‘NEVER FALL INTO SILENCE’

Rock Artists’ Politically Persuasive Messages

Ari Hakkinen

Master’s Thesis in Speech
Communication

Fall 2008

Department of Communication
University of Jyvaskyla



JYVASKYLAN YLIOPISTO

Tiedekunta
HUMANISTINEN TIEDEKUNTA

Laitos
VIESTINTATIETEIDEN LAITOS

Tekija
Ari Hakkinen

Tyon nimi

‘NEVER FALL INTO SILENCE’ —
Rock Artists’ Politically Persuasive Messages

Oppiaine Tyon laji
Puheviestinta Pro gradu -tutkielma
Aika Sivumaara

Syksy 2008 92

Tiivistelma

Tutkielmassa selvitettiin, millaisia ovat rock-atten yhteiskunnallisen vaikuttamisen viestit.
Tarkastelun keskiossa olivat artistien verbaaligestit, ja aihetta lahestyttiin peilaamalla vatiumisen
teoreettista tietoa rockmusiikin kontekstiin. Tefknan viestinnallinen lahtdkohta avaa uusia
nakokulmia tarkastella rockin poliittisuutta, jaia usein lahestytty sosiologisemmista lahtékohdistd

Tarkoituksena oli selvittaa, miten vaikuttamiseoréettinen tieto voisi auttaa ymmartamaan rO(ﬂk—
artistien yhteiskunnallista vaikuttamista, sek&daita myds, millaisia uusia nakékulmia rockmungiiki
konteksti voisi tuoda vaikuttamisen tarkasteluueoreettisen tiedon rinnalle annettiin esimerkkeja
rockmusiikista 16ytyvista artistien yhteiskunnadlisvaikuttamisen viesteista. Tutkielmassa nostettii
myos esiin kontekstin erityispiirteet yhteiskunisgh vaikuttamisen moninaisena mahdollistajana.

Vaikuttamisen tutkimuksessa on usein eroteltu akgivinen ja ei-interaktiivinen vaikuttaminen
seké joukkoviestinnallinen ja interpersonaalineikwmtgaminen toisistaan. Tutkielma osoittaa kuitenk
etta artistien yhteiskunnallinen vaikuttaminen eké&ei-interaktiivista joukkoviestintaa etta
interaktiivista interpersonaalista viestintaa. stien vaikuttaminen tapahtuu usein esimerkiksi
sanoituksissa, levyjen kansitaiteessa tai oheistissh jopa miljoonille vastaanottajille kerrallaan
Yksittaiset kuulijat saattavat kuitenkin kokea stiéin puhuttelevan miljoonienkin vastaanottajien
keskuudessa heita henkilokohtaisesti. Vaikka &tistaikuttamisen voi ndhdéa klassisen retoriikan,
yhdelta monelle tapahtuvan vaikuttamisen kaltaisewat esimerkiksi nykyteknologiat luoneet monig
keinoja interaktiivisempaan suhteeseen artistierajkutettavien valilla.

Vaikuttamisen tutkimuksessa on mygs nostettu ¢igito vaikutettavista onnistuneen vaikuttamigen

osatekijana. Artistien vaikutettavat voivat kuukrasisa- tai ulkoryhmiin artistista pitamisen
nakokulmasta tai/seka vaikuttamisen sisallon ndkoésta. Tamakin luo rockmusiikin kontekstissa
omat erityispiirteensa aiheen tarkastelulle. Lis@kgulaarikulttuurisen olomuotonsa kautta
rockmusiikki antaa artisteille useita kanavia védi&miseen. Naméa kanavat voidaan valjastaa
kampanjatyyppisen viestinnan kayttdon. Kampanjoideoitteena on pysyvampi vaikuttaminen ja sjta
kautta tehda vaikutettavista myods itse vaikuttdgisimerkiksi kayttamalla artistien oheistuottejtassa
on vaikuttamiseen pyrkivia viesteja, vaikutettagastiee vaikuttaja.

Asiasanat

Poliittinen viestinta, populaarikulttuuri, puheviesd, rockmusiikki, vaikuttaminen, yhteiskunnaéim
vaikuttaminen.
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Abstract

This thesis looked at rock artists’ politically peasive messages focusing on artists’ verbal
messages. In the study the theoretical understgrdipersuasion was applied to the context of rock
music. Taking persuasion as the starting pointrsffiew perspectives to studying the politics ofylag
culture and rock music next to the more prevalenicdogical approaches.

The goal of this thesis was to show how the théakknowledge of persuasion could help in

offer new perspectives to studying persuasion. fiea¢xamples of political persuasion in rock ns
were provided next to the theoretical discussidre thesis also outlined how rock music functions g
an apt context for persuasion.

Interactive and noninteractive persuasion, as aglhterpersonal and mass media persuasion,
often been set apart in persuasion research. Bseprstudy shows, however, that rock artiststipali

Artists can persuade, for instance, through messiaggrics, in album art works, or in various
promotional material reaching millions of persuasenultaneously. Individual listeners of artistsic
feel, nonetheless, that artists are communicatarggnally with them even among the millions of
listeners. Although artists’ persuasion can belfea with the classic rhetorical view of one-tany
persuasion, contemporary technologies have provitkty ways for more interactive relationship
between artists and their persuadees.

Knowledge of one’s persuadees as a means to stidgassuasion has also been taken up in
persuasion research. Artists’ persuadees can b&oangin-group or an out-group as fans and lister
or to an in-group or an out-group of the causees§pasion. This is yet another factor effecting
persuasion in the context of rock music. Furtheamas part of popular culture, rock music provite

Persuasive campaigns aim for a more lasting sfdieiog persuaded where the persuadees also bg
persuaders. For instance, using artists’ merchandih persuasive messages, the persuadees bec|
persuaders themselves.

understanding rock artists’ political persuasiaut, dso to show how the context of rock music could

persuasion is both noninteractive mass-mediateslpsion and interactive interpersonal persuasion.

artists with channels galore for persuasion. Tltbsanels can be used for campaign-like persuasigp.
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INTRO

Music can be informative, educative, influentialdapersuasive. We can learn from
music and it can give us new insights into undeditay this world we live in. Popular

culture has become a huge part of our lives am@nnot be seen merely in terms of
light-hearted entertainment anymore. Rock musia #®rm of popular culture and a
medium for artists to express themselves, not amlgically but on a more political

level also. Political and social commentary, sonfsedemption, songs of war, and
songs that can pack the dance floor are not mytealtlusive, as are not cool-looking
T-shirts and political slogans. Through their owmrdium, artists can communicate
alternative interpretations of issues we learnuploeducation or culture, or of issues
presented in the media thus circumnavigating tHau@l or political hegemons. To

engage in this kind of communication, artists aldng part in the political processes

ongoing in their society and in the world; and tothis, they need to be persuasive.

When artists engage in persuasive political compatian, it means that theyant to
have an influence on their audience about politisaues. Music as such can be
influential and affective in many ways, for instapdn arousing and articulating
emotions. And if we consider playing rock musicansociety in which it has been
deemed unacceptable, the mere musical aspects bqoolitical also (see e.g. Street
1997, 27-29, 32-33). But it is not just the mubkemtcan be affective or political; artists
can also express politically persuasive messagesiy ways and forms through their
work. Political communication, and persuasion witthat paradigm, includes a variety
of types of messages from a variety of actors ¢sgeNimmo & Swanson 1990). In this
way, artists engaged in political persuasion becpaiical actors.

The relationship between politics and popular ¢eltis an intertwined one. Politics,
policies, and institutions shape the way populdtuce can function, for instance
through laws, funding, or censorship. However, papaulture can also shape the way
we perceive politics and institutions, what we khiof political issues and the
politicians. (Street 1997, 3-22.) As popular cudthias become an integral part of the
modern society, one could say that we live ourslitteough and with popular culture.
Thus, popular culture should be understooghas of our politics [original emphasis].

(Street 1997, 4.) However, it is not just that podi are mixing with popular culture,



popular culture is being mixed in with politics.day politicians are using the means of
popular culture more and more to communicate to \aitldl the citizens, and to gain
support (Street 1997 14-17; see also Lilleker Z00@urther discussion on the various

mergers of popular culture and politics).

The form of persuasion in the context of rock musigénteresting as music and the
artists’ work provide the artists with a mass mediaf their own. The persuadees of
artists are basically unknown and it can be diffito address the persuasive messages
effectively to a specific audience group. But jastamong politicians’ persuadees, there
are those among artists’ persuadees who are méaned and already persuaded
about certain topics as well as there are thoserveled yet to be persuaded. There are
also those who might not belong to an artist's ende but are persuaded by the artist’s
messages. In other words, the persuadees can b&joag in-group of fans and
listeners, and to an in-group of the cause of @aisn. They can, just as well, belong to
an in-group of fans but to an out-group when it esno the cause of persuasion and

vice versa.

Yet, persuasion in the context of rock music i®asemewhat different than in other
mass communication contexts. For instance, thdioekhip between an artist and a
listener can be a para-social one where the listieets that the artist is communicating
directly with her/him (Horton & Wohl 1986, 186; Uul992, 22). So, do the individual
listeners and interpreters of artists’ messageserpaksuasion then more interpersonal?
In interpersonal persuasion situations interacegsnis, however, an integral part of
persuasion whereas persuasion in the context & mmgsic is often noninteractive.
Then again, the para-sociability makes communinaéd least seem as if it was
interactive, while technology-mediated communiaatahannels have provided artists
and their audience new ways of interacting. Furtiege, to make up for what is lost
with not having direct contact with one’s audiertall stages of persuasion, the form
of popular culture provides the artists with chdargalore for their persuasion. For
instance lyrics, album art works, the abundanceroimotional material, websites,
blogs, photographs, interviews, and music videos al available for artists’

persuasion.



From the point of view of communication this alheh, becomes very interesting.
Besides the more sociological point of view on recksic and politics, the point of
view of political communication and especially poll persuasion can offer us
interesting insights into how music can be polltida study the ways in which artists
engage in persuasive political communication, lenta persuasion to an uncharted
territory. It is interesting to see how our knowdedof persuasion, as studied in the field
of (speech) communication, could equip artists Wwitkter speech communication skills
to be more effective in their persuasion. It isatuinteresting to see how the context
of rock music could offer us new insights into ursending persuasion and its
communicational tradition of rhetoric, which can $®en to have inaugurated speech

communication as an academic tradition in the fitate.

I will approach the research topic by applying theoretical knowledge of persuasion
to the context of rock music, but will limit my sty of persuasion tartists’ verbal
messagesThis kind of view on persuasion with the focus the persuader and the
persuasive messages shares the aspects of the cletorical view on persuasion.
When we study persuasion, we can hope to learnveevas humans produce, shape,
receive, interpret and respond to messages (Skiteass 2003, 6). We can hope to
learn about the social and cultural forces thakgige to influence attempts in all
human contexts, instead of relying on “common sergsewledge of how our
communication works (ibid). To take a message-cedtgiew on persuasion is by no
means a comprehensive one (see e.g. Reardon 198%2)9 but when looking at
messages, we are at the core of the communicativef persuading. As persuasion and
the ability to influence others is a basic parbaf communication competence (Seiter
& Gass 2003, 5), the message-centered view theksla@t the products of our

communication competence.

However, focusing on artists’ persuasive messages dot mean that we could ignore
the persuadees, the situational factors, nor théegbof persuasion, as we shall see on
various occasions in this study. The *“tradition&bitus on public or one-to-many
persuasion in research is still evident althougleaech in the field has undergone a
transformation towards a more varied view on pesiguna(Gass & Seiter 2003a, 13—
16). Even so, we can keep our focus on the artisessages if we keep in mind that

messages do act in isolation. Hence, | shall dssasalyze, and form an understanding



of the intrinsic features that rock music as a foof popular culture and as a
communication context brings to persuasion situatiovhere artists construct their

persuasive messages.

As regards defining rock music, | shall use a logsere approach. | define rock music
here stylistically as, but not limited tguitar-driven music including various subgenres
such as punk, metal, hardcore, pop. dtdo not want to define the musical styles too
strictly since the idea of this study is to get @erall understanding of political
persuasion in the context rock music in generalratdfor instance, an understanding
of political persuasion in the contemporary Finnmgink scene. Some styles might get
more discussion and certain artist might be reptesemore than others. One could
visualize this as a group of spotlights that shegikitlon the research topic in general but
place, nonetheless, certain exemplifying artistd anbgenres in the limelight. In
addition to the stylistic definition, rock musicusderstood as a context of persuasion in
this study and not merely amusic as in the sounds one listens to. The contextual
understanding of rock music allows us to look aspasion also in the various forms of
promotional material and other instances connetdeattists, but which are not music

per se.

As this thesis is not an empirical but a theorétstady of persuasion, artists become a
pool of examples not a pool of data. In other wpiddam not studying artists but

persuasion; artists are not the core of my analp&suasion is. However, instances of
actual persuasion in the context of rock music amvided as they are used to
exemplify the theoretical knowledge. Many of theeal-life examples come from the

Anglo-American culture as it has been the vang@ardock music through ages, and as
it has sometimes simply offered the best examflkere are, however, few examples
from elsewhere also. The real-life examples arermgithroughout the text as we go

along.

| am aware that in a way, the very essence ofsad be interpretable by the audience.
Even in normal persuasion situations the interdsuade is not always clear nor are
the persuaders themselves fully aware of everyttlieg are doing when conveying a
message (Simons, Morreale & Gronbeck 2001, 9)hbosing my real-life examples, |

will pick examples that are clearly intended togeesuasive and use artists that have,



for instance, in interviews said that they wanbéopolitically persuasive (which is one
way to be politically persuasive already as sud¥hen the focus is on the intentional
communication to influence others, the focus istlom “ideal types” or the paradigm

cases of persuasion (O’Keefe 1990, 15-16; Simoak 8001, 6—7). This notion serves
also our chosen focus on artists’ persuasive messagniting the focus on messages
designed to persuade, we limit our focus to thagigm cases of persuasion.

As a rock aficionado, using rock music as the cdntewhich to study persuasion, this
thesis becomes also a demonstration of skills. dll shse the knowledge and
understanding of rock culture | have gained throygars of companionship with rock
and roll to help me in my analysis of persuasiothat context. All real-life examples in
this study, unless otherwise noted, are my ownraast of the aloums mentioned and
discussed, as entities or through individual somgside also on my record shelves.
Thus, all analyses of the examples, unless othermisntioned, are mine as well; they

are me looking at persuasion on the micro levéhefcontext.

This thesis reads much like an essay and includeschapters, each taking somewhat
different view on persuasion in the context of roaksic. The first chapter focuses on
defining persuasion, political communication, aakirig a view on the role artists play
in the equation of political persuasion. The seconapter focuses on how the context
of rock music affects the relationship between paders and persuadees which, in turn,
affects the way one can persuade, and also thehaxaypersuadees interpret messages.
Chapter three takes a more detailed look into hassyasive messages can be
constructed in the context of rock music, whileptiea four focuses on the question of
whether persuasion in the context of rock musidnierpersonal or mass media
persuasion, and what difference does that makefifilechapter, chapter five, looks at
persuasive campaigns and how the context of rockiarthough the form of popular
culture is an apt context for persuasive campaidftsle each chapter has its own point
of view, the aspects discussed will continue ttugrice the way persuasion is looked at
in the following chapters as each chapter providewith a theme that runs through the
whole research topic.



CHAPTER 1:
DEFINING PERSUASION, POLITICAL COMMUNICATION, AND
POLITICAL PERSUASION

What is persuasion?

