the tank, and the ballistic 
missi Ie wi th a thermonuclear warhead, of the guerrilla, the 
soldier, and the crew of the ballistic missiles buried in silos 
will have tomorrow, as today, a· historic significance. The 
complex dialectic linking each of these three types of weapons 
to the other two will continue symbolically, at least until 
mankind substitutes the rule of law for that of violence. Each 
of these three weapons, each of the three methods of combat 
will preserve its meaning. Nuclear weapons exclude a 
repetition of the tOffl wars that have occupied the first half 
of the 20th century. 
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Almost all the compositions contain specific references to the 

exigence. Some instances where this has been manifest in the lyrics of 

antinuclear music include "Are You Bombing Me With Jesus?", a rather 

tongue in cheek questioning of the time when "the world \~e' ve 

crucified." 12 "Ban, Ban, Ban the Bloody H-Bomb," by Alex Comfort, 

predicts that "strontium will send us all to shovel coal in Hell.,,13 

14 "Before the Deluge," by Jackson Browne, "Wooden Ships," writ ten and 

recorded by members of both Crosby, Stills and Nash and Jefferson 

Starship15 and Jimi Hendrix' "1983,,16 all paint vivid visualizations of 

post holocaust existence. "I Come and Stand at Every Door" by the 

11. Raymond Aron, Progress and Disillusion: The Dialectics of 
Modern Society. (New York: Encyclopedia Britannica, Inc., 1968), p. 
192. 

12. "Are You Bombing With Me Jesus?" 

13. "Ban, Ban, Ban the Bloody H-Bomb," Alex Comfort. 

14. "Before the Delute," Jackson Browne. 

15. "Wooden Ships," Crosby, Stills and Nash and Jefferson 
Airplane. 

16. "1983," Jimi Hendrix Experience. 
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Byrds is a gentle plea by a fatality of Hiroshima.1
7 

"London Calling" 

by the Clash predicts "a nuclear error" that will plunge England into 

crisis. 18 The classic "Eve of Destruction" flatly states that "if the 

button is pushed there's no running away. There'll be no one to save 

with the wor ld in a grave." 19 "The Great Atomic Power" portrays 

nuclear power as unpredictable when j tasks, "Do we know the time and 

hour, When a terrible explosion may rain down upon our land, Leaving 

horrible destruction blotting out the works of man." Then this same 

song presents this activity as inevitable unless something is done 

"before it gets too late. ,,20 Dylan's "A Hard Rain's A-Gonna Fall" 

recalls the life experience of the "blue-eyed son" whose future seems 

inevitable with the coming of the "rain.,,2l "Nuclear Power Blues" 

assures that due to the actions of the military/industrial complex "we 

can kiss our ass good-bye. ,,22 John Hall echoes this in "Plutonium is 

Forever" when he "predict(s) the cause of ... man's erradication from 

23 
the Earth." "Talking Atom" holds "these truths to be self evident: 

17. "I Come and Stand at Every Door," the Byrds. 

18. "London Calling," the Clash. 

19. "Eve of Destruction." 

20. "The Great Atomic Power." 

21. "A Hard Rain's A-Gonna Fall," Bob Dylan. 

22. "Nuclear Power Blues." 

23. "Plutonium is Forever," John Hall. 
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All men could be cremated equal. ,,24 Even traditional protest tunes 

reflect these cataclysmic consequences of nuclear power. "United 

Nations Make a Chain" includes a verse that poses this thesis: "Peace 

in the world or the world in pieces.,,25 

Anxiety. At some point the acknowledgment of the exigence is 

expressed as a type of anxiety. Anxiety is a disturbance of mind 

regarding some uncertain event or some misgiving or worry. The 

supposed source of the anxiety in this case \Vas a sequence of events 

which signaled the growing capability of the chief nuclear adversary of 

the United States. 

The major jolt to the already tottering American sense of 
sel f-conhdence \'las the USSR's launching of the first 
artificial satellite in 1957. The entire tradition of Yankee 
ingenuity and American technical kno\'l-how was shattered in an 
instant, and ... if Russky could pull off something as clever 
as Sputnik, he might even be able to H-bomb us into oblivion 
before you could say Strategic Air Co~and. The era's forte 
was the piling of anxiety upon anxiety. 

There is a good deal of evidence that supports the contention that 

atomic energy affects mental health. In 1957, the World Health 

Organization, convening in Geneva, noted these effects as they were 

reflected in "every life, in public statements, in the press, and in 

letters to leaders in the atomic, health, and political fields.,,27 

24. "Talking Atom." 

25. "United Nations Make a Chain." 

26. Lloyd Grossman, A Social History of Rock Music. (New 
York: David McKay Company, Inc., 1976), p. 25. 

27. Clarence A. Glasrud, ed., The Age of Anxiety. (Cambridge, 
Massachusetts: The Riverside Press, 1960), p. 38. 
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Note that popular music was not included in that analysis. In future 

research of this type it would be necessary to include electronic media 

such as music and television programming. These media depict the 

images of nuclear power that reflect the attitudes of their respective 

audience. "Today, \.hether in a capitalist or a communist social 

system, technology is the secular substitute for sacred miracles. 

Rationality, equality, individualism, and materialism are the songs of 

our contemporary miracles rather than the Arcadian virtues of passion, 

nobility, community and spiritual faith. ,,28 

Much of the anxiety expressed in the antinuclear music centers 

around the future of the chiidren of the society. For example, "Ain't 

it Fine" points out that in the event of bombing "you haven't time to 

v/onder why the last thing you her, your little babes are calling.,,29 

"The Great Atomic Power" raises the specter of radiation as having the 

means to "kill our chi Idren. ,,30 "I Come and Stand at Every Door" is a 

lament by an anonymous seven-year-old child eternally placed in limbo 

because "when children die, they do not grow" and concludes with a plea 

for peace, the alleviation of anxiety, "so that the children of this 

world may live and grow and laugh and play. ,,31 In explaining how "He 

28. Burch, p. 158. 

29. "Ain't it Fine." 

30. "The Great Atomic Power." 

31. "I Come and Stand at Every Door." 
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Almost Lost Detroit," Gil Scott Heron notes that "no one stops to think 

about the babies.,,32 

Irony plays an important role in a number of the antinuclear 

compositions. "All Clear in Harrisburg" points out that "there never 

really was a danger to you" and that "you have nothing to fear." 

Nevertheless, it is pointed out that "you just might glow in the dark" 

or "turn green" and that it is inadvisable to "eat that egg or drink 

the milk from that cow. ,,33 The Clash ironically point out in "London 

Calling" that they "have no fear." However, they conclude that "after 

all this, won't you give me a smile.,,34 "The Nerry Minuet" points out 

that we can be "tranquil and thankful and proud for man's been endowed 

with a mushroom shaped cloud" and that there is no need to be "tearful 

and fearfully upset.,,35 

Other examples of anxiety demonstrated in the lyrics of 

antinuclear music include Jackson Browne's "Before the Deluge," which 

pOints to "the troubled years" when the people became increasingly 

"angry" and "confused.,,36 In "It Came Out of the Sky," Jody "shook for 

fear and for his life.,,37 In a popular adaptation of Graham Nash's 

32. "We Almost Lost Detroi," Gil Scott Heron. 

33. "All Clear in Harrisburg." 

34. "London Calling." 

35. "The Merry Minuet." 

36. "Before the Deluge." 

37. "It Came Out of the Sky." 
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"Military Madness," it is pointed out that "nuclear madness" is "what's 

driving our people wild" and is responsible for "so much sadness 

between you and me. ,,38 John Hall points out in "Plutonium is Forever" 

that there is "one pollutant that we shall really fear. ,,39 Finally, 

"Eve of Destruction" sums up that "its bound to scare you" because 

"this whole crazy world is just too frustrating. ,,40 

Anomie. Man responds toward a state of order. When that order 

is disrupted, anomie, or the state of being without law or order, 

especially natural law, occurs. The anomie expressed regarding 

knowledge of nuclear power is due to the nature of the exigence. 

Nuclear energy poses the greatest threat to lead to the greatest degree 

of disorder. "The swift changes in ways of working and living, the 

plurality of milieus and values wi thin a large and complex society, 

41 
create the danger of anomy." The greatest danger of anomie is that 

it has the potential to lead to anarchy. Without guiding principles a 

society is destined, given the current state of humanity, to 

deteriorate. The destruction of culture, if not civilization, cannot 

be construed as a positive act. 

Much of the popular music of this period spoke to the issue of 

additional freedom. There were also many calls for increased 

38. "Military t1adness," Graham Nash. 

39. "Plutonium is Forever." 

40. "Eve of Destruction." 

41. Aron, p. 274. 
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community. The two need not be seen as mutually exclusive. However, 

it is often the case that with the erosion of community there occurs a 

simultaneous feeling of anomie. This may be due in part to the lack of 

norms upon which to base appropriate behavior. 

The calls for additional freedom during the period from 1945 to 

1979 were many. Some of these ,,,ere nonspecific in nature. Some were 

in regard to specific causes. A few of these calls for freedom were in 

regard to and found within the context of antinuclear messages. Most 

of these messages call for an equivalent measure of responsibility or 

personal evaluation. For example, "Acres of Clams" indicates that 

being "no longer a slave of ambition, I laugh at the world and its 

t...2 shams." . "The Great Atomic Power" summons the people to "take our 

lives in hand before it gets too late.,,43 "Legal/Illegal" beckons to 

44 those who are "free to stand up and defend law and order." John 

Hall's "Power" specifies that "everyone of us has to 45 choose." 

"Uni ted Nations Make a Chain" regards "every link is freedom's name" 

and "the only chain a man can stand is the chain from hand to hand. ,,46 

Finally, "Cold War Calypso" observes, tongue in cheek, with nuclear Har 

42. "Acres of Clams." 

43. "The Great Atomic Power." 

44. "Legal/Illegal." 

45. "Power," John HalL 

46. "United Nations Hake a Chain." 
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that "we'll have all the freedom He need then brother, each molecule 

will be free from the other.,,47 

Very little of the music of the period under examination openly 

advocated use of violence as a means of altering the status quo and 

anarchy is not a topic of consideration. The tempering effect of the 

desire for community may have been responsi ble for this. The desire 

for identification with one another may have moderated the desire for 

absolute freedom from control. Although vehement denounciations of a 

number of governments are made, anarchism or the theory that all forms 

of government are incompatible with individual and social liberty and 

therefore should be abolished is not openly touted in the musical 

compositions of the period under consideration. 

The community concept is manifest in two \'lays in the antinuc

lear music messages. The first of these is in a positive manner with 

the recognition of or a call for community. The second manifestation 

is negative in that it recognizes the absence of community. 

Many of the positive aspects of community are implicit in the 

use of such terms in most of the songs as "we," "us," "our friends," 

"our country," "everyone," "everybody," "all men," "the people," 

"people's," and "folk.,,48 These terms appear throughout the musical 

messages. ""hi Ie such terms are necessary for the construction of 

logical and grarnmat ically correct sentences and ideAs, they could be 

47. "Cold War Calypso." 

48. Combinations of these occur in every song. 
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replaced by other words which would indicate removal of the author or 

singer from the activity. 

More specific instances of community may be found implicitly 

and explicitly in the musical messages. For example, "Ain't It Fine" 

implies community by remarking that "they cash your checks at the 

grocery store. ,,49 It is not stated within the context of the song as 

to whether proper identification, such as some sort of check guarantee 

card, is required. 

of the town. ,,50 

"All Clear in Harrisburg" speaks to the "citizens 

Alex Comfort's "Ban, Ban, Ban the Bloody H-Bomb" 

explicitly indicates the potential final role of community when he 

forecasts "strontium wi 11 send us all to shovel coal--in Hell." Be 

further indicates the need for community in this stanza. 

We're going to stop the loonies and preserve the 
human race. 

We're going to save our country 'cause we love 
the dear old place. 

We might have to stuff a rocket up the rocket 
builder's base. 

But ,,,,e're going to ban the H-bomb now. 

Comfort sums up the results of e lack of community by jndicating that 

if action is not taken, "we'll all of us be dead. ,,51 

Other instances of community are noted in the musical 

compositions under consideration. "The Great Atomic Power" implies a 

49. "Ain't It Fine." 

50. "All Clear in Harrisburg." 

51. "Ban, Ban, Ban the Bloody H-Bomb." 
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sense of community when it speaks of "blotting out the works of man.,,52 

"One Man's Hands" on the other hand is exp lici t in its call to the 

community of individuals to achieve what one individual is incapable of 

accomplishing alone. 53 "Twenty Tons of TNT" speaks of uniformity for 

all when it indicates "equals for each man or woman," "every man of 

every nation," "in death all men are equal" and pleads for an 

indi vidual sense of community \olhen the author pleads "teach me how to 

love my neighbor.,,54 

Not all the communications are situated in the present time. 

Jimi Hendrix' "1983" speaks toward a future time in the present 

55 tense. It seems difficult to consider two as a community in light of 

the present-day usage of the term. HO\vever, to commune indicates some 

sort of interaction among or between individuals. Perhaps, as Hendrix 

poses, at some point in time that definition may be limi ted to the 

available community of one individual. Another example of this same 

sort of situation is found in "\\Iooden Ships" when two individuals of 

formerly opposing forces meet after the apocalypse, identifying their 

respective "sides" by their uniforms and ask "who won." The overriding 

sense of community that supersedes these "sides" i.s evidenced by the 

52. "The Great Atomic Po\oJer." 

53. "One Man's Hands." 

54. "Twenty Tons of TNT." 

55. "1983." 
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verse indicating mutual survival. The performance of this particular 

composition takes on importance as indicated below. 

Voice #1: "Say, can I have some of your purple berries?" 

Voice /12: "Yes, 
now. 

I've been eating them for six or seven weeks 
Haven't got sick once." 

Voices #1 and #2: "Probably keep us both alive.,,56 

Jackson Browne's "Before the Deluge" speaks of the other 

pre-apocalyptic individuals when he tells of a time when "their hearts 

turned to each other's hearts.,,57 

The Clash, in a rare deviation from the normal patterns of 

addressing the community, address other individuals from a contemporary 

position when they speak in the second person to "all you boys and 

girls" in "London Calling.,,58 

Alienation. The final phase of the process achieved from 

ennui, through the expressions of the exigence, through anxiety over 

that exigence, through anomie to alienation. Alienation, as a term, 

has been used in such a variety of ways that its meaning is obscured, 

at least in part. The English and the French have a single word which 

is used to translate three German words: Verausserung, Entausserung 

and Entfremdung. The first is legal in nature, indicating the sale of 

real property. The second word stems from the German aussen, which 

56. "Wooden Ships." 

57. "Before the Deluge." 

58. "London Calling." 
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means outside. "Enterausserung means externalization, the creation of 

a work which exists outside its creator. Externalization equals 

alienation when the work becomes or seems alien to its creator.,,59 

In the creation of our modern society there have been, in 

addition to the significant gains that have been made, significant 

losses also. As the people have become increasingly technological in 

their approaches to life there has been an alienation from the basics 

of life. This alienation and the reaction of the artist and the 

audience is well documented in the literature.
60 

The'greater the loss 

of power felt by the agents, the greater the corresponding feelings of 

alienation. The individual is no longer able to identify with a 

society over which that individual feels there is no control. 

Thus, the second manifestation of community is from a negative 

perspective. In these instances the author identifies division within 

the potential community. These specific anomaic statements point to 

the violation of the principle that people are united and that the 

negation of that principle creates division. "Ain't It Fine," after 

pointing out the comforts of community, counters with an unsettling 

statement that "you don't have to know v/ho lives next door.,,6l "Cold 

59. Aron, p. 164. 

60. Ann ~1. McCarthy, "New Technology Unsettling to ~lany 
Americans, Prof Says," Arizona Daily Hildcat, Tuesday, October 12, 
1982, p. 4. See also: Aron, Progress and Disillusion; Boulding, 
Meaning of 20th Century; Burch, Daydreams and Nightmares. 

61. "Ain't It Fine." 
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War Calypso" identifies "this historic schism,,62 "Eve of Destruction" 

says that it is acceptable to "hate your neighbor but don't forget to 

63 
say grace." "Legal/Illegal" points to a situation where actions 

often are taken "to plunder the many on behalf of the few. ,,64 "The 

Merry Hinuet" poses "what nature doesn't do to us will be done by our 

65 
fellow man." Finally, "Talking Atom" offers this maxim, "DO\Yn with 

foreign atoms.,,66 

In addition to these specific instances of negative 

manifestations of community, examples of alienation occur in "Acres of 

Clams" where the protagonist sets up a dichotomy. Whi le insisting "I 

love every flower and tree," there is an equal determination that "Its 

67 the nukes that must go and not me." Jackson Browne, in "Before the 

Deluge," speaks to the resignation of life and the alienation of self 

when he tells of those who felt the need to "exchange love's bright and 

fragile glow for the glitter and the rouge. ,,68 "Cold War Calypso" 

points to a potential situation where atomic power could be used for 

the destruction of one's own loved ones, thereby creating alienation of 

62. "Cold \~ar Calypso." 

63. "Eve of Destruction." 

64. "Legal/Illegal. " 

65. "The Merry Minuet." 

66. "Talking Atom." 

67. "Acres of Clams." 

68. "Before the Deluge." 
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the self from the family structure by "patricide, matricide, 

f .. d [d] . . d ,,69 ratrlcl e, an sororlCl e. "The Great Atomic Power" furthers 

this concept by charging that radiation has the power to "kill our 

children.,,70 "Military Madness" indicates alienation from the national 

state due to military activities with which the author finds 

disagreer.1ent.,,71 "Power" sets up a dichotor.1Y where the author finds 

acceptable natural power sources such as the "sun ... waterfall 

wind . . [and the] wood fire" but pleads to some unstated force to 

"please take all your atomic poison power away." 72 ""'lha t Ha ve The y 

Done to the Rain" points to much the same sort of disillusionment when 

it questions the source of the changes that have been wrought by the 

use of nuclear power by comparing the rain to "helpless tears." 73 

"Wooden Ships" points to the alienation of self by observing the death 

of "all human feeling." 74 

There is an adage that society is created by individuals who do 

not know the society they create. It is not then a necessary result 

that alienation "lOuld be a side effect of continuing civilization? 

American society is so dynar.1ic in nature that this alienation would be 

69. "Cold "'Jar Calypso." 

70. "The Great Atomic Po\Jer." 

71. "Military Madness." 

72. "Power." 

73. "What Have They Done to the Rain." 

74. "Wooden Ships." 
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Magnified due to the substitution of motion for structure and by doing 

so encouraging the sense that problems can be escaped rather than 

confronted. 75 This alienation, particularly among post war youth, is 

an exigence that is clear, strong and easily identifiable. The 

question thi s research is addressing is how this exi gence has been 

rhetorically answered by popular antinuclear musical messages. 

Agents 

Having discussed alienation as an abstract concept, it is 

important to determine the roles of the various agents involved in the 

nuc lear issue. There are a number of individuals, groups and other 

abstractions who act as positive, negative or neutral agents. Positive 

and negative characterizations of members and nonmembers of the 

antinuclear movement have been drawn in varying degrees of detail. 

These characterizations illustrate some of the values inherent in these 

various bodies of agents. 

Whether a particular agent is labeled positive, negative or 

neutral must be determined by rhetorical means rather than historical 

or sociological judgment. Goodness and Evil are qualities that are 

determined and defined by the agents involved in the acts of the drama. 

The identity of an agent will vary with regard to audience, situation, 

time and place, or in other words, the scene of the actions. Weber has 

noted this. "The subjective meaning [of the act] need not necessarily 

75. William Appleman Williams, The Great Evasion. 
Quadrangle Books, 1968) and Contours of American Hi story. 
World Publishing, 1961). 

(Chicago: 
(New York: 
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be the same for all the parti es who are mutually oriented in a gi ven 

social relati onship." 76 The selection of the positi ve agents, the 

neutral agents and the negative agents is dependent upon a perspective, 

or as Burke would have it, an "attitude." vJillial'l Faulkner, in As I 

Lay Dying, perhaps states it best. 

Sometimes I ain't so sho who's got ere a right to say when a 
man is crazy and when he ain't. Sometimes I think it ain't 
none of us pure crazy and ain't none of us pure sane until the 
balance of us talks him that-a-way. Its like it ain't so much 
what a fellow does, but its t~7 way the majority of folks is 
looking at him when he does it. 

Three booms echoed throughout the thirty-four-year period with 

which this work deals. The first is, of course, the boom of the 

nuc lear age. The second is the rapid increase in population that 

occurred following \oJorld Har II. Thi s group developed much of its 

identity from the images of the world reflected and created through the 

third boom--the increased use of media. This generation developed its 

own art forms, language, and music. This generation attempted to use 

this music as a means of social change. The members of this postwar 

population boom used this music to fight racial discrimination, to 

protest wars and to attempt to halt construction of nuclear-related 

projects. These ongoing acts of resistance have , ... oven a historical 

fabric of musical cloth which has grown stronger with the passage of 

time, vividly presenting major social concerns. 

76. Hans Gerth and C. Wright Mills. Character and Social 
Structure. (New York: Oxford University Press, 1951), p. 115. 

77. Hilliam Faulkner, As I Lay Dying. (New York: Random 
House, 1964), p. __ . 
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Positive Agents 

Increased Urbanization. The industrial society has brought 

i nd i vi dua Is in closer prox i mi t y to one anot her. Cities continue to 

grow. The number of isolated farms drops each year. The population is 

increasingly removed and ignorant of the ecological system upon which 

life is dependent. The music indicates a centralized view of political 

structure. There is a tendency of the agents to deal with individual 

or some highly centralized political body such as the national state or 

clusters of allies operating in concert. As with many romantic works, 

the lyrics of the music ignore intermediate institutions such as local 

or regional governments and address the individual. In this sense the 

music of the antinuclear movement is in the tradition of Emerson and 

Thoreau and the Romantic Era of American reform. 

Increased Affluence. The general increase in the level of 

affluence of American youth during the postwar period contributed to 

their interest in social issues. For the vast majority of individuals 

growing up during this time, the basic needs of existence were filled. 

Without the pressure to gain basic necessities for the continuation of 

1 He, the youth were afforded a great deal of leisure time. This 

leisure allowed this enormous mass of youth the luxury to consider 

issues less salient to less affluent societies concerned wi th mere 

survival. 

Posit i ve Agents. Socio-pol i.tical action groups rely upon the 

fai thful rank and fi le members to spread the ,~ord by way of mouth. 

This is the traditional view of peer group influence. In our 
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communication-oriented society, with its reliance upon mass electronic 

information sources, a major power block of artists has ari sen. In 

this section we shall center our analysis of the antinuclear movement 

upon two of the musical organizations which were established after the 

Second World War. The first of these is the NYCPA, the New York 

Council of Performing Artists. The second is MUSE, Musicians Uni ted 

for Safe Energy. Following a discussion of these two organizations 

will be an analysis of the role of the musical artist in our society. 

The primary requisites for a mass movement are size and 

intensity. The size of the movement will indicate the breadth of the 

diffusion of the idea. The intensity of the movement indicates the 

commitment of the ~embership and the intensity with which the 

commitment is held. Through the analysis of the ratios of the 

dramatistic elements, we may observe the necessary functional and 

logical requirements fulfilled by the antinuclear movement. 

Quite often college campuses were the central points of 

interest. A variety of reasons encouraged this: lack of inherent 

conflict between personal beliefs and the market place and the 

abundance of "spare" time, as well as increased social enlightenment 

spurred campus political activity. The student activist movement grew 

and gained strength during the 1950s and crystallized many of the 

social issues of the 19605. A number of marches and protests during 

the 19505 included anti-bomb acti vity. However, it was the issue of 

civil rights for black Americans \vhich received the most attention 
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during this period. Formally organized efforts such as NAACP, CORE, 

ADA and SANE grew with increased political activity.78 

These organizations were becoming increasingly more visible and 

more vocal. The students were getting involved politically. Many of 

these students were musically inclined and emulated the musical styles 

d 1·, f h . d 79 an po ltlCS 0 t elr pre ecessors. 

Spiritual Fathers. The closest spiritual roots of the 

antinuclear movement music are folk protest songs. The labor songs of 

the 1930s and the music of the civil rights movement shared many of the 

elements--in fact, many of the songs that are included in the rhetoric 

of the musical compositions of the antinuclear movement. 