In this first section of chapter one we shall laikvhat persuasion is and what it is not,
and also why we become persuaders. The seconarsebgn looks at the goals of
persuasion as they help us in understanding theugaforms of persuasive messages.
In the third section we shall take a closer looto inhetoric, the communicational
tradition of persuasion, and into how research loaked at persuasion at various
occasions. In the final section we shall defineitwal communication and how

politically persuasive artists become politicaloast

Persuasion is a broad concept that encompasses aspeygts of influence on other
people. It is generally agreed that persuaattemptsto change another person in some
way [my emphasis] (Larson 2007, 13). Persuasidizesi messages that tell individuals
to adopt new beliefs, attitudes or engage in a aeton or behavior for their own
benefit. When one persuades, one sends messaggsedeso exert influence on
individuals. (Johnson-Cartee & Copeland 2004, 3¥6¢ words that stand out from the
above sentences are ‘attempts’ and ‘is designedtiie’ uses of which tell us that
persuasion is an intentional activity. Miller andirBoon noted already in 1973 that
while one can unconsciously influence, one caneosyade without a conscious intent
(cited in Reardon 1991, 3; see also Larson 2007/Ga4s & Seiter 2003a, 20 for more
discussion). Likewise, the ways in which musicnBuential are abundant but they are
not, however, of interest in this study. Recerttly University of Pittsburgh’s School of
Medicine released a study according to which oird tf the most popular songs have
references to drugs, alcohol, tobacco, and othlestances (see e.g. New York Times
2008; Reuters UK 2008; YLE News 2008). While theeaach did not include a study
of the effects of being exposed to this kind ofluahce, we can use it as a good
example of unintentional influence. The mere mentad whatever, be it drugs or
political issues for that matter, does not coumtdersuasion. The listeners can adopt

new beliefs or engage in new action after beintuérfced by references to drugs and



alcohol in a song, but for the message to be psirglait needs to suggest a certain

action intentionally.

As persuasion attempts to influence individuals entibnally, the common
misconception is to assign negative connotationgh® word, often linking it to
manipulation. What separates persuasion from there mocoercive forms of
communication, is however that persuasion leavepénsuadees the option to asses the
persuasive messages. Persuasion is communicatioed aat attempting to influence
what people think or feel, or how they act butsinot forcing or coercing people to
change their ways [original emphasis] (Simons eR@01, 7). Hence, persuasion does
not deprive the persuadees of the choice to debelaselves whether or not to accept
the proposed message (Reardon 1991, 2). Persuastyessing our intentions in an
acceptable fashion (Reardon 1991, 5); it is bridgidifferences and reducing
psychological distance between the persuader amdpéinsuadee to secure preferred

outcome (Simons et al. 2001, 73).

On the other hand, Stiff and Mongeau (2003, 10jclénat coercion is not all too
inseparable from persuasion. They give an examipéeparent threatening to cut off a
child’s allowance if the child does not improve /hes grades. This kind of activity,
they maintain, is persuasive and at the same tidigectly coercive. (ibid.) I would
argue that the parent’s behavior in the above el@amphowever, directly and blatantly
coercive. Persuasion employs various means, disdussa greater length in chapter 3,
but manipulation and threatening are not amongethrageans as they do not leave
people with the ability to asses and choose whethenot to accept the proposed
claims. Yet, as Stiff and Mongeau (2003, 4) noteeré is no one definition of
persuasion (see also Gass & Seiter 2003a, 13-14 list of the ways persuasion has
been defined in the variety of studies). The défdr nuances used in describing

persuasion are only matters of judgment.

However, although we could claim on a theoreties€l, as done above, that persuasion
Is not manipulation as it leaves the persuadeealili¢y to decide whether to accept the
proposed claims, in reality persuasion can be used,it is used, for manipulation as
well. Probably one of the first to voice such cansewas the Greek philosopher Plato,

who did not treat speech skills and rhetoric higinlyhis book Gorgias (see Scudder



2007, 58-59; Simons et al. 2001, 3-4). Plato (486ba) regarded rhetoric as a skill
that was used to make people believe the speakelyriey the merits of the speech. A
skillful speaker could convince people to beliews/him even if the substance of the
speaker’'s message would not be credible (ibid; adse Seiter & Gass 2003, 2 for

criticism of persuasion). The above concern isla\v@ncern that must be considered
when studying persuasion, but it does not makeupsisn and manipulation synonyms.
A more constructive way to view persuasion thanatgue over whether it is a

manipulative skill or not, would be to view persioas as an amoral tool of

communication, a tool which is neither good nor laadsuch (Seiter & Gass 2003, 4).
Hence, the question becomes an ethical one agpénds on the user, the persuader,

how she/he uses the tool to influence others.

One can, as criticized by Plato, use persuasion spebch skillsunethically to
manipulate others into accepting one’s claims elv#re claims would not be valid. But
using persuasion skillsthicallyto communicate more effectively why one’s claims a
valid and worth accepting, is not manipulating {hersuadees. This is to say that
competent communicators use persuasioappropriate ways to achieve their goals
[original emphasis] (Seiter & Gass 2003, 5). Imtigf this, it also becomes essentially
important for the persuadees to recognize persoagi@sses the persuasive claims, and
to decide for themselves whether to accept thenslasr not. When we learn about
persuasion, we also learn to recognize when is&slethically and when not (Seiter &
Gass 2003, 4).

Why then would rock artists want to be persuasiRefsuasion requires a felt threat on
behalf of the persuader, a threat coming from opieeple: if the source and the degree
of the threat are felt sufficiently important, ritgigers the incentive to persuade (Reardon
1981, 24-25). In the case of political persuastbe, opposing points of view pose a
threat to the persuader. It is intimidating thabge will not listen to one’s points of
view but will adopt those of one’s opponents. Tippasing points of view can also be
seen as a threat to, not only oneself but, the evinalrld as one is convinced that one’s
own points of view are better in terms of the comrfidure. For instance, building new
nuclear power plants is not only a threat to theppe opposing nuclear energy. One
might be worried of the costs of the new plantgjrtieliability, and the question of

what to do with the nuclear waste.



The word threat might strike as an odd or even gowerful word to describe the

incentive to persuade. We do not often think alfeeting threatened when we are
engaging in persuasion. Advertising is, for insegmersuasion in a very clear form, but
where is the threat when one only tries to boostsales? The threat is that without
advertising no one would buy the products. When tiiveat is real, we go for

persuasion. Sometimes we are even morally obliggettsuade: how else would we be
able to speak out against racism, for instancetryoto speak for ending wars and
signing peace treaties (Seiter & Gass 2003, 3—-djthérmore, the biggest threat to an
open society is not having disputing opinions the tack of public discussion and
neglect of the public forum (Denton Jr. & Woodwd®@B0, 340). Thus, in order to have
an open and a fair society we need open discusAiuhif we are to change the things
we perceive wrong in the world, we need persuasiarhange people’s attitudes and/or

behavior and artists can do their part in this jaskas anyone else.

One more crucial point to raise at this stage iat thn effective persuader is
communicatingwith the audience, rather tha them [original emphases] (Simons et
al. 2001, 80). Reardon (1991, 3) goes even sosfém aay that persuasion is something
one has to do with the other person, that one cannot singa it to another [my
emphasis]. She sees persuasion essentially ageorat situation, where the degree of
reciprocity depends on the context of interactiod how much potential it allows for
feedback (Reardon 1981, 17). This has not beenc#se in persuasion research
throughout its history. In 1977 Miller, Boster, Rfiland Seibold were concerned with
the field’s concentration on the source and suggeshat the future research on
persuasion must expand from the predominantly seoriented and message-centered
conceptualizations to perspectives which take axtoount the source traits, message
choices, situational effects and their interacti¢eiged in Reardon 1981, 92). This is
what has happened in persuasion research (seecasg. & Seiter 2003a, 13-16).
Persuasion research deals with message choicesitaational effects by taking into
account the persuadees, their traits, and the xisniea which the persuadees are
receiving the messages. In general, source-origrgezliasion is seen as less effective
than receiver-oriented persuasion (Simons et &1 204-77).

Even if in this study we are focusing on rock astipersuasive messages, it does not

mean that artists should forget those they aredrio persuade and merely concentrate
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on their own performance. In this study the aimnit to take the persuader, the
persuadee, or the context apart, but on the leivahalysis focus on the persuaders’
messages in a situation where both sides still nzakifference. In rock music this
brings along interesting contextual factors whicle whall discuss more closely

especially in chapter 2.

Goals of persuasion

One of the most important figures in persuasioreaesh, the Greek philosopher
Aristotle (1.3.1358b), divided the goals of persomsinto suggesting and warning,
accusing and defending, and praising and blamingisnbook Rhetoric, the seminal
book in speech skills written already more than ®R@@ars ago. In contemporary
persuasion research the goals of persuasion ardediinto messages designed to
shape, change, or reinforce the responses of tteigmees (Simons et al. 2001, 30;
Miller 1987, 451), or actuate the uninvolved or urivated persuadees (McKerrow,
Gronbeck, Ehninger & Monroe 2000, 339). The goaisstatle outlined are in fact
included in the more general goals of shaping, gimay reinforcing, and actuating:
warning, defending, and praising all work as metmseinforce existing responses;
accusing and blaming work as means to change mgxisésponses; and suggesting
works as means to reinforce and change existingorses as well as to shape new
responses. Actuating can be part of any of thesgAaktotle outlined. We shall now
look at the contemporary ways of seeing the gofisecsuasion and then in the next

section take a closer look into Aristotle’s rhetori

Shaping means that persuadees acquire new betiefalwes, or learn new attitudes.
Changing means converting people from existingdstamints to other, even contrary
stand-points, and reinforcing responses meansgshrening existing convictions so that
people would not want a change. (Simons et al. 280) Messages of actuation can be
directed towards those who know about a certaumBdn but are not actively doing
anything to help the cause, or to those who areformed and uninvolved (McKerrow

et al. 2000, 343). One needs different goals fosymesion because persuadees need
different kinds of messages, depending on theiwvictions, for persuasion to take

place. Some persuadees have existing convicti@sted reinforcement while others
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have no convictions and need shaping. Those whe bpposing convictions compared
to that of the persuader need changing and congeNi’/hen messages of actuation are
aimed at people who are aware but who are not damything, they can be viewed as

similar to messages of reinforcement.

Stewart, Smith and Denton, Jr. (2001, 221) haveaistlu persuasion in social
movements and noted that messages in music carsdxk effectively to reinforce
existing responses; the messages are often diréoteatds the in-group rather than
towards an opposition. In the context of movememisssages in music are focused on
the cause advocated by the movement and hencesslisice issues important to the
movement and to the people participating in it. @litierence between persuasion in the
context of movements’ music and rock music is thathe context of rock music the
listeners can belong to an in-group of fans of drstabut still be uninformed and
uninvolved when it comes to the cause of persuadtteance, the rock audience is

probably more varied than the audience in the smiiemovements’ music.

In music in the context of movements reinforcenasd takes place when the messages
maintain commitment to a cause by polarizing the’'‘and the institutions working
against ‘our’ cause, or by polarizing those workiagthe cause and those who are not
actively engaged in doing their part (Stewart e@D1, 216). The polarizing messages
can be seen as messages of actuation on top af baimforcing. In rock music, an
example of a reinforcing message would be the chiorthe song ‘The f1Hour by a
Californian punk rock band Rancid. The persuasiessage is crystallized in the song’s
chorus as it reinforces the listener to believe tha are in control of ourselves by
ourselves with a chantinge can do ittype of message. The message is also actuating
everyone that we should take control of our livestead of being subjects to our society

or our culture.

Do you know where the power lies?
And who pulls the strings?
Do you know where the power lies?
It starts and ends with you

(Lyrics written by Tim Armstrong, Matt Freeman,
Lars Frederiksen, Eric Dinn)
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An example of changing existing responses woultheemessage in the song ‘Franco
Un-American’ by another Californian punk rock bad@FX. The persuasive message
in the lyrics deals with the problem that many pgeogo not care about what is
happening in the world around them, or to the wagdlf, and that this kind of activity
is making the world a worse place. In the beginrohghe message the listener finds
lines which already implicitly and ironically dealith the reasons for the needed
change.

Why think of all the bad things when life is so good?
Why help with an ‘am’ when there’s always a ‘could’?
Let the whales worry about the poisons in the sea
Outside of California, it’s foreign policy

I don’t want changes, I have no reactions
Your dilemmas are my distractions

(Lyrics written by Fat Mike)

Towards the end of the message change is them dallenore overtly as the narrator is
changing his own behavior as well. Furthermore niessage is also giving the listener
ways in which one can begin to learn more abouttwélly goes on in the world. In
this way one could see what is wrong with one’sspasattitude towards thinking that
nothing is wrong.

I never looked around, never second-guessed

Then I read some Howard Zinn now I'm always depressed
And now I can't sleep from years of apathy

All because I read a little Noam Chomsky

I'm eating vegetation cause of Fast Food Nation
I'm wearing a couple of shoes cause of globalization
I'm watching Michael Moore expose The Awful Truth
I'm listening to Public Enemy and Reagan Youth

(Lyrics written by Fat Mike)

In the end of Franco Un-American the narrator @nsing a new changed position for
himself by stating “I don't want to be another Indecare-ican” with further

underlining the reason for change not just for lafnisut for others as well.

Messages of actuation are especially common in noggic. Artists can call for action
or for help, they can actuate people whom they liafeemed already in other ways, or

they can actuate people who are aware of variauessvia, for instance, TV or the
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Internet. Artists can also actuate, reinforce, shamd change at the same time. Rotten
Sound, a Finnish grindcore band, has released ab Mith accompanying T-shirts and
badges, entitled ‘Consume To Contaminate’. WithNt@D title and the slogan on the
promotional material used as a persuasive messhgehand is actuating people to
consume less, or in fact they are deactuating pedjle more we consume, the more
we contaminate the planet. The message is reinfpréd those who already are

committed to the cause and a shaper or a changfende actuated to consume less.

Another way to conceptualize the goals of persumagmothe context of music is to
consider the self-image of persuaders. Stewalit €@01, 204-207) note that messages
in songs used in social movements can try to bge#tidentity, tell of personal
conversion experience, arouse feelings of guithanlistener, portray the awful state of
the oppressed, or simply pose rhetorical questadnmit issues dealt with in the song.
Furthermore, for every innocent victim there isietimizer (ibid). If we combine the
aspects self-identity to persuasion goals, we eartlsat messages aimed at shaping and
changing can be tales of personal conversion expess or tales that arouse feelings of
guilt in the listener. Messages aimed at reinfagyatan be achieved through boosting
self-identity, but also by telling of the awful t#aof the oppressed. Furthermore, all
these various ways can be combined with messagasuxtion. The above example of
the persuasive message in Franco Un-American ithanlight of this, quite an all-

encompassing example of this discussion.

The goals of persuasion can also be seen in tefragbstantive goals and relational
goals. Substantive goals are actions on behalfaafuse or just a better understanding
of the cause, thus convincing the persuadeeshbgbroposed actions is at least worth
considering further (Simons et al 2001, 184). Retel goals refer to the impression
the persuader wants to leave with the persuadesbmthe persuader is as a person and
how she/he feels about the persuadees (ibid)pdrsuader wants the persuadees to take
up an action, a belief, or an attitude her/his g@ak substantive, but relational goals
can serve as aids in getting the persuadee to tatt@eproposed claims. Leaving a good
impression of the persuader with the persuadeeshesim the persuader in future
persuasion instances. We shall discuss the soharacteristics, the effects of source
credibility, and the relational communication bednepersuaders and persuadees in the

context of rock music more detailed in chapter 2.
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The goals aspect is what separates merely informatessages from persuasive
messages. Informative messages only aim at infgrMcKerrow et al. 2000, 329).
While a question that is worth asking is whethenot there can be messages that are
merely informative, we can leave informative messagut of our discussion of
persuasion if their goal has not been to persuaoleinstance, an informative message
could be a message announcing that a meeting ofuitiere committee of a student
union takes place at five o’clock Tuesday and fine¢ coffee and sandwiches are
served in the meeting. While some people might eesyaded to show up merely
because of free coffee and sandwiches, the mesgaglel not count for persuasion
without the intent to use the free service as ayasive incentive. Of course, context
factors can turn an informative message into auyasige one as can the relationship
between the communicators. It can thus be harchéevkwvhen a message is merely an
informative one and when it becomes a persuasiee longeneral, for a message to be
persuasive, the message source needs to have tdw@ o0 use the message as
persuasion. However, other participants in the yssi®n situation can still view an
informative message with no intent to be persuasiveehalf of the message source, as

a persuasive message.

Lastly, the goals of persuasion can be lookedaah fthe point of view of the demands
of persuasion. Stewart et al. (2001, 212) note itnegsages in music in the context of
movements often demand for general concepts sudhe@edom, liberty, justice, fair

share, equality, civil rights, and dignity rathbamh specific demands. In addition to not
having specific demands, the messages are notnpiregespecific solutions either

(ibid). Messages in music in the context of movetnearely present specific devils —
mainly because movements are concerned with |gpmgélems than specific persons or
institutions (Stewart et al. 2001, 209-210). Thmdeds are in my opinion linked to the
goals of persuasion in the sense that the goaisedéie demands. If the goal of
persuasion was to raise general consciousness apsamie, then the demands would
be more general also. If the goal of persuasion mase specific, so would be the

demands.

A current issue in the United States is the upcoming presidential election in
November 2008. Various artists are now demanding people to register as voters
and to use their right to vote on Election Day. At least two campaigns related to
rock music are running online, Rock The Vote and PunkVoter.com. The goal of
persuasion in these two campaigns is to get young people to vote in the U.S.
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presidential elections which as such is a specific goal. Hence, the demands to
register as a voter and then actually voting are also specific. For instance,
Against Me!, a rock band from Florida is demanding people to register as a voter
through Rock The Vote’s website. One of the most prominent rock bands today,
Foo Fighters, is demanding people to register as voters through PunkVoter.com.!

Roots, persuasive, roots

Persuasion has its roots just as rock music hasats, and the roots are always present
in what people do. For instance, the name of thépter is a reference to the album and
same-titled song ‘Sabbath Bloody Sabbath’ by mmetadic’'s forefathers Black Sabbath,
and to the song ‘Roots Blood Roots’ by the Branilaetallers Sepultura. The name of
Sepultura’s song, written more than twenty yeatsrebabbath Bloody Sabbath, is of
course an obvious homage to Black Sabbath. The afgpersuasion lie, however, in

ancient Greece.

When one studies persuasion, one cannot do it utittmnsidering Aristotle’s Rhetoric.
Aristotle’s premises become interesting in a stsidgh as this where the focus is on the
messages, but also in general, many of the premsigleelevant in persuasion research
share the basic ideas presented in the Rhetoristofle (1.2.1356a) divides persuasion
into aspects of speaker’s skills and aspects autsidthe speaker’s skills. What
Aristotle means with aspects outside of speakedibssare forms of proof such as
statistical evidence or testimonials of othersotiner words, they are tools we can use
but are not part of our skills repertoire. What,tba other hand, are part of our skills
repertoire in persuasion, are according to Ariet¢il2.1356a) the uses of the speaker’s
nature (ethos), the knowledge of and appealingpeédistener’s state of mind (pathos),
and the aspects of the message itself (logos)hé&wumiore, the speaker must control
proofs, probabilities, and sings or cues in ordebé¢ able to form her/his arguments
(Aristotle 1.3.1359a).

Ethos considers the aspect that one part of bedrgupsive is accomplished through the

persuader’s character. In contemporary persuageearch ethos is often viewed in

! Against Me! — http://www.againstme.net; Foo Fighte http://www.foofighters.com; Rock The Vote —
httE://WWW.rockthevote.com; PunkVoter — http://wvpankvoter.com. All web addresses visited August
25" 2008.
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terms of source credibility and source charactesstvhich we shall turn to in chapter

2. Aristotle (1.2.1356a) also claims that sourcediility must come through the

persuasion itself, not through the persuadees’opiptions of the persuader. The
speech makes the speaker credible and the persuadeeersuaded because of the
speakers nature and credibility thereof (ibid). #sdeg solely on the message and its
merits, is what Miller et al. (1977, cited in Reandl981, 92) have criticized persuasion
research for: when the focus is too much on theceoand message qualities, the
persuadees are not taken into account sufficierfyare the context and the situational
factors. However, Aristotle notes that he considgh®s as part of the speaker’s skills
repertoire, the persuadees’ conceptions and preptinos cannot be part of persuader

skills, only the affecting of them.

Aristotle takes the persuadees into account alslo g second aspect of the speaker
skills, pathos. When we appeal to the listenerstns and states of mind, we are
using pathos (Aristotle 1.2.1356a). In order for tos use pathos successfully in
persuasion, we must know what different emotioteties there are and how they come
to be (ibid) because things appear differentlygogle depending on their state of mind
(Aristotle 2.1-2.17). Although Aristotle talks aliatates of mind and specific moods,
such as being friendly, angry, or feeling guilt, @@ draw a connection from people’s
states of mind to taking the persuadees into adconra more general level. If one
knows that one’s persuadees are, for instancetrdtad, one could use messages of
actuation to show people that things which are ioguthe frustration will not change
by themselves. Instead, people could direct theistfation to active participation in
changing things. The third aspect of speaker skilisersuasion that Aristotle mentions
is logos. Logos concerns the actual message anprdloé of what is real or appears to
be real in a given situation; to use logos, we peesuading through the message
contents (Aristotle 1.2.1356a).

We can see that Aristotle takes a comprehensiver wie persuasion and on the
effective use of rhetoric although his focus wastloa speaker, the orator. Aristotle’s
work has served as the basis for contemporary asi®u research as his premises as
such are not out-dated but rather supplementedaketh to the next level, as we shall

see at the end of this section.
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Furthermore, Aristotle (1.3.1358b) states thatdlere three forms of rhetoric: political

— used for suggesting and warning; forensic — uUsedaccusing and defending; and
epideictic or ceremonial — used for praising arahbhg. The contexts Aristotle placed

the forms of rhetoric in were very concentratechis time. Political speeches in the

polis of Athens were reserved for uses in the gubndy of citizens (see Aristotle 1.3—

1.4). Forensic speeches were used in court casespdeictic speeches were used in
public occasions or in formal occasions (see Atiisth.9-1.10). Nowadays persuasive
messages can be studied in many forms, and thexterdf uses have spread out from
what Aristotle saw the forms of rhetoric being usedHowever, even if the contexts

are varied today, the uses are still the same.

In rock music an example of warning in persuasion would be the message in the
song (and aptly summarized by the title) ‘If You Tolerate This Your Children Will
Be Next’ by the Welsh rock band Manic Street Preachers. The message is
warning about a bleaker future if people go on about their lives as they do today
without minding the wrongs in the world. An example of suggestion in
persuasion would be the self-explanatory message the Swedish rock band The
(International) Noise Conspiracy has in their song ‘Let’s Make History’. An
example of defending in persuasion would be the legendary punk rockers from
Northern Ireland, Stiff Little Fingers, and the message in their song ‘Wasted
Life’. The message is defending conscientious objection by noting that “Killing
isn‘t my idea of fun” (lyrics written by Jake Burns, Ali McMordie, Henry Cluney,
Brian Faloon).

Another important character in the formation oftdne and persuasion research would
be the Roman statesman and philosopher CicerordC{de 17), like Aristotle, also
included the three aspects of ethos, pathos ams lioghis rhetoric: he mentioned that a
speaker must have a large understanding and kngeletl things, the speaker must
know the different characteristics and emotionalest of various audiences and speaker
her/himself must be skilled in speaking. In praztime must prove that one’s claims are
true, persuade the listeners to accept one’s claand arouse the emotional state
needed each time (Cicero 2, 115). He, however |lpk@ rhetoric with eloquence, the
aesthetics of speech, and even criticized Greeloggphers for leaving eloquence

outside their discussion of the most importantpaftrhetoric (Cicero 1, 5-23).

Cicero (3, 19; 55), emphasized that one cannotragpa&loquence from rhetoric: he
sees the form and the content of the speech aparad#@e since eloquence itself
includes knowledge and the ability to create vagistates of mind in the listener. This

aspect of eloquence is why Cicero is importantigtussing persuasion in the context
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of rock music. Cicero (1, 70) mentions furthermtirat poetry comes close to rhetoric
as they both share the desire for aesthetic expresgss music is art, it also has a desire
for aesthetic or artistic expression and the verbassages within that artistic context
can have the same desire for eloquence. Artis&s way, have in their use a tool which

is already innately close to rhetoric. For Cicetloetoric and eloquence were,

furthermore, skills that one could learn, not dieié one had to posses innately (Cicero
1, 5) and the knowledge of these skills would actf benefit even the naturally talented

speakers (Cicero 1, 145).

This closer look into Aristotle and Cicero can betified by the focus on the artists’
persuasive messages in this study. This kind aftpaoii view is essentially a classic
rhetorical view on persuasion. However as we hasensneither Aristotle nor this

present study limits the persuadees and the cooteside the discussion.

If we take quick leap from ancient Greece to tineetiof the Second World War in the
United States, we can see how the more contempoesgarch on persuasion and
influence on individuals started to take shapeuphosocial scientific methods. Next to
the rhetorical origins, the new social scientifippepaches opened more doors to
studying persuasion (O’Keefe 2003, 31). Reardor811%3—-90) gives an account on
how early theories on attitude and belief changeutph the concept of consistency laid
the basis for persuasion reseatabarning theoriegocus on how through incentives we
learn to adjust our behavior, attitudes, or beliéfevland et al. studied how attitude
change depends on “rehearsing” mental and verbpbreses during the World War I,
and Fishbein, and Fishbein and Ajzen focused omdlationship of belief and attitude
in the 1960s and 1970s. (Reardon 1981, 63-66;|seeGass & Seiter 2003b, 46-50,
53-54 for a similar review.fFunctional paradigmproposes that people hold certain
attitudes because they bring along favorable ouedilconsequences; a well-known
functional theory was developed by Katz in the XGReardon 1981, 66-68).
Cognitive consistencyrefers to cognitive organization of an individuahd to the
process of new disrupting information emerging: sv&y assimilate or accommodate
the new information must be found in order for dognitive consistency to endure.
Such aspects have been studied for instance byeHieidhe 1940s. (Reardon 1891, 68—
71.) Osgood and Tannenbauntengruity principle from 1955 and Rokeach and
Rothman’sbelief congruence theofyom 1965 are also ways of looking at consistency
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as they focus on the positive and negative attguidsvards elements and to what
happens when attitudes towards associated eleraemtgicongruent (Reardon 1981,
71-73). (See also Gass & Seiter 2003b, 50-53 sondar review.)

In general, early research on persuasion was tjpicancerned with public or one-to-
many communication instances aimed at belief,ual#it or behavior change (Gass &
Seiter 2003a, 13). The more recent research ong&o is, then, more concerned with
interpersonal and face-to-face influence and psisngGass & Seiter 2003a, 16). For
instance, Rosenthal (1972), Simons (1976) and Mdteal. (1977) evoked interest in
interpersonal persuasion which would also take iatmount the situational and
contextual factors (Reardon 1981, 91-92). Typicglbrsuasion research has been
aimed at finding new theories and concepts whichlavde useful across a variety of
settings (O’Keefe 2003, 34). The motives for pessuaresearch have been, however,
historically bound, as Seiter & Gass (2003, 2—-3wshduring the World War Il a large
amount of persuasion research focused on massase@suand propaganda, while
during the Cold War many researchers focused oralspootests and resistance to

persuasion.

Of the more recent theories of persuasion, whefaities of research shifted away from
the one-to-many persuasion, Gass & Seiter (200855% give an account on
expectancy violation theoriesnd dual-process theoriesf persuasion. A number of
theories have focused on what happens when pepsuasilates expectancies of the
persuadees. They suggest that if violation ocdhesyeceiver shifts attention from the
message to the source. The consequent successsoégien then depends on how the
persuadee views the persuader who has violategkjpectations. (Gass & Seiter 2003Db,
56.) The dual-process theories of persuasion, aadPetty and CacioppoEaboration
Likelihood Modeland Chaiken and EaglyMeuristic-Systematic Modebkuggest that
persuasion travels via two different routes: onerancognitive and the other more
automatic (Gass & Seiter 2003b, 57-59). We shdie ta closer look into the
Elaboration Likelihood Model in chapter 2.

During the last 50 years, research on persuasisiéen conducted on various different
fields (e.g. communication, psychology, businesgjaogy) and on various different

settings (e.g. campaigning on behalf of a varietyissues, advertising, marketing)
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(O’Keefe 2003, 31). Although not mentioned speeific by O’Keefe, research on
political communication has also often been reseans persuasion (see e.g. Kaid
2004). Focusing on a modern context of rock musicléoking at an ancient form of
communication, political persuasion, this preséuatlg is a continuation of the age-old

academic tradition of persuasion research.

Manufacturing dissent

Political communication can be understood as asgudision about societal matters and
about who has control over societal issues (Dentor& Woodward 1990, 14; McNair
2003, 3). What makes language and thus communicgibditical, is its content and
purpose (Denton, Jr. & Woodward 1990, 28; McNai®@204). A political issue is, in
the broadest sense, any issue that creates cerffettveen people affiliated with each
other in some way (Reardon 1991, 204). Thus palitissues can be anything from
public transportation to wars, from abortion to déoyment issues, and from
environmental issues to social security, to nanteabiew. Political communication is,

then, communication about and of these issues.

A more traditional way to see political communioati has been that political
communication incorporates the communication oitjgns and other political actors,
and the communication addressedthese actors oabout them and their activities
[original emphases] (McNair 2003, 4). However, Nimrand Swanson (1990) have
maintained earlier on that political communicatishould not be understood as
something limited to party politics or voter persiaga anymore, but what is defined as
political communication can be regarded as a watge of types of messages. Political
actors have been seen as those individuals who t@antluence the decision-making
process through organizational and institutionaanse(McNair 2003, 5). With political
actors the definition need not be so narrow eitBenilarly with pressure groups such
as Greenpeace whose actions are designed to makée ghink, and whom McNair
would count as political actors, many public figsiean do just the same (Lilleker 2006,
13-14).
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Trying to define political communication too presig might in fact be somewhat
useless. Of course McNair (2003, 3) also notes thate is no all-encompassing
definition of political communication because bdiérms are already such broad
concepts. Hence, in the broadest sense | would noéned to see political
communication as any public discussion over anytipal and societal issue, or over
any issue that can become political or societaé ddmmunication does not have to be
about politicians or their actions, nor does thencwnication have to be directed to
politicians and political actors. An artist engagedolitical communication might not
want to influence the decision-making process perbsit instead the general public
who then, in turn, decides who are taking parhandecision-making process.

In rock music there are, nonetheless, issues wdriehmore common topics of political
communication than others, even if we would notirgeepolitical communication on
issue basis. And not all issues that could be sesepolitical get represented. Wars,
societal issues, environmental issues, freedonsddfiduals, groups and peoples, and
equality are for instance common causes for palifpersuasion in rock music. Having
said that, there are, however, bands such as Metsallantan Konttori (freely
translated from Finnish as Forest Union Méantta'808j who are being persuasive only
about things happening in and concerning their homre of Mantta, a small industrial
town in Central Finland. The issues dealt withhait persuasion are concentrated and
not necessarily in accordance with the more getileeahes of persuasion in rock music.
However, similar small towns with similar problem® abundant in Finland and in the

world in general.