Social protest continued in some form, generally through blues 

or folk formats throughout the 1930s and 1940s through the works of 

such artists as Woody Guthrie, Ramblin Jack Elliot, John Jacob Niles, 

Leadbelly-Huddie Ledbetter--the author of Goodnight Goodnight 

Irene--Cisco Houston, Alan Lomax and Malvina Reynolds. 

The early works of the Almanac Singers, and somewhat later the 

Weavers, offer much of the general pattern this genre of music has 

followed. A variety of types of songs in terms of humor ca lIs to 

action and degree of reality in the situation. Most of the songs were 

in ballad form and often included a catchy chorus with which the 

78. Josh Dunson, Freedom in the Air: Song Movements of the 
Sixties. (New York: International Publishers, 1965), p. 32. 

79. Dunson, p. 33. 
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audience could sing along. Interspersed between songs or groups of 

songs would be some sort of witness in regard to the cause about which 

the song or songs dealt. 

The Weavers provided an important line between the social 

protest music of the 1930s and the 1960s. Lee Hays, Pete Seeger, 

Ronnie Gilbert and Fred Heleman met through an earlier group called the 

Almanac Singers. In 1948 they began performing as the Weavers. Lee 

Hays has stated that the Weavers were political "only in a very general 

sense. ,,80 tvlany of their more popular songs such as "Irene Goodnight" 

(Number One for 13 "leeks 
81 

in 1950) have no overt political message. 

Ronnie Gilbert, on the other hand, has said that there was a feeltng 

that "if we could sing loud enough, strong enough and long enough it 

would make a difference. ,,82 

In 1952 the McCarthy trials were actively pursuing the 

Communist issue, and it was determined, as Lee Hays paraphrases Plato, 

"songs are 83 
dangerous. " The Heavers were dropped by their record 

company, Decca, sales of their records dropped, and radio play 

substantially hal ted. They appeared and recorded sporadically since 

that time until 1979. 

80. 
25, 1983. 

Lee Hays, "The \veavers: Hasn't it a Time," PBS, August 

81. Lillian Roxon, Rock Encyclopedia. (New York: Grosset and 
Dunlap, 1969), p. 284. 

82. Ronnie Gilbert, "The Weavers: Wasn't it a Time," PBS, 
August 25, 1983. 

83. Hays, PBS. 
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After the stigma of the McCarthy trials faded somewhat from the 

public consciousness, several artists again took up the various banners 

of social protest. 

In the late 1950s a number of musical groups such as Peter, 

Paul and Mary, the Chad Mitchell Trio, and the Kingston Trio enjoyed 

great popularity with rich harmonies and veiled social protest. For 

example, the Kingston trio was comprised of Ni ck Reynolds, Bob Shane 

and Dave Guard, who was later replaced by John Hartford. During the 

late 1950s and early 1960s they released several songs with socially 

oriented themes. These included "\oJorried Man," "Greenback Dollar," 

"Little Play Soldiers," as well as "Tom Dooley" and the "Reverend Mr. 

Black. ,,84 

Several artists during this period enjoyed individual success. 

Odetta brought her unique Chicago style of folk blues. Joan Baez was 

beginning to voice social concerns. Bob Dylan was enjoying increasing 

popularity. There were many other artists who enjoyed isolated or 

brief notice. They included Judy Collins, Phil Ochs, Tom Paxton, Buffy 

Sainte Marie, Eric Van Schmidt, Dave Van Ronk and Burl Ives. 

By the mid 1960s popular music groups such as the Byrds, 

Buffalo Springfield, the Doors, Country Joe and the Fish, the Fugs, and 

the Turtles, duos such as Sonny and Cher and Simon and Garfunkel and 

indi viduals such as Arlo Guthrie (the son of Woody Guthrie), Scott 

McKenzie and Donovan had all made social/political musical statements. 

84. Roxon, p. 277. 
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Each of these artists acted in some way as a spokesperson in regard to 

sentiment toward or against social issues. There are several excellent 

popular and scholarly works which chronicle histories of social protest 

as a genre, different and in many cases, with more breadth or depth in 

regard to specific issues other than nuclear energy.85 

These new song writers, though some'vhat d if ferent in thei r 

means of expression and their style, shared many of the problems faced 

by their forefathers. "Hhether young or old the problem of the 

isolation of a professional song writer from his themes persists. Many 

have felt this strongly and have made trips to the scene of the 

movements about 'vhich they write. ,,86 

Following a soujorn to Hazzard, Kentucky, several writers and 

singers of folk songs founded, in April of 1964, the New York Council 

of Performing Artists (NYCPA). This organization of artists is the 

first instance of a formal alliance of musicians that has been 

determined by this research. It also is the pattern for much of the 

MUSE organization. The NYCPA was specific in its goals and the means 

to achieve those goals. 

The New York Council of Performing Artists, in order to 
participate in the building of a society in which each 
individual is free and able to develop and express himself as 
much as his individual capacities allow, has adopted the 
following principle: 

85. R. Serge Denisoff, Great Day Coming: Folk Music and the 
Ar.lerican Left. (Urbana: University of Illinois Press, 1971). John 
Greenway, American Folksongs of Protest. (Philadelphia: University of 
Pennsylvania Press, 1953). 

86. Dunson, p. 80. 



The best means to achieve this end is through support 
and participation in organized movements 8fedicated to ending 
racial, economic, and political injustice. 

79 

The roles played by the NYCPA are similar to most social/political 

organizations in that its primary role is the coordination of 

activities. The Mississippi Caravan of Music, for example, was 

primarily the result of NYCPA volunteers.
88 

MUSE. This section will follow the activities of a specific 

organization, MUSE (Musicians Uni ted for Safe Energy). To accomplish 

this we shall examine articles in Rolling Stone magazine, a popular 

periodical which followed the MUSE organization with a great deal of 

zeal. This is true, no doubt in part to the fact that a number of the 

organizers were closely related to the magazine. For examp Ie , Sam 

Lovejoy, one of the or1.ginal planners and the original head of the 

project, was at one time an editor for Rolling Stone. 

June 14, 1979, p. 13 
"All-Star Line Up Set for Antinuke Benefits" 
-Jay Merritt 

The original notice of the t1USE organization and a brief 

outline of its plans and procedures appeared in the June 14, 1979 issue 

of Rolling Stone \vhen it was announced: "Six of the biggest names in 

Rock [Jackson Browne, the Doobie Brothers, John Hall, Graham Nash, 

87. Dunson, p. 81. 

88. Dunson, p. 80. 
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Bonnie Raitt and James Taylor] will assemble at New York' Madison 

Square Garden on September 19th and 20th for two antinuclear benefit 

89 
concerts." There was also mention of possible record and film deals. 

The article identified this as "the most ambitious of the 

movement against nuclear power" that had been attempted up to this 

time. There was a final notice that a separate MUSE Foundation would 

be responsible for the dispensation of the proceeds "to fund local and 

national groups fighting nuclear power" and to support a "national 

media campaign in support of solar energy.,,90 

Jackson Browne identified one of the negative agents, the 

government, and its coconspirator, the public utilities as extensjons 

of the capitalist system. "The government has not found it in its 

interest to fund, research or subsidize private enterprise that's 

working to develop solar energy all this risk, potential 

disaster, loss of life and loss of geography is so that people who have 

a lot of money can make a lot more money.,,91 

Yet there seems to be an almost childlike glee among the 

participants, due to what John Hall termed an "effort on the part of 

the musicians.,,92 

89. Jay Merritt, All-Star Line Up Set for Anti-Nuke Benefits," 
Rolling Stone, June 14, 1979, p. 13. 

90. Merritt, p. 13. 

91. Merritt, p. 13. 

92. Merritt, p. 13. 
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Hall addresses himself to the issue of intra-group feelings in 

terms of the performance itself, as in regard to the performance of a 

task. "We're going to be performing together. There's a tremendous 

solidarity developing out of this. ,,93 

August 23, 1979 
"John Hall: Power is the only Issue" 
-Debra Rae Cohen 

The second article dealing with MUSE centered around one of the 

leaders of the antinuclear musicians group. John Hall, who identified 

himself as "something of a fanatic," identifies the central issue by 

1 t ' th f h' radl'call'zatl'on94 l'n re a lng e process 0 1 sown 1975, when a 

nuclear power plant was planned for construction near his home. At 

that time nuclear energy became his primary concern "Because 

potentially it can kill everyone and make all those other causes 

moot.,,95 

The remaining section of the article deals with his 

relationship with the movement and the degree of political and 

professional success that one of his compositions--"Power"--has 

enjoyed. Two items are of parti cular note. The first is a note of 

obvious class distinction and the second is an explanation of a 

reference to Karen Silkwood. 

93. Merritt, p. 13. 

94. Debra Rae Cohen: John Hall: Power is the Only Issue," 
Rolling Stone, August 23, 1979, p. 18. 

95. Cohen, p. 18. 



82 

The first of these regard the following quotation from Rolling 

Stone magazine: 

Just prior to leaving for his Caribbean outing, the 
guitarist-song writer, who spent five years as the leader of 
the group Orleans, has completed his third solo album, Power. 
Along with "Plutonium Is Forever," the LP's title cut has been 
a staple of Hall's concert repertoire for the past year. In 
addition, "Power" has become one of the anthems of the antinuke 
movement in this country and, performed with an all-star 
lineup, it was the highlig~~ of last year's New York Supporters 
of Karen Silkwood benefit. 

In referring to Hall's "Carib bean Outing," the author has 

pointed out an inherent type of class distinction between the artist, 

who has the ability and means to go on "Caribbean outings" and the 

audience, who likely does not have the ability or means. This poses a 

paradox in that the artist purports to represent. Rockers can afford 

to be nice guys. 

The second noteworthy point is the reference to the Karen 

Silkwood benefit. This was one of the early loosely organized efforts 

to stage a concert to gather funds in support of the fund established 

in honor of Karen Silkwood. Silkwood was the nuclear plant worker who 

purported to have evidence against her employer. She died, with the 

evidence in her possession, en route to a meeting with officials. She 

became the first "nuclear martyr" of the modern nuclear age. 

96. Cohen, p. 18. 
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September 6, 1979: 
"Third anti nuke show set in New York: 
Springsteen, Browne, Others to Headline" 

The third article announced the addition of a third and 

possible fourth day of performances, listed a number of the artists who 

would be per forming, and announced a probable album of music. These 

additions were anticipated to raise the potential net earnings to five 

hundred thousand dollars for the performances and album royalties which 

"could amount to several million dollars" and significantly increase 

the amount of money at the disposal of the MUSE organization. 97 

October 4, 1979, pp. 20: 
"M.U.S.E.: Rock Unites to Fight Nukes 
Five nights at Madison Square Garden 
expects to raise $75,OO~' 
-Jane Goldman 

The fourth article begins \>/ith a description of the degree of 

past success of fund raising using popular music as the main 

attraction. When Bob Dylan, Stevie Wonder, Ringo Starr and a slew of 

other heavyweights played the Houston Astrodome in January 1976 to 

raise money for Hurricane Carter, so much money \'lent into overhead that 

he wound up with nothing. And little if any of the profits from George 

Harrison's Bangladesh album ever reached the Third \~orld. 98 Yet MUSE 

maintained its obvious optimism. The concert schedule had grown to 

97. "Third Antinuke Show Set in New York: Springsteen, 
Browne, Others to Headline." Rolling Stone, September 6, 1979, p. 10. 

98. Jane Goldman, "M.U.S.E.: Rock Unites to Fight Nukes, Five 
Nights at Madison Square Garden Expects to Raise $750,000," Rolling 
Stone, October 4, 1979, p. 11. 
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fi ve nights at Madison Square Garden on September 19 through 23, and 

the estimated profits had grown to three-quarters of a million dollars, 

with additional money to come from the album and ~ovie.99 

Much of the article deals with the history of the organization 

and its membership. John Hall is' credited \vi th the inception of the 

movement in cooperation with James Taylor, Carly Simon and Bonnie 

Raitt. One of the earlier of these performances was the Karen Silkwood 

benefit in Hay 1978. The article chronicles the addition of members of 

other organizations, the continuing commitment to fund raising for the 

antinuclear cause and the final arrangements for the concerts in 

Madison Square Garden. Other minor issues were yet to be solved: "'No 

Nukes in the Garden' was vetoed by Madison Square Garden (owned by Gulf 

+ Western). It sounds like we support this cause, said Madison Square 

Garden. Well, how about 'No Nukes in Our Garden'? 'Your Garden'?"lOO 

Finally, the mention of Madison Square Garden was deleted and 

the ~etaphor of Nukes in Eden forgotten. A less politically 

charged--MUSE Concerts for a Non-Nuclear Future--was chosen. Browne 

indicates the desire of those in the movement to act as agents of 

information diffusion concerning the most pressing issue of our ti~e. 

He concurs with John Has in regard to the primacy of the issue: 

99. Goldman, p. 11. 

100. Goldman, p. 21. 



\~e hope that people will become attuned to the problem 
and shoulder their share of the weight in deciding some of 
these things. . . . This generation has the responsibility of 
deciding something for all time, and I can't really think of a 
time in the past when that's beenldfe case. The lives of 
future generations are in our hands. 

85 

The MUSE foundation anticipated $750,000 in total profits which 

would be distributed to various antinuclear groups. This is more money 

than the antinuclear forces had been accustomed to having at their 

disposal. Its destin~ was carefully planned. To com ba t the 

approximately $450,000 spent by pronuclear forces per day, MUSE judged 

a number a grant proposals with regard to their effectiveness in 

102 spreading the word. The funds were to be distributed in three 

areas: one-third to national organizations, one-third to local 

organizations, and one-third for media projects at all levels. The 

MUSE Foundation estimated its life expectancy to be about three years. 

This is due to funds from the album to be colle~ted and dispersed. 

Additional concerts , ... ere also planned. Jazz and classical 

concerts ",ere planned. On the \-lest Coast the Grateful Dead and the 

Starship were slated for a concert at the Oakland Colisseum. l03 

101. Goldman, p. 22. 

102. Goldman, p. 22. 

103. Goldman, p. 22. 
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Bonnie Raitt testified that "This is just the springboard. ,,104 

She goes on to indicate future potential activities by saying that 

there was a potential for international attention with the possibility 

105 of television programs and telethons to collect pledges of support. 

There is an indication of more organization. She and the major 

supporters such as Nash and Browne indicated a commitment to continue 

the movement. "I'll do more concerts," "I \-Jill help make more money. 

I will help get more information printed. I will help pay for more 

grass-roots telephone bills. This is not just something I can get on 

the back of and ride for a year as it suits me, and then leave ... 

Th . h . . 1 . f' . " 106 IS t Ing IS a 1 etlme commItment. 

November 15, 1979, pp. 9-11, 14 
MUSE: Rock Politics Comes of Age 
-Daisann MacLane 

The fifth article on MUSE acknowledged the roots of its 

organization and heaped praise upon those who had been responsible for 

its inception. 

The musicians consisted of John Hall, Jackson Browne, Bonnie 

Raitt and Graham Nash. Their alliance with four antinuclear activists 

(Sam Lovejoy, Howard Kohn, Tom Campbell and David Fenton) constituted 

MUSE. 107 

104. Goldman, p. 22. 

105. Goldman, p. 22. 

106. Goldman, p. 22. 

107. Daisann MacLane, "M.U.S.E.: Rock Politics Comes of Age," 
Rolling Stone, November 15, 1979, p. 10. 
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The choice of Madison Square Garden as the site was based upon 

propaganda effect due to its being one of the largest indoor rock 

. A . 108 arenas 1n mer1ca. 

By this time twenty musical acts were to appear. The article 

by MacLane indicates respect is due to the organizers. "Poli ticians 

knew little, if anything, about the music business; the musicians had 

rudimentary-if-that knowledge about concert production. Together they 

set out to organize a series of fund raisers that ,."ould have boggled 

109 the resources of the most experienced rock promoter." Despite the 

magnitude of the task it was soon evident that the musical branch of 

MUSE and the political branch of tlliSE were different but compatible. 

While the rock contingent was extremely hierarchical, and 

accustomed to operating in that fashion, the movement people tended to 

operate in a more communal fashion. This merger of communities 

produced an organization that was chaotic, adaptable, quirky and 

efficient. Nobody led MUSE; everybody had areas of overlapping 

responsibility. The guiding principle seemed to be "If there is 

anything that needs to be done, and you're nearby, do it."no 

A comparison of this merger and the "Hippie Movement" of the 

1960s is valid. In many ways MUSE differs from this earlier social 

108. MacLane, p. 10. 

109. MacLane, p. 10. 

110. MacLane, p. 10. 
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movement by its degree of structure and more specific goals. The 1960s 

were more symbolic in nature. "This joint effort of musicians and 

politicians had nothing to do with the relation music and politics 

shared ten years ago. Back then, the symbiosis was implicit; if you 

dug Hendrix and the Doors, chances \vere you felt a certain way about 

111 
the Vietnam War, about life-styles, about the government." 

MUSE, on the other hand, \vas more collaborative in nature. 

"The music people learn a little about politics, and the activists 

learn what its' like to wrestle with promoters, unions and road 

112 
managers." 

The MUSE movement was structured much more tightly than the 

prior movement due in part to its goal but also to the breadth of the 

audience they were attempting to reach. For this last reason, money 

was of much greater import than in the 1960s movement. 

The early estimations of success seemed unlikely to be 

realized. Still the concerts had corne out in the black and there were 

hopes of additional funds. In addition to the $300,000 collected, 

there were hopes of "several mi 11ion dollars from a record . . . and a 

£'1 ,,113 
1 m. 

Money was very important at NUSE. The musicians all had 

donated their time, talents and royalty payments. But the staff and 

111. MacLane, p. 10. 

112. MacLane, p. 10. 

113. MacLane, p. 10. 
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other personnel required salaries. Tim Sexton was an associate 

producer of MUSE concerts. His 35 staff members were hired at 

competi ti ve salaries. "At first the musicians ,,,ere against that. They 

didn't realize that, while they could afford to donate their time, the 

guy who carries their guitars or moves their equipment probably has a 

,,,ife and kids and can't afford to be so generous." 114 

Again, there is an indication of the elitist cause. The 

musician members, in their role of artist in society, have the means 

which allow them to engage such causes. The dialectical nature of the 

environmental argument is offered in the following exchange by 

demonstrating a view of the potential pO\"er of musicians in altering 

society. IN a MUSE press conference Bonnie Raitt, James Taylor, Graham 

Nash and John Hall are asked by a CBS reporter: "Hhat do you say to 

people who say that musicians are getting too powerful, or too 

pushy?,,1l5 

Graham Nash responded as an individual in society. "I believe 

that when the nuclear power companies are threatening my life 

personally, I'm gonna get up and scream as loud as I can, no matter 

what I do for a job." 116 

114. MacLane, p. 10. 

115. MacLane, p. 11. 

116. MacLane, p. 11. 



Bonnie Raitt takes a more direct responsibility as an artist. 

Artists traditionally have been in a position to get 
public attention. Now, if the media had reported accurately 
about the dangers of nuclear po\ver if they hadn't 
consistently misestiMated crowd sizes at antinuclear demonstra
tions ..• Our responsibility is to focus media attention. If 
just the movement people had £17n here today, you pro ba bly 
wouldn't have even covered this! 

90 

The views of Nash and Raitt indicate two motives for political 

involvement by artists: the former, espoused by Nash, is that of the 

responsible citizen; the other, espoused by Raitt, that of the SOCially 

responsible artist. 

This second view raises the question of the abi lit y of artists 

to give responsible political advice. This question is indeed valid. 

But perhaps more pressing concerns offset this. Jackson 9rowne is 

considered by many to have been the "real guiding force behind 

MUSE. "llS The major obstacle seen by Browne is pointed out by his 

comparison with the po\ver industries which he sees at odds with the 

altruistic goals of MUSE. 

It's not very much pO\ver compared to \·,hat they have! 

Their thing is based on selling something to somebody 
that they don't need. That's Madison Avenue. It's been sold 
like a drug. Like a mirror that will lie to you! 

If we get a million dollars, a half-million dollars 
from tickets or a million from the record . . . the important 
thing t~at will h~ve 1~9Ppened is that we will have plugged 
people lnto somethlng. 

117. MacLane, p. 11. 

11S. MacLane, p. 11. 

119. MacLane, p. 11. 
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Browne symbolizes the participation in the antinuclear movement 

as a noble cause against an evil opponent. This is evidenced in his 

music. His "Before the Deluge". presents an attack against those who 

abused the earth and praised those who "struggled to protect her from 

th 
,,120 

em. 

One aspect of the MUSE concerts was traditional in regard to 

benefits in that the music at the t1USE concerts was interspersed ,·Ii th 

speeches by such political figures as Ralph Nader, Tom Hayden and Jane 

Fonda. Barry Commoner advanced a rather metaphysical argument that 

power was of qualitative value of varying degrees depending upon the 

source of energy. 

The final assessment of the concerts was mixed. Uneven in 

quality and often less than inspiring, MUSE often came "as close as it 

ever will to achieve that elusive combination of music, politics and 

feeling.,,12l 

November 15, 1979, p. 14 
Editorial 
-Jan Werner 

Following the article was an editorial praising the 11USE 

concerts and assessing their value. 

The MUSE concerts were a high-"J8ter mark of inspiration 
and optimism about the ability of musicians, their audiences 
and persevering activists to do good. 

120. Jackson Browne, "Before the Deluge." 

121. MacLane, p. 14. 



The MUSE concerts were unique beca use they were 
organized and presented by the musicians themselves (not their 
agents, managers, record companies or ffzers) in partnership 
with hardworking, low-profile activists. 

92 

The editorial gave tribute to the members of the organization 

and likened their work to the 1960s, a period in which Werner's Rolling 

Stone came into existence. "In the end, it was the largest most 

impressive gathering of Dusicians ever assembled for a non-profit 

even.t, and it was a stunning testimony to· the depth of the shared 

beliefs of the generation that car.1e of age in the Sixties.,,123 

The insider attitude of Rolling Stone magazine functioned in a 

way so that the membership in the movement itself increased the 

credibility of the publication for its readers. 

February 7, 1980, pp. 72-74 
"No Nukes: On the Sunny Side of the Street" 
-Paul Nelson 

The sixth article to appear in Rolling Stone magazine in regard 

to the MUSE movement was the review of the concert album· "No Nukes: 

The MUSE Concerts for a Non-Nuclear Future." The article dealt wi th 

the theme of antinuclear pO\-Ier almost r.1atter-of-factly. "After all, 

who among us really (emphasis Rolling Stone) wants to glow in the 

d k?,,124 ar . The artists are applauded for their altruism due to the fact 

122. Jan Werner, editorial, Rolling Stone, November 15, 1979, 
p. 14. 

123. Werner, p. 14. 

124. Paul Nelson, "No Nukes: On the Sunny Side of the 
Street," Rolling Stone, February 7, 1980, p. 72. 
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that they donated their time. All the performers were in a financial 

and career position that they could afford to donate time and energy 

and did not need the exposure to further their individual careers. The 

album is not totally applauded, however. A critical examination 

indicates that good intentions do not always make for great art. 

Ideally No Nukes, because of its cause, should be able 
to dance artistically to its collective feet forever and be the 
finest, most flawless album known to mankind. Of course, it 
can't and it isn't. But who expects ~iracles, especially from 
a live recording? Ironically--and predictably--"No Nukes" 
trips over its own democracy: by awarding at least one song to 
almost every performer who appeared . r25' HUSE practically 
guarantees a generous dose of mediocrity. 

This collection contains a number of performances covering the 

five-day concert series. 

Many of the songs included on the No Nukes album are directed 

specifically toward the issue of nuclear power. A few of the songs are 

only peripherally related to the "cause," or are popular songs 

associated specifically with the artist. 