The intent to use political communication to infige individuals to change somehow
makes that type of communication persuasive, awigctor which political persuasion

Is used as a term in this study. Lilleker (2006, dgtes further that when people receive
political messages they can select what to belaa accept, and what to disbelieve,
reject and ignore. This way of seeing political coomication messages contains the
same notion of non-coercive and non-manipulativesages as does the definition for

persuasive messages in general.

Political communication can be mediated throughowe channels and popular culture

is a medium as the next medium. Popular culture thaspower to shape people’s
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political views just as well as other media (Likk2006, 9), and rock artists function
through the form of popular culture. Lull (1992, &gues that popular music, perhaps
more than any other form of culture, is capablgroividing a widespread, unified, and
strong voice of protest. Stewart et al. (2001, P24} give a good account on how
music has been perceived as dangerous weaponsafgsesn and how it has been used
in fighting for great societal causes. As earlyasnin the fourth centurg.c.E, Plato
warned in his book The Republic about the dangesienproposed to the state (ibid).
Things have not changed much since the days ab Rlate consider how, according to
Shuker (1994, 251), more or less all forms of papuatusic and rock music have been
disapproved of by the cultural hegemons on varamessions in history (see also Street
1986, 13-28 for censorship of rock and pop mustodm the popularization of rock
music through punk and metal to this day, rock besn controversial. Already the
somewhat fearful response that rock music hasimatyay, proves that rock possess a
potential ground for political persuasion.

A good example of the fearful response to rock musbuld be how in the United
States in the 1980s television evangelists, thevasigelists, equated rock with
pornography and the PMRC (Parent’'s Music Resoumsdd) attacked rock by terming
it “secondary child abuse” (Shuker 1994, 263-264e PMRC started a campaign to
impose a rating system on records that would belaino the system used in the
cinema industry. Their measures were aimed mostlyeamusic industry and proved to
be successful as the Record Industry AssociatioAnoérica voluntarily introduced a
label “Parents Advisory — Explicit Lyrics” to beipted on album covers if the lyrics
were thought to be somewhat rude or otherwise taidei The high point of the
PMRC'’s campaign was a U.S. Senate Commerce Conenhigi@ring on pornography in
rock music. The PMRC used as examples songs bydradand Dead Kennedys, by
rock/jazz/experimental musician Frank Zappa, and fblk singer John Denver.
Eventually no legislation came out of the heari(huker 1994, 264-265; see also
Street 1997, 177 for more about the PMRC.)

It is interesting how the Christian televangeliatel the PMRC acting as the cultural
hegemons were able to persuade the recording nydsisteffectively that even today
one finds ‘Parental Advisory’ labels on album cevein interesting aspect about the

Senate hearing is, furthermore, that the lyricDlepd Kennedys used as an example in
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the hearing were from a song ‘Moral Majority’ weitt in response to the televangelist
Jerry Falwell's attack on rock music (Shuker 19245). Hence, it was deemed
acceptable for Jerry Falwell and other culturaldmegns to speak against rock music
and thus influence the popular opinion but it wasdeemed acceptable for rock artists
to speak against the cultural hegemons. A way fdaéx this attitude towards rock
music is to view it through Gramsci’'s (197d)sis of hegemonicited in Shuker 1994,
273; see also Strinati 1995, 165-176 for a disonssin Gramsci’'s concept of
hegemony). The conservative powers, acting as uhliaral hegemony, were afraid of
losing their position of authority over to the newltural group of youths. As Shuker
(1994, 273) also concludes: this demonstrates noegic’s cultural power in asserting

and supporting political views and causes.

Artists’ power to engage in political persuasiom anence, in political communication
can be derived from Lull's (1992) division of ways which people participate in

music. Among the many ways for participation areysital (e.g. singing along,

dancing...), emotional (e.g. feeling the music, rasuimg...), and/or cognitive (e.qg.

processing information, learning, stimulating thbug) (Lull 1992, 19). The notion of

cognitive participation is effectively the one whiytists can be politically persuasive,
and it is that same notion which is meaningful lois study. | would add to Lull’'s

notion of cognitive participation that in the wideontextual understanding of music,
participation is not limited to participating in $ia per se, but includes participating in
everything the artists do.

Goldfarb (2005, 160-161) talks about tpelitics of small thingsas self-organized
communities of people who create independent spaugslternative social institutions
for themselves to counter political and culturayé@mons. The politics of small things,
as Goldfarb (2005) talks about it, originated irstean Europe during The Cold War as
resistance to the communist regimes but has alkomibdern forms of creating
independent communities with the help of the Irgerrior instance. The politics of
small things is an interesting notion that couldapplied to music as well. Artists can
create various independent communities of theirs fam communicate of such
communities to their fans. | would argue that tlgtowwognitive participation in music,

people can become invested in self-organized atednaltive political spaces just as
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people become invested, for instance, in anti-vaanmaigns through Internet-mediated
channels (see Goldfarb 2005, 162—-164).

In addition to the ability for artists to use theiork for cognitive participation, they can
also engage in political persuasion because inranvben it is argued that few pursue
political information, the blending of politics amepular culture becomes an important
source of political knowledge (Street 2001, citadLilleker 2006, 9). Pasek, Kenski,
Romer and Jamieson (2006, 124-126, 130) have alsodfthat using the media,
including entertainment media, plays a part in increasinttiged awareness and
personal involvement in societal issues among theethy[my emphasis]. Lilleker (2006,
16) continues that often the power of artists ftuence public opinion and to counter
the government is a significant one because whéticgems are mistrusted the power
of celebrity is increased. So it is not only thabple do not pursue political information
actively, people do not trust the politicians irda@idn. Often also the communication
from the elected is designed to retain support @mibe electorate, not to actually
communicate about what is being done. This kind communication is called
‘manufacturing consent’, originally coined by Waltappman in 1922, and developed
further by Herman and Chomsky in 1988 (Lilleker 20D, 106—110).

The role that artists thus play in the equationid¢de called ‘manufacturing dissent’. If
political communication on behalf of the politicears not directed towards politically
important issues, or if the politicians are notirtgl the electorate what they are in fact
doing, the electorate has a reason for being d@afga with the elected. The common
phrase that ‘politicians are only advocating theim causes’ makes people passive in
their dissent. Artists can however shape and chaegele’s perceptions of important
political issues, and they can actuate people rid but about the important issues
themselves. In this way, artists are manufactudigsent, as they are giving the
electorate ways to see more thoroughly and alse ragtically what is wrong in their
elected politicians, for instance. But also on aergeneral level, artists can give people
ways to see more thoroughly and clearly what isngraith the world. (See also Street
1986, 81-83 for how dissent has been communicatdteicontext or rock music.)
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CHAPTER 2:
RELATIONSHIP BETWEEN PERSUADERS AND PERSUADEES IN THE
CONTEXT OF ROCK MUSIC

The rock audience as persuadees

In this chapter we shall focus on the relationdlepveen persuaders and persuadees in
the context of rock music. The first section deaith the audience on a more general
level whereas the second section looks at the wsiiip-groups and out-groups people in
an artist's audience can belong to. In the thirdtise we shall look at whether
persuasion in the context of rock music is intevacor noninteractive, and how that
affects persuasion and the relationship betweesupders and persuadees. The fourth
section deals with the Elaboration Likelihood Model the two routes it proposes for
persuasion. The routes along with the fifth sectbpersuader’s characteristics help us
in seeing how persuaders, persuadees, the messagethe context of persuasion are

all connected.

In persuasion research, the focus has shifted thenone-to-many persuasion to more
interpersonal persuasion (see e.g. Gass & Seit@3a2(L3-16) and many persuasion
textbooks today emphasize the knowledge of one’supelees in becoming a good and
successful persuader. The basic information of eme#i backgrounds such as, for
instance, the audience age group, gender, religama#or political orientation, and
occupation, is called audience demographics (Lard0@7, 268—269). Along with
audience demographics, other pieces of informatimout one’s audience that are also
useful are its needs and shared memories (Lars®7,2B70). While taking the
persuadees into account can be seen to be impantanicceeding to persuade your
listeners, the context of this study indicates anewhat different approach. The
persuadees of artists are, basically unknown andisting of relatively different types
of people with different convictions. A shared i of an artist, for instance, brings
together a special kind of audience (McQuail 19240). These types of arbitrary
groups of people can be called fan groups or tadtares, and their existence is based
solely on the content offered (ibid). Thus homogenaudiences are merely the

imagination of the message senders (Lilleker 286637).
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Lewis (1992, 141) has, furthermore, stated thatabse music is charged with
subjective meanings, it cuts through standard atdis of social class, age, and
education in creating audiences with shared mutasats. In other words, audiences of
artists cannot be described through standard deapbgr notions: several studies have
shown that media content itself can be sufficiarprioviding the basis for identification
(McQuail 1994, 308). In music business, howevestetaultures based on identification
and even demographic notions do exist and the mimlastry depends on the
knowledge of differentiated market in order to $le#ir products (Lewis 1992, 143; see
also Street 1997, 63-65; Continuum 2003, 158-164more discussion on popular
culture audiences). | would argue that the musdustry is in fact responsible for
forming taste cultures. Music companies can makeok like one would need to like
certain kind of music in order to belong to a speaemographic group of people. The
media is often setting stylistic markers for egttbhg group boundaries (McQuail
1994, 308) and as popular music is a medium, theiammdustry has a potential

medium in their hands through which to set theistiglmarkers.

While the music industry does set stylistic markensd while it does create
characteriseable audiences, | would argue thaugsi@n in the context of music is in
accordance with the traditional way of seeing p&sgn as persuader-centered one-to-
many persuasion. However, the persuaders would tinglees do well with the
understanding of the persuadees’ effect on pemmadihus in the context of rock
music audience needs and shared memories or skaogadedge can be seen as more
potential tools for addressing messages to an acelieAudience needs can be very
general (Larson 2007, 270): Anti-war messagesinstance, reflect the needs of most
likely everyone, since in general no one wants ati-oppression messages would
have the same effect since, in general, no ongehgtivants to oppress other people.
Shared memories or knowledge are of things tha¢ri®ne” has done or been through
(ibid). They are generalizations of what peoplealigugo through in their lives. For
instance, most people are aware that there havetbweWorld Wars and that after the
second one there was the Cold War, as well as pexgile are aware that the WWII
ended when the United States dropped two atomidobamJapan. Most people would
also be aware of the global warming and of the alemchange in the contemporary

world. Using, for instance, these kinds of sharesories as points of reference or in
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support of the arguments, artists could appedie¢shared memories and knowledge of
the audience.

An example of the use of audience needs or shared memories and knowledge in
persuasion in the context rock music is, for instance, the message in the lyrics in
a song entitled ‘K.R.B.I.K.Y.” by a Finnish hardcore band Armageddon Clock. The
message repeats over and over again only one line, the initials of which also
constitute the name of the song: “Kill racism before it kills you” (lyrics written by
Uberskeletor Doomsday, XraulX, Propaganda Mike, Fat Jesus). The message is
referring to shared memories and audience needs as probably everyone would
agree that racism should be rooted out, that racism is not good. The listeners
already posses the proof, and this message is merely calling out to that proof.
Thus further argumentation is not needed.

The various in-groups and out-groups among an gstjgersuadees

Related to the kinds of knowledge artists can hatetheir audience and their

persuadees, are the various in-groups and out-grimuwhich the persuadees belong. A
fan of an artist belongs to an in-group of fang, when artists are persuading about a
certain cause that same fan might, however, bdmag out-group of the cause at hand.
People who already have convictions over a cedause belong to an in-group of the
cause, but might not be fans or listeners, thusngghg to an out-group in that sense.
Among the persuadees can of course be those wibmghéd the in-groups in both

senses, as well as those who belong to the oupgriouoth senses.

Although it can be difficult for artists to know i about their audience, they can
however know something about those persuadees efomd to the in-group of fans
and listeners. If people listen to an artist’'s musghey are likely to share at least some
world views with the artist because they have rgeated the artist and her/his
messages and decided not to listen to the artigy Tight share similar taste in style
but at least they share a similar taste in musis.important for the persuader to know
about the persuadees’ world views: how they coosttheir reality, what kind of
schemata or mental patterns they use to guide th&rpretations, what sorts of
behavioral rules people have, and also what sorilugion people might have of
themselves as social beings (Reardon 1991, 13k26wledge about one’s persuadees
can help one in message production but it canlso the persuader in succeeding in
the persuasion if the persuadees feel similaritih wihe persuader in the way they
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perceive the world. This knowing about one’s petlees is more or less the same
notion as Aristotle’s pathos.

In a way related to persuadees’ world views is ¢becept of message discrepancy.
Message discrepancy refers to the extent to whiehpbsition held by the persuader
differs from that of the persuadee (Stiff & Monge2@03, 170). However, as noted,
people among the group of persuadees have oftgringaviewpoints on the same
issues. Even if people hold similar general vielwsua issues in question, they differ in
more precise statements. (Stiff & Mongeau 2003,.)1Thus, persuaders should not
assume that their audience’s views are homogernlbiay. (Persuasive messages should
be built somehow so as to meet the positions hgldhb varying members of the
audience, otherwise the messages will most likelgkbre with those people with
whom the message discrepancy is too big. After studision on how message
discrepancy should be taken into account, Stiff dwhgeau (2003, 181) confine
themselves to saying that the most important thangersuader must take into account
from the perspective of the message discrepancyhatea) the persuasive messages
have to be realistic, and b) the persuaders shioaildareful if the message topic is
linked with persuadees’ values. Other than thatait be hard to say whether it is better
to construct messages that are very efficient satime people, or messages that attempt

at being at least somewhat efficient with everyone.

Message discrepancy is paralleled with the variowgoups and out-groups persuadees
belong to. It might be difficult to tell whether @rshould construct messages addressed
towards the people in the in-group of fans, peapléne in-group of a cause, or people
in the out-group of a cause who might or might betfans or listeners. Street (1986,
157-162) notes that rock songs that have a greatetional impact but are lyrically
sparse, or put another way, less explicit in tpensuasive attempts, are more effective
as rock songs. Street, however, seems to focueeonansequent success of Hungs
and perhaps not so much on actual persuasgssages the songs. He contends that
persuasive songs speak only to the already comvkstener, whereas songs with more
emotional impact and less explicit message actiwralglve the politically uninvolved
audience (ibid). Street’s notion does not, howetake into consideration the fact that

persuasive messages can have multiple goals. Kgawat one has an in-group of fans
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and listeners creates a sense of community or @anitgng the artist and the listeners
which can serve as supporting weight to the arfiEssuasive messages.

When the cause of persuasion is something artsts tHealt with earlier, it is easier to
persuade through messages of reinforcement ortextu# the cause is a newer one, it
might be better to persuade through messages pinghar changing. Goldfarb (2005,
177) notes also that when one is speaking to tready persuaded, people can go
further in their protests. It is thus good for thdists to have the various goals of
persuasion present in their work. Those in thegoatyp of a cause of persuasion should
at first be joined in with the in-group of the causind those already in the in-group
need different kind of persuasion in order for ta@ise to make some sort of a change

on a bigger societal scale.

Good example of the way the various in-groups and out-groups can be involved
can be found in the persuasive messages on The (International) Noise
Conspiracy’s album ‘A New Morning, Changing Weather’. The rhetoric on many
of the messages on the album’s songs includes addressing the listener as the
persuader’s sister, or brother, or a comrade. The messages are aimed at those
in the in-group of fans and listeners but also to those in the in-group of the
causes of persuasion. These messages are of hope that people who recognize
problems can make a difference. They are thus messages of actuation and
reinforcement. The album also features messages that are aimed at those who
are in the out-group of the causes of persuasion, be they in the in-group of fans
and listeners or not. These messages concern, for instance, the problems of the
capitalist consumer society, or the oppressiveness of cultural values, and are
aimed at changing or shaping. Becoming persuaded by these messages

people can also relate to the other messages on the album.

Because people belong to the different in-groupd amt-groups they are likely to
interpret artists’ persuasive messages differefgople in the in-group of fans and
listeners might interpret the persuasive messages different way than what was
originally intended by an artist (Shuker 1994, 14R0j)s becomes even more apparent if
these people are in the out-group of the causersiupsion. In a way this is natural, as
human communication often has multiple motivatiahsises multiple channels and is
rarely explicit (Simons et al. 2001, 48). The igp of listeners might even adopt a
message as their own and a song as their antheite thle artist who wrote the
message and the song would not represent merelgrieagroup (for an example of The
Who’s ‘My Generation’ and its image as a “mod anthesee Shuker 1994, 241). Frith
(1988, cited in Shuker 1994, 143) even goes saddo claim that the meaning of music

can be deducted from the listeners’ characteristick that the study of meaning of the
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artist’'s messages is thus somewhat in vain. Inuasien, often the persuader and the
persuadee are cocreating the meaning of the megSmgens et al. 2001, 48), but in the
case where the in-group interprets messages ditfgrieecause they feel that artists are
only communicating to them and representing onnththe situation is somewhat
different. Thus, artists might do better by focgson the persuasive cause than on the
benefit they would gain by focusing on the in-grafpans and listeners.

Persuasive messages are, however, different frasethhat are not trying to be
persuasive. For instance, My Generation probabbsdwmt have a persuasive message.
The message in the song is not intended to persinadisteners to identify with the
mod culture, but it can of course be interpretethat sense if people want to because
there is no intent to persuade otherwise eitheoné looks at the examples of the
persuasive messages given in this study, theyfareurse open for interpretation, but
with the usage of forms of proof they are also ijepersuasive messages to be
interpreted according to the writer’'s intentiongest (1986, 6) notes along the lines of
Frith and Shuker that artists can only tell theeher what they intended to say but they
cannot control how a message is heard or whereheard. Street’'s point of view is,
however, a more apt one as it includes the notiohemng able to communicate the
intention of artists to the listeners. With persaasskills, communicating that intention
becomes then clearer and persuaders can diretistéreer’s interpretation towards the
intended one. The listener is, nonetheless, letf Wie ability to decide whether or not
to accept that intended claim.

Shuker (1994, 163; 138-140) points out, furthertbat in popular music it is often the
chorus that defines how listeners interpret thesagss in songs. This means that if the
message in the chorus is somehow one-sided iroitd pf view, it will form the core
for the listeners’ interpretation, even though le tverses, for instance, the message
would imply a different interpretation. Shuker (#9963) gives Bruce Springsteen’s
‘Born In The U.S.A.” as an example: the song haardirwar message, and yet the song
Is often wrongly thought of carrying a message @hf) a proud American because of
the chorus repeating the phrases “Born in the U.SlAvas born in the U.S.A.” (lyrics
written by Bruce Springsteen). That said, | woulgug that it is not always a clear-cut
case that a one-sided message in the chorus wodkkd form the basis for the

listeners’ interpretation. For instance, the messagThe Sex Pistols’ ‘God Save The
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Queen’ has never been misinterpreted as a mesdabeirg proud of the British
cultural heritage and the Monarchy, even thoughctiwus in fact goes: “God save the
queen / we mean it man / we love our queen / Geessdlyrics written by Steve Jones,
Glen Matlock, Paul Cook, Johnny Rotten).

In my opinion, additional features in defining tthéering interpretations between Born
In The U.S.A. and God Save The Queen are due torthge of Bruce Springsteen and
The Sex Pistols as artists, and also to the visnages connected to the songs in the
record covers. When we communicate we do not usincunicate the substance of our
message but also something about ourselves andetatonship to the audience
(Simons et al. 2001, 49). The substance of the agess called the content level of
communication and the relationship to the audierthe relational level of
communication (ibid). Bruce Springsteen was knowra@ artist singing about the all-
American life in a small and poor town and the disaf something better. That image
is part of the relational level he communicatedhwits songs even if it was not part of
his relational goals of persuasion. Furthermore,dbwver for the single and the album
Born In The U.S.A. features Springsteen standindgrant of the flag of the United
States. The Sex Pistols, however, were controdesa provocative punk rockers who
did not romanticize the British way of life but edled against it. That image was part of
their relational level of communication and alsolbly part of their relational goals of
persuasion. Furthermore, the cover for the singld Save The Queen features a smutty
picture of Queen Elizabeth Il with The Sex Pistdtgjo on top of her mouth and the

name of the song covering her eyes.

I would argue that because of the image Bruce §gt@en had, the in-group of his fans
and listeners might have overlooked the persuasigssage in the song, the content
level of his persuasion. Also those in the out-grotifans and listeners and in the out-
group of the issue dealt with in the message (tlievear message) took Born In The
U.S.A. as a message of being a proud American.ré&laionship Bruce Springsteen
had with the audience was not related to beingipally outspoken but more related to
being “a fellow American”, so to say. Hence, for nmathe wrongly interpreted
relational goal of persuasion might have formed dbee for interpretation. With The
Sex Pistols, however, regardless of whether pdogllenged to the various in-groups or

out-groups, it was clear that the message in tmg swas not about being a proud
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Briton. The Sex Pistols’ relationship with the aemte was controversial: those who
supported The Sex Pistols or their message werelmls and those who opposed The
Sex Pistols could not have interpreted their messagsomething they as an opposition

would favor themselves.

If we compare this discussion to Aristotle’s pressiswe could argue that logos
becomes central in trying to persuade people irvén®us in-groups and out-groups to
which an artist’'s persuadees can belong to. Theegbof rock music, as we have seen,
might make people misinterpret the persuader’ssethibich is why focusing on the

content of the message and the arguments couldtdine persuadees towards the

interpretation the persuader has intended.

On the aspects of interactiveness and noninteraicéss of persuasion

The form of the context of persuasion in rock musi@n interesting one as it has
aspects of noninteractive and interactive persnasamtext. In an interactive context
the persuader can offer rewards or the withholdihthem for the persuadee, but in a
noninteractive context the persuader can only hiedppersuadee to imagine a better
future if the proposed action is taken or a bledidtrre if the action is ignored (Simons
et al. 2001, 38). In an interactive context thespader can also shape the messages
conveyed when the situation is still in action.rttk music persuasive messages are
often produced and sent out in the form of lyr&lsgans, or essays. Hence, it offers a
somewhat different starting point for persuasiomisThoninteractiveness would then be
another reason for looking at persuasion in roclksimthrough persuasive messages in
addition to the factors the varied and unknown ewnck brings along. We shall now
look at some aspects of interaction and the laekethf in persuasion and how that

affects persuasion in the context of rock music.

One way to conceptualize the noninteractive persnags context predominance
(Reardon 1981, 100-101). In mass media communicativhich is often
noninteractive, the persuadee’s self-concept ratessubordinated by the demands of
the context rules; persuasion is more focused ereffectiveness and appropriateness

of people’s behavior on a general level than onnb&idual persuadees (ibid). Context
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predominance, as explained by Reardon, bears the sation of Miller's (1986, 135)
cultural and sociological information as persuasil@ms. If we think of the persuasion
artists are engaged in, their context predominatwees through subscribing to the
norms of rock music and to the norms of populatucal In a way, the appropriateness
and effectiveness of their actions are seen witat context. If some people feel that
rock music and politics do not go together, pddtipersuasion in the context of rock
music would be inappropriate for them. On the ottend, playing music and shows,
doing interviews, and selling merchandise are phdulturally appropriate behavior in
the context of rock music. Adding political messagehat appropriate behavior does
not change things in my opinion. Furthermore, rogiusic has always been
controversial. From this point of view, expressipglitical dissent in persuasive

messages in the context of rock music would be wargh appropriate as well.

Newman and Perloff (2004, 27-28) state that intjgali marketing process, a context
which is also largely noninteractive as in contagnmessages produced and then sent as
advertisements or speeches, when the candidatéyiageto win the public’s favor, the
concepts that have an effect are expertise antmothiness. Personality traits and
nonverbal communication can also be used to senads in persuading the audience
to one’s side (ibid). In other words, these arddiacthat politicians use when faced
with the problem of noninteractive persuasion. luldoargue that these factors are
connected to the context. In politics people mighnt politicians that are trustworthy
and who advocate people’s interests, but in rockiothhe context might define some
other factors that make persuasion effective elvienisi noninteractive. In the context of
rock music, focusing on the message might, foramst, be more effective than
personality traits, as we saw in the previous exangh The Sex Pistols and Bruce
Springsteen. We shall look at the persuader’s cheriatics in the last section of this
chapter in more detail.

However, persuasion need not be either interadiveoninteractive, but it can have
aspects of both. One way to see this is to lodkatelationship between an artist and a
listener through the terms of para-social relatigqmsAlready in 1956 Horton and Wohl
(1986, 186) described the relationships betweertalk/'show hosts and the audience as
para-social, meaning that the performer is comnaimg to audience as if the

communication was not mediated. This might lead twond over time through which
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the viewer, a devotee, a fan, becomes to “know”gbgormer, and “understand” the
performer’s character and values (Horton & Wohl@,9837). Lull (1992, 22) notes that
in music the para-social relationship between tistaand a fan is even stronger than
the relationship with other media figures becaussimhas an ability to stimulate such

strong emotional feelings.

The para-sociability can make a member of an attdience feel as if the persuasion
instances would be interactive and that the ast#st communicating directly to that one
member of the audience. Furthermore, the feelingradwing” the artist might lead the

audience members to accept the artist's claims neastly. From this perspective,

artists would not need to persuade through coreadiominant ways in order to be
effective persuaders, as the audience memberscpeeteng the artists to communicate
directly to them individually. Street (1986, 186)yimains also that music produces
cultures that people can identify with. When ligten feel that they belong to a
community along with various artists, it can als$ceisgthen the para-social bond, as
people within one culture often perceive themsebiesilar to other members of the

culture and the community.

However, another crucial factor for the bond to eyaebetween the performer and the
audience member in televised settings, is thehiéitiathat the performer will appear on
screen at the same time and remain an unchangeafp@evision show (Horton &
Wohl 1986, 187-188). This part obviously does mtiyaeasily in the context of music,
as artists release records randomly, and althdugphrhight tour a lot, artists often play
one city once every two, three, or ten years. feuntiore, usually artists are covered in
the media globally only when they have releasedvamecord or locally when their tour
hits a specific location. This notion has not b&sten up in discussions of para-social
relationships in music either. However, artists’baies are online constantly and
audience members can pick artists’ aloums fromr tresiord shelves whenever they
want. This makes artists on the other hand an unggthpart of the audience members’
world. Horton and Wohl (1986, 188) note, nonethelaehat because the bond of
intimacy between the performer and the audienamnessided — that the context is in

fact noninteractive — the bond can actually onlysbggested,; it is not real.
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Contemporary technologies have also altered themaof interaction. Artists can have
more and more direct contact with their audiencg persuadees through technology-
mediated feedback channels. For instance, if ast &deps a blog about political issues
and her/his persuadees comment on the topicsgtisegsion would be very interactive.
The feedback channels could provide artists witlway of seeing how people have
responded to their persuasive messages and, iedeathke possible modifications to
the persuasion strategy. Then again, when an &tgtrsuading more through her/his
art, for instance messages in T-shirts or lyridgt tpersuasion would be more
noninteractive. The possibility for feedback isllsgresent, but in such cases the
feedback comes only after the persuasion, or betweparate persuasion instances, and
not while being engaged in persuasion. In additatists have interaction with their
audience not related to their persuasion instafmesnteraction of a more general type
(i.e. fan-artists-interaction or friend-friend-indetion). Hence, persuasion in rock music
Is both interactive and noninteractive and canib®ly more of one than the other on

different occasions.

Routes for persuasion

As we have seen, persuasion is a process thatdeslboth, the persuaders and the
persuadees regardless of whether persuasion ragtitee or noninteractive. To remark
the various things that affect the persuasion stnaPetty and Cacioppo developed the
Elaboration Likelihood Model (ELM) in 1981; they teothat persuasion is not about a
single variable having a simple effect, but thay given variable can have multiple
effects depending on the thoughts of the persuad®ssy, Rucker, Bizer & Cacioppo
2003, 66—67). The idea behind the ELM has an inapbraspect that persuaders should
consider or acknowledge as it shows how the diftep@sitions held by the persuadees
can affect the persuasion. (For a review of the Edéd also e.g. O’Keefe 1990, 95—
116.)

The ELM posits that there are two routes for pesgug central and peripheral. With
central route the persuadees engage in active gminceof the persuasive messages,
their motivation and ability to scrutinize the ma&gs characteristics, message context,

the source, and themselves are high. With peripmetse, however, the persuadees’
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motivation towards and/or involvement in the isane low — or their ability to process
messages is hindered — and the persuadees thugeenga more mindless processing
of the persuasive messages. (Petty et al. 2003,HiXvever, the amount of mental
processing, the amount elaboration that peopleinugssessing persuasive messages,
varies along a continuum and is not thus a dichgtofreither maximum elaboration of
central route or zero elaboration of peripheralteou~urthermore, the distinction
between high and low elaboration should not be seea distinction between a good

way to process persuasive messages and a bad wayttqPetty et al. 2003, 70-71.)

Petty, Haugtvedt and Smith (1995) note also thatc#ntral route will lead to a more
lasting state of being persuaded because of thdfoliness of the persuasion procession
(cited in Petty et al. 2003). Simons et al. (2088), state that central route is the more
likely way to influence people, even if the argunsein both ways were equally strong.
Newman and Perloff (2004, 33), while discussingev@ersuasion, note however that if
a voter perceives a message to have low persoleafaree, peripheral cues such as
branded party labels, celebrity endorsements asacadions, will be effective. This is
because messages that travel the peripheral raute iw different way than messages
taking the central route. If a person does not et the causes of persuasion and is
not thus willing to engage in the more mindful naggs procession, the peripheral cues
can still work their way through to persuade thatspn. In the context of music,
messages in the promotional material can thus ée tehave the same effect on the
part of the audience which might at first overlaatker persuasive messages in lyrics
for instance. This might be effective especiallytwthose in the in-group of artists’ fans

and listeners.

Seeing an artist wearing a T-shirt with the image of a broken rifle might at first
be a shirt with a “cool” symbol, but one might later on find out that the broken
rifle is the international symbol for war resisters. At that point one is already
persuaded to think favorably of whatever the symbol represents. Another
example could be a person in the in-group of an artist’s fans who sees that artist
associated with, for instance, some NGO (nhon-governmental organization) or
some NPO (non-profit organization). For instance, on the website of the British
industrial metallers Pitchshifter one finds Greenpeace’s logo on the main page.
Rise Against, a punk rock band from Chicago, has a space reserved for banners
of various politically persuasive organizations on their website. They have had
banners with logos and persuasive messages of, for instance, Human Rights
Watch and Charitywater.org. > This might lead the fan to form a positive image

2 Pitchshifter — http://www.pitchshifter.com/v4/homenl; Rise Against —
http://www.riseagainst.com/default.aspx. Web adskswisited August #52008.
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such organizations trying in different ways to make the world a better place.
Thus the fan might become persuaded to favor the causes advocated by the
these organizations through peripheral cues of association.

Related to the central and peripheral messagegsasitaiso the level of explicitness of
persuasive messages. Simons et al. (2001, 200)timatet is not clear whether it is
better to be implicit or explicit in persuasion. e explicit works when people engage
in mindful message procession and the messages thevcentral route but it might not
work when persuadees are uninterested. The mordicitmpersuasion might not,
however, work with those in the out-groups of atistis fans. If people do not like an
artist or her/his music and if there is no explm#rsuasive message to attract people,
there is no reason for people to become acquainittdthat artist or her/his political
messages. However, if we consider the fact thatsidppear on magazines, TV-shows,
and on the radio, there is a change for the mopdigihpersuasive messages in artists’
clothes or other artifacts to take the periphevate to successful persuasion even with

those who would at first be in the out-group ofSamd listeners.