August 21, 1980, pp. 28-29 
"'No Nukes' Knocks Your Socks Off" 
-Jean Vallely 

The seventh article to appear in Rolling Stone on the MUSE 

acti vities dealt with the "No Nukes" movie. The basic premise of the 

film was to present the concerts. Also included was footage from a 

variety of other sources such as a South Dakota rancher discussing 

uranium mining and his love for the land, which that mining will 

125. Nelson, p. 74. 
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'destroy, and the citizenry of Seabrook, New Hampshire, wondering why 

their antinuclear vote had been declared illegal. 126 

"No Nukes" was made for $1.3 million. Nost movies that came to 

enjoy popularity in 1979 spent about this much on advertising. Jean 

Vallely, the critic, likens this to "sending a high-school football 

[team] in to play against the Pittsburgh Steelers (a professional 

football team) without helmets or shoulder pads."l27 

The chronicling of the making of the film is filled with narrow 

escapes and last-minute acquisitions of the necessary money to continue 

the project. The artists are applauded for their behavior and coopera-

tion. The final assessment is that the film achieves essentially what 

it attempts to portray. Politically active artists were shown being 

political, and the "word" was spread through mass media. 

March 4, 1982, pp. 47, 49 
"MUSE: Where Did All The Money Go" 
-Steve Pond 

The eighth and final article to appear in Rolling Stone with 

regard to MUSE was essentially a financial statement of the MUSE 

Foundation. As MUSE \lOund down its New York financial operation, it 

became clear, once again, that well-intended social action does not 

always meet with the anticipated success. Nembers of MUSE say that 

al though "they are pleased with the outcome of the pro jec t, they admit 

126. Jean Vallely, "No Nukes: Knocks Your Socks Off," Rolling 
Stone, August 21, 1980, p. 28. 

27. Vallely, p. 28. 
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that factors like the financially unsuccessful 'No Nukes' movie kept 

128 the total amount of money raised to about $600,000." 

The original projection had reached as high as $2.75 million 

plus the money from the movie. This is certainly a much smaller 

portion of the pie than anticipated. Of the anticipated $750,000 from 

the concerts, only $300,000 was realized. Of the $2 million from the 

album, an additional $300,000. As for the movie, Sam Lovejoy candidly 

admitted minimal economic success. "To tell you the truth, I don't 

ever expect to see any money from the movie.,,129 

The gross figure from the concert was approximately $1.75 

million. The album cost $350,000. The movie cost $1.3 million. Both 

the movie and the record were expected to be highly successful, 

although neither lived up to the expectation of the promoters. The 

album sold nearly 500,000 copies, "bringing in a net profit of 

$300,000. " l30 

A specific breakdown of exactly where the money eventually 

ended up is offered in rather general terms. MUSE disbursed a total of 

$600,000. Sixty percent went to "small, grass-roots organizations." 

Forty percent went to "nationwide groups." Hundreds of local groups 

were granted between $500 and $1000, while "forty or fifty" national 

organizations were awarded $1000 to $3000. Ten percent of the 

128. Steve Pond, "M.U.S.E.: Where Did the Money Go," Rolling 
Stone, March 4, 1982, p. 47. 

129. Pond, p. 47. 

130. Pond, pp. 47, 49. 
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organizations were "disarmament oriented." Twenty percent dealt with 

solar energy and the remaining seventy percent were "essentially 

. 1 ,,131 antlnuc ear. "Lovejoy indicated that there was a concerted effort 

to find 'groups that would spend money' on projects rather than pay back 

bills or payroll checks. ,,,132 

The major scapegoat for the failure of the enterprise to 

achieve the lofty financial goals set by MUSE \Vas the "No Nukes" fi 1m. 

Conflicts \vith timing at \'Jarner Brothers resulted in "The Shining" 

being released at the same time, resulting in less advertising for "No 

Nukes." By the time the film was released to the home cable systems, 

Home Box Office--the largest cable network--did not even bid. The new 

MlV channel ensured that television cable was filled with 24-hour-a-day 

new music. "No Nukes" was eventually sold to Cinemax "for a miniscule 

sum.,,133 The film has also been sold to a number of other outlets such 

as distributors \vhich service campus theatres and independent theatres, 

where the film continues to enjoy some degree of popularity. "I t' s 

true that we would have ended up with more money if we had not chosen 

to make the film, but I've played with those figures for over a year 

134 now, and I think it would have been a very small amount." However, 

the more important consideration to the producers was the propaganda 

131. Pond, p. 49. 

132. Pond, p. 49. 

133. Pond, p. 49. 

134. Pond, p. 49. 
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effect of the film. Lovejoy estimated that "7 or 8 million viewers 

means that it's done a valuable job of education."l3S 

The MUSE movement made a little money, and it talked to a lot 

of people. It was an excellent example of the musical leadership of a 

socio-political movement. 

Artistic Leadership. In both of the examples given in the 

previous section, the NYCPA and HUSE, leadership had been provided by 

musicians. Although musicians have traditionally attached themselves 

to the power structure, since the French Revolution, artists have 

expressed alienation from the mainstream of society. They have 

generally proven themselves tradesmen of the most able sort. They have 

enjoyed social ~obility unavailable to all those except the extremely 

rich and influential. There is little expectation for the artist to 

fulfill normal social roles. Rather, the folk singers as artists are 

more heroic in image. These cultural heroes exist in a precarious posi-

tion. As artists they exist outside the culture they both represent 

and create. They operate at the fringe, the edge, of society. They 

are the movers and the shakers. It has been argued "from Plato to 

Picasso that art itself is subversive of the established order and 

artists are naturally antisocial. For if artists saw things from the 

common perspective, they ,,,ould not create art. ,,136 

l3S. Pond, p. 49. 

136. Jerome L. Rodni tzky, Minstrels of the Dawn. (Chicago: 
Nelson-Hall, 1976), p. xix. 
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The artist may be an instrument of social change to the extent 

that questions which cannot be solved within the context of ordinary 

life are worked out aesthetically. These roles played by the musician 

in society were bolstered in part by the society itself. Often artist 

and community became identified with each other to the extent that the 

division became blurred. 

Pop groups thus held a key position within the culture. They 
helped minister and uphold that experience of transformation 
which underlay it, provided the forms and rituals through which 
its goals and values found expression, and, in the process, 
established the minimal degree of 13Tocial and economic 
organization necessary to sustain them. 

What Rodnitzky is arguing here is that by presenting the 

rituals through their art, popular groups are creating the codes within 

a culture through which that culture defines itself. 

There is a final irony of the artist. Hith the exception of 

the martyred Joe Hill, several 1960s activists and a few other isolated 

examples, musical artists have not sought direct political roles. 

This would destroy his artistic detachment and 
perspective--that special ability to see and feel what the 
social grinds and political hacks could not. There is still a 
widespread feeling that writers must remain apart from society. 
An example is that theory that Blacks and Jews in America and 
the Irish in Britain often see their respective societies best, 
because thef3gtre not really in it and thus have an outsider's 
detachment. 

137. David A. Deturk and A. Poulin, Jr., The American Folk 
Scene: Dimensions of the Folksong Revival. (New York: Laurel (Dell) 
Publishing Company, 1967), p. 54. 

138. Rodnitzky, pp. xvii-xviii. 



99 

It is perhaps this other view of society that provides the 

artist the distance from the object necessary to capture the essence of 

its existence and its need for change. Musicians in modern America 

have consistently adhered to this. They have generally used their 

music to further their own personal political ideologies. 

The artist has taken on many political roles anchored in 

significant subgroups within the larger societ y. As a· person in 

relationship to the "common man" hero of the mass movement, the artist 

has been seen as spokesman, idol, hero, rebel, prophet, social reformer 

and even in extreme instances, such as the Beatles or Bob Dylan, seen 

as some sort of elite "savior." 

The Beatles were phenomenologic to an era. Their music became 

the uniting force of youth. It was the first time that youth talked to 

youth worldwide. The impact of their existence is impossible to assess 

quantitatively, yet it seer.Js safe to say that they affected not only 

the popular music of the day but also the social mores such as style of 

dress, hair style, manner of speech and use of recreational time and 

and the political ideology of a significant number of individuals over 

a number of generations. After the Beatles the role of the popular 

musical artist encompassed not only the entertainment function but also 

functioned as " a social visionary, a cultural trend-setter, a 

questing, fashionable archetypal citizen of a new society--Beau 
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Brummel, Hilliam Blake, and Thomas Jefferson rolled into one and put on 

stage with an electric guitar." 139 

Thus the Beatles, more than Sinatra or Elvis made popular music 

an echo of the social morality of the society that was coming into 

being. 

Bob Dylan seemed an invocation of a basic American archetype--a 

self-made man even to the point of his own name. Robert Zimmerman 

became the object of affection, adoration and idolation from millions 

of people during the 1960s and into the 1970s. ris life and works have 

been the subject of several articles, dissertations and books. Ee is 

also an example of the double-bind situation in which artists find 

themselves. In addition to this double bind that results from the 

separation of the artist from the folk, there is a second demand placed 

upon the artist. As the artist grew in regard there ""as an increased 

expectation of musical genius plus other demands. "Not only were they 

expected to be super performers, but also extraordinary public leaders. 

As social reformers they were encouraged to pose as experts on social 

140 
problems." 

The speaking out on political and social issues was, in many 

instances, misguided and misguiding. However, the politically active 

role that the musician as artist plays was an important facet of the 

139. Lloyd Grossman, A Social History of Rock Music. eNe\." 
York: David McKay Company, Inc., 1976), pp. 32-33. 

140. Rodnitzky, p. 147. 
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political scene. The artist interests the masses in a political 

situation, educates them and offers them potential solutions. Popular 

musical artists, although necessarily limited in some areas of 

knowledge, fulfilled the criteria of arousing, public interest. "Yet in 

the process it was perhaps inevitable that these singers would become 

bigger-than-life heroes, endowed with supposedly extraordinary powers 

f 
. ,,141 o perceptlon. 

Although the music industry is a complex interface of people 

and machines, the musician as artist is only the most visible. 

However, increasingly the performer of the music is also the writer, 

producer, arranger and a variety of other personae. "The rock auteur 

(who may be writer, singer, instrumentalist, band, and even, on 

occasion, record producer or engineer) creates the music with his or 

her unique experience, skill and vision. Everyone else engaged in 

record-making is simply part of the means of communication.,,142 

For this reason the artist is often singularly considered 

responsible for the finished product. The identification of the song 

with the artist is easily observed. Record stores arrange music 

alphabetically by artist. Radio announces title and artist. Thus, the 

listener associates the message of the composition with the artist. 

141. Rodnitzky, p. 148. 

142. Simon Frith, The Sociology of Rock. (London: Constable 
and Company, Ltd., 1978), p. 201. 



One interesting explanation of this artistic activism 
is Marshall r1cLuhan' s subtle, confused media philosophy. If, 
as McLuhan insists, the medium is the message, the painting the 
pain ter, and the book the writer. He increasingly view the 
work of art through our image of the artist. And if McLuhan is 
right in viewing the artist as a kind of early warning system 
who senses social reality long before it becomes apparent to 
the multi tudes, then anything l~e artist perceives may be 
worthy of serious consideration. 
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The warning system role invites the listener to perceive the 

artist as -astute and thoughtful if the listener. is in agreement \-lith 

the politics or social exigence which the artist has undertaken as the 

object of appraisal. 

The protest messages presented by these artists have often been 

diluted by the commercial musical industry that creates, distributes 

and shares in the success of popular music. A few of the more 

financially successful or politically dedicated artists resisted the 

temptations of tempering their social commentary. In doing so, this 

small dedicated group influence a larger significant group of artists 

and other individuals. 

The political activism of artists is not to be seen as 

restricted to musicians. Writers, painters, actors and actresses all 

have taken on political roles. Neither is it argued that this is a new 

phenomenon. The point is that it is accepted more by the consu~ers of 

the messages. 

There has been a great deal of speculation as to the reason for 

the popularity and influence of the popular musicians after the second 

143. Rodnitzky, p. xviii. 
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world war. Youth has always sought role models and heroic figures 

after which to pat tern their at titudes and acts. Andrew Jackson, 

Abraham Lincoln, Jefferson Davis and other political figures served 

these functions in the early nineteenth century. Post Ci vil Har 

figures such as Andrew Carnegie and John D. Rockefeller assumed the 

role until the turn of the century, when big-name sports stars became 

the embodiment of the wishes of the youth. 

It has even been argued by Daniel Boorstein and others that as 

America moved into the third decade of the twentieth century, political 

and economic heroes were replaced by celebrities. "The hero created 

himself : the celebrity is created by the media. The hero was a big 

man: the celebrity is a big name.,,144 

It was in this climate that Post "Jar American youth were drawn 

to and emulated the popular musicians. 

In addition to the celebrity/hero comparison is a perspective 

advanced by David Harris. For many years the husband of Joan Baez, 

Harris ",as one of the stalwarts of the musical political activists' 

movements, He has compared the "idols" of our society with our heroes. 

The idol 
vicarious life. 
and thus they 
themselves. 

"existed beyond the people and provided a 
The idol taught people what they could not be, 
worshipped him or her as "negation" of 

A hero, on the other hand, was "an available model" who 
taught people what they could ft5 The hero 'vas only the 
"embodiment" of human potential." 

144. Daniel Boorstein in Rodnitzky, pp. xvi-xvii. 

145. Rodnitzky, p. xiii. 
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Regardless of the reasons for the position of the artist in our 

society, there is a constant contradiction in their positions of artist 

and a "star" in the music-making machinery. Not all musicians are 

endowed with the ability or insight to act as social warning systems 

and as the vanguard of society. Not all work to operate as such. 

There is a permanent contradiction between being an artist 
responsible only to one's creati ve impulses and being a star 
responsible to one's audience's perceived values and needs .. 

Rock musicians' culture as a whole is not really much 
different from that of any other group of entertaini~6: their 
object is to give a particular market what it wants. 

It is precisely this contradiction that often results in the 

estrangement of the artist from the community which supports the 

artistic creation. The most recent version of this may be found in the 

punk movement, which celebrates nihilistic violence and destruction. 

It was inevitable that the machinery of the music business would 

"corrupt" these goals with multi-million dollar contracts, private jets 

and homes in the posh neighborhoods. As a result, the "musicians 

'community' quickly becomes the purchasing pattern symbolized by the 

charts."l47 

Thus, the success of the musical artist is dependent upon the 

relationship with the community that supports the art. The artist has 

the means of time and talent to achieve many insights as well as 

physical objects. Much of the appeal is through the identification of 

146. Frith, p. 202. 

147. Frith, p. 200. 
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the listener wi th the artist. The listener 1i ves life vicariously 

through the message of the artist. The road to this identification 

often leads to a consubs~antial relationship between the artist and the 

listener. "Despite the growing complexity and urbani-zation of modern 

America, the roots of American music alr.lOst daily increases [sic] in 

popularity among all socioeconomic classes. The music is popular today 

because it is r.IUch more than a sound; it is a r.lanner of viewing or 

reflecting life. To many people it has been a way of life itself. ,,148 

There are inherent dangers in the power of popular music in a 

society. The American artist has the freedom to criticize society. 

This freedom often takes on the for~ of a re-creation of social 

reality. The danger of such action is dependent upon the philosophic 

stance of the listener to the society. Frith has suggested that the 

factor which makes popular music important is that it is based "on vis

ions and fantasies [with] utopian idealistic versions of reality.,,149 

Whether the need is for control or for change is dependent upon 

the perception of the situation. It seems that to attempt to control 

the product of any artistic endeavor is a form of censorship. In 

American society, censorship is not viewed as a positive action. 

Although there are exceptions to this fact, such as certain libel and 

148. George O. Carney, The Sounds of People and Places: Read
ings in the Geography of Music. (Hashington: University Press of 
America, 1978), p. 319. 

149. Frith, p. 207. 
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slander considerations, censorship is viewed by the majority of people 

in the majority of instances to be negative activity. 

The artistic functions in many capacities: ce Ie brit y, hero, 

idol, early warning syste8 for the society, information source and role 

model. The perspective of song as an extension of man is important to 

the understanding of these functions. As listeners, we have our 

contact with the words of the musical artist as well as the musical 

performance. It is with these words that this work deals. 

Negative Agents 

There are a number of negative agents. These are those agents 

portrayed by the positive agents in the p.1Usical compositions as the 

cause of division. These agents take on two primary forms. The first 

is the use of recognizable figures, places and events such as Charles 

DeGaulle, Three Mile Island and the bombing of Hiroshima. The second 

is the use of abstract personifications such as the military and 

business. These scientific, political and corporate enemies of the 

positive agents are portrayed as having villainous motives. 

The 8ilitary uses of nuclear energy are given a great deal of 

attention, especially in the earlier music, due in part to nuclear 

generating facilities not being serviceable or "on line" until the 

mid-l950s. After that time the scope of the music expanded to include 

nonmilitary uses of nuclear energy and the agents involved in these 

uses. 

The presentation of these characters in the songs is 

predominantly one-sided in approach. Considerations of balance of 
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power and creation of necessary energy sources by the negative agents 

are noteworthy in their absence. The portraits of these agents are 

also lacking in significant detail. This is in keeping with the nature 

of the r.tedium, which tends to be simplistic in its message. The 

characteristics of these negative agents are singular in their approach 

toward identification of their inherent value structures. These 

characteristics revolve around the concepts of power and greed, both of 

which are someho\. tied to monetary considerations. Both Iilili tary and 

nonmilitary uses of nuclear power have been generally identified as 

negative. Thus, the agents involved in the proliferation of nuclear 

energy are portrayed as negative. 

To determine the incidence of the appearance of each of the 

negative agents, each of the songs was analyzed to determine the 

frequency with which each of the negative agents appeared in the 

r.tusical compositions. The first phase of this analysis presents, in 

tabular form, each of the agents portrayed in each of the compositions. 

The second phase \/i11 discuss the most frequently occurring of these 

negative agents. The final step will provide general groupings of the 

remaining negative agents in terms of places, persons and events. It 

is noteworthy that each of the songs under consideration contains at 

least one instance of scapegoating or pointing out of some sort of 

division. In alphabetic order of the titles of these compositions, 

these are listed below. 



Acres of Clams: 

Seabrook 
PSC 
Radiation 
Mel tdO\yo 
Nukes 
PO'iler Plant 

Ain't it Fine: 

Bombs 

All Clear in Harrisburg: 

Nuclear Episode 
Three Mile Island 
Cheap Energy 

All Gall: 

DeGaulle 
The Bomb 
Macnamara's Bank 
Pentagon 

Are You Bombing ~}ith t1e Jesus: 

Uncle Sam 
Napalm Death Plane 
Pilot of the Enola Gay 
A-Bomb 
Death 

Ban, Ban, Ban the Bloody H-Bomb: 

Strontium 
Charlies 
r!-Bomb 
Reds 
Torries 
Gaitskell's Labour Party 
Hell 
Rockets 
Rocket Builders 
Loonies 
Button Painted Red 
Mad1illan 
Great Deterrent 
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Before the Deluge: 

The Deluge 
The Final Hour 
The ~1en Who Learned How to Forge Her Beauty into PO\.,rer 
Glitter 
Rouge 
The Naked Dawn 

Cold War Calypso: 

A-Bomb 
Atomic Har 
Taxes 
Communism 

Eve of Destruction: 

The Button 

The Great Atomic Power: 

Atomic PO"Jer 
Man's Invention 
Radiation 
Lies 
Shady Answers 
Fire Rain 
This Horror 

A Bard Rain's A-Gonna Fall: 

Hard Rain 

I Come and Stand at Every Door: 

Death 
Swirling Flame 

It Came Out of the Sky: 

Martians 
Communists 

Legal/Illegal: 

Copper 
Tory M.P. 
Free Enterpri.se 
Nuclear Plants 
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Plutoni urn 
Fascists 
Racists 
Creeps 
Those Who Plunder the Weak 
T\~isters 

Poison 
Takers 
Conmen 
Fakers 
Exploiters 

London Calling: 

War 
Ice Age 
Zombies of Death 
That Truncheon Thing 
A Nuclear Error 

Many Thousands Gone: 

Nuclear Tests 
Fallout Deaths 
~lushroom Cloud 

The Merry Minuet: 

Mushroom Cloud 
Nature 
Fellow Man 
Spark 

Military Madness: 

1983: 

Army 
Military Madness 
Nuclear Madness 
vlar 
Body County 

\Jar 
Death 
Fighting Mess 
The Machine 
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Nuclear Po\~er Blues: 

Funny Rocks 
Uranium 
Bureaucrats 
Nuclear Power Radiation 
Bomb 
Atomic Power 
Power Plants 
f.1issile 
vJar 
Defense 
Business 

One Man's Hands: 

Atom Bomb 

Plutonium is Forever: 

Power: 

Plutonium 
PCB's 
Oil Slicks 
Mankind 
Carbon Monoxide 
Asbestos 
Aerosol 
The Concord 
Oil Companies 
Utilities 
Death 

Atomic Poison Power 
Darkness 
Cold 

Talking Atom: 

Old Man Atom 
Cyclotron 
Science Guys 
Diplomat 
Cartel 
Foreign Born Atoms 
Military 
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Twenty Tons of TNT: 

Death 
Nuclear Powers 
TNT 
Dowry 
Allocation 
Mass Destruction 

United Nations Makes a Chain: 

The World in Pieces 
Fire 

We Almost Lost Detroit: 

Creature From Another Time 
Giant Power Station 

We Shall Overcome: 

The Bomb 

What Have They Done to the Rain: 

Breeze 
Smoke 
Rain 
Helpless Tears 

\.Jho's Next?: 

The Bomb 

\']ooden Ships: 

War 
The Other Side 

The Yard Went on Forever: 

Doomsday 

When the Atom Bomb Fell: 

The Cruel Jap 
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Furusato: 

Deadly Rain 
Poison 
Atom Bombs 

Assassin: 

Radiation 
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The ~ost prevalent references are those which have become 

integral parts of the American language. Sixteen of these agents are 

recurring in the literature. These are specific in wording. 

Deviations from this are the grouping together of the terms "atom" and 

"atomic" and "commun ism" and "communists." Not grouped together , ... ere 

words or phrases which may convey the same implicit neaning. For 

example, although "comr:1Unism" and "communists" were grouped together, 

"reds" was not considered appropriate due to its nonspecific nature and 

variety of other meanings in other contexts. The only other deviation 

is in the case of Charles DeGaulle. In one instance the reference is 

to DeGaulle and in the other instance the reference is to Charlies. 

The Negative Agents and the frequency of occurrence is listed below: 

Negative Agents 

Atom/Atomic 
Bomb 
Nuclear 
Death 
PO\ver 
War 
Radiation 
Button 
Communism/Communists 
DeGaulle 
Hushroom Cloud 

Frequency of Occurrence 

12 
11 

9 
8 
8 
5 
4 
2 
2 
2 
2 



Plutoni urn 
Military 
Rain 
Poison 
Fire 

2 
2 
2 
2 
2 
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Several of these are also alluded to through "in-language" or 

"language-in-use" expressions such as synonyms, metaphors and other 

allusions. The most prevalent and pertinent example of this is wi th 

regard to nuclear energy or power. Some of these allusions to nuclear 

power are: 

Allocation 
Breeze 
Cheap Ener gy 
Cyclotron 
DO\~ry 

Firerain 
Fallout 
Fighting Mess 
Funny Rocks 
The Great Deterrent 
Machine 
~lan 's Invention 
~1issi1es 

Naked Dawn 
Rain 
Rockets 
Smoke 
Spark 
Stronti un 
Swirling Flame 
That Truncheon Thing 
Uranium 
\</orld in Piece s 

Within the context of the songs in which these agents are named, they 

have much the same sy~bolic meaning of negative nuclear activity. 

Figures. The next group of negative agents is identified with 

a specific individual in much the same way as DeGaulle has been 
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identified in the earlier discussion. These specific instances are 

identification of "Gai tskell 's Labour Party," British Prime Minister 

"Macmillan" and "t·lacNamara' s Bank." 

A less specific, although generally recognizable group 

comprises the next level of scapegoating of the negative agents. These 

groups of representatives of groups are identified as "Uncle Sal!1," 

"Reds," "Martians," "Jap," "Tory," "Fascists," and the "PSC." 

A third level of abstraction contains general references to 

military, political and economic interests. These include military 

references such as "Army" and "Defense," political references such as 

"Copper," "Bureaucrats" and "Diplomats," and. economic interest group 

references such as "Utilities," "Business," "Cartel," "Oil Companies," 

"Science Guys," "Free Enterprise," and "Men who turned her beauty into 

power." 

The fourth and most abstract references to figures as portrayed 

as negative agents include "Con Men," "Creeps," "Exploiters," "Fakers," 

"Loonies," "Plunderers," "Racists," "Takers," and "Twisters." This 

group of negative agents is composed· of terms which transcend 

sca pegoating to the Ie vel of virtual name-ca lling . Also included in 

this category would be the references to "Fellow Man" and "Hankind" in 

a pejorative sense. The single reference to "The Other Side" would 

also be included in this fourth level of abstraction. 

Places. Although it may initially seem odd to consider a place 

as an agent as opposed to a scenic element, when that place is 

personified and takes on characteristics of an agent, it is necessary 
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to consider that place as an agent. There are relatively few places 

personified as negative agents. "Seabrook" and "TMI" refer to specific 

nuclear generating facilities. There is also a reference to the more 

generic "Power plan t. " The only other references that fall into this 

category are to the "Pentagon" and "Hell." 

Events. The next group of references is to specific occur-

rences or times. These include "Catastrophe," "Deluge," "Doomsday," 

"Final Hour" "t1ass Destruction," "MeltdO\'ln," and "Ice Age." 

Substances. The last major grouping consists of substances 

that are personified as negative agents. These are "Aerosol," 

"Asbestos," "Carbon t1onoxide," "TNT," "PCB's," "Napalm," and "Oil 

Slicks." 

Miscellaneous. Finally, there are several conditions, items 

and acts that are portrayed as negative agents yet fail to fall neatly 

into an apt category. These include "Body Count," "Cold," "Darkness," 

"Horror," "Lies," "Rouge," "Shady Ans,~ers," "Tears," "Taxes," the 

"Concord," and "A creature from another time." 

Neutral Agents 

The neutral agents are often portrayed as innocent bystanders 

victimized by their blissful ignorance. This places them in both a 

positive and negative light. The neutral agents are praised for their 

humanity and innocence and blamed and condemned for their inaction and 

ignorance. Primarily, they are sympathetic characters. 

The major characterization is of the survivor. In some 

instances they are portrayed as envious of the dead in the 
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visualizations of post-nuclear scenarios. Their future$ are portrayed 

as empty and hopeless. The second type of survivor, or perhaps more 

accurately, prospective survivor is in the form of "Children" or 

"Future Generations." The identification of these potential survivors 

as dominant characters points out the desire of humanity to maintain 

the civilization. 

"Military Madness" identifies with "our people" who are being 

driven "wild" by nuclear madness. "1983" laments that "our friends 

can't be with us today." "Power" acknO\vledges that "lives are at 

stake. Yours and mine and our descendents in time." "Twenty Tons of 

TNT," through a variety of phrasings bemoan the existence of nuclear 

power and its weight upon all humanity. 

"He Almost Lost Detroit" notes a number of neutral agents who 

are caught up in the nuclear future. These include "the sheriff of 

Honroe County," "Detroit," "the people" and the martyred "Karen 

Silkwood." The chorus repeats several times and accepts the 

responsibility of humanity when questioning "How would we ever get over 

losing our mind." 

Some examples of neutral agents being addressed in the second 

person occur in "Acres of Clams," where the "people" are exhorted to 

join the "fight for your freedom and land" rather than retain a passive 

stance and "sit home and wnit for a meltdo ... m." "Ain't it Fine" 

addresses the passivity of the individuals living the good life without 

concern for the "little babies." 

addresses the passive "citizens." 

"All Clear in Harrisburg" also 
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"Before the Deluge" speaks in the third person of the 

"innocent," the "dreamers" and the "fools" who were ravaged by a 

nuclear destruction. "Hany Thousands Gone" alludes to those ",ho have 

died as a result of "nuclear tests," "fallout" and "mushroom clouds." 

"What Have They Done to the Rain" observes the disappearance of the 

"little boy" and the "grass." "~}ooden Ships" advises taking "your 

sister. far away, where we might laugh again." "The Yard hlent On 

Forever'i points to "the wOI!len of Pompeii ... Kansas City house\vives . 

. . all the women of Born bay . Nagasaki housewives" and questions 

"has everybody got a place to hide?" Vern Partlow, in the 1946 song 

"Talking Atoo," even personifies the ator.l as an innocent creature who 

"don't care" and wishes only to "sit around and have his nucleus 

bombarded by neutrons." 

In a larger sense, however, there are no clear indications in 

the musical compositions of truly neutral agents. In their inactivity, 

the agents are damned as negati ve. In their innocence and ignorance 

they are exhorted to become active and thus to act as positive agents. 

Perhaps the atomic metaphor of protons, electrons and neutrons is 

inappropriate in this instance, for the musical compositions clear ly 

indicate an attitude of either/or, or as the old adage says, "You're 

either for me or against me." There is no middle ground. 

Agents Summary 

Analysis of the actions by the posi ti ve, neutral or negative 

agents \vhich are praised and condemned of fers these results. The 

actions of the positive agents are praised with the exception of 
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exhortations to try harder and to be more active in the movement. The 

negative agents are not praised. Only grudging acceptance of a 

rationale for the actions of the negative agents is noted. For 

example, "Power" does note that "everybody needs some power, I'm told." 

The actions of the neutral agents are both praised for their innocence 

and/or condemned for their ignorance and inactivity. 

Acts 

The Act is the central focus of the analysis or "a terministic 

center from which a whole universe of terms is deri ved. ,,150 

Burke's distinction bet\Veen action and motion provides a hasis for 

considering language as action in that as a reality-based form, 

1 d · 151 anguage transcen s motl.on . Thus, literature as an act must be 

. d d b 1· . 152 conSl ere as sym 0 l.C actlon. The words used are "acts upon a 

scene." 153 These words--these symbolic ac ts--are incipient action or 

the "dancing of an attitude. ,,154 In much the same way that the 

150. "Dramatism," The International Encyclopedia of the Social 
Sciences, David L. Sills, ed., Vol. 7, t'lacmillan Publishing Co., Inc., 
p. 446. Quoted in The Rhetoric of Western Thought, Second Edition, 
edited by James L. Golden, Goodwin F. Berquist and William E. Coleman. 
(Dubuque, Iowa: Kendall/Hunt Publishing Company, 1978), p. 245. 

151. Lecture on "Non-Symbolic Motion and Symbolic Action," SCA 
Convention, ~}ashington, D.C., December 1, 1977. Quoted in Golden et 
a1., p. 246. 

152. I~enneth Burke, The Philosophy of Literary Form. 
(Louisiana, 1941) , p. 89. 

153. Burke, Literary Form, p. vii.. 

154. Burke, Literary Form, p. 9. 
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Constitution of the United States was a "rejoinder to assertions 

current in the situation in which they arose,,,155 the antinuclear music 

also spoke to a current exigency. 

The interrelationship of the various portions of the pentad 

indicates that an act may be attributed to the nature of the agent, the 

scene, the agency or even the purpose the agent intends. Viewed from a 

McLuhan perspective, there is little doubt that the nature of the 

agency widely and deeply influenced the nature of the act. Thus, the 

result would be that man has been "separated from his natural condition 

by instruments of his own making." 156 These agencies have cone to ac t 

157 much in the way of a '-leapon. 

The rhetoric of the antinuclear movement may be contrasted with 

158 Burke's assessment of !'1ilton' s "suffering acts" of Samson. Hhile 

the reaction of Samson ,~as some tir.1e in coming, the reaction against 

nuclear energy occurred almost immediately. It was not until an actual 

incipient action of the magnitude of the incident at Three l1ile Island 

occurred that public opinion solidified. 

155. Literary ForM, p. 109. 

156. Kenneth Burke, Language as Symbolic Action: Essays on 
Life, Literature, and Method. (Berkeley: Uni versHy of California 
Press, 1968), p. 410. 

157. Burke, Language as Symbolic Action, p. 411. 

158. Kenneth Burke, A Rhetoric of Motives. (Berkeley: 
University of California Press, 1969), p. 3. 



121 

The plot in this dramatistic analysis is composed of and 

corresponds to the action .159 The act deals with what whatness or the 

I quidditas I of the scholastic formula. 160 This \~hatness may take on 

the form of actual actions which, in this instance, are the physical 

acts involved nuclear power. There is also a second type of action 

which may be considered. This type of action is incipient action of 

"action minus.,,16l 

Incipient action offers a number of possible acts which might 

occur. This range of potential acts provides a "field of action" for 

162 
the various agents. This "delayed action" provides consideration of 

"competing tendencies. ,,163 There are a number of alternate terms that 

provide the same attitude as incipient action. These share a comDon 

attitude of the lack of overt expression. Prediction, tendency, 

potential, predisposition and imaginal activity all offer this same 

164 
sense. 

159. 

160. 

Burke hints at a hierarchy in regard to action as a 

Burke, A Rhetoric of Motives, p. 23l. 

Kenneth Burke, A Grammar of Motives. (Berkeley: Univer-
sity of California Press, 1969) , p. 228. 

l6l. Burke, A Rhetoric of Motives, p. 237. 

162. Burke, A Rhetoric of ~'Iotives, p. 237. 

163. Burke, A Rhetoric of Motives, p. 238. 

164. Burke, A Rhetoric of Notives, p. 256. 
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three-part process beginning with "tendency," progressing through 

b b ' I' d 1" 1 ' 165 pro a 1 1ty an resu tlng 1n actua 1ty. 

Acts, standing alone, tend to be objective occurrences that are 

verifiable through nonartistic means such as video tape, written 

documents, photographs, sound recordings or other such formal means of 

proof. The songs as acts may be viewed with respect to the other 

elements of the pentad to explain the role of identification in regard 

to the scenic elements expressed as discontent with the environment, 

the agents who are demonstrated through expression of scapegoating, 

similar aims and goals, heroes, and the like as well as the employcent 

of various agencies of the musical identification to achieve the 

purpose of the songs as env isioned by the agents involved with the 

songs. Certain elecents comprise each of these categories. To assist 

in the cataloging of these elements, an analysis sheet was developed 

for use in this analysis (see Figure 1). The information gathered froc 

the songs and transcribed on these sheets was utilized for the 

examination and analysis of the content of the musical cOl''lpositions. 

Following the original criteria of the study proposal, the following 

questions were asked: 

1. What acts are performed by positive agents? 

2. Hhat acts are performed by neutral agents? 

3. What acts are perforned by negative agents? 

165. Burke, A Rhetoric of Motives, pp. 260-262. 
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SCENE: 

~mEN 

WHERE 

AGENT: 

POSITIVE 

NEGATIVE 

NEUTRAL 

ACT: PRAISED CONDEMNED 

PAST 

PRESENT 

FUTURE 

AGENCY: 

HOW (MEANS) 

PURPOSE: 

Figure 1. Lyrical analysis worksheet. 
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4. Which acts are praised? 

5. Which acts are condemned? 

This analysis uncovered two basic forms of activity occurring. The 

first activity was the actual known events related to nuclear power 

that occurred during the period of time under consideration. The 

second form of activity is that which occurs within the context of the 

compositions themselves. With regard to the first type of act, this 

research developed a chronology from 1896 to 1979, supplying as much 

information in regard to nuclear power as seemed necessary to give a 

sense of the development of nuclear energy. The data supplies the date 

of the occurrence, the location of the activity and a brief description 

of that activity. 

In addition to those songs which were analyzed, several 

additional songs ,~ere discovered through a number of sources which 

seemed to be directly linked to this genre of ousical rhetorical 

statements. However, these ,~ere unavailable for consideration. These 

include "The Great American Eagle Tragedy" by Earth Opera, "A-Bomb in 

\~ardour Street" by Jam, "Monster" by Steppenwolf, "Mushroom CLouds" by 

Love (Elektra, EKL 40010), "\~onderment" by the Peanut Butter Conspiracy 

(The Great Conspiracy, Columbia, CS 9590), "Roulette" by Bruce 

Springsteen (unreleased) and "Urani urn Rock" by Warren Smith. 

Three songs were particularly elusive. Although they were 

noted in passing on Iilore than one occasion, this research failed to 

generate lyrics or even a general story out line. The first is a 

composition by Randy Newman entitled "Political Science." The second 
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Table 1. The development of nuclear energy. 

Date 

1886 

1900 

1905 

1911 

1913 

1928 

1932 

1938 

1939 

December 2, 
1942 

July 16, 
1945 

August 6, 
1945 

August 9, 
1945 

1946 

Place 

France 

Germany 

United 
States 

England 

Denmark 

Germany 

University 
of Chicago 

Occurrence 

Discovery of the principle of radioactivity 
by Henry A. Becquerel. 

Max Planck postulates the quantum. 

Albert Einstein develops the quantum theory 
and the spatial relativity theory. 

Ernest Rutherford describes the nucleus of 
the atom. 

Niels Bohr applies the quantum theory to the 
hydrogen atom. 

Construction of the first atom smashing 
machine. 

First nuclear reaction created by Irene 
Curie and Frederic Joliet; James Chadwick 
discovers the neutron; Ernest O. Lawrence 
invents the cyclotron. 

Team of scientists split the uranium atom's 
neutrons. 

Discovery of atomic fission. 

First sustained, controlled nuclear fission 
chain reaction. 

Trinity Site, First atomic bomb exploded. 
New Mexico 

Hiroshima, 
Japan 

Nagasaki, 
Japan 

Bikini Atoll 
Marshall 
Islands 

First combat use of atomic weapons. 

Second A-bomb dropped on Japan. 

First post-war bomb test. 
South Pacific. 

Conducted in the 



Table 1 -- Continued 

Date 

1946 

1947 

1949 

Place 

United 
States 
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Occurrence 

Invention of the radiocarbon dating to deter
mine the age of prehistoric objects. 

Atomic Energy Commission established. 

Development of the atomic clock. 

August 29, 
1949 

Soviet Union First atomic bomb detonated by the Soviet 
Union. Announced by President Truman on 
September 23, 1949. 

February 13, Pacific 
1950 British 

Columbia 

B-36 plane crashes. Nuclear weapon dropped 
over the Pacific. 

April 11, 
1950 

Manzano Base B-29 plane crashes. Nuclear weapon burns. 
New Mexico 

July 13, 
1950 

August 5, 
1950 

Lebanon, 
Ohio 

Fairfield
Suisun Base, 
California 

November 10, Open sea 
1950 

1951 Nevada 

1951 Idaho 

November 16, Eniwetok 
1952 Atoll, 

1952 

1953 

Pacific 

Great 
Britain 

United 
States 

B-50 plane crashes. High explosive in 
nuclear weapon detonates. 

B-29 plane crashes. Nuclear weapon's high 
explosive detonates. 

B-50 jetisoned nuclear weapon. High explo
sive detonation. 

First bomb detonated at Nevada site. 

Demonstration breeder reactor generates 
first nuclear production of electricity. 

First thermonuclear-fusion (hydrogen) bomb 
exploded. 

First atomic bomb detonated by Britain. 

First power reactor placed in operation. 
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Table 1 -- Continued 

Date Place Occurrence 

August 20, 
1953 

Soviet Union First hydrogen bomb exploded by the Soviet 
Union. 

January 21, 
1954 

Groton, Nautilus, first atomic submarine, launched. 

September 6, 
1954 

January 17, 
1955 

May 21, 
1956 

1956 

March 10, 
1956 

October 15, 
1959 

1959 

1959 

1959 

February 13, 

Connecticut 

Bikini 

Mediterra-
nean Sea 

Hardinsberg, 
Kentucky 

Camden, New 
Jersey 

Morris, 
Illinois 

England 

Sahara 
Desert 

June 7, New Jersey 
1960 

January 24, Goldsboro, 
North 
Carolina 

Eisenhower launches world atomic pool with 
out Soviet Union. 

Submarine Nautilus goes to sea under atomic 
power. 

First aerial H-bomb tested over Namu islet. 
100 million tons TNT equivalent. 

Start up first reactor designed expressly 
for the purpose of generating electric 
power. 

B-47 plane carrying two nuclear capsules 
disappears without a trace. 

B-52 and KC-l35 planes collide during 
refueling. One nuclear weapon burns. 

Savannah, first atomic-powered merchant 
ship launched. 

First nuclear power plant begins operation. 

First commercial fast-breeder nuclear 
reactor completed. 

France explores its first nuclear bomb. 

BOMARC missile explodes at McGuire Air Force 
Base. Nuclear warhead destroyed by fire. 

B-52 plane crashes. Two bombs fall. 
Portion of one bomb lost. 
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Date 

March 14, 
1961 

Place 

Yuba City, 
California 
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Occurrence 

B-52 plane crashes. Two nuclear bombs torn 
loose from aircraft. 

October 29, 
1961 

Soviet Union lJ.S.S.R. fires 50-megaton hydrogen bomb. 

1961 

October 22, Cuba 
1962 

August 30, 
1963 

November 13, Texas 
1963 

1963 

January 13, Maryland 
1964 

October 16, China 
1964 

December 5, South 
1964 Dakota 

December 8, Indiana 
1964 

October 11, Ohio 
1965 

Largest explosion in history. 

First atomic-powered weather station 
established in the Antarctic. First atomic 
battery placed in orbit aboard Transit IV-A 
satellite. 

Cuban missile crlS1S. Kennedy announces 
blockade of Cuba to halt inflow of Russian 
missiles. Lifted November 20, 1962. 

Washington to Moscow "hot line" established 
to minimize chance of accidental war. 

AEC storage igloo at Medina Base explodes. 
123,000 pounds of high-explosive components 
results in limited contamination. 

Nuclear-test-ban treaty banning all above
ground tests is signed by U.S., U.S.S.R. and 
Britain. 

B-52 plane crashes near Cumberland with two 
nuclear weapons. 

First atomic bomb exploded by China. 

Minuteman ICBM retrorocket fires acci
dentally. Safety devices prevent arming of 
nuclear warhead. 

B-58 plane crashes on takeoff. Five nuclear 
weapons burn near Bunker Hill. 

C-124 plane refueling on ground at Wright
Patterson Air Force Base catches fire. 
Nuclear weapons components burn. 



Table 1 -- Continued 

Date Place 

December 5, Pacific 
1965 Ocean 

January 17, Palomares, 
1966 Spain 

June 17, China 
1967 

January 21, Greenland 
1968 

1968 

1969 Noon 

1972 Batavia, 
Illinois 

1974 India 

January 19, 
1975 
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Occurrence 

A-4 plane loaded with nuclear weapon falls 
off aircraft carrier in sea. 

B-52 and KC-135 planes crash mid-air. High 
explosives in two weapons detonate. Exten
sive contamination. 

China announces explosion of its first 
hydrogen bomb. 

B-52 plane crashes near Thule. Four nuclear 
weapons destroyed by fire. 

Signing of Nuclear Nonproliferation Treaty, 
now encompassing 116 nations. 

First atomic battery placed on the moon by 
Apollo 12. 

Completion of proton synchrotron atomic 
smasher. 

India explodes a nuclear device and becomes 
the sixth nation in the "nuclear club." 

Nuclear Regulatory Commission established. 
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is a composit ion by Tom Lehrer published in 1954 and played, in part, 

on the October 20, 1982 Nightl ine program. The title is something 

along the line of "AEC" or perhaps the "AEC on the Lone Prairie." The 

final composition may be entit led "Hiroshima/Nagasaki" and is in the 

country western style. 

There are a number of other compositions which imply some 

aspect of nuclear power but fail to be sufficiently specific for 

consideration in this genre of rhetorical statements. These inc lude 

"~1asters of War" by Bob Dylan, "Superbyrd" and "Fixin I to Die Rag" by 

Country Joe MacDonald and the Fish, "The Uni versa 1 Soldier" by Buffy 

St. Marie and "Morning Dew" by Tim Rose. 

Several individuals contributed to the general anti-war, 

anti-nuclear movement to the extent that their works are inextricably 

tied to this genre of discourse. This group includes John Prine, Steve 

Goodman, Tom Chapin, Harry Chapin, Joan Baez, Don McLean, Peter, Paul 

and Mary, and John Lennon. Although no one song seemed directly 

oriented toward the nuclear question, there was an overall feeling of 

nuclear sentiment in their music. 

There is a point to make in regard to the relationship between 

the empirical acts and the cultural meaning of those acts. There is a 

very explicit, though subtle, relationship between the two. The 

explosion of the bomb or start-up of a nuclear generating plant has a 

distinct relationship to the manifestations of those acts that are 

mirrored in the literature. 
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A number of images and themes appears in the literature of the 

antinuclear rhetoric under consideration. Analysis of the means 

utilized in these songs followed the general methodological categories 

established. 

What ideas are inherent in the drama? 

How are the ideas visualized? 

Are the visualizations believable? 

How viable are the problem/solution patterns? 

How capable is the drama in arousing and interpreting emotions? 

How is scapegoating employed? 

To what degree do the agents engage in identification? 

How do(es) the group or its members relate to the opponent? 

The thesis of this research is predicated upon the assumption 

that vocal music has the power to move attitudes. There is a substan-

tial body of literature which validates this presumption in that music 

has the ability to create physical and psychological changes in the 

individual. It is the added ingredient of words that adds specificity 

to these changes and often provides guidance to the listener. Max 

Schoen has proposed much this same argument in stating that "vocal 

music has a tendency to arouse well-defined effects far more often than 

instrumental music ... due in the main to the words.,,166 

166. Max Schoen, The Psychology of Music. (New York: The 
Ronald Press Company, 1940), p. 91. 
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A number of problems exist in treating the musical rhetoric 

under consideration to standard rhetorical analysi s. The condensed 

nature of the language employed renders typical analysis of arguments 

impractical. The laws of standard logic are often inappropriate. 

Claims are often hi.ghly exaggerated. Puns or paronornasia, plays on 

words, and tortured rhyming structures further complicate attempts to 

discern the logic of the songs. The form under analysis does not avail 

itself to standard assessment due to the fact that as an art form, 

songs are primarily appreciation based rather than rationality based. 

In purely musical terms, universal archetypes are difficult to 
establish. In non-literate societies where music assumed a 
magical function, music related with immediacy to a collective 
and conscious dependence upon ritual, with all its attendant 
symbolism. In literate Western culture, music can achieve a 
collective archetypal significance only when its associ'i6}on 
with the mythological symbolism of literature and theatre. 

The second problem of analysis is the degree of involvement on 

the part of the listener. The consideration of music as a consumable 

product is misleading. The musi.cal event, as with any art form, 

requires engagement on the part of the partici pant rather than mere 

consumption of the product. The songs must be addressed rather than 

consumed, and "its tensions and contradictions engaged and reinter-

d f h 1·, ." 168 prete as part 0 t e lstener sown experlence. Although such 

experiences may have intellectual and moral ramifications, the problems 

167. Peter Fletcher, Roll Over Rock: A Study of Music i.n 
Contemporary Culture. (London: Strainer and Bell, Ltd.), p. 119. 

168. Simon Frith, The Sociology of Rock. (London: Constable 
and Company, Ltd., 1978), pp. 201-202. 



133 

of statistical provabi lity remain. The efforts to analyze musical 

compositions using standard statistical methods and manipulations of 

the resulting data have borne little fruit. This is particularly true 

of protest music due to the fact that "the influence of protest musi c 

could not be measured statistically, for the few it affected might be 

particularly vigorous activists who influenced many others.,,169 

There have been several classifications suggested for the 

ana lysis of popular protest music whi ch is the metagenre into whi ch 

antinuclear musical rhetoric falls. Denisoff, for example, has divided 

protest music into two basic types. Magnetic songs are designed to 

build group solidarity and to attract ne,~ members to the movement. 

Rhetorical songs, on the other hand, serve to pinpoint a specific 

exigence. More specifically, Denisoff offers five purposes of magnetic 

protest songs and two specific purposes of rhetorical protest songs: 

Magnetic 

1. Soliciting and arousing external support and sympathy for a 

social movement or cause. 

2. Recruiting individuals into joining a specific social movement. 

3. Reinforcing the value structure of indi vi duals who are active 

supporters of a social movement or ideology. 

4. Creating and promoting cohesion, solidarity and high morale in 

an organization or movement supporting the performer's and/or 

composer's world view: 

169. Jerome L. Rodni tzky, Mi nstrels of the Dawn. (Chicago: 
Nelson-Hall, 1976), p. 149. 
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5. Invoking solutions to real or imagined social phenomena by 

suggesting action to achieve a desired goal. 