Sometimes communicators are implicit in their passon because if people know they
are being exposed to persuasive messages they rmsigtit thinking of ways of
psychological defense (Simons et al. 2001, 52)s Thiespecially the case if the issues
at hand are of special importance to people (ibiigding one’s intentions to be
persuasive is, however, close to opting out theysatees’ ability to choose whether or
not to accept the persuasive claims, and thuscinufiaethical persuasion. Nonetheless,
Street (1997, 36) mentions that to read populaureilas a straight forward text is the
same as forgetting the variety of possible intdgtiens. Dressing one’s persuasive
messages in eloquent slogans or metaphors is p#re dorm through which popular
culture messages are created. Subscribing to dmat Wwhile still being persuasive,
cannot be judged as unethical persuasion or hidttentions to persuade. In fact, in
countries with authoritarian regimes or cultureserehrock is deemed unacceptable, the

implicit persuasive messages become even an adpa(8&reet 2001, 247).
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| am legend — The persuader’s characteristics

While we might not be able to separate the pergaasiessage from the persuader or
the act of persuasion from its context, there ammes aspects of the persuader’s
characteristics we can consider that affect persna&or instance, we might not trust
persuaders if we doubt their credibility (Larsor®20276) or if we doubt the source and
the credibility of their ideas (McKerrow et al. ZDA331). It helps the persuader if the
audience knows that the persuader is trustworthy feas expertise on the topic in
guestion (Benoit & Strathman 2003, 95; Simons €2@01, 81; Larson 2007, 276-277).
Nonetheless, the characteristics that make theupees appear more credible are
depended on the context and the persuadees. Ranées Bad Religion, a punk rock
band from Los Angeles, has been very influentiebuigh their politically and socially
persuasive messages. Greg Graffin, the lead saidgad Religion, is a professor of life
sciences in UCLA and has a Ph.D. in zoology. Fonesa professor, an elite person, as
persuader in the context of rock music might bepofting which would lead to
negative outcomes of the persuasion. They mighbtditie persuader’s street credibility
and authenticity as a punk rocker. For some, kngwivat Graffin, who was a nerd at
school but whose band has been one of the mostriampon the history of punk rock,
and a very popular one, and who has still been tabfrirsue an academic career, can

make his character more persuasive.

Persuaders can also signal certain distance opgmuilarity between them and their
persuadees: distance makes the persuader appeaerpart and group similarity more
similar in interpersonal terms. Interpersonal samii results in attraction towards the
persuader but being an expert, however, resultsadibility of the persuader. (Simons
et al. 2001, 80.) Group similarity would thus setmbe effective when artists are
persuading those in the in-group of fans and leteibut also when persuading those in
the in-group of the persuasive cause. Being anrexpght be more effective when
persuading those in the out-group of the causee Wey in the in-group of fans and
listeners or not. On the other hand, liking thespader can lead to perceived
trustworthiness (O’Keefe 1990, 139) but high crdiyomight still be more effective in
persuasion than liking or group similarity (O’Keef890, 145-149). Nonetheless, as it

is difficult for the artists to know where theirrgaadees stand in the various in-groups
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and out-groups, the effects of the persuader’sacheristics are variable in terms of the

context, the persuadees, and the message in quést® Reardon 1991, 81).

Benoit and Strathman (2003, 101) note further #matording to studies, a credible
source is more persuasive only when the topic isvaiving for the persuadees. This is
all also in accordance with the ELM: when the pssteg of a message is more
mindless and the persuasion travels the periphrergk, a seemingly credible or a
seemingly likable source is trusted more (O’Kee98(, 106—-107). This is because the
uninvolved persuadee does not scrutinize the messagtent, the persuasion context,
oneself as a persuadee, or the persuader. Thisdtinshinvolved persuadee merely
relies on the credible image of the persuader. ®ea1991, 87) argues that if the
persuader is a movie star [an example she usegihiag the star says may seem
accurate to a young person admiring the star, Isecthe youngster is so impressed
with the star that there is no reason to questiennterits of the star's arguments. | do
agree that people in admired positions, such asersigars and rock stars alike, might
be persuasive merely by being who they are. Notetbhel would argue that people

generally posses the ability to critically evaluateat stars are saying.

It can be difficult to realize our roles as diffetgersuadees, we all might be more or
less blind followers occasionally and critical disers at other occasion. | would thus
argue that it matters what the star is saying ashether people become persuaded
merely on the basis that the persuader is a stmcé] this point of view would also
imply that artists should view their persuadeesmsactive audience and focus on the
substance of their message, instead of the pogsilelet of their character. This is also
connected to the extremity of the claims. The nexteeme one’s claims are, the more
credible the persuader must be (Simons et al. 2Q02:-203). If the persuader’s
credibility seems inadequate compared to the extyeaf the claims, the persuader

must be able to provide credible supporting testics (ibid).

As we can see, it can be impossible to separat@dhsiader from the message, the
context, and the persuadees as each one oftertsatifiecother in one way or another.
Depending on the relationship between the persuani@rthe persuadee, the different
aspects of communication and persuasion situateonbe enhanced, either alone or

with other aspects, in making one’s messages neysaiasive.
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CHAPTER 3:
THE MESSAGE LEVEL OF PERSUASION

Persuaders — Know your proofs!

In this chapter we shall take a more detailed logk the ways one can construct
persuasive messages. In the first section we ki@l at forms of proof and evidence
and in the second section | shall give examplésrofis of proof in the context of rock
music. The third section looks at wording the mgesaand the fourth different ways to
organize the messages. In the last section we kitMlat how one can make one’s

persuasive messages more effective and more conginc

Whichever way one looks at persuasive messagesptikeof the issue always revolves
around the question of how persuasive messageas et being persuasive. To discuss
the question, we need to consider the persuadeessdurce, the context, and their
relationship as we have done already, and we needrisider the forms of proof or
evidence, as we shall do now. There are varioterdiit ways of becoming a persuader
as people become persuaded in various ways: sooyepare persuaded when they
think they have come up with, whatever it is yoa saying, themselves; some people
need social proof, they need to know that otheplgeagree with the persuasive claims
also (Larson 2007, 268).

In general, for persuasion to be effective the ymaler must be able to give the
persuadees good reason to believe the persuadétefhdov et al. 2000, 331). The
persuadees do not consider only rational informat&s “good reason” but their
motives, needs, and psychological states also rdeterwhat good reason is (ibid).
Good reason is provided by the use of forms of fprleich can be narratives and
anecdotes, testimonials of other persons, visudeace, comparison and contrast, and
statistical evidence (Larson 2007, 274-276). Irspasion, narratives and anecdotes are
stories which include the reasons why one shoutwine persuaded. Testimonials of
others are one form of social proof, but the usarof‘expert withess” would also be
using a testimonial of others. Visual evidence cake the persuadees see themselves

what the persuader is talking about; messages inofgavisual evidence often travel
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the peripheral route. With comparison persuadeve ¢he persuadees something to
compare the persuasive claims with, as it can fiewdt to see the claims in a bigger
picture. (ibid.) (See also Simons et al. 2001, 1&B-for a discussion on narratives,

statistics, and testimonials as evidence in pergeiasessages).

Another way to see the forms of proof, is to coasidognitive shorthands. We use
cognitive shorthands when receiving messages becihus impossible to actively
process and think through every message (Ciald8B16; Simons et al. 2001, 136).
Cialdini (1993) lists seven principles of cognitigshorthands we use when we cannot
engage in a more mindful message processing: @ntegiprocity, consistency, social
proof, authority, liking, and scarcity (see alson8ns et al. 2001, 136 for a discussion
on cognitive shorthands in persuasion). Cognitiverthands thus share some aspects

with low elaboration message procession of the ELM.

Contrast means that if we are presented with tweotd out of which the second one is
fairly different from the first one, we tend to sgemore different that it actually is
[original emphasis] (Cialdini 1993, 12). Reciprgcibliges us to repay favors, gifts,
invitations, and the like (Cialdini 1993, 20). C@tency means that once we make a
choice or a commitment, we encounter personalsirgedoersonal pressure to behave
consistently with that commitment (Cialdini 19931;5or a review of consistency
theories see also Gass & Seiter 2003b, 50-51)ciBcaneans that people are more
attracted to opportunities when they seem to bedeailable (Cialdini 1993, 195), and
social proof was defined in the beginning of tsyater. Relying on social proof seems
especially dangerous if people stop thinking aitic and base their motives on the
similarity of reaction among a group of people. Elsnwhen relying on social proof,
people should still asses the persuasive claimmgblres and not base their actions
solely on social proof (Cialdini 1993, 132-133).eTineed for social proof is, however,
in a way natural since people do not act in isofafiLilleker 2006, 14). Authority and
liking are more or less self-explanatory as we tamtbelieve those we deem to have
authority over a certain issue, and as we tend aguments from those we like more

favorably.

Cognitive shorthands work in a similar way as domf® of proof in persuasive

messages, the distinction being, however, that Soomproof are more connected to
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persuadees’ needs in believing a message wheraastiee shorthands are more
connected to the persuadee’s mindless processiagrmassage. Even if forms of proof
are work when persuadees engage in mindful mespaggession and cognitive
shorthands when message procession is more minthegsoften function through the
same usages. Sometimes we become persuaded thcogghive shorthands while
sometimes through the use the forms of proof atideamessage procession. While the
two concepts can be separated theoretically, tmeyotien intertwined and working
together. This is also paralleled with the ELM e sense that persuasive messages can
travel both routes, depending on the persuadeedhesid activeness in the message

procession.

However, cognitive shorthands, while necessaryvemidking well for most of the time,
can lead to negative outcomes on behalf of theupdees exactly because of the
mindless processing of them (Cialdini 1993, 7-8né&k, Cialdini (1993) has labeled
cognitive shorthands as weapons of influence. thésefore worth considering whether
or not an active use of cognitive shorthands oralbeti the persuader, is in fact ethical
persuasion. Any of the cognitive shorthands carefmployed for good or for bad,
depending on the motives of the persuader (Cialt®93, 83). Nonetheless, this is in
general the case with any means of persuasion:feegs good as the intentions behind
their usage (see e.g. Seiter & Gass 2003, 4, and/tiole chapter in general). As noted
earlier already, we should not judge the meanscbuatentrate on their usage when
considering the ethicality of persuasive messagegnitive shorthands can be used for
bad but if they are not used with the intentiom@nipulate the persuadees, their usage

can be considered ethical.

Persuaders might also base their proofs on effautiss as it refers to the extent to
which the proposed idea leads to a desired outc@eardon 1991, 70-71). Thus,
effectiveness is connected to the goals of persnakiican be used as a form of proof to
show the persuadees that — whether their respoasesbeing shaped, changed,
reinforced, or whether the persuadees are bein@tac — the desired outcome will be

effective and the action worth taking.
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Forms of proof in the context of rock music

Narratives and anecdotess forms of proof can use for instance reciprocity
consistency, or scarcity as cognitive shorthands. example of reciprocity and a
narrative in the context of rock music could be tiessage in a song Anti-Flag, a punk
rock band from Pittsburgh, did in collaboration lwa German punk rock band from
Ibbenbiren, The Donots. The song is called ‘Prosestg’. In the message the artists

are calling out to their fans.

You've sung at our shows - cheered right over wrong

Now it’s time to hit the streets back up those words you’ve sung
Because our voices alone this time will not get it done

Because the people, united will get it done

(Lyrics written by Justin Sane)

The fans and listeners have already gotten songetiom the artists (shows, music that
they like, ideas) and now it is time give somethbagk and unite against the powers
that be. In the message in the song’s verse, tistsaare calling out to their fans that
have been to their shows. However, one might atijaeeven those members of the
artists’ audience who have not been to their shbwshave sung along to their songs at
home, for instance, would feel obliged to join gretest. The rule of reciprocity has an
overpowering feeling (Cialdini 1993, 22-23). In tbleorus of the song, the message
deals with this aspect.

Protest! Against! Injustice! State terror!
On the streets of the world
For the disempowered

(Lyrics written by Justin Sane)

The rule of reciprocity is applied to all listenensthe message as the artists mention
that people should unite for a greater cause, niyt lmecause people are obliged for a
reciprocal action for the artists. In a way evefpavho is not disempowered owes a
helping hand to those who are. The message useefédstiveness as a form of proof:

if people united heed the call, they can make f@wihce.
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An example of the use of anecdotes as forms offproald be, for instance, the text on
the back cover art of NOFX’'s EP, The Decline. Thexline is an 18-minute one-track
EP discussing and commenting on the social inetipglin the United States. The EP’s
back cover art sums up the persuasive message Igrits by taking the U.S. pledge of

allegiance and twisting it a bit:

I PLEDGE A GREIVANCE TO THE FLA-
OF THE UNITED STATES OF A-

AND TO THE BLAH BLAH

BLAH BLAH BLAH B-

BLAH BLAH B-

BLAH BLA-

WITH LIBERTY FOR JUST US NOT ALL

Testimonials of other persoms forms of proof can lean on authority, socialofrand
liking as cognitive shorthands. Testimonials of evth can be used as supporting
evidence in persuasive messages. In the contesacf music a particular way how
artists use testimonials of others in their pernsuaare quotes on record sleeves or in
other art work. Quotes can be used in explainiegpiersuasive messages, adding up to
them, or in summarizing them.

The Weakerthans, a Canadian pop rock band, has an album entitled
‘Reconstruction Site’ which features six quotes mixed in with the lyrics for the
songs. One quote however sums up the over-all persuasive message the album
carries, a quote by The Booker Prize winning author John Berger: “For us to live
and die properly, things have to named properly. Let us reclaim our words.” The
album features a mention of the French postmodernist philosopher Jacques
Derrida in one of the songs, a song entitled ‘A New Name For Everything’, and of
course the whole album is entitled Reconstruction Site. Berger’s quote clarifies
the persuasive message of deconstructing the meanings given to us through
language (Derrida’s idea), and then reconstructing more tenable meanings for
words so that we would not let words uphold undesired and unacknowledged
aspects of our cultures, behaviors, or attitudes.

Another way to use testimonials of others is what Propagandhi, a Canadian punk
rock/hardcore band has done with their DVD ‘Live From Occupied Territory: An
Official Bootleg’. In addition to the live concert, the DVD features two
documentaries not connected to the band as such. In my opinion, this is a great
way to distribute the documentaries to an audience that might not have access
to them otherwise. It is also a great way for artists to engage in effective
persuasive communication easily. If artists feel that a documentary is
persuading on behalf of the same cause they are, it makes sense to link these
testimonials of others to one’s own work.

% Some of the text in the back cover of the EP e@homitted by the way the lines are arrangedvé ha
tried to illustrate this by cutting the words ofitiva hyphen. Also, the misspelling and the odddwvor
order are duplicated here as they appear originalige EP cover.
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| shall not discussisual evidencén more detail here, as it is nonverbal persuaaiwh
thus not within the scope of this study. Nonverbammunication and its effects on
persuasion instances have, nonetheless, beendstig@vhere (see e.g. Andersen 1999,
246-274; Burgoon, Buller & Woodall 1996, 393—42&e@ero, DeVito & Hecht 1999,
314-376). As form of proof, visual evidence can boegr use any of the cognitive

shorthands.

Comparison and contrasis forms of proof are more or less the same asdhgast
aspect of cognitive shorthands. An example compariand contrast embedded in
narrative, is the message in a song called ‘Theetrap Ambition’ by the Baltimore-
based grindcore band Misery Index. The beginninthefmessage takes the historical
ambition of the British and their manifest destinyconquer the “uncharted” territories,

and compares that with what is happening in thddixtoday.