Rhetorical 

1. Points to some dysfunction or discontent in the social order. 

2. Reinforces value structures of individuals who are active 

supporters for a social movement or idea. 170 

However, all protest musical composi tion forms do not easi ly 

fit into Denisoff's categories. For example, a number of the social 

protest compositions that occurred during the time period wi th which 

this research is concerned ca lled more for diversity than for uni ty. 

Many songs failed to identify specific exigencies but rather pointed to 

the general absurdity of society. The decade of the sixties, perhaps 

more as a social time frame than a chronological period, was a period 

of change in the perspective of protest music. Prior to this time the 

protest songs, although they reinforced in-group feelings, fai led to 

make significant numbers of converts to a specific cause. After rock 

music became the major form of folk music through which these protest 

messages were made, the conversion of new members changed. "The 

listeners were convinced in advance. Popular music with vague protest 

themes made some converts subtly. Youths first attracted by the music 

170. Ronald Ser ge Denisoff, Folk Conscious: People's Music 
and American Communism. (Ph.D. Dissertation, Simon Fraser University, 
1970), pp. 36, 37. 
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often later imbibed the style and finally perhaps read something of 

personal significance into the lyrics."l71 

Another researcher, Kaye, identi fied a number of characteris

tics which appear in many of the modern protest songs and catalogued 

eight shortcomings inherent in the modern protest musical form. 

l. Simplicity of language 

2. Redundance 

3. Jargon 

4. Sentimentality 

5. Stereotyping 

6. Emotionality 

7. Baseness 

8. Humor 

In addition, Kaye found several logical fallacies operating in the 

words to the protest songs he investigated. These include non causa, 

pro causa, post hoc ergo propter hoc, argumentum ad hominem, argumentum 

ad misercordiam, argumentum ad populum, and argumentum ad baculum. 

Also identified by Kaye are several means employed in much of the 

modern protest music he examined. These include exaggeration, fact vs. 

opinion, definition, generalization, cause and effect, and testimony of 

authori~y. 

Finally, Kaye noted a tendency toward induction in protest 

music and questions whether a sufficient number of examples had been 

171. Rodnitzky, p. 33. 
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taken into account, whether the case or cases taken into consideration 

are representative and if negative examples had been considered prior 

172 to the composition of the lyrics of the songs. 

One of the interesting concepts Kaye has observed in his 

research is that the use of nontraditional forms, particularly 

entertainment forms, offers accessibility to a wider group of 

individuals. The MUSE movement seems to have had an awareness of this 

due to the reflection of this in the style of the movie content. The 

producers Goldberg and Schlossberg, put together a movie primarily 

presenting the music of the concerts. According to Rolling Stone, they 

"knew that to sell the movie had to include a lot of music. And face 

it: gi ven the choice of watching Ralph Nader or Bruce Springsteen, 

h h . ,,173 tree guesses w 0 Wlns. The combination of entertainment and 

education seems almost a necessity in getting across the message to a 

youth culture raised on and within the mass media. 

It is important to note, however, that the educational aspect 

of these entertainment forms is often used in conjunction with standard 

speech forms. This method has been experimentally shown to be the most 

ff · .. 1· . 174 e ectlve means ln SOCla actl0n campalgns. 

172. Kaye, The Rhetoric of Song, pp. 72-85. 

173. Jean Vallely, "No Nukes: Knocks Your Socks Off," Rolling 
Stone, August 21, 1980, p. ____ . 

174. Cheryl Irwin Thomas, "Look What They've Done to my Song, 
Ma: The Persuasiveness of Song," Southern States Communication 
Journal, 31 (Spring, 1974), p. 267. 
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The MUSE concerts certainly fit into this pattern, with 

speeches by Tom Hayden, Jane Fonda, Ralph Nader and then-presidential 

contender, Barry Commoner. These and other speakers presented 

information regarding the nuclear issue, with musical messages 

presenting the same arguments somewhat more artistically. 

A number of other techniques has been utilized in popular 

protest songs. The use of situation/remedy structures has enjoyed a 

great deal of popularity. Examples of this use in the antinuclear 

music include "Acres of Clams," which ca lls for the remediation of the 

wrongs wrought by nuclear power through activism on the part of agents. 

These acts include "taking our stand" and "seizing the land.,,175 "Ban, 

Ban, Ban the Bloody H-Bomb" calls for the ban of the bomb through 

nonspecific means by "We" 176 the people. "The Great Atomic Power" 

calls for action. 

We will rise and stop this horror 
We will shout and we will cry 
Make our voices heard on high 
Saying "No!" to the Great Atomic 

Again, the call to action is specific. 

everywhere 

177 Power 

"I Come and Stand at Every 

Door" asks only for "peace" as a solution to the current fighting 

situation. 178 "Many Thousands Gone" offers a personal answer to the 

175. "Acre s of Clams." 

176. "Ban, Ban, the Bloody H-Bomb." 

177. liThe Great Atomic Power." 

178. "I Come and Stand at Every Door." 
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si tuation when the lyrics sta te that there is "no more keeping quiet 

for me" and "no more standing still for me. ,,179 "One Man's Hands" 

calls for strength through mass unity to overcome the negative 

, , 180 
sJ.tuatJ.on. "Power" offers specific alternatives to the current 

nuclear situation in the forms of "the warm power of the sun . . . the 

steady flow of a waterfall .... the spirit of living things as they 

return to clay the restless power of the wind and the 

comforting glow of a wood f ' ,,181 J.re. 

necessity of the people to "stick 

"Talking 

182 
together." 

calls for the people to "ban the b b ,,183 
am . 

Atom" speaks of the 

"He Sha 11 Overcome" 

"Furusato," which was 

written by Ishigi Astu, with English lyrics by Ewan McCall, admonishes 

that "you must watch and take care that the third bomb never comes.,,184 

One of the most often employed techniques of popular protest 

music is the use of a traditional me~ody with new topical lyrics. The 

recognition of the tune emphasizes the common experiences of the 

members and thus speeds identification between the members of the 

audience of that song. A number of the songs under consideration are 

generic to the nuclear question. These include "Acres of Clams," "All 

179. "Many Thousands Gone." 

180. "One Man's Hands." 

181. "Power." 

182. "Talking Atom." 

183. "We Shall Overcome." 

184. "Furusato." 
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Gaulle," "Ban, Ban, Ban the Bloody H-Bomb" and "One Man's Hands." A 

more modern example of this adaptation would be "Nuclear Madness," 

which originated as "Military Hadness." 

Often the lyrics of a song would be nonspecific enough that 

antinuclear messages could be implied due to the known political stance 

of the artist. For example, Joan Baez often used old Civil Har tunes 

and Black spirituals. Bob Dylan sang about such cowboy heroes as John 

Wesley Harding, Pat Garrett and Billy the Kid. 

The use of these songs, with their tunes and in some cases 

recognizable historical figures, hastens the identification process and 

promotes the in-group solidarity of the members. Much these same 

effects are sought through the use of religious songs. The religious 

songs may have "a subtle transfer effect, carryover of an authori ta-

ti ve source to a statement in order to validate the statement as 

'd ,,185 eVl ence. Examples of the use of this device include "United 

Nations Make a Chain" from "Mary Had a Golden Chain," "Many Thousands 

Gone," and "We Shall Overcome." 

This catalogue of means that has been developed with the aid of 

several researchers covers many of the ways that song has been used in 

political and social movements. Since the end of the Second World War 

a number of issues has caught the attention of the public. In most 

instances these issues have been reflected in the popular music. This 

form of protest music is omnipresent in modern society. It may be 

185. Thomas, p. 263. 
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argued that this form of agitation is particularly effective due to its 

pervasiveness as much as its persuasive influence through logical 

inducement. 

Identification 

The categories established by the prior research are noteworthy 

and useful in the study of musical rhetoric as a means of social and 

political protest. However, there seems to be an overriding principle 

which is inherent in these categories. This principle is identifica-

tion. It may seem clandestine to consider this an overt strategy 

rather than a mere fact of necessity. However, the fact remains that 

identification is the primary means of persuasion in attitude 

rearrangement. A conflict situation, such as the nuclear debate, 

creates division. The agents, thus divided in varying degrees, plead 

the correctness of their respective vision. These agents generally 

believe in their perspective and as such, tend to form grammars which 

present themselves positively in the culture in which they exist. As a 

result of their various attitudes, these agents attempt to construct a 

reality consistent with those visions due to their belief. 

Identification is necessary as a strategy in that task. 

This process of identification takes a variety of forms. The 

first and most basic of these forms is empathy. Empathy is an 

intellectual or imagined apprehension of another's condition or mind 

set without the actual experience of another. The concept of empathy 

stems from the Greek culture and their \Yord "empatheia." Aristotle 

noted that pathos was one of the three forms of artistic persuasion. 
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Empatheia may be divided into two parts, which essentially may be 

literally translated as "in" and "feeling," or a feeling a part of. 

The German "einfuhlung" conota tes essentially the same meaning. A 

modern example of this would be what has come to be called the "Sixties 

Experience." 

The second concept inherent in identification is the concept of 

belonging. This requires an association of some sort. This 

association may be that of similitude or that one is like another. To 

consider oneself in character or final result as being in the same 

situation as another or in a situation that is so similar that it may 

be considered as the same. 

The third concept of identification is based upon the concept 

of substances as per Burke. Due to the fact that identification is 

necessary because of the inherent division among individuals anything 

that "is" simultaneous "is not.,,186 For example, a "substantially" 

successful campaign is also a "substantially" unsuccessful campaign. 

There are a number of ways in which this identification may be 

achieved. Metaphor as the first principle of this type often manifests 

itself through myth, allegory and parable. Each of these is dependent 

upon the identification "of" rather than the identification "with" per 

se. However, the classification may also be considered as 

186. Kenneth Burke, A Rhetoric of Motives. (Berkeley: 
University of California Press, 1969), p. 22. Rodger Dean Duncan, The 
Rhetoric of Rebuttal: A Critical Study of the Identification 
Strategies Employed by the Democratic Congressional Leaders in Response 
to Nationally Televised Economic Addresses by President Gerald R. Ford. 
Ph.D., Purdue University, 1976, p. 23. 
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Metaphor is from the Greek 

term "metapherein," which is composed of two parts. Meta means "beyond 

or over," and pherein means "to carry." Thus metaphors' are figures of 

speech which have meanings which carryover or beyond the literal 

meaning of the words themselves. 

Empathy 

The first level of identification, empathy, is based upon a 

principle of ritual as a means of achieving consubstantiality. There 

is an argument to be made that ritual itself is the achievement of 

consubstantiality. This ritual would allow the music to achieve its 

object through this togetherness established by the observance of the 

ritual as opposed to this being observed as the starting point for the 

message. 

This raises an essential question in regard to, for example, 

the music of the antinuclear movement. Can individuals listen to the 

music without being involved in the antinuclear movement's rhetorical 

situation. Or at the very least, can these individuals not be a part 

of the nuclear debate. Those who argue that music, as a form, lacks 

rhetorical power are inclined to acknowledge this basic form of "being 

with." Susanne Langer, even in denouncing the effects of music, 

acknowledges empathy when she notes that "beyond evoking impulses to 

sing, tap, adjust one's step to musical rhythm, perhaps to stare, hold 
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one's breath or take a tense attitude, music does not ordinarily 

influence behavior. ,,187 

These dramatistic rituals have a degree of effect occurring 

along a continuum of necessary effort and involvement. The live 

performance of the music would seem to be more engaging than any of the 

variety of mediated forms. A concert would be more engaging than an 

audio-visual presentation form such as a film, which in turn would be 

more engaging than a purely audio presentation. These categories, in 

turn, would be dependent upon the degree of effort necessary to gain 

access to the message. Acti ve engagement through any of the media 

would be more effective in message transfer than incidental hearing of 

the musical message through, for example, hearing the song on the radio 

in an office building or other public facility where the music is not 

the primary purpose for attendance. 

The second means of achieving consubstantiality through 

identification is seen by Burke as operating on three different 

188 levels. The first of these involves the speaker's ability to 

construct arguments which give the appearance of consubstantiality with 

the motives of the audience by the speaker. 

Quite often this identification takes on the properties of 

"belonging" or "membership in." Examples of this abound in the musical 

187. Susanne Langer, Philosophy in a New Key: A Study in the 
Symbolism of Reason, Rite and Art. (New York: The New American 
Library, 1962), pp. 180-181. 

188. Kenneth Burke, Dramatism and Development. (Barre, Massa
chusetts: Clark University Press, 1972), pp. 27-28. 
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lyrics under consideration. The most obvious and most frequently 

occurring is the use of "we" in identifying the positive agents. The 

oppositional or dialectical positions of subject to the military/ 

industrial state and membership in a sacred cause such as the 

antinulear movement illustrate this principle. Comte formulates a 

similar scheme of the united member and regimented subject as the 

d · 1 f d . d . 1 . 189 1 emma 0 mo ern 1n ustr1a soclety. 

The most prevalent form of this membership is conveyed through 

the inclusion by the artist through such devices, as noted above, of 

the pronoun "we," which occurs in several of the antinuclear songs 

under consideration. For example, this occurs in "All Clear in 

Harrisburg," "Ban, Ban, Ban the Bloody H-Bomb," "Cold War Calypso," 

"The Great Atomic Power," "The Merry Minute," "One Man's Hands,!! 

"Plutonium is Forever," "United Nations Make a Chain," "We Almost Lost 

Detroit," "We Shall Overcome," and "Who's Next?". 

Other examples where forms of "we" appear are "Legal/Illegal," 

which identifies "all who are British and free," "Military Madness," 

which speaks of "our people," "1983," which laments the loss of "our 

friends," "One Hundred Children" speaks of "our world," "Power" 

acknowledges the need of "everyone of us," Talking Atom" speaks of "all 

men" (this assumes the generic man rather than being a discriminatory 

phrase), "Twenty Tons of TNT" addresses both and "each man and woman," 

189. Auguste Comte, Systeme de Politigue Positive, vol. i, 
1851. 
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"When the Atom Bomb Fell" recalls "our fighting boy," "Wooden Ships" 

calls to "us," and "The Yard Went on Forever" acknowledges "everybody." 

There is an involvement offered to the youth in the society to 

relieve the teenage angst of the desire to belong to the society. The 

audience has the ability to become a part of the show, at one with the 

message and the artist. Literary forms such as popular music offer a 

particularly effective means of creating the sought-for cohesion. By 

diffusing fundamental symbols and values, popular music as a literary 

form creates and enhances the cohesiveness of the involved agents. 

One of the most appropriate analogues to the antinuclear 

movement may be found in the civil rights movement of the 1950s and 

1960s. Martin Luther King best expressed the effects of the restylized 

spiritual music which invariably accompanied the marches and the 

speeches. "These freedom songs serve to give unity to the movement and 

there have been those movements when disunity could have occurred if it 

had not been for the unifying force of freedom songs, and the great 

() d 
,,190 

spirituals. . . which give courage an vigor to carryon. 

By reinforcing that the individual is a member of the group 

rather than an isolated, singular being, there is a dissipation of the 

anxiety of aloneness. There is an indication that the anomie felt by 

the individual may be less omnipresent, less overwhelming. There may 

be a sense of belonging. 

190. Martin Luther King, Jr. Transcripts from "Freedom 
Songs," National Educational Television, 1965. 
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.Scapegoating. The second type of identification involves the 

use of scapegoating. By identification of a thtrd party whose goals 

and motives are at odds wi th the motives of the speaker and the 

audience, the speaker creates cohesiveness against a common enemy. 

Just as nuclear means of destruction create a common danger for 
mankind but do not thereby create a human community, so do the 
means of production perfected by science and technology, 
although they possess universalist potentials and do in fact 
tend to spread over the continents, divide humanity as much as 
they unite it. They are bringing men to live in the same 
material and even ideological universe, but it is a universe 
t~r~ ~y c~nfll§£s inscribed in the very dialectic of industrial 
Clvlllzatlon. 

By juxtaposing consubstantiality and division, we find the 

dialectic nature of the rhetoric of the nuclear controversy. At the 

point of clash or the point where the exigence is apparent, the "good" 

and the "not good" stand at oppositional pOints. Hhen an agent argues 

to establish identification or harmony, that agent is pursuing a line 

of posi ti ve consideration of the "good." When an agent is pursuing a 

line of argument of negative consideration of the "not good," that 

agent is arguing division and often utilizes a scapegoat as a center of 

controversy. Burke has noted that this is the basis of rhetoric. When 

you "put identification and division ambiguously together so that you 

cannot know where one ends and the other begins, you have the 

characteristic invitation to rhetoric.,,192 

191. Raymond Aron, Progress Disillusion: The Dialectics of 
Modern Society. (New York: Encyclopedia Britannica, Inc., 1968), pp. 
216-217. 

192. Burke, Rhetoric of Motives, p. 25. 
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There are a number of exa~ples of scapegoating in the musical 

antinuclear rhetoric under consideration. Examples of this type of 

scapegoating occur in most of the compositions under consideration. In 

"Acres of Clams" the "PSC" is blamed for the ills of nuclear power. In 

"All Gall" the blame is placed on three agents which are "DeGaulle 

. MacNamara's Bank ••• [and] the pentagon." In "Are You Bombing With 

Me Jesus" the major scapegoat is "Uncle Sam." "Ban, Ban, Ban the 

Bloody H-Bomb" scapegoats "DeGaulle . . • the Reds . . . the Torries . 

• . Gaitskell's Labour Party •.. MacMillan ... [and] the red button 

in the U.S." "Cold War Calypso" paints the devil as being the handyman 

of "communism." "It Came Out of the Sky" poses both the "communists" 

and the "Martians." "Legal/Illegal" places the blame on a list of 

scapegoats that includes "Copper •.. Tory M.P. (Member of Parliament) 

Free Enterprise . Fascists .. Racists.. Creeps 

Those who plunder the weak • . . Twisters . • . Takers . . . Con men 

Fakers ... Exploiters." "Military Madness" scapegoats the "army" 

and the "military." "Nuclear PO\oler Blues" takes a slightly different 

slant in identifying the negative agents as "bureaucrats . defense 

. [and] business. 

and "oil companies." 

diplomats cartel 

"Plutonium is Forever" points to the "Concord" 

"Talking Atom" scapegoats "science guys 

. [and the] military." Finally, "When the 

Atom Bomb Fell" points \oIith malice to the "cruel Jap." 

Each of these instances places the blame for the negati ve 

action in regard to nuclear energy upon another agent. This allo\ols the 

positive agent a central point upon which to focus. This 
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"identification of" the negative agent is one of the three types of 

identification and the primary means through which the positive agent 

is able to point to those characteristics that, as a positive agent, 

he/she "is not." 

Implicit Corporate Identification. The third type of identifi-

cation is implicit in that no one individual is a member of only one 

interest group. Burke has noted that "in this complex world, one is 

never a member of merely one 'corporation.' The individual is composed 

of many 'corporate identities.' 

sometimes in conflict.,,193 

Sometimes they are concentric, 

This type of identification may be explained by observing that 

the musicians involved with the antinuclear movement are also 

individuals who depend upon the public acceptance of their material for 

their survival. The audience, may, given this, see their activities as 

somewhat self-serving to further their own careers. 

While an artist may be identified with a particular cause, that 

same artist may also be identified by the same audience as profiting, 

poli tically or financially, from that involvement. Thus, while this 

third type of identification may be seen as a composite rather than a 

distinct type, it is important to recognize that this type of 

oppositional identification may exist in the minds of the audience and, 

indeed, in the mind of the artist ",ho is performing, with varying 

degrees of sincerity, the musical antinuclear messages. 

193. Burke, The Philosophy of Literary Form. (New York: 
Vintage Books, 1957), p. 264. 
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The Process of Identification 

One of the more common problems encountered in communication 

exchange is that of misunderstanding or confusion arising as a result 

of the participants using conflicting or contrasting symbols for an 

object or idea. Examinations of communication have characteristically 

attempted to view the phenomenon from a behavioral perspective. 

Kenneth Burke's theory of human interaction, on the other hand, 

has adopted a "dramatistic perspective." This "study of human 

relations and motives (is) a methodological inquiry into cycles or 

clusters of terms and their functions. ,,194 Burke further explains 

these "clusters of terms" as "a symbol, and with it its idea and its 

referent too, must be looked at much in the same manner as a unit of 

dramatic action upon a stage. To be understood it must be viewed as an 

act, as the act of whom, as how, as \Vhere, and as why."l95 In other 

words, what occurred, who were the participants involved in this act, 

how was this act facilitated, where did this act occur and why did this 

act occur? 

The advantage of the dramatistic perspective over a more conven-

tional behavioral perspective may be found in Burke's differen tiation 

bet\Veen action and motion. Occurrences of physical reality, such as 

194. James L. Golden, Goodwin F. 
Coleman, The Rhetoric of \oJestern Thought. 
Publishing Company, 1978), p. 245. 

Berquist and William E. 
(Dubuque: Kendall-Hunt 

195. Daniel Fogarty, Roots for a New Rhetoric. (New York: 
Teachers College, Columbia University Bureau of Publications, 1959), 
p. 62. 



150 

the movement of the planets in a solar system, are confined to 

discussions of motion. Action, on the other hand, is irreduci ble to 

terms of motion due to its symbolic and incitatious nature as this 

proposition demonstrates. "There can be no action without motion. 

There can be no motion without action. Action is not reduci ble to 

terms of motion. ,,196 Thus, and this is the key, language is reality 

based, and is a form of action. Language, as a form of action, 

transcends motion. This differentiation of action and motion offers 

the stated advantage of dramatism over behaviorism because behaviorism 

fails to distinguish between action and motion. 

Kenneth Burke's concept of drama/life is central to his theory 

of a "new rhetoric" in that he differentiates from the old rhetoric by 

a process of identification and the resultant state of consubstantial-

ity. The breadth of rhetoric is increased by Burke based upon his 

theory of identification and consubstantiality. Burke himself notes 

that this "new rhetoric" is predicated by Aristotle, \.,rho observed the 

phenomenon of identification and quotes Socrates, who expressed the 

concept in this way. 

Athenians.,,197 

"It is not hard to praise Athenians among 

Theory exists as an attempt to explain behavior or to predict 

behavior as a result of some stimulus and is often the case, the act 

196. Golden et al., p. 245. 

197. Burke, 
Rhetoric, translated 
ed. Richard McKeon. 
and III. 

Rhetoric of Motives, p. 55. See also Aristotle, 
by W. Rhys Roberts, The Basic Works of Aristotle, 
(New York: Random House, Inc., 1941), Chapters I 
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predates the formal theory. Burke indicates that "A doctrine of 

consubstantiality, either explicit or implicit, may be necessary to any 

way of life. For substance, in the other philosophies, was an act; and 

a way of life is an acting-together; and in acting-together men have 

common sensations, concepts, images, ideas, attitudes that make them 

consubstantial. ,,198 

Thus, consubstantiality may be defined as a sharing of part of 

the same substance: a value, a concept, an idea or an attitude. To 

illustrate this symbolically, substance may be symbolized as (A). 

Individuals may hold conceptualizations of substance (A) as being (AI) 

and (A2). This is not to say that (AI) is (A2) but rather that (AI) 

may be identified with (A2). When (AI) is identified with (A2), then 

(AI) is consubstantial with (A2). This may be contrasted with a 

similar attitude that is prevalent in Eastern philosophy in that (AI) 

is simultaneously (A2) and not (A2). In the Burkeian mind set (AI) may 

or may not be (A2). The differentiation offered is that should men 

want to and be able to convince each other that (AI) may be (A2) or 

(AI) may not be (A2), then and only then can (AI) be considered 

equivalent in substance to (A2). 

The theory of consubstantiality then exists as an attempt to 

describe human behavior. "Division and partisanship . provide the 

o 0 h °d Of ° 0 b h d ,,199 sltuatlons were 1. entl 1.cat1.on ecomes a uman nee . This means 

198. Burke, Rhetoric of Motives, p. 21. 

199. Fogarty, Roots, p. 75. 
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that in a philosophy based upon predeterminism, no such concept as 

identification could arise. However, Burke has developed "a natural-

istic, linguistically oriented, secular variant of Christianity ... 

retained the principal ideas of Christianity and worked out dramatistic 

200 equivalents for them with astonishing thoroughness." 

Thus, a doctrine of free will is implicit in Burke's theory of 

identification and consubstantiality. Identification implies that 

control is available to alter behavior. When no control (impotence) ex-

ists, a state of consubstantiality either exists or it does not exist. 

Michael L. Hazen suggests that the key to understanding Burke's 

concept of identification lay in a comprehension of what Burke calls 

"substance." Hazen credits Burke with the assignation of substance to 

both the realm of the intrinsic and the extrinsic. Burke's concept of 

substance would then be the "supposed, but unknown support of those 

1 · . f· d . . ,,201 qua ltles we ln eXlstlng. 

Hazen states that Aristotle considered substance to be intrin-

sic. This seems to be verified in the Rhetoric and the Metaphysics. 

Then Hazen suggests that counter to Aristotle, the Latin term for 

substance implies that it may have been considered as extrinsic to the 

Romans. It must be assumed that here Hazen is referred to "substantia" 

or possibly "res, materia, pars" or similar terms. If that is so, then 

200. W. H. Rueckert, Kenneth Burke and the Drama of Human 
Relations (Minneapolis: University of Minnesota Press, 1963), pp. 
133-134. 

201. Kenneth Burke, A Grammar of Motives. (New York: 
Prentice-Hall, Inc., 1945), p. 33. 



153 

this too seems defensible. However, other Latin terms for substance 

such as "corpus, natura, caput, summa" and others hardly seem to 

indicate that substance was considered as being only intrinsic to the 

Roman culture. Hazen goes on to explain that substance is linked to 

three key concepts of Burke. These are dialectic, motive and 

identification. 

The relationship of substance to dialectic is found in the 

explanation that dialectic reveals only the ambiguity of substances and 

tells little, if anything, about the substance. The relationship of 

substance to motive deals \ ... i th the symbolic nature of substance. The 

accretion of motivation is part of the symbolic reality of the 

indi vidual and defines substance for the individual. 202 In short, 

substance is the grounds for an act and a moti ve is a reason for an 

act. The relationship of substance to identification deals with the 

uniting and dividing role of substance. 

xl------l------AI------A------A2------I------vl 

x2------N N------v2 

x3------D------Bl------B------B2------D------v3 

x4------I I------v4 

xS------V C------C2------V------v5 

( X) (V) 

202. Michae 1 L. Hazen, The Burkean Concept of Substance: 
Implications for Communication Theory and Process, unpublished 
monograph, University of Kansas. Delivered at the Western Speech 
Communication Association, November 1973, p. 4. 
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The conceptual model above will serve as a basis for the 

following discussion. 

xl,2,3,4,5 accumulated motives-experiential 

x personal concept of substance A 

Al significant symbol of substance for 

A substance 

A2 significant symbol of substance for 

V personal concept of substance A 

vl,2,3,4,S accumulated motives-experiential 

In this example, individuals have determined personal concepts 

(X) and (V) that are consubstantial on the substance of (A). It is 

difficult and not terribly important for this discussion to make any 

conclusion as to whether (A), the referent substance, is composed of 

that which is symbolized as (AI) and (A2) or if (AI) and (A2) are 

separate qualities which symbolize (A). The pOint is that individuals 

(X) and (V) identified sufficiently the substance (A) to each other 

through their symbols (AI) and (A2). 

In the second example, (X) and (V) attain consubstantiality in 

regard to substance (B). 

In the third example, (X) and (V) fail to achieve consubstanti

ality due to the failure or inability of eX) to provide a corresponding 

significant symbol or grammar for substance (C). 

Thus, consubstantiality, the achieved state, is reached through 

a process that Burke terms "identification." Other terms or phrases 
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such as "operational defini tion , " "coincidence," "unity" and 

"combina tion" are descripti ve of the identification process. "Unity" 

and "operational definition," however, seem to indicate the inherent 

socialization aspect of identification. 

Language-in-Use 

The identification between individuals is often achieved 

203 through the acquisition of a new grammar. Language-in-use has been 

identified as a methodological tool for rhetorical analysis by Richard 

Cherwitz, who built the theory upon the works of Peter Berger and 

204 Thomas Luckmann. Cherwitz argues that internalization may be 

defined as "the means by which people subject to an ongoing dialectical 

exercise the subjective or objective [nature] of reality. ,,205 

Utilizing this concept of internalization, Chen/itz demonstrates how 

language may move into standard usage. 

Language-in-use denotes the form and substance of verbal 
statements made by opinion leaders, institutional representa
tives, members of Congress and the media. The language 
employed in these messages responding to a presidential speech 
. . . may reflect the degree to which the20gation has 
internalized the views articulated by the speaker. 

203. Richard A. Cherwitz, The Contributory Effect of Rhetori
cal Discourse: A Study of Language in Une," The Quarterly Journal of 
Speech, 66 (1980), pp. 33-50. 

204. Peter L. Berger and Thomas Luckmann, The Social Construc
tion of Reality. (Garden, City, New York: Doubleday and Company, 
Inc., 1966). 

205. Cherwitz, p. 37. 

206. Cherwitz, p. 33. 
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The method outlined by Cherwitz requires the selection, 

analysis and assessment of public statements to determine the degree of 

internalization of substance and form of social statements by leader-

ship agents such as the musical agents under consideration in this 

inquiry. 

The relationship of the concept of "internalization" as 

expressed by Cherwitz and "consubstantiality" as expressed by Kenneth 

Burke is such that the application of one to the other provides mutual 

illumination. By employing Berger and Luckmann's concept of internali-

zation as a function of socialization in which primary socialization is 

the process by which children internalize various "motivational and 

interpretative schemes" through the learning of language, Cherwitz 

concludes that "in a similar fashion, an audience's internalization of 

a speaker's vocabulary involves the acquisition of attitudes and 

b 1 " f ,,207 e l.e s. The public takes on the basis inherent in the grammar of 

the speaker, or in this case the singer/songwriter. 

Cherwitz says that primary socialization and secondary sociali-

zation are comparable and virtually interchangeable. Berger and 

Luckmann differentiate between the two phases of socialization in terms 

of level of development and subsequent degree of internalization. 

"Primary socialization ends when the concept of the generalized other 

(and all that goes with it) has been established in the consciousness 

of the individual. At this point he is an effective member of society 

207. Cherwitz, p. 34. 
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and in subjective possession of a self and a world. ,,208 Subsequent 

socialization would then tend to be an analogue based on previous 

socialization in addition to new social constructs. Thus, the 

subworlds internalized in secondary socialization are generally partial 

realities in contrast to the "base world acquired in primary 

socialization.,,209 

There is no direct contradiction between the theories of 

Cherwitz and Berger and Luckmann, but rather a question of the impact 

of the socialization at the two levels of that socialization. However, 

there is essential agreement on the basic premise of internalization. 

Internalization is based on the presumption "that through daily rhetori-

cal and communicative encounters humans share time, understand each 

other's definitions of similar events and define them reciprocally. ,,210 

This interactive process or dialogue, which is very closely 

allied to Burke's theory of consubstantially, is made quite explicit by 

Cherwitz, who examines half of the process. The implication of 

Cherwitz's theory is that the language employed by one of the parties 

in the dialogue dictates the meaning to be assigned to the object of 

that language-in-use substance. Applying the principle of Cherwitz's 

theory of internalization to the consubstantiality model may be shown 

in this way. 

208. Berger and Luckmann, p. 137. 

209. Berger and Luckmann, p. 138. 

210. Cherwitz, p. 38. 
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This representation seems in keeping with Cherwitz's conclu-

sion. 

The labels and weighted language delineated . . . not only a 
narrative of the events, but also a perspective from which to 
view and categorize them. In short, the public took on . . 
biases through the acquisition of " . • vocabulary--a process 
analogous to the manner in which chi ldren le8fiTJ. at titudes and 
beliefs via their internalization of language. 

This analysis seems to indicate that meaning of substance is 

not interactive but rather dictated by one agent. Cherwitz previously 

established, however, that internalization is an interactive process. 

Perhaps this could be modeled more correctly. 

Al <---------------) A <---------------) A2 

Concept of 
Substance 

Substance Concept of 
Substance 

This would indicate the interaction between the conceptualiza-

tion of both parties' involvement in the dialogue. The public--man--is 

not merely a passive observer but rather an active agent in 

internalization. The meaning a concept such as nuclear energy has for 

that public must be viewed not only as a derived construct of the 

language of antinuclear songs, but also as a construct of nuclear 

211. Cherwitz, p. 50. 
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energy based upon the constituent qualities of nuclear energy, each of 

which is in turn based upon a number of analogues. 

Burke has argued the necessity of similarity of language as a 

requisi te of identification and persuasion. Burke notes "you can 

persuade a man only insofar as you can talk his language by speech, 

gesture, tonality, order, image, attitude, idea identifying your ways 

with his. ,,212 

The artist, by supplying the necessary language, guides those 

of that society into behaviors which are consubstantial with the 

ideology of the artist. This socialization process is important 

because it indicates the role of the musical artist in establishing 

language-in-use. Mead has noted tha t the social formation is the 

result of the establishing of language. "Socialization is a result of 

a universe of discourse. That is, it takes place through communication 

and participation on the part of different individuals in common 

acti vities. ,,213 By identifying oneself with a group or community, one 

takes on the grammar of the language in that community. The individual 

in doing so accepts the definition of self that is given by the commu-

nity. "Through the use of language, through the use of significant 

symbol, then, the individual does take the attitude of others, 

212. Kaye, p. 579. 

213. Mead, "The Problem of Society," p. 36. 
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especially these common attitudes, so that he finds himself taking the 

. d d h' If h h . k ,,214 same attltu e towar lmse t at t e communlty ta es. 

Most overt aspects of the portrayal of community have been 

discussed above in regard to the concept of "identification with" as a 

form of identification. Other examples include the portrayal of 

belonging through specific known references such as those in "Ain tt It 

Fine," which speaks of the limits of the ability of material wealth in 

satisfying needs and of higher levels of wealth such as "little babes." 

This attitude toward children and the preservation of the human race 

is present throughout the antinuclear musical compositions. Virtually 

every song contains some explicit or implicit reference to either one 

or both of these concepts. 

It is through this interactive identification between the 

artist and the community as a group of individuals that these 

individuals become a part of the whole. The feelings of alienation are 

assuaged by the feelings of involvement. 

And it is no less true that among these cultural units, systems 
of belief, and ways of li ving--the nation, in the European 
sense of the word--has its special place. This is true because 
the nation unites language, the vehicle of tradition, with the 
state, the agency by which the individual achieves citizenship 
and with it the awareness which may be illusory that, although 
he is but one among many, he i 2lgelping to forge, not simply 
submitting to, the social order. 

214. Mead, p. 35. 

215. Aron, p. 256. 
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Thus, the individuals involved in the antinuclear movement were accommo-

dated in terms of the language of their society. They were accorded 

their own medium of expression. They achieved their own "secret 

216 language." 

Perhaps the most prevalent in-group terms are the truncated forms 

of nuclear power. "Nukes" is applied to all aspects of nuclear energy. 

The word conveys the negativity of the entirety of all nuclear energy 

from nuclear generating facilities to atomic bombs. The "PSC" is used as 

a convenient form for the Public Service Commission. "Charlie" is used 

to signify Charles DeGaulle. The "Enola Gay" signifies the entire death 

machine of modern warfare. The "Great Deterrent" and other metaphors are 

used for nuclear bombs. "Rain" is used to signify nuclear fallout in a 

number of songs such as "A Hard Rains A-Gonna Fall" and "What Have They 

Done to the Rain." "It Came Out of the Sky" speaks of Walter and Eric. 

It seems logical that within the context of the song that this is a 

reference to Cronkhite and Sevareid. The "funny rocks" referred to in 

"Nuclear Power Blues" seems to refer to uranium. This is probably in 

reference to the Nuclear Regulatory Commission. The reference to Karen 

Silkwood in "\ole Almost Lost Detroit" would be lost on an individual 

without a knowledge of the history of the nuclear era. 

These examples of "secret" language illustrate the importance of 

speaking the language to understand the meaning of the communication. 

The metaphorical use of these words has been an indication of the 

216. Frith, pp. 199-200. 
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development of a particular grammar that has influenced not only how 

these nuclear-related concepts are discussed but also how they are, in 

fac t, viewed. 

Metaphor 

It is with this "secret" in-group language that the 

metaphorical aspects of identification are concerned. The role of the 

artist in modern society acknowledges the rebellious nature of that 

artist and the inherent limitations of that role. "It is an eternal 

dilemma of the rebel that he must conduct his social critique with the 

terminology furnished by the system he intends to destroy.,,2l7 

There are means, however, of circumventing these limitations. 

Metaphor is the primary means by which the artist bypasses the 

normative language and the voodoo words of the society. Essentially, 

metaphor expresses that which cannot be overtly expressed or that which 

cannot be physically represented. 

Often the use of metaphor is to prevent outsiders access to the 

message of the communication, thereby excluding those who do not share 

the rhetorica 1 vision and providing further basis for identifica tion 

among the in-group. This has been argued by a number of critics such 

as Marcus and Christgau. 

To the outsider listening to the rhetorical messages of the 

musical antinuclear compositions, several phrases may fail to complete 

217. William R. Burch, Jr., Daydreams and Nightmares: A Socio
logical Essay on the American Environment. (New York: Harper and Row, 
Publishers, 1971), p. 55. 
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the message intended for in-group members. For example, in "Acres of 

Clams," the outsider or non-member may have no conceptualization of 

what constitutes the "great occupation" at Seabrook, New Hampshire. 

Indeed, several of those non-members may have no reference for 

Seabrook. For members of the antinuclear movement, however, this \~ould 

be an important episode in the history of nuclear energy. In fact, all 

specific references to persons, places or occurrences rely upon common 

knowledge for the listener to catch the intended meaning. For example, 

how many would immediately recognize the meaning of "PSC, " 

"Harrisburg," "Crosses of Lorraine, " "Eno la Ga y , " "The Great 

Deterren t ," "Se Ima," "Hard Rain," an abstract concept as "It" in "I t 

Came Out of the Sky, " "Phoney Beatlemania" in "London Calling," 

"Mushroom Clouds" and many other abstract concepts that have little, or 

at least very different meaning without the context of their associa-

tion or identification with nuclear energy. 

There is an overriding rationale for the use of metaphor as a 

means of identification. The inundation of information that bombards 

the individual creates a situation where the factual data is reduced to 

meaninglessness. Richard Farina explains how metaphor is superior in 

this regard. 

They derive a sense of political indignation from the totality 
of every day conversation and media that surround them--a 
process more akin to osmosis than ratiocination. And because 
of this subjective approach to the problem at hand, metaphor is 
better suited than directness to their respective dispositions 

simple explicit references to heat and radiation was 
[sic] too easy to slough off, that this never evoked anything 
more than superficial interest and sympathy in an insufferable 
situation. Speaking or singing with regard to megatons, 



fall-out, stronti urn 90, nuclear deterrents, overkill ratios, 
genetic mutations all in so many facile phrases, might have 
been necessary for raising the initial in~~ation of the 
populace, but it was certainly not sufficient. 
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Joan Baez, one of the foremost spokespersons of the antinuclear 

movement, indicates that she disapproves of the use of specific 

terminology. such as "bomb" in a song because the audience does not 

really listen to such words. John Hall concurred with this opinion, 

with a statement in regard to his popular composition "Power." 

However, he also indicates a change in attitude. "Before 

everybody at Columbia was saying that it's 'such a beautiful song, it's 

really too bad the word atomic is in it.' We came back, and they were 

saying, 'it's such a beautiful song, it's so grrrreat the word atomic 

is in it! ",219 

These attitudes toward the use of specific terminology make 

imperati ve the use of al ternati ve language to achieve the necessary 

identification of the concepts noted by the musical artists. Quite 

often these metaphors change as the context of the rhetorical situation 

changes. In doing so, the metaphors act as a means of easing the 

necessary change and help to stabilize the society. 

218. Richard Farina, "Baez and Dylan: A Generation Singing 
Out," in Deturk and Poulin, pp. 252-253. 

219. Debra Rae Cohen, "John Hall: Power is the Only Issue," 
Rolling Stone, August 23, 1979, p. 



Symbolic communication, rather than anatomical change, is the 
primary means by which our species gains adaptive flexibility; 
it is also the primary means by which we attempt to stabilize a 
changing world. Thus, in spite of significant changes, the 
erosion of cherished metaphors22wll seem as imperceptible as 
the nuances of geological time. 
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The most obvious examples of these metaphors occur within the 

context of traditional songs that have been adapted to this particular 

movement. Such examples of this occur in "Many Thousands Gone," when 

the traditional ver;se "no more keeping quiet for me, no more, no more" 

becomes a reference to speaking out against nuclear power. "We Shall 

Overcome" takes on a different meaning when viewed from an equal rights 

perspective and when viewed as an antinuclear song. 

The alienation that modern society has created is combated 

through literature through a variety of means. This force has been 

demonstrated to take on three types of attitudes. 

In America the metaphors of nature tend to follow three 
distinct directions. The rugged individualist theme in an 
existentialist mood rejects the reality of society. The yeoman 
equality theme views homogeneous conformity as the appropriate 
solution. Society is the only reality. For the transcendental
ists, the only reality is that 2~liety is part of nature and 
must build its unity accordingly. 

The first of these themes is the "cowboy" image that has been 

pictured in the literature. The individual against insurmountable odds 

has been a dominant theme. "Shane" and "The Plainsman" are film rendi-

tions of this attitude. The rugged individualist is often portrayed in 

220. Burch, p. 152. 

221. Burch, pp. 105-106. 
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the music as the individual speaking in the first person. This agent 

will challenge the might of the military, the bureaucracy and free 

enterprise to save mankind in some sort of quixotic quest. 

The second type, or the yeoman attitude, is manifest in the 

vision of the rural American "dirt-farmer." It is in this category 

that the music stresses the task of working together. Into the second 

category is where much of the antinuclear movement has found the need 

to acknowledge the fundamental needs of all mankind \vhen in "POlver" 

there is the acknowledgment that "everyone needs some power." "One 

Man's Hands" calls for solidarity of mankind in facing the tasks ahead. 

"Twenty Tons of TNT" acknowledges the universality of the burden of 

nuclear energy. These and other examples all point to the uniformity 

and forced conformity of all people in regard to the nuclear issue. 

It is in this third category, the transcendentalist vision, 

that many of the musical messages have found their heroes. The 

transcendentalist vision is closely tied to the pastoral attitude of 

oneness with the earth. The nineteenth century romantics viewed nature 

as a soft and gentle force, and our modern concept of Mother Nature is 

a remnant of this attitude. This attitude allows for an easing of the 

repressive forces of modern society in that nature is our friend. 

In the transcendentalist view, any species or individual 
organism that attempts to monopolize the resources of the 
system is on a course of self destruction. The self-sufficient 
actor is always concei veg in terms of communal welfare, not 
personal accumulation. The individual is free precisely 
because he is not exploitative but cooperative; individual acts 
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are mutually sustaining, for they are motivated by altruism not 
~goism. 0nnfses, but one does not wastefully amass unearned 
lncrements. 

The pastoral vision is the most prevalent attitude expressed in 

the musical compositions dealing with antinuclear themes. For example, 

"Acres of Clams" rejects "nukes" because "I love every flO\~er and tree 

. . . its the nukes that must go and not me." The identification is 

with the natural objects, the flowers and the trees rather than the 

nuclear energy which is a man made construct. "Ain't It Fine" declares 

"you've never seen a lawn so green." "Before the Deluge" identifies 

the positive agents who "were angry about the way the earth was abused 

by the men who learned to forge her beauty into power, and they 

struggled to protect her from them. " "The Great Atomic Power" 

alerts that "if it kills fish in the ocean, it'll kill our children 

too." "A Hard Rain's A'Gonna Fall" points to "where the pellets of 

poison are flooding the waters." "Legal/Illegal" questions the 

legality of "free enterprise" to "poison the rivers, the seas and the 

skies. " "London Calling" notes that "the wheat is growing thin." 

"1983" rejects the "machine that we built [which] will never save us" 

and has ravaged the earth to the point that "every inch of her is a 

fighting mess." 

"Plutonium is Forever" predicts the eventual downfall of 

.mankind due to nuclear power and points to a number of destructive acts 

by indicating that man is "ruining the sky and the ocean even worse." 

222. Burch, p. 104. 
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Also noted is the erosion of the ozone layer. "Power" points to the 

direct links between man and nature and the intrusion of atomic power. 

Give me the warm power of the sun 
Give me the steady flow of a waterfall 
Give me the spirit of living things as they return to clay 
Just give me the restless power of the wind 
Give me the comforting glow of a wood fire 
But please take all your atomic poison power away. 

"What Have They Done to the Rain" questions the effects of nuclear 

power upon natural forces such as the "rain, grass" and eventually the 

"boy." "Wooden Ships" points to a very simple minor item as a metaphor 

for the destruction of food stuffs. 

Say can I have some of your purple berries 
Yes, I've been eating them for six or seven weeks now, haven't 

got sick once. 
Probably keep us both alive. 

"The Yard Went On Forever" juxtaposes the serenity of the lawn as a 

facet of daily life \vith the ultimate destruction of civilization. 

"Fusurato" offers a first-hand view of the aftermath of nuclear bombing 

and a prayer for the future. "One Hundred Children" pleads "don't blow 

up the world, don't kill all the flowers ... leave us pure water and 

forests uncut." 

Portrayed as rampant, the acquisition of power, money or any of 

the ramifications of these is rejected by "liberally inclined, 

11 d A · ,,223 we -to- 0 mer1cans. When this occurs, often the primi ti ve life 

is seen as a means of "symbolically escaping such a fate.,,224 There is 

223. Burch, p. 79. 

224. Burch, p. 79. 
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a principle which seems to overshadow this attitude. That is the 

inescapable unity of man and the earth upon which mankind is dependent. 

The role of the artist is manifest in this pastoral vision. The artist 

is renewed by contact with the natural beauty of the earth and seems 

more attune d to the fact tha t the loss of either men or trees is 

somewhat connected. In opposition to this is distrust and distaste for 

modern creations of man. 

One interesting view is expressed by Leo Marx, who notes the 

inherent dialectical nature of the argument. "For some people, 

technology seems to be a magnificent instrument for creating wealth and 

power [but] try to go to Detroit and tell all those unemployed auto 

workers about the beauty of electronics and computers, and they \oIill 

d . ,,225 lsagree. Marx sees three dominant view of Americans in regard to 

technology. The first is that technology is "the emblem of progress," 

the second is that society is the caretaker of its people including the 

unemployed, and third, which Marx calls pastoralism. "The pastoralism 

view is that our goal should not be to obtain more power and wealth but 

to be more concerned with the quality of life for the citizens.,,226 

This pastoralism view is central to the attitudes expressed in 

the musical compositions of the antinuclear movement. Three mythic 

character solutions are offered to solve the alienation created by the 

225. Ann M. McCarthy, 
Americans, Prof Says," Arizona 
1982, p. 6. 

226. McCarthy, p. 6. 

"New Technology Unsettling to Many 
Daily Wildcat, Tuesday, October 12, 
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loss of contact with the true pastoral. All three of these seem to 

have a common base in a concept called sociological primitism. These 

are individualism with antici vilization themes, yeoman equality, and 

transcendental naturalism. 

The basic premise of sociological primitivism is the 

identification of all classes of society with all other classes, and 

having done so, to move beyond any and all class patterns. This seems 

to extend beyond the human realm into a transcendental vie\." of the 

ecology. The most important aspect of this philosophy is the desire, 

not to destroy science but rather to humanize it. 

Quite often the alienation of the individual from science is 

not specific, and as a result, incomplete, in that the agent may 

experience only anomie. Often in these sorts of cases the major cause 

is boredom with middle class lifestyles. This is not a protest of the 

agents against an injustice, but rather, a meaningless set of values. 

This sort of rebellion may occur in regard to the nuclear question; 

however, it seems unlikely that this is a major or important cause of 

the antinuclear movement. 