From unchallenged doctrines before, when ‘manifest destinies’ carved
Nations from innocent blood (that soaks this wretched earth yet more)
To the passing of history’s dream from kingly to corporate elite

In glory these conqueror’s thrust their pious swords of empire

Their colonies staining the map, their pawns imposing the class division
Another imperial act, cloaked in the shroud of ‘liberation’

(Lyrics written by Jason Netherton)

The message in the song’s chorus then asks whigctinare the processes of so-called
liberation and its modern equivalent democratizatioing. The message in the chorus
compares the reasons given by the powers that bewwiahey can be interpreted if one

only looks a little closer.

Is it freedom’s mission, or the fascist vision?

Is it Christ-compassion, or coerced conversion?

Sanctified industry and savior modernity!

Spreading over oceans, crusading on hypocrisy

This modern greed-ambassador comes masked as democracy
...Your God is chosen

(Lyrics written by Jason Netherton)

The first four lines of the message in the secomder of the song further contrast the

reality of what is happening with what is officialbeing told about what is happening.
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Is oil the blood of their Christ - cold, dripping and black

As each corpse pays to enhance, their burning lust for opulence?
Holding the cross in their hand, the priests of capital feast

And devour the fruit of their land, in consecrated warlust

(Lyrics written by Jason Netherton)

Statistical evidencas forms of proof can become authority as cognsivorthand, or it
can show scarcity and lean on that as cognitivetisaod. The use of statistical
evidence might not strike as a common form of priaopersuasion in the context of
rock music but it is not ruled out either. For arste, Bad Religion has used statistical

evidence in their persuasion.

Have you been to the desert?
Have you walked with the dead?
There’s a hundred thousand children being killed for their bread

And the figures don't lie they speak of human disease
But we do what we want and we think what we please

[--]

10 million dollars on a losing campaign
20 million starving and writhing in pain
Big strong people unwilling to give
Small in vision and perspective

One in five kids below the poverty line
One population runnin’ out of time

(Lyrics written by Greg Graffin)

The persuasive message in the song called ‘Punk Boag’' is based on statistical
evidence to show how people ignore the needy, adfhoone finds undisputable
evidence that things are going wrong. While the sags in the song deals with the
statistics and discusses their meaning, the messati® song’s chorus also ties the
statistics to the listener.

This is just a punk rock song

Written for the people who can see something’s wrong
Like ants in a colony we do our share

But there’s so many other fuckin’ insects out there
And this is just a punk rock song

(Lyrics written by Greg Graffin)
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The message is stating that the well-off are nmelon this planet and that they cannot
ignore those who do not have things as good ashbeg. Statistical evidence and its
objectivity are often trusted as forms of proof blaims of pure objectivity should be
viewed with a caution because the appearance ety is itself a powerful form of
persuasion (Simons et al. 2001, 55). However,s$iedi evidence used as such might
not lead to persuasive outcomes as statistics fega wviewed boring by many people
(Reardon 1991, 108). If statistics are reportech@lwith a description or explained in
terms of the audience experiences, statisticaleenie tends to be more persuasive
(Reardon 1991, 102). In the chorus of Punk RockgSsuatistical evidence in the
message is being tied to receiver experiences tiwghine “written for the people who
can see something’s wrong”. Furthermore, the sizgisused in the song are also
described and explained in other words, for instaas is done in the line “big strong

people unwilling to give, small in vision and pezspve”.

Wording the message

On top of forms of proof, the wording of the mess&gimportant as one can thus make
the message much more vivid, interesting and cdmgelLarson 2007, 277). Already
Aristotle (3.2.—3.12.) dealt with the presentatidrihe message: he showed examples of
how to illustrate one’s language and use metaphorder to make the persuasive
message more compelling and effective. In the stdrdé music, messages in lyrics
obviously require good wording, but the messageslagans on the promotional
material are equally important in terms of wordife messages on T-shirts or badges
are often quite short, yet they need to be justfiestive as the messages in lyrics for
instance. One could perceive the promotional nmaltexs any commercial material
trying to sell something. On the one hand, ant&atmomotional material is selling the
music but, on the other hand, it can also be usesliing the persuasive messages the

artist wants to convey.

Examples of effectively worded messages on T-shirts are, for instance Manic
Street Preachers with a shirt saying in big capital letters “TOLERATE” and
Biohazard, a hardcore band from Brooklyn New York, with a shirt saying “A virus
of hate infects the ignorant mind”. Both of these shirts share the same message,
although the artists come from very different worlds. Manic Street Preachers are
“art-rockers” and intellectuals whereas Biohazard boasts with street-wise image
coming from the tough urban background. The message on Biohazard’s shirt is
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taken from their song ‘Tales From The Hard Side’. It is a critical stance towards
violence as such and also towards racism with the accompanying image on the
shirt of a black and a white man making a blood brother pact. The message on
Manic Street Preachers’ shirt is on the other hand the one word all messages
against violence and discrimination come down to: we must tolerate each other
regardless of our differences. Interestingly, the band with more intellectual
image has chosen a straight-forward message for their shirt and the band with a
tougher image has chosen the more philosophical message for their shirt.

Wording the messages in promotional materials, eshifts or other artifacts, is

important in the context of rock music as they barused to persuade those who might
at first (or completely) overlook the more thorougérsuasive messages in lyrics or
essays, for instance. As we saw with the discussiothe ELM, effectively worded

simple slogans and other messages can be very mgoguersuading through the

peripheral route. Photographs of artists can bedaalmost always on record sleeves,
on the artists’ websites, or on magazines and theipersuadees are reached through
the use of artifacts quite easily. If an artist vgeelothes with persuasive messages on
photographs that appear on magazines, the persuas®sages can even reach an
audience that might not otherwise be reached bwitiet’'s message. The artifacts need

not be clothes only, as many rock artists can haeesuasive messages on their
instruments also.

Justin Sane, the lead singer and guitarist of Anti-Flag has a guitar with the
slogan “What are we going to do about the U.S.A.?” on it. The same slogan was
written also on the backdrop on the official Anti-Flag promotional photographs
for their album ‘For Blood And Empire’. Tom Morello, the guitar wizard from
Rage Against The Machine and Audioslave, and the solo artist known as The
Nightwatchman, has guitars with slogans such as “"Arm the homeless” and
“Knowledge is power” on them.

What makes the messages in artifacts especialgctefé, is that people are almost
always able to buy the artists’ merchandise, or thet artists’ signature model
instruments bearing the same messages as whattigie ase themselves. Thus people

can then, in turn, take the persuasive messagasists forward.

If we compare wording in the context of rock musied wording in music in the
context of movements, Stewart et al (2001, 210-21t¢ that the language used in
messages in the context of movements’ music is moften mild than attacking or
ridiculing. What makes this notion more interestisgthat messages in movements’

music do appeal to the movement members but nangch to larger audiences,
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whereas messages with more ridiculing approach,irfstance, would appeal to a
greater variety of audience (Stewart et al. 20@2)2Rock music has never been “nice
muzak” which would not bother anyone and the samesdor the intensity of the
language in the messages. As discussed in chapiterttie 1980s in the United States
the PMRC campaigned to get warning labels on rdfmkras if the lyrics or the contents
of the album were thought to be somehow offendiedels such as ‘Parental Advisory
- Explicit Lyrics’ can still be found on record ceng, and while this goes to show that
messages in rock music use strong language, tle¢slhbcame also guarantee for the
fans of authentic and uncompromised contents. teige, language in the messages in
rock music does not have to be strong but it canf laetists want it to be. Strong
language might be an advantage in persuasion wiistsavant to reach the widest

possible audience for their message also if congparevhat Stewart et al. noted.

A good example of the use of ridiculing or strong language in persuasive
messages in the context of rock music would be the message in an album
entitled ‘Fuck World Trade’ by the New York ska-core/punk band The Leftéver
Crack. The cover art for the album features one of the WTC twin towers burning
and the other being hit by a plane while the then U.S. Secretary of Defense
Donald Rumsfeld is remote-controlling the plane, the U.S. president George W.
Bush is pouring gasoline on the towers from a Halliburton gasoline pump, and
the U.S. vice president Dick Cheney is lighting a match. The Halliburton gas
pump features also the words “mission accomplished” written on it. As such the
message in the album title is ridiculing and even insulting towards all those
injured or killed in the 9/11 attacks. However, contained in the album cover is
also the persuasive message against the set of values represented by the World
Trade organization as well as towards the hypocrisy of the U.S. leaders with the
9/11 attacks and their connections to companies that have benefitted from

the consequences of the attacks.

Organizing the message

On top of wording, one also needs to consider thg messages are constructed and
organized. One can organize messages by topicciapevhen one wants specific
action and the topics are the reasons as to whyl@etould act according to one’s
message. One can organize messages by drawingctionsdo the big picture, one can
organize messages by chronology or by stock-isStezk-issue refers to the fact that
there are certain universal (stock) issues that nede dealt with when policy changes
are considered. These are 1) the need for changeplan to solve the need, and 3)
showing that the persuader’s plan meets the néeddher words, the persuader must
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show the audience that they are suffering from,langing for, or are in danger of

losing something. The persuader thus creates deagertainty or doubt and then shows
how her/his plan is tied to solving the problemd &ow, if acted upon, the plan makes
a difference and helps the persuadees. (Larson, 200#272.) Furthermore, persuaders
must also be able to show that their solution isebehan other possible solutions and
thus worth acting upon. When one is persuadingnagdhe status quo, one has the
burden of proof since it is easier for the peopléhink simply that things are just fine

and that there is no need for any policy changesaeaer. (Simons et al. 2001, 162.)

An example of organizing the persuasive message by topic and also by
chronology can be found on Dead Kennedys’ album ‘Bedtime For Democracy’
released in 1986. The original vinyl release includes a broadsheet newspaper
that comes along with the album. Included in the newspaper one finds a four-
page article covering a censorship issue Dead Kennedys among other rock
artists had been subject to in the United States in the 1980s. The article covers
topic by topic how Dead Kennedys and rock music had become targeted by the
Right, The PMRC, the televangelists, and others fronts, and how the climate of
intolerance for free speech in the United States in the 1980s resembled the
McCarthy Era of the 1950s. The topics are also organized chronologically and
one is able to see how the targeting of rock music had advanced from
disapproval to censorship and from court hearings to artists being sued over.
The article also includes actual newspaper articles covering the issue and the
court cases Dead Kennedys found themselves in; in addition the article features
the Bill of Rights of the U.S. Constitution.

One way to draw connections to the big picture that some artists do, is to
include ways the audience can learn more about the various causes an artist is
persuading for. This can be done by adding lists of, for instance, books,
magazines, Internet addresses, or DVDs, to name but a few. With the lists the
persuadees can take up on the persuasive messages by artists and see them in
a bigger context, for instance in the media, in documentaries and so forth. This
is a good way in cases when the messages in lyrics, for instance, have not
addressed all the stock issues, but only the first one. The lists of further
information can be used as addressing the remaining two stock issues. Such lists
are found, for instance in the booklets for Rage Against The Machine’s albums
‘Evil Empire’ and ‘The Battle Of Los Angeles’. Another way to create the same
effect is to write essays that deal with the same messages one’s lyrics deal with.
In this way one does not have to try to fit all information in the messages in
lyrics, but one can draw connections from those messages to the big picture in a
less eloquent form of the essays. This tactic is used by, for instance, Anti-Flag
on their albums ‘The Terror State’ and ‘For Blood And Empire’.

An example of organizing the persuasive messagstigk issue can be found, for
instance, in the message in Stiff Little Fingershg ‘Alternative Ulster’ from their
debut album released in 1979. Stiff Little Fingemme from Northern Ireland and
Ulster is the name for the northern province ofaind. In the late 1970s the situation in
Northern Ireland was much worse than it is nowadays the persuasive message in
Alternative Ulster addresses the situation back.tAde lines in the message which
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form the second verse of the song, present thé dieck issue of the persuasive
message, the need for change.

Take a look where you're livin’

You got the Army on your street

And the RUC dog of repression

Is barking at your feet

Is this the kind of place you wanna live?
Is this where you wanna be?

Is this the only life we're gonna have?

(Lyrics written by Jake Burns, Ali McMordie,
Henry Cluney, Brian Faloon, Gordon Ogilvie)

The second stock issue, the plan to solve the gnolid dealt with in the message in the

chorus of the song.

What we need is

An Alternative Ulster

Grab it and change it it’s yours
Get an Alternative Ulster
Ignore the bores and their laws
Get an Alternative Ulster

Be an anti-security force

Alter your native Ulster

Alter your native land

(Lyrics written by Jake Burns, Ali McMordie,
Henry Cluney, Brian Faloon, Gordon Ogilvie)

The third stock issue, to show that one’s plan mé¢le¢ needs, is dealt with in the
message in the lines noting that if people subgigaémselves to police and army
control, the situation will never change. The waybke free is to get an alternative
Ulster. The third stock issue is also addressimgntiatter that — although the message
only mentions the British police (the RUC, Royabtdl Constabulary) and the British
Army — perhaps the solution is not to think in terof the Irish vs. the British, but to
find an alternative way to be free in Ulster.

They say they’ve got control of you
But that’s not true you know

They say they're a part of you

And that's a lie you know

They say you will never be

Free free free

Get an Alternative Ulster

(Lyrics written by Jake Burns, Ali McMordie,
Henry Cluney, Brian Faloon, Gordon Ogilvie)
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Persuaders can begin to construct their message isbuilding on acceptable
premises, where “[a] premise is a hook on whichdag an argument”. If a persuader
can get the persuadee to agree on some commondgeppeals, the persuader thus
wins the trust of the persuadee. Once the persuatEpts a premise, the persuader is
halfway to getting her/him to accept the conclusiBoilding on acceptable premises
also makes the persuader appear more attractiveoilS et al. 2001, 82—83.) One way
to build acceptable premises is to reason frompispective of the other, to adapt
one’s arguments so that they start from the peemiadpoint of view (Simons et al.
2001, 84). Reasoning from the perspective of tHeeromight be a good way to
approach the persuasion especially when the inten@sssage is in one way or another
controversial. Controversial issues can be hardwallow and if the persuader can
show from the persuadee’s perspective that theogexp claims are in fact worth
adhering to, the persuadees are more likely topatbe claims. Building on acceptable
premises in music might, however, be difficult mstances when persuasion is more
noninteractive: one can begin with a common groapykeal but cannot be sure whether

the persuadees have accepted the premise.

Another angle on building on acceptable premisdsoig Miller (1986, 135) suggests
that in mass communication the predictions abouroanicative outcomes rely on
cultural or sociological information whereas in ergersonal communication the
predictions rely on the psychological informatitwat one interprets in the interpersonal
situation. With the predictions Miller (1986, 13&fers to the assumptions people make
about the possible outcomes of a communicationtewaich then, in turn, shape the
messages they convey as communication is a purpased not a haphazard activity.
We shall discuss the issue of whether persuasianusic is mass communication or
interpersonal in chapter 4, but relying on cultuaat sociological information might
serve as a good way of seeing the acceptable penespecially when persuasion is
more noninteractive. Miller (1986, 138) adds tha& position includes all possible

media messages and artists have their work asdweimedium.

An example of building on acceptable premises aiasogical proof can be found in
the message in Bad Religion’s song ‘Kyoto Now!” Tpersuasive message in the song
is a simple and an overt one: the Kyoto Protocolukhbe ratified by every nation. The

message in the song is also dealing with the isatgssome nations have not ratified
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the protocol. Instead of merely addressing theeigguhe why the protocol has not been
ratified, the message is built on acceptable presnd environmental protection.

You know if one goes down, we all go down as well
The balance is precarious as anyone can tell

[--]

We can’t do nothing and think someone else will make it right
[--]

The arid torpor of inaction will be our demise

(Lyrics written by Greg Graffin)

When people accept the fact that we all need tand/ actively do our part in stopping
the climate change, they might be more receptivatds those claims that are made
against the nations who have not ratified the maitdr his issue is also dealt with in the

message.

It's all about ignorance, and greed, and miracles for the blind
The media parading, disjointed politics
Founded on petrochemical plunder and we're its hostages

(Lyrics written by Greg Graffin)

With message organization we also need to consiidepoints of view and persuasive
claims that are contrary to the persuasive claimsame making. This aspect of message
construction and design is whether one’s argum&msild be one-sided or both-sided;
whether to deal with only one’s own arguments spakith the countering arguments
(Simons et al. 201-202). Dealing with the countgwarents but then showing that they
are worse solutions than one’s own is called réfutal both-sided way to approach a
persuasive message. Constructing messages and eagunwhich take into
consideration one’s own arguments as well as thatesarguments but then refutes the
countering ones, works generally best because ¢hsiader can thus enhance her/his
credibility. However, such messages can also becKfihe persuader’s refutations are
weak. (ibid; O’Keefe 1990, 161-162.) Already Ari$0(2.18.1391b) and Cicero (2,
307) noted that it is a necessity for the speattaetute the counterarguments. (For a
review and support see also Stiff & Mongeau 20@0-143.) The refutational both-
sided approach seems to be the better way to cehsine’s messages and it can be
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used in strengthening all the different goals akpasion: actuating, shaping, changing,

and reinforcing.

Refutational both-sided persuasion is something artists could do in persuasive
messages especially in blogs, columns, interviews, or in other instances where
they have less constraints to deal with the counterarguments and the refuting of
them. Persuasive messages in slogans or lyrics can of course address the
counterarguments as well, but for a more thorough discussion on why one’s own
arguments are better than those of the opponents, the less constraint there is,
the better it is. Henry Rollins, the indie rock legend, has been especially active in
persuasion for a variety of causes in his career. Rollins has fronted the seminal
hardcore band Black Flag, his own influential solo band Rollins Band, given
spoken word performances, written books, acted in motion pictures, and hosted
his own TV talk show. Especially with his spoken word performances and his talk
show, Rollins has been able to deal with many issues of social injustice or
cultural injustice convincingly and persuasively. By having more time and space
to deal with the counterarguments using the refutational both-sided persuasion,
I would argue that he has been able to deal with the issues more thoroughly
than he would have been able to, for instance, in the messages in his lyrics.

The (re)construction site of messages

Related to the both-sided messages in persuasia@amalso consider how language is
often used to play up the positives and play ddvennegatives (Simons et al. 2001, 96).
Rank (1976) listed three components for intensgyia message — repetition,
association, and composition — and three for doawipy — omission, diversion, and
confusion (cited in Simons et al. 2001, 96-100)ensification means that one
intensifies the good points in one’s own messagketlaa negative points in an opposing
point of view. Downplaying, then, means that onevaplays the negative points in
one’s own message and good points in opposing messébid.) Rank’s components
of intensifying and downplaying have also theiruak and audiovisual counterparts
(Simons et al. 2001, 109). The intensifying tactace suitable for persuasion in the
context of rock music as artists can combine thbalemessage level with the visual
and audiovisual levels. The visual level of promoél photographs, T-shirts, or record
sleeves with photographs can be used to suppoxettial persuasive messages. Music
videos are probably the best platforms for persumasi this sense, as they combine the

verbal message level, the visual level as welhasatdiovisual level.

The music video has been described as a promottonalencouraging record sales

(Shuker 1994, 168). Music videos are a logical ioonim for televised music programs
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that started in the 1950s when the television hbrasiihg industry seized the
commercial opportunities of the emerging youth wnalt markets which were
intertwined with popular music (Shuker 1994, 1712)1{For a more thorough look
into music videos, which of course have been stuftiem various points of view, see
e.g. Shuker 1994, 166-197; Walker & Bender 1994mwischtenberg 1992, 116-133;
and especially Frith, Goodwin & Grossberg 1993.)

However, music videos should not be seen merelabes tricks because they can be
used for effective persuasion as well. The musiewiis a great way in reaching wide
and new audiences, and while for the music indusieywideos might be merely about
promoting the albums, they can be used in explgitiie messages in the songs by the
artists (Frith 2001, 44). Frith’s notion means ttieg commercial interest of the record
companies and the persuasive interests of thdsadre not mutually exclusive goals.
The music video can serve both purposes simultatgotlihe popularity of television
has not declined since its invention, in fact tffea must be the opposite. The Internet
is providing us with sites like YouTube where ora® dind more or less all the music
videos in the world. Hence, the ability for artigisget their persuasive messages across
to a wider audience than just the record-buying @na significant one with the music
video. On the other hand, the possibility to reactwide audience becomes the

motivation for the music industry to invest in tideos as well.

When Metallica shot their first music video for their 1988 hit single ‘One’, it
contained excerpts from the movie ‘Johnny Got His Gun’ by Dalton Trumbo
underlining the songs persuasive message about the horrors of war. It was thus
by no means a commercial advertising trick but a way to further influence the
interpretation of the listener/viewer to the direction Metallica wanted to. Another
kind of an example could be the message in the video for the song
‘Refuse/Resist’ by Sepultura. Even though there would be people who would
never buy an album by Sepultura they might catch the video on MTV or come
across it on YouTube, for instance. The video includes legendary news footage of
Chinese students demonstrating in Tiananmen Square Beijing, footage of one of
the students standing in front a tank not wanting to let the military troops to get
into Tiananmen Square, and footage of the military violently ending the
students’ peaceful protest. Seeing the video might then lead the viewer to check
out the persuasive message in the song’s lyrics and further on to learn more
about what is, for instance, the state of civil rights in China.

Repetition as Rank’s intensifying tactic seems egflg fit in the context of rock
music. Music is a forceful tool of persuasion bessaut is designed for repetition
(Stewart 1991, cited in Stewart et al. 2001, 200320ull (1992, 4) also maintains that
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as music, unlike other media forms, gets repeatent and over again on the radio
stations, it further transmits the fundamental iinfation contained in the songs. With
“fundamental information in a song” Lull focuses the “structures” of the songs, the
things that comprise popular music, but the repetiiactor is also an important issue to
consider when one thinks about persuasive aspectlei context of rock music in
general. While Lull only mentions the radio, sorg repeated in concerts, in clubs
played by DJs, on TV, or in the listeners’ sterand iPods, for instance. The messages
in slogans in promotional materials get repeategesple use artists’ merchandise.
Hence, many aspects of popular culture are apefuetitive persuasion. To increase the
persuasiveness of repetition, Stewart et al. (2@0Q6) note that for instance singing
along acts as a unifying an empowering experieimcepn the one hand self-persuasive
and on the other it functions as social proof. ¢ldigon to singing along, wearing
artists’ T-shirts and seeing others wear the samssacts in the same manner as social
proof. Wearing the shirts is also self-persuasa®,the persuadee wearing a shirt
reminds oneself everyday when wearing the shithefpersuasive message printed on
the shirt.

Association is a potent tool to be used in persumasn the context of rock music
especially when one combines the message levelttmdiisual level. Images and
symbols are linked to messages in T-shirts, sudh #ee case of the Biohazard T-shirt
mentioned in the beginning of this chapter, and,sesn above, in music videos.
Association would be also what was discussed imgesf testimonials of others. With
composition one can control how one’s own argumangsplaced in more noticeable
place than the countering arguments. In messagamigs one could, for instance, place
one’s strongest arguments in the chorus and theteong, to-be-refuted arguments, in
the second or the third verse. Knowing about thgswa intensify the value of one’s
own arguments is thus a powerful tool for effectpersuaders. Intensifying tactics
combined with the refutational both-sided argumioma equip the persuaders to
construct persuasive messages that are thoughigii@nd provide the persuadees with

the “good reason” needed to accept the persuakivescin the messages.

The downplaying tactics are also used in persuagigpecially omission as in fact all
communication involves some omission (Simons et2801, 99-100). Sometimes

omission is used more purposefully to hide or cahgarts of the story (ibid). The
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notion of omission seems to be somewhat unethicdlif we consider the example of
Bad Religion’s Punk Rock Song given earlier, we ftad some justifiable grounds for
omission. The statistics used in the message doawetr the entire issue of poverty and
inequality in the world. Furthermore, the messagesdhot state where the statistics are
from, whether they are global or only concerning tdnited States, although the
message does hint to certain interpretations. Herean see that information has been
omitted, but it has been done to emphasize thetdtie statistics have in the message.
It is not say that the statistics would be wronggreif some other statistics of the same
issues were left out. Omission can be powerful @aflg in the sense that one only
takes into account the strongest arguments on foehalne’s persuasive claim and

omits some countering arguments that one doesnwv kow to refute.

The two other downplaying tactics, diversion andfasion, can also be used to derive
the persuadee’s attention away from the possibiepaénts of one’s own message or
the good points of the opposing messages, yet theses are especially connected to
the unethical side of persuasion. Rank (1976) figtther on four types of doublespeak
as means of confusion: euphemism, jargon, gobbtemkgand inflated language
(Simons et al. 2001, 101-102). Euphemism meanswae a word or a term with

something else which might be deemed as more addeptbut can lead to such
expressions as someone saying ‘Il was not complefmn’ instead of admitting having
lied. Jargon is the terminology of a specific grarpprofession, and gobbledygook is
language that looks and sounds like normal butidact saying little if nothing.

Furthermore, jargon can of course be used as giymek to confuse the listener.
Inflated language can be described through an ebeapfphow in military jargon the

death of civilians is called “collateral damageushhiding the fact that soldiers are
killing innocent people behind the veil of only duxing collateral, unfortunate, and

unintended damage. (ibid.)

All of these doublespeak tactics are connectedheounethical side of persuasion that
can hinder persuadees’ ability to critically pracaspersuasive message and to consider
the persuader’s intentions. | would argue that evtslich tactics might also appear
among the persuasion artists are engaged in saagsmnanufacturers of dissent are more
inclined to revealing politicians’ doublespeak eed of using doublespeak or other

forms of confusion themselves. An example of thisdkof persuasion would be the
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message in the song ‘From Her Lips To The God’s E&he Energizer) by Against
Mel:

After all this death and destruction

Do you really think your actions advocate freedom?

The president’s giving a speech in Georgetown to remember
The voice of a slain civil rights leader

Do you understand what the Martyr stood for?

Oh, Condoleezza do you get the fucking joke?

(Lyrics written by Tom Gabel)

The death and destruction in the message areirgféa the United States’ war in Iraq
but also on a more general level to the war orotesm and its consequences. The
question the message raises is how killing andirfgrevar upon others can beget
freedom and civil rights. It thus addresses the way U.S. political leaders have
constantly claimed to be in the interest of demogr&eedom, and civil rights, when in
fact that kind of rhetoric is little more than déedpeak as Iraq is in a state of disorder

and in the United States civil rights have beerlawgd.

CHAPTER 4:
PERSUASION IN THE CONTEXT OF ROCK MUSIC: INTERPERSONAL,
MASS COMMUNICATION, OR A MIXTURE OF BOTH?

Interpersonal persuasion or mass media persuasion?

So far we have discussed what persuasion in thexoaof rock music is, what is the
relationship between persuaders and persuadeelsaincontext, and how one can
persuade in that context. In this chapter we doak at the form of persuasion and
discuss whether it is interpersonal or mass-medlidiethe first section of this chapter
we shall look at how interpersonal persuasion amadsrmedia persuasion have been
defined, and how the definitions suit the contetozk music. In the second section |
shall try to form a view of how persuasion in tletext of rock music is in fact both:

interpersonal and mass communication.
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Interpersonal persuasion would take place in aasdn where “two or a few people
interact in a way that involves verbal and nonveii@haviors, personal feedback,
coherence of behaviors (relevance or fit of remahsg actions), and the purpose (on
the part of at least one interactant) of changhmg dttitudes and/or behaviors of the
other(s)” (Reardon 1991, 112). Few problems arigenfthis definition when we
consider persuasion in the context of music. Bfstll, “two or a few people” seems at
first unsuitable as artists can have millions sfdners. Then again, interaction between
“two or a few people” is included within the milhe of listeners as artists are
communicating with each and every one of their ion# of listeners. Artists’
persuasive messages are not addressed to thenshitlid to the individuals within the

millions.

The notion of interaction is also somewhat problgeas we have noted. Even in the
cases of para-social relationships when audiencabees feel there is an interactive
relationship between them and the artist, thatawateon is only suggested. The listeners
have, nonetheless, multiple ways of giving theststifeedback, especially through
technology-mediated channels. The same channelgelass meeting the artists face-
to-face in concerts for instance, also provide ckanfor interaction. However, the

interaction between the artists and the audiencghimnot be taking place when

persuasion is taking place.

Could persuasion in the context of rock music then described as mass media
persuasion? In mass media messages interactian iavolved and personal feedback
and coherence are not present, and there is nsupeesn the persuadee to act interested
when one is not, because no one’s “face” is in gedp (Reardon 1991, 112).
Interaction and personal feedback are things waremot always present in the context
of rock music, but can sometimes be very strongbsent. Coherence is yet another
issue: there seems to be an ongoing discussiorhether musicians are perceived as
credible sources when it comes to societal andigallissues and whether politics and
rock music go together at all. As | have tried hows in this study, music as a context
has good grounds for political persuasion andriteseas a good forum for political and
societal discussion. Furthermore, artists subsgyilido the norms of popular culture

while being politically persuasive are in fact being coherently with the norms and
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the culture they are engaged in, as noted earlieady. Hence, the coherence of

behavior is present with artists engaged in palifpersuasion.

Grossberg (1992, 153) claims that rock is perhaps purest form of mass
communication. Rock differs from other forms of mi@®mmunication because it is
presented in various mediated forms (e.g. recaedBp, television, the Internet...) and
it is consumed in various contexts (home, partiess, clubs, stadiums...) (Grossberg
1992, 157). Lull (1992, 2) states however, thastertare loved because of their ability
to “speak” to their audiences, and in fact, to &pgeersonally” with each listener even
if the communication was mediated through the e&illions of records. Lull's point
of view further underlines the notion of “two ofeav people” within the millions. And
even after music largely transformed from privatasio-making to recorded music,
there has never been that big of a gap between-medmted music and personal and

direct audience enjoyment of musical performance@nail 1994, 19).

It would seem that artists have the ability to In¢elipersonally persuasive and
communicate directly to each individual in theidance even if McQuail (1994, 37)
states that while there are many different kindsetdtionships between media senders
and their audiences, most mass media messagestagent or addressed to a particular
receiver. This is in accordance with the notiohaf para-social relationship between an
artist and a listener; the messages an artist saigtg not be addressed to a particular
receiver but they can appear as ones to the awimmembers. Hence, the persuasion
artists are engaged in seems to fit into both d&firs of interpersonal and mass media
persuasion. There are ways in which we can argueafml against both of the

definitions, and that is what we shall now turfidopmore detailed discussion.

Mass-mediated interpersonal persuasion

One commonly accepted notion of persuasion isdhatcan persuade through various
channels, but in general persuasion is far morect¥e on the interpersonal level

because the persuader has the possibility to atlj@stmessage in response to the
perceived needs and reactions of “the receivefifdon-Cartee & Copeland 2004, 6).

Chaffee (1986, 65), however, calls the above viemventional wisdom, an assumption
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that has been, and still is, passed on as a pgkneralization. In fact, people as
persuadees use a variety of channels from intevpalto mass communication to

become convinced or to validate the persuasive ages€haffee 1986, 65-71).

Reardon’s (1991, 169) view on the mass media aadies that it is an uncritical
audience and more vulnerable to persuasion thaticipants in an interpersonal
persuasion situation