The self image of the agents involved is an important aspect of 

the anomie and the alienation experienced in modern society. If, and 

evidence points to the correctness of the argument, as Burke says, that 

the names we give to things influence our reactions to them and the 

ways in which we deal with them, then it is important to consider the 

names that man gives to himself. One of these names is that of 

"toolmaker." Lewis Mumford notes that man attempts to justify the 



171 

present occupation with machines by calling prehistoric man a "tool 

making animal." His thesis includes the conquering of nature as a 

result of this. 227 

The images held by individuals of themselves and their society 

are often incorporated into their religious ceremonies, their music, 

their literature and the forms of theatre which are indigenous to the 

society. Jim Morrison, a member of the rock group the Doors, which 

enjoyed a good deal of popularity in the 1960s and 1970s, explained the 

possible purpose of the pastoral in the music of that period. 

In its origin . . . the Greek theatre was a band of worship
pers, dancing and singing on a threshing floor at the crucial 
agricultural seasons. Then, one day, a possessed person leaped 
out of the crowd and started imitating a god. At first it was 
pure song and movement. As cities developed, more people 
became dedjcated to making money, but they had to keep contact 
with Nature somehow. So they had actors do it for them. I 
think Ro~ serves the same function and may become a kind of 
theatre. 

The evolving myth and the attending countermyth have sustained 

opinion with regard to nuclear power through continued celebration of 

either the position or the negative aspects of nuclear energy. These 

myths provide a reality base from which we examine new information and 

opinion. These myths are the "grammar and rhetoric of the social 

order. They not only regulate the flow of information, but also convey 

feeling . . . myths are significant metaphorical clues as to the value 

227. Lewis Mumford, The Myth of the Machine. (New York: 
Harcourt, Brace and Jovanovich, 1967). 

228. Arnold Shaw, The Rock Revolution. (London: Crowill
Collier Press, Collier-Macmillan, Ltd., 1969), p. 155. 
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perceptions of a society and particularly its attitude toward 

nature.,,229 

The relationship of motives and myth is tied to the social 

order. Malinowski notes that "an intimate connection exists between 

the world, myths, the sacred tales of a tribe on the one hand, and 

their ritual acts, their moral deeds, their social organization and 

h . . 1 .., h h ,,230 even t elr practlca actlvltles on t e ot er. 

During periods of intense changes, such as that experienced in 

post World War II society, identities change. With these changes come 

the need for substitution of appropriate myths to substantiate the 

actions of the members of the society. 

Men shape their motives in terms of the prevailing collective 
myths. A period of acute change occurs when a social group 
turns to questions of its identity, its present and its future 
and no longer finds that the prevailing myths provide adequate 
answers. With traditional frames of acceptance in doubt it 
becomes difficult to link private impulses to the prevailing 
social norms, and thus the reasonableness of authority seems 
askew. Disbelief rides free, and through litanies are offered 
to the old myths in the hope that repetition will make them 
believable again, man and nature seem in limbo. It is then 
that a

23l
scramble for the authority of new vocabularies 

occurs. 

Malinov/ski concludes that these a1ternati ve myths pose the basic 

foundations of social change because myth "possesses the normative 

229. Burch, p. 57. 

230. Bronislaw Malinowski, Magic, Science and Religion. 
(Garden City, New York: Doubieday, 1948), p. 96. 

231. Burch, pp. 65-66. 
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power of fixing custom, of sanctioning modes of behavior, of giving 

dignity and importance to an institution. ,,232 

For this reason, myth must be considered a primary means of 

persuasion. The strategic use of myth and its application to the 

concept of concern which in this instance is the relationship of man 

and nature. By making nature a mythic concept and using those myths as 

means of justification for the actions of individuals, those indivi-

duals claim identification. "Regardless of the size, if a human 

collectivity is to persist as a coherent entity, it has an integrated 

b d f h h · h f h f . d· . d 1 . ,,23 3 o y 0 myt w lC rames t e pattern 0 ln lVl ua motlves. 

One of the more noteworthy aspects of the study was the 

realization that the music functioned as a primary means of public 

expression for a particular group composed of males, particularly white 

males. This particular group has sought out a means of expression, a 

new narrative pattern. Men are no longer socially encouraged to tell 

fables fairy tales. As a result, most of the socia 1 intercourse 

between them has been in the form of jokes and other abbreviated 

234 
forms. One of those abbreviated forms that has been used to convey 

concern with social issues is popular music. This form of speech has 

232. Bronislaw Malinowski, Argonauts of the Western Pacific. 
(New York: Dutton, 1961), p. 328. 

233. Burch, p. 56. 

234. Judith P. Smith, "Religion Makes Use of Humor," Life-
style, The Arizona Daily Star, Section D, p. 1, col. 5, Saturday, 
January 29, 1983. 
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not only been an acceptable means of communication for this segment of 

the population but has in fact been dominated by this segment. 

The language of the antinuclear musical messages has at base a 

pastoral attitude. The question this brings out, and which appears to 

be central to the conclusion is whether a linguistic system is equal to 

a grammar of motives. Nature as a construct exists within our 

linguistic structures. The native Eskimo language offers a much 

broader and more precise set of categories for what a Southwestern 

person might call "snow." How we organize our language regarding 

235 nature determines how we perceive nature. 

In acquiring these linguistic systems, there is also the 

acquisition of the inherent morality of their meanings to the social 

group. To achieve the necessary degree of in-group feeling through the 

process of identification, all members of the groups must share a 

linguistic system with the requisite grammar of moral motives necessary 

to that system. There are exceptions such as ambiguous terms and 

slang, but "an individual usually acquires the morality as he inherits 

the speech of the group.,,236 The musical messages in regard to nuclear 

music have offered little positive regard for the establishment or use 

of nuclear power as an energy source or as a tactical weapon. 

235. Benjamin Lee Whort, "Science and Linguistics," in 
Readings in Social Psychology. (New York: Holt, Reinhart and Winston, 
1947), p. 214. Ed. Theodore M. Newcomb, Eugene L. Hartley, et al. 

236. John Dewey, "Communication, Indi vi dual and Societ y, " 
Symbolic Interaction: A Reader in Social Psychology. Edited by Jerome 
Manus and Bernard Meltzer. (Boston: Allyn and Bacon, 1967, p. 149). 
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Agencies Summary 

There are several ideas inherent in the agencies employed in 

the antinuclear music. Music, as a rhetorical form, affects the 

attitudes of individuals. The nature of this medium has been explored 

through a variety of means. Thus far, experimental research has 

provided little concrete knowledge due to a number of variables. The 

results that have been reported have been rather mixed. This is due to 

the nature of the medium itself. 

There are a number of ways in which the visualizations are 

presented. Most generally, these visualizations follow a problem/ 

solution, unity or post-nuclear holocaust fantasies using persuasive 

and propagandistic devices. These songs tend to be simiplistic in 

their perspective and logic. However, these songs also tend to be very 

effective in arousing emotion, creating cohesion and crystallizing 

attitudes toward the issues. 

The most effective, and in many respects necessary means of 

achieving these goals is through identification. This process involves 

identification with the positive agents and identification of the 

negative agents. The identification of the negative agents is often 

achieved through scapegoating those agents as responsible for certain 

conditions, in this case, the proliferation of nuclear energy which in 

reality lie beyond the capabilities of any single agent. These 

single-dimension portrayals allow a central point where the blame may 

be fixed. A third type of identification is that of implicit corporate 

identification which involves contrasting and perhaps conflicting 
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attitudes with regard to the various motives which are observed or 

implied by other agents. 

Identification is the process through which it is possible for 

indi vi duals to share meaning. Gi ven the medium and the existence of 

certain taboo words and phrases, this sharing of meaning is often 

achieved through metaphor. In the case of nuclear energy, the most 

prevalent metaphors are derived from the pastoral view. 

Purpose 

Having examined the acts as they occurred, it is now necessary 

to examine the purpose of those acts by employing the two questions 

posed in the methodology: 

What motives are explicit? 

What motives seem to be operating implicitly? 

A number of definitions have been suggested for the meaning of motive. 

Burke defines moti ves as "shorthand terms for situations, ,,237 and as 

"rough shorthand descriptions for certain typical patterns of 

discrepant and conflicting stimuli that pull us one \yay or the other 

and make us explain to ourselves and others why we went the \Yay we 

did. ,,238 Several other perspectives seem in essential agreement with 

the tone of this definition. For example, a similar definition 

identifies motives as a "complex of meaning which seems, to the actor 

237. Kenneth Burke, Permanence and Change. (Los Altos, CaH
fornia: Hermes Publications, 1954), p. 29. 

238. Burke, Permanence and Change, p. 30. 
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himself or to the observer, to be sufficient reason (or an adequate 

ground) for the conduct in question. ,,239 Thus there seem to be t\oJO 

criteria for motives. First, the motive provides or is derived from a 

reason, and second, that two perspectives of motives exist in communica-

tion. The explicit and the implicit r.lotives must be considered to 

determine the intent of the communication. One cannot examine and 

criticize only the explicit happenings and fulfill the moral obligation 

of the rhetorician. The distinction between the explicit and implicit 

nature of motives is based upon the fact that many of the acts are 

performed without full disclosure of their reasons. 

Mills identifies motive as "an unquestioned answer to questions 

concerning social and lingual conduct. ,,240 He develops this line of 

thought to argue that what one person deems as a logical and reasonable 

act may be seen as an excuse or a rationalization to another person. 

Thus, the difference between the two comes down to the available 

vocabulary of motives of the members of the groups ,oJith which the 

individuals identify positively. It is under this definition of motive 

as a drive or need, conscious or unconscious, that incites a person to 

perform some act. 

Aristotle, in the Rhetoric, provides a catalogue of several of 

the basic motives in the form of the human emotions that the orator maY 

239. Hans Gerth and C. ~Jright Mills, Character and Social 
Structure. (New York: Oxford University Press, 1951), p. 115. 

240. Gerth and Mills, p. 115. 
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incite. These motives form the basis of the structure of the analysis 

f h . 1 . 1 h . 1 241 o t e antlnuc ear mUSlca r etorlca messages. 

The primary motive that is explicit in the antinuclear rhetoric 

is anger. The exigence or transgression of nuclear power has upset a 

normative lifestyle that is ideally based upon leisure and financial 

gain, achievement and the resulting social status. This exigence is 

the dominant concern of the agents involved due to the finality of its 

potential consequence. Artists, to a certain extent, have transcended 

social hierarchies. However, their talents have also provided in many 

instances great financial success and status. The main theme, 

therefore, is maintenance of a status quo which may be destroyed by 

circumstances beyond the control of the artistic agents and those whom 

they represent. Thus, ironically, the threat of the elimination of 

leisure and the ability to further the culture of the civilization is 

fought with a form of leisure activity. 

The interactive aspec t of identification resul ts in winning 

cultural space for the agents. Grand opera, fine art and great 

Ii terat ure are praised for their entertainment abi li ty. It seems 

incongruous then to fail to consider the entertainment value of popular 

art forms such as popular music, which deals with a social topic such 

as nuclear energy. The fun motive is a vital aspect of the rhetorical 

form. However, in considering this entertainment or leisure, it is 

241. Aristotle, Rhetorica. Translated by W. Rhys Roberts, in 
The Basic Works of Aristotle, edited by Richard McKeon. (New York: 
Random House, Inc., 1941). 
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important that this motive not be considered the only or even the 

primary motive. The music operates not only as an activity of leisure 

but also as a symbol of leisure values. Of course, for many individu-

als, this entertainment moti ve is the uppermost in their individual 

hierarchy of motives. However, in other cases the motives may be quite 

d 'ff 242 1 erent. There is a tendency among critics of the study of 

alternate forms of public address to consider this entertainment value 

of popular music as its singular purpose. This seems generally 

short-sighted and minimalist. Entertainment is one of the greatest 

producers of folksay in that there is a great network for the 

dispersion of the information contained within the context of 

entertainment. But to conclude that the entertainment or diversion 

motive is primary is to "hold a very unworthy opinion of the folk.,,243 

Thus, this first motive is based upon an exigence or transgres-

sion that results in anger due to the upsetting of the ideal state of 

leisure with the resultant financial gain, achievement, status, and the 

general advancement and maintenance of the culture. 

Much of this anger is based upon fear. In the case of the 

antinuclear musical rhetoric, this fear is of annihilation, or in less 

extreme cases, massive destruction and disruption of the normal state. 

This fear, in turn, seems based upon the lack of confidence in the 

242. Simon Frith, The Sociology of Rock. (London: Constable 
and Company, Ltd., 1978), pp. 52-53. 

243. John Greenway, American Folksongs of Protest. 
delphia: University of Pennsylvania Press, 1953), p. 4. 

(Phila-
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structure, individual or corporate, of power, control and influence. 

When the individual agent feels that the possession of power, control 

and influence rests in the hands of those holding views inconsistent 

with the views or attitudes of that agent, discontent or eXigence comes 

into being. This is due to an unbalanced situation where the 

inconsistent positions of the agents require that rhetoric occur. 

The enmity that may result from the fear on the part of an 

agent is in direct contradiction to that which is portrayed as desir

able in the rhetorical musical compositions which stress friendship 

through affiliation or a sense of community. This enmity is often 

demonstrated through scapegoating some sacrificial agent. These 

negative agents are seen as hierarchically inferior to the positive 

agent, based upon their activities. 

As a result of this attitude, the next level of hierarchy is 

manifest in the dichotomy between shame and shamelessness or pride. 

The negative agents are shown in a perspective that shames their 

actions. The positive agents are portrayed as having reason or motive 

to feel and express pride in their attitudes and activities. 

The transgression or the exigence may be met with two attitudes 

that are motivationally inspired. These are kindness and unkindness. 

These may take on several forms that may be expressed as distaste, 

love, unseemliness or other such attitudes. The most prevalent form of 

kindness manifest in the antinuclear musical rhetoric is understanding. 

Examples of this occur in several songs. One of the most articulate 

examples is within the song "Power," which includes the lyrics 
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One 

similar motive which is operative in the musical antinuclear rhetoric 

is pity. This motive is most often manifest in regard to the neutral 

or innocent positive agent. 

Closely related to the primal motive of fear is indignation. 

The major delineating factor being in regard to the degree of hierarchy 

felt to be operative by the positive agent. One may, for example, be 

angry without being indignant. It is much less likely that one would 

be indignant without being angry. In the rhetoric of the musical 

antinuclear movement, much of the indignation that is registered is 

directed toward the abuse of the earth. As a result of this 

indignation, there seems to be, and in many instances explicitly, a 

motive of education to counteract the exigence. 

There is a sense in the rhetoric of antinuclear music that for 

the continuation and improvement of the society, there is a continual 

need to inform the people as to the state of the society. The more 

indi viduals alter the basic foundations, the greater the need for a 

grammar to accommodate those changes. In the case of the antinuclear 

rhetoric, the alienation of the individuals from their cultural roots 

must be met with a means of identification equal in force to the cause 

of that alienation. If that is not the case, the rhetoric is 

inefficient and in a certain sense a failure. However, the persuasive 

role of the rhetoric in the promotion of a particular ideology, to 

244. "Power. " 
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arouse sympathy or to provide inspiration may not be the only goal. 

Even if the rhetoric should fail to achieve the expressed goal, there 

is the ability of the rhetoric to crystallize the issue such that 

meaningful debate is achieved that affects the myths personified in the 

rhetoric prior to the exigence. 

Implici t Motives 

The separation of implicit and explicit motives is questionable 

business at best. However, based upon the fact that agents wish to be 

portrayed in favorable light and that a certain grammar of positive 

acts exists, then it is possible to divide these motives along such a 

line. In other words, if the motive makes the agent look good then it 

is in all probability an explicit motive. If the agent's actions may 

be seen as self-serving or inappropriate for a positive agent, then the 

moti ve may be considered as implicit. One of the implicit motives 

which seems to be operating in the musical compositions of the 

antinuclear rhetoric is envy. In regard to the MUSE organization, both 

Browne and Nash seem to indicate an attitude of competition with the 

pronuclear forces in terms of financial capabilities. 

Specifically, the MUSE organization has been identified as 

two-fold in purpose. The first is the educational role in calling 

attention to the exigence and to raise the level of the folk 

consciousness in regard to the nuclear issue. The second reason was to 
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raise funds. It is explicit in the organizational statement that the 

f d b t . 1· d· d· h . 1 245 un s e u 1 lze ln sprea lng t e antlnuc ear message. 

It is necessary, however, to identify the class bias inherent 

in the antinuclear movement. It is necessary that a certain amount of 

affluence is achieved prior to these sorts of exigence being noted. 

There is a value placed upon human life that might not exist in a less 

affluent society. Health, prolonging life, and safety of the members 

of the society are important. This moti ve may have the ability to 

allow identification between generally disparate groups within the 

society. Thus there is a possibility of an implicit motive of 

financial or status reward accruing to the artistic spokespersons of 

such a movement as the antinuclear crusade. 

Another of the motives that is implicit in the antinuclear 

musical rhetoric is that of release. By operating as sort of a 

societal relief valve, this allows the release of rebellion and 

provides a means of expression that prevents immediate action. The 

symbolic action mayor may not come to fruition and acts instead as 

inCipient action. The ongoing criticism of the SOCiety is necessary 

for the continuation of that society. By acting as a "sort of 

metaphysical arena in which the impotent mass could do bat tIe against 

their 246 oppressors," the over throw and the destruction of the old 

245. Jane Goldman, "M.U.S.E.: Rock Unites to Fight Nukes, 
Five Nights at Madison Square Garden Expects to Raise $750,000," 
Rolling Stone, October 4, 1979, p. 20. 

246. Lloyd Grossman, A Social History of Rock Music. (New 
York: David McKay Company, Inc., 1976), p. 20. 
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247 culture becomes tempered by the ability to find the means of change. 

Without this assimilation aspect, cultural fragmentation would lead to 

inevitable in-fighting. Another aspect of the criticism of the society 

is the role of music in crystallization, as noted above. While it is 

unlikely that a protest song could cure an exigence, it is probable 

that this same composition could have the ability to call attention and 

248 center that attention on a specific problem. No antinuclear musical 

message of the magnitude of the "Marseillaise" has acted as a battle 
\ 

cry or an anthem. The continuing line of songs from the first instance 

where nuclear energy came to the fore as a social and political concern 

have acted to focus public awareness on this issue. 

Another motive that seems to be operating implicitly is that of 

the desire for self-expression. The music gi ves vent to human hopes 

and cares. While it is true that the music does no work and achieves 

no observable gain, this same music does give a mouth and a voice to 

the cares of the individuals involved in the movement. 

Related to, yet independent from the motive for self-expression 

is the motive of the desire to counteract despair. Inherent in the 

musical messages and the warnings to society is a feeling of 

pastoralism. As man becomes increaSingly civilized on the outside, 

there is a corresponding loss of contact with the essential nature that 

makes man man. As a result of this loss, the Flrtists in the society 

247. Jerome L. Rodnitzky, Minstrels of the Dawn. (Chicago: 
Nelson-Hall, 1976), p. 31. 

248. Grossman, p. 26. 
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appeal to the same basic needs as Greek tragedy and the early delta 

blues. When the people feel they are increasingly faced with an 

environment that is hostile and potentially dangerous to life, they 

react. When these people feel that the instrumentation that has 

created that environment is out of their control and beyond their 

intellectual grasp, they rely upon magic, singing, chanting and other 

forms of rhetoric. Through these means, they seek to return the 

environment to a natural' state of harmony between all things. These 

reactions to the threats to the agents abound in the antinuclear 

musical rhetoric. 

The nuclear issue has made a difference in the class structure 

notation made in regard to other issues. The agrarian period had the 

peasant as the hero. The industrial period had the worker. The 

nuclear age depends upon the coexistence of all members of the society 

involved. Each agent has a responsibility. Perhaps this is the reason 

that the future generations and children are such a common motif in the 

antinuclear 
. 249 musJ.c. Simultaneously, the symbols of popular 

antinuclear music express individual possibility and doubt and 

collecti ve security and comfort. The songs indicate an attitude of 

self-indulgence, individual escape, solidarity and active dissatisfac-

tion with the social status quo. 

Closely tied, yet different in motive, is the concept of unity 

and the desire to establish a social community. This is noted in 

249. Rodnitzky, p. 146. 
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those media. The social protest nature of popular music has served as 

an indication of that change of grammar. If you are not able to speak 

the language, you are not a full-fledged member of the group. 

The final implicit motive that seems to be operating in the 

context of the antinuclear musical message is the motive of emulation. 

Although the line between this motive and the previously noted motive 

of energy is vague, there does seem to be a difference in that envy is 

not action. Emulation is action. The primary evidence to support this 

contention is that in the confrontation of the nuclear exigence, the 

antinuclear forces have organized. Thus, to fight an organized foe, 

the antinuclear spokesmen have organized. 

In keeping with the attitude of this examination, it is 

possible to identify only a portion of the whole grammar of motives 

operative in the antinuclear musical messages. It is outside the realm 

of reason to assume that the explici t and implicit motives of each 

member of the antinuclear movement can be known or are at all 

consistent. For some it is one motive, for another, another motive. 

For that some agent the motive for action may be change. 

Purpose Summary 

The major purpose of communication is to relieve exigence or in 

other words to alleviate the discontent. The motives discussed herein 

deal with the need for alleviation or the need for relief of some 

exigence. In this specific case the exigence is nuclear energy. 

The explicit motives that are operative in the antinuclear 

musical rhetoric include anger, the winning of cultural space through 
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leisure activity and symbology, fear, shame and pride, kindness and 

unkindness, indignation, education, persuasion to a particular 

ideology, to raise funds to aid in the furthering of the cause, social 

community, and inspiration. 

The implicit motives that seem to be operative in regard to the 

antinuclear musical statements are to act as a social relief valve, 

self expression, to counteract despair, emulation, envy, and to 

establish a new grammar to accommodate the new technological advances. 



CHAPTER 5 

CONCLUSIONS 

This research was undertaken to achieve two basic goals. The 

first of these has been to broaden the scope of theoretical analysis to 

include nontraditional forms of rhetoric. The second goal has been to 

examine that form of rhetoric from the perspective of a rhetorical 

movement. In achieving this latter goal, this research presents what 

is essentially one side of a dialectic on the issue of nuclear energy, 

through a medium that, as a whole, presents only one side. 

This research indicates that the images and the arguments of 

the antinuclear movement are simplistic, due at least in part to the 

nature of the medium of popular protest music. The attitude of the 

rhetoric is romantic. It glorifies nature and rejects and scapegoats 

technology as social evils. The implications of the research are that 

the songs do not encourage dialogue but rather foster confrontation. 

The issues of nuclear energy are addressed at superficial levels of 

analysis. 

The lyrics of the songs indicate that the rhetoricians do not 

seek dialogue but rather engage in ridicule of their opposite number, 

such as defense department experts, political experts and the govern-

ments of various nations. The songs appear to be in-group messages 

that seek to appeal to the members of the social subgroups that share, 

a priori the attitudes celebrated within the lyrics of the songs. 

189 
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Whether these songs actually attract members to the antinuclear 

cause is questionable. The question begs causality and thus is beyond 

the scope of the intent of this research. Future research by social 

scientists into the effect of this type of movement is greatly needed. 

Little empirical data exists. The purpose of this research has been to 

examine how the musical compositions were constructed and used by the 

antinuclear movement. 

The results of the study also show certain inadequacies of the 

chosen mode of verbal analysis. The movement is based upon 

identification. Burkian analysis demonstrates only partially how the 

movement used the music. It now appears that the important issue is 

how the agents involved in the movement felt, what consequences, 

benefits and social identities these agents assumed. These individuals 

joined the antinuclear movement for a number of reasons. Not the least 

of these was to give their lives meaning and to participate socially jn 

the great demonstrations of their generation. This analysis cannot 

adequately consider those facets of the movement. Interpersonal 

studies in this area may prove more fruitful. 

Finally, songs are more than just their lyrics. The definitive 

Rhetoric of Music remains elusive. A true marriage of the communica-

tion arts and sciences may someday provide such a rhetoric. This 

research has been, by necessity, anecdotal. Critical concepts and 

their enactment in the literature are demonstrated by example. It is a 

partial analysis that cannot express the actuality of being--there--

involved in the movement. The experience of identification must be 
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addressed by some other form of analysis. The results of this study 

are due to the decisions made in regard to the method of analysis 

chosen. The value of those results is dictated by the quality of those 

decisions. 

The research has set up two specific sets of criteria to be 

addressed. The first of these is a group of questions whi ch are 

specifically based upon the nomenclature of Burke. 

Scene 

1. Where do the dramas occur? 

2. What is the ultimate consequence? 

3. How does the movement fit into the scheme of history? 

Agents 

1. Who are the positive agents? 

2. Who are the negative agents? 

3. Who are the neutral agents? 

4. What abstractions are personified as agents? 

5. What are the positive/negative characterizations of members? 

6. What are the positive/negative characterizations of nonmembers? 

7. How detailed are the characterizations of the agents? 

8. What values are inherent in the agents? 

Acts 

1. What acts are performed by positive agents? 

2. What acts are performed by negative agents? 

3. What acts are performed by neutral agents? 
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4. Which acts are praised? 

5. Which acts are condemned? 

Agencies 

1. What ideas are inherent in the drama? 

2. How are the ideas visualized? 

3. Are the visualizations believable? 

4. How visible are the problem/solution patterns? 

5. How capable is the drama in arousing and interpreting emotions? 

6. How is scapegoating employed? 

7. To what degree do the agents engage in identification? 

8. How do(es) the group or its members relate to the opponents? 

Purpose 

1. What motives are explicit? 

2. What motives seem to be operating implicitly? 

The second set of criteria is a group of questions and 

assumptions, a series of hierarchical events, that were necessary to 

achieve the ultimate purpose of the research. 

This research .examines a number of the rhetorical artifacts 

produced during a period from 1945 to 1979. 

This research provides a significant collection of musical 

rhetorical artifacts pointing to an observable discontent with nuclear 

ener gy with, social, political, economic, religious and intellectual 

dimensions. 

This research yields, through dramatistic analysis, various 

uses of propaganda devices in the lyrics of these musical compositions. 
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This research demonstrates the predominantly defendant-anti 

nature the music has assumed. 

This research examines and explains the necessary role of 

audience identification in the musical compositions. 

This research investigates and demonstrates that the MUSE move

ment is a typical segment of a larger on-going antinuclear movement. 

This research presents arguments to support the contention that 

the MUSE movement is an example of the successful use of audience 

identification in a social political action movement. 

The bomb is a relatively new factor in the social situation of 

the modern era. The effects of an invention of such magnitude must be 

examined and explained. In this instance, in 1945 the wor ld changed 

again, forever. 

This research describes, through artifact analysis, the 

propagandistic devices that occur in the antinuclear musical messages; 

argues that the basic attitude of the message is pastoral in nature and 

presents identification as essential in creating a bri dge or 

interlinking of meanings to counter the division created by the 

Pastoral/Capitalist Progressive dichotomy. 

The results of these two points of inquiry shall be presented 

separately. To briefly recap the research, each of the questions 

derived from the pentad shall be reviewed and each question and 

assumption shall be addressed. 

Any attitude offers only a portion of the total story, of that 

which is whole. Such completeness stands beyond both art and science. 
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The choice of music as a medium of discourse analysis, however, seems a 

logical line of investigation to determine attitudes in a post-nuclear 

society. The two phenomena share much more than their chronological 

coincidence. Even though direct causal relationships cannot be 

demonstrated by the data regarding post-nuclear society, shared social 

meaning that becomes a part of the mythology of the culture has direct 

relationship to that culture. 

Application of the method to the musical selections presents an 

anomaly. When an artist performs as a propagandist, fundamental 

questions of what constitutes social reality and artistic propaganda 

blur. Analysis of antinuclear musical lyrics, through the employment 

of a Burkeian-styled analysis and using the concept of identification 

as central, demonstrates the use of a number of modern categories, 

topics and their appropriate loci in the inventional process. 

Scene 

1. Where do the dramas occur? 

2. What is the ultimate consequence? 

3. How does the movement fit into the scheme of history? 

These three questions form the basis of the analysis of this aspect of 

the antinuclear rhetoric. 

In regard to the first question, "\vhere do the dramas occur?", 

there is a general coincidence of the occurrences and the musical 

statements. For example, the early works of the genre indicate a 

greater concern for a universal, international sphere of actions and 
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are specifically concerned with the atom bomb. As nuclear power came 

to be used for the generation of electric power, the focus of the 

statements changed toward such use. 

The cold war and the resulting tensions have had a great deal 

of impact upon all actions due to the enormous amount of risk involved 

should any future use of nuclear weapons occur. This issue is 

regularly on the public agenda and has a great deal of impact upon the 

public as a social as well as technological concept. If there is one 

single major element that has contributed to this phenomenon, it is the 

rise of mass media, particularly the electronic media, that has greatly 

increased the available information. This omnipresent reminder of 

political events and their potential consequences has consistently kept 

the issue of nuclear energy before the public. 

The final scenic element of major consequence is the general 

level of affluence enjoyed by the agents involved. The increase in 

leisure time that has resulted when the basic needs of this 

civilization were met allowed the agents involved to spend their 

energies in ways much different from agents in nonaffluent societies. 

The level of affluence enjoyed by the agents in post World War 

II society appears to ha ve had negative resul ts for a number of 

involved agents. The increasingly urban nature and the highly struc

tured division of labor in modern society aroused feelings of ennui, 

anxiety, anomie and alienation, the society appeared to have lost its 

grounding in the basic values tied to nature, humanity and community. 
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In regard to the second question, "What is the ultimate 

consequence?", the literature considered led to a conclusion that a 

point of clash occurred between the pastoral or natural attitude and 

the Capitalist/Progressive attitude. The musical messages, from 1945 

to 1979 generally corroborate this. 

In regard to the third question, "How does the movement fit 

into the scheme of history?", it has long been noted that artists play 

important roles in reflecting and guiding social awareness. The role 

of popular music as the means of information dissemination is 

undeniable. An aspect of living in an affluent society is that 

advanced cultures allow the individual personal creativity. Individual 

creation combines a body of myth and art and provides language for the 

community. Facts of magnitude, such as the atomic bomb, must be 

accounted for in the mythology of the culture. Artists guide public 

opinion and taste for or against such social, political and 

technological changes. 

Agents 

The selection of positive, neutral and negative agents is 

dependent upon the perspective chosen and must be defined in rhetorical 

terms rather than in some historical or sociological manner. In 

choosing the specific acts for analysis, those agents which perform 

those acts and subscribe to the contents of those acts--in this case, 

musical compositions--must be considered as the positive agents. Thus, 

the movement in this instance must be defined as anti-defendant in 
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nature. There are eight questions established in the methodology for 

investigation. 

1. Who are the positive agents? 

2. \Vho are the negative agents? 

3. Hho are the neutral agents? 

4. What abstractions are personified as agents? 

5. \oJhat are the positive/negative characterizations of members? 

6. What are the positive/negative characterizations of nonmembers? 

7. How detailed are the characterizations of the agents? 

8. Hhat values are inherent in the agents? 

In regard to the first question, "Who are the positive 

agents?", the positive agents are those who are presenting the case 

against nuclear ac ti vity. The artists who write and perform these 

rhetorical acts constitute the spokespersons for the movement. Artists 

and nonartists who contribute to the activity against nuclear energy 

are also considered positive agents. Those who comprise the positive 

agent category run the gamut from faithful rank and file individuals 

acting in support of the cause, to structured organizational entitities 

such as the MUSE organization. 

In regard to the second question, "Who are the negative 

agents?", the negative agents are those who perform acts contrary to 

the cause. In this research the negative agents are those who are 

identified by the positive agents within the context. Of the 

indi viduals and organizations named, the bulk of these negative agents 

are personifications of nuclear pO}oJer itself or some metaphorical 
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connotation of nuclear power or the political, military or economic 

interests involved in nuclear power. 

In regard to the third question, "Who are the neutral agents?", 

the identification of the neutral agents must be qualified by noting 

that in a larger sense, there are no neutral agents. These indivi

duals, such as the ubiquitous "folk," who through ignorance, innocence 

or both, are not involved in the controversy, are damned for their 

inactivity. Those individuals who are ignorant through no activity of 

their own, such as the helpless descendents, children, animals, and 

even the atom itself, are pitied and virtually praised as positive 

agents due to their inactivity through innocence. 

In regard to the fourth question, "What abstractions are 

personified as agents?", a number of abstractions are personified as 

agents. Most of the negative agents are personifications. A review of 

the section of this research on those negative agents shows that most 

of these agents are personifications. The most frequently occurring 

negati ve agents are personifications of nuclear power, groups, places 

and substances. 

In regard to the fifth question, "What are the positi vel 

negati ve characterizations of members?", the positive and negative 

characteristics involved in the antinuclear movement which are noted, 

deal primarily with activity. Those members who are diligent in their 

antinuclear activity are praised and those who are passive are chided 

for their passivity and are encouraged to act. 

ridiculed. 

Those pronuclear are 
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In regard to the sixth question, "What are the positive/ 

negative characterizations of nonmembers?", the positive characteriza

tions of nonmembers are limited to those neutral agents who are 

considered innocent. This innocence is considered as posi ti ve due to 

the pastoral attitude and the corresponding Edenic view of virtue. 

More often nonmembers are characterized. These characteriza-

tions are negative and portray having them as generally very different 

motives than members. Nonmembers are characterized as those who have 

taken from nature for the purpose of power, money and other such 

selfish reasons. Nonmembers are characterized as selfish and emotion

less, with concern only for monetary gain. 

In regard to the seventh question. "How detailed are the 

characterizations of the agents?", the characterizations of the agents 

generally lack detail due to the nature of the medium itself and the 

use of metaphor. The agents are not presented logically but rather 

through gross implied comparisons that depend upon identification 

between the agents of the implied values within those metaphors. 

In regard to the eighth question, "\.Jhat values are inherent in 

the agents?" , the values inherent in the positive agents are 

pastoralism, love of peace, honesty, concern for the continuation of 

civilization and communal ties with other individuals within the 

society. Aside from their innocence, the neutral agents seem to 

possess no inherent values due to that ignorance and the resultant 

inactivity. The values inherent in the negative agents are greed and 

wealth in regard to nuclear power. The negative agents are also 
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portrayed as inherently tied to destruction and evil with no concern 

for humanity but rather only the personal accumulation of power and 

wealth. 

Acts 

1. What acts are performed by positive agents? 

2. What acts are performed by negative agents? 

3. What acts are performed by neutral agents? 

4. VJhich acts are praised? 

5. Which acts are condemned? 

These five questions form the outline for the analysis of this 

section of the rhetorical analysis of antinuclear musical rhetoric. 

In regard to the first question, '~hat acts are performed by 

positive agents?", the acts performed by positive agents are those 

noted within the context of the songs themselves. As positive agents, 

the composers and performers of these songs are espousing the need for, 

and simultaneously performing, activity against nuclear power. Acting 

as disseminators of information and agenda setters, these positive 

agents perform activities aimed toward generating information and 

agenda setting role to physical activity such as demonstrations aimed 

toward the disruption of the operation of nuclear generating 

facilities. 

In regard to the second question, "Hhat acts are per formed by 

negati ve agents?", the acts performed by negative agents are those 

which deal specifically with the proliferation of nuclear weapons and 
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nuclear generating facilities, the by-products of this proliferation 

such as waste and what is considered by the movement as the general 

abuse and destruction of the environment. 

In regard to the third question, "Hhat acts are performed by 

neutral agents?", perhaps the most significant fact concerning the 

neutral agents is their lack of activity. These agents are passive 

by-standers in this rhetorical drama who are heroic only in their 

innocence, evil only in their inactivity. 

In regard to the fourth question, "Hhich acts are praised?", 

the acts that are praised are those which contribute to the community, 

aid in the preservation of peace, preserve, repair or improve environ

mental conditions, and most importantly, strive to eliminate and/or 

contain nuclear power and considerations aligned with nuclear power. 

In regard to the fifth question, "\Vhich acts are condemned?", 

the acts which are condemned are those which increase or maintain the 

uses of nuclear energy, those which destroy life, nature, and 

potentially ci vilizat1.on itself, and those acts which result in the 

acquisi tion of power and wealth without regard to social conscience. 

The final act, which is condemned for all the above ac ti vity, is that 

of inactivity. Passivity is condemned for allowing the above activity 

to occur and continue. 

Agencies 

Several ideas are inherent in the antinuclear drama. For 

example, the continuing alienation of man from nature is an evident 

theme in several of the compositions. These ideas are visualized in a 
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variety of manners with varying degrees of believability. The most 

prevalent form of visualization is a presentation of a problem of 

exigency with a suggested solution. Although these solutions vary in 

regard to their feasibility, they seem to have been effective in 

arousing various emotions and interpreting the issues in regard to the 

topic under consideration. 

One of the most important considerations in the study of a 

social action movement is the use of identification. This identifica-

tion is of three types: (1) identification of a negati ve agent or a 

scapegoat; (2) identification with the positive agents; and (3) a 

corporate identification in that no individual is associated with only 

one group. As a result and due to this corporate identification, an 

indi vidual may be seen as being in or may feel a conflict of interest 

between the various groups with which the individual identifies and is 

identified. 

Eight questions comprise the structure of the analysis of the 

agencies employed in the antinuclear music messages. 

1. What ideas are inherent in the drama? 

2. How are the ideas visualized? 

3. Are the visualizations believable? 

4. How viable are the problem/solution patterns? 

5. How capable is the drama in arousing and interpreting emotions? 

6. How is scapegoating employed? 

7. To what degree do the agents engage in identifications? 

8. How do(es) the group or its members relate to the opponent? 
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In regard to the first quest~on, "\oJhat ideas are inherent in 

the drama?", the most important ideas that occur inherently in the 

conflict are the natural tendency toward division and the desire for 

unity. In such a period of rapid change such as that following the 

Second World War, rapid changes in a society bring about a need for 

rapid changes in the language and the myth structure of that society. 

News media are a means of accommodating some of these changes. It is 

an inherent purpose of the language of these media to present moral 

guidelines to the public which account for political, social and 

technological changes. 

In regard to the second question, "How are the ideas 

visualized?", most generally these visualizations are predicated upon 

some problem/solution, unity or post-nuclear holocaust scenario. The 

media employed affect the qualities of the message in regard to their 

visualizations in that the more complete the media used in the 

presentation, the greater the control of the participation of the 

audience. 

In regard to the third question, "Are the visualizations 

believable?", although the logic of the arguments presented wi thin 

these compositions is simplistic, the abilities of this type of 

persuasion and means of attaining consubstantiality has shown proven 

effectiveness. The myths propagated within the culture are believable 

by consent of the members of' the culture in which they are operative. 

When they cease to be believable, the myths must and will be altered to 

accommodate the change. 
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In regard to the fourth question, "How viable are the 

problem/solution patterns?", the pattern of simplicity is continuous. 

The problems expressed in the an tinuclear musical messages seem too 

complex to be solved by many of the solutions, such as unity against 

the ubiquitous negative agent at hand. 

typical of the lack of complexity of 

compositions considered. 

This unity line of argument is 

the solutions offered in the 

In regard to the fifth question, "How capable is the drama in 

arousing and interpreting emotions?", it is in this area that the 

musical compositions seem to operate most effectively as objects of art 

of a culture. Much of the ac ti vity in regard to antinuclear music 

beings as a subcultural activity and moves into the mainstream of 

culture only at a critical point. In this case, Three Mi Ie Island, 

Harrisburg, Pennsylvania provided that critical point. However, by the 

time of the episode at TMI the grammar with which the public would 

address the episode was generally established. The words of these 

songs under consideration were important in the establishment of that 

grammar. Those words aroused emotions and provided additional grammati

cal constructs to convey interpretations of the emotions aroused. 

In regard to the sixth question, "How is scapegoating 

employed?", there is a large range of villains identified in this 

collection of statements. The negative agents are as specific as 

"strontium" or as ubiquitous as "they." In a defendant-anti movement 

such as the antinuclear movement the purpose of much of the ceremonial 

rhetoric is to provide a common enemy of the people. 
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In regard to the seventh question, "To what degree do the 

agents engage in identification?", the principle of identification with 

common shared symbology to represent that sharing of meaning. The 

motives advocated in the context of the songs under consideration added 

to the linguistic system at a grammatical level. The motives are not 

secured within the mindset of the society prior to their common use. 

The individuals who identified with the music and the messages have 

been exposed to and trained in a grammar based in part on their 

attendance to the medium. 

In regard to the eighth question, "How do the group and its 

members relate to the opponent?", the degree of scapegoating employed 

may have been the dominant force in determining the extreme negativity 

of the rhetoric. There is grudging acceptance of the needs of the 

modern individual but little more. Government is viewed negatively. 

Technology is damned. Nuclear energy is considered "poison pO\-ler. ,,1 

Humanity, in the generic sense, is itself highly suspect. 

As the society becomes more mechanized, the need and desire for 

pastoralism grows. The language of a society must accommodate 

technological and social change. In the rhetoric of the antinuclear 

movement, there are many instances of scapegoating of the nega ti ve 

agents. Often these agents pose the opposition arguments in a problem 

solution. A standard solution advocates unity against the common 

enemy. Although this seems a rather simplistic answer to a problem, 

1. "Power." 
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there is validity in this sort of activity as a means of cohesion and 

support. By arousing and providing interpretations for emotions, the 

musical compositions provide a grammar of antinuclear linguistic 

behavior. By scapegoating and other means of identification, the 

battle lines are drawn. Good and bad become absolute concepts. 

Purpose 

Those. acts deemed noble by one individual may be seen as limp 

excuses by another. The assignation of motives is dependent upon the 

perspective of the viewer. Some motives are explicit; some may be 

covertly occurring. Thus, there are two basic questions which comprise 

the structure of the analysis. 

1. What motives are explicit? 

2. What motives seem to be operating implicitly? 

In regard to the first question, "\vhat motives are explicit?", 

these motives include anger, cultural space winning through leisure 

activity and symbology, fear, shame and pride, kindness and unkindness, 

indignation, education, persuasion against the nuclear activity, and 

fund-raising to aid that cause. 

In regard to the second question, "What motives seem to be 

operating implicitly?", the antinuclear music may be act1.ng as a 

release agency that substitutes symbolic action for action of the 

physical sort. Other implicit motives seem to be the basic desire for 

self expression, to counteract. despair, or to emulate the successful 

actions of the negative agents brought on by envy of resources or 
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organization. It is the ability of this form of communication to 

provide input into a grammar coming into being that proposes to 

accommodate the increasingly mechanical nature of our society. In this 

regard, one implicit motive would be to provide such a grammar. 

Another set of criteria which structured this research is the 

set of eight assumptions and questions this research has sought to 

address. 

The first assumption is that this research examines a number of 

the rhetorical artifacts produced during the period from 1945 to 1979. 

The exact percentage that this sample represents cannot be estimated. 

Due to the relative popularity of a composition and the resulting 

dissemination of the song, there is no way of knowing how many songs 

were performed, by whom, to whom, in what state of mind, and when. 

There is no question that this genre of antinuclear rhetoric exists as 

part of a general realm of musical rhetorical protest. 

There is an unfortunate human tradition of not realizing the 

importance of artifacts created within a social culture until that art 

predicts that which does come into being. This collection of artifacts 

continues an analysis of that issue which is of simultaneous importance 

to each and every individual on the face of the earth. These 

selections represent only part of the total body of literature that has 

been generated in regard to nuclear energy. There is need for more 

research into the area of language and its relationship with social and 

technological phenomena such as the bomb. 
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The second assumption is that this research provides a 

significant collection of musical rhetorical artifacts pointing to an 

observable discontent with nuclear energy with social, political, 

economic, religious, and intellectual dimensions. The most startling 

factor of the literature is the overwhelming nature of the negativity 

toward nuclear energy. The social message is community of the public 

against a common enemy whose driving purpose is to make money or create 

power for a select few who profit at the expense of the public, with no 

regard for that public. 

The third assumption is that this research yields through 

dramatistic analysis various uses of propaganda devices in the lyrics 

of the musical compositions. Virtually every propaganda technique of 

persuasion is to be found in antinuclear music. Scapegoating is 

prevalent, as are appeals to ,-ommunity, continuation of society, and 

appreciation of social culture. 

The fourth assumption is that this research demonstrates the 

predominantly defendant anti-nature, antinuclear music has assumed. 

The early music posed the end of civilization. Later energy 

antinuclear music messages stressed an energy panacea turned into an 

evil creation. Throughout the music there is the image of a monster or 

a demon. There is a finality--an absoluteness--in the music. 

Either/or seems to be the substantial message. The potentially 

cataclysmic aspects of nuclear energy are insistently posed. The 

spokespersons for this genre are on the defense against a mythic demon. 
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They often evoke images of Hiroshima and Nagasaki as evidence of very 

known and very real consequences. 

The fifth assumption is that this research examines and 

explains the necessary role of audience identification in the musical 

compositions. 

xl------I------Al------A------A2------I------vl 

x2------N N------v2 

x3------D------Bl------B------B2------D------v3 

x4------1 

xS------V 

( X) 

I------v4 

e------e2------V------vS 

(V) 

As language in use moves into the mainstream of understood idioms, that 

language takes on moral dimensions. These moral dimensions, in part or 

in whole, may be provided by a medium such as popular music. By 

providing an appropriate conceptual definition of (e) in the form of 

(el) for individual X, identification may be realized, consubstanti

ality achieved. 

The sixth assumption is that this research investigates and 

demonstrates that the MUSE movement as a typical segment of a larger, 

ongoing antinuclear movement. There are certain characteristics that 

are similar throughout most social protest forms. These same certain 

characteristics are present throughout the music of the antinuclear 

movement. The most dramatic departure with "No Nukes" was the 

proportion and necessary degree of organization. This concert of music 
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has been accessed by the largest audience to hear a message of this 

type. 

The seventh assumption is that this research presents arguments 

to support the contention that the MUSE movement is an example of the 

successful use of audience identification in a social action movement. 

The MUSE organization was successful in that thousands of people were 

engaged as participants in regard to a political issue of greatest 

social importance. In addition, the coalition of individuals who 

combined their resources and efforts seem to have embodied much of the 

spirit of their words and thus provided a sort of role model that is an 

identifiable hero of the social order. 

This research demonstrates the ability of a popular agency that 

exists separately and outside the social structures of formal society 

that comment upon the foibles of that society as well as provide a 

grammar that accommodates the new technology of that society. Artists 

are given the privilege and virtually the "right" and the duty of 

social protest. Often, too, they seem endowed with a proclivity toward 

such actions. In antinuclear music certain artists have been in the 

forefront of a movement that is only now coming into the mainstream of 

American political conscience. The future of the antinuclear movement 

is certain. 

What this research has attempted is but the beginning of the 

collection, analysis and assessment of a genre of rhetoric. The 

attitudes re flected in these songs are the tense feelings of the 
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people. John Steinbeck perhaps sums up the possibilities of the many 

further future avenues of research. 

The songs of the working people have always been their sharpest 
statement, and the one statement that cannot be destroyed. You 
can burn books, buy newspapers, you can guard against handbills 
and pamphlets, but you cannot prevent singing. 

For some reason it has always been lightly thought that singing 
people are happy people. Nothing could be more untrue. The 
greatest and most enduring songs are wrong from unhappy 
people--the spirituals of the slaves \oJhich say in effect--"It 
is hopeless here, maybe in heaven it will be better." 

Songs are the statements of a people. You can learn more about 
people by listening to their songs than any other way, for into 
the songs to all the fopes and hurts, the angers, fears, the 
wants and aspirations. 

It is hoped that this research will lead to a more 

comprehensive means of analysis of the use of musical rhetorical 

messages in their musical context and the relationship of those 

components. As music is an archetectonic art, so too is the dialectic 

inherent in the antinuclear rhetorical perspective. This research has 

been directed toward dealing with the acts that have been noted and a 

set of rhetorical responses to those acts. 

The songs considered in this research appeared prior to the 

incident at Three Mile Island. Following this occurrence, public 

opinion in regard to nuclear energy became, to a great degree, set. 

After 1979 there have been many songs written in this genre which have 

enjoyed some degree of popularity. At some point in the future, there 

2. John Steinbeck, as stated 
Folksongs of Protest. (Philadelphia: 
Press, 1953), p. vii. 

in John Greenway's American 
University of Pennsylvania 
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will be a need to provide an update in regard to this genre to 

determine changes in attitude, agencies employed, scenic characteris-

tics, the agents involved and their purposes. Surely the questions 

raised and examined in this research point to the fact that as surely 

as military hardware threatens to blow us apart, communication promises 

to bring us together. 
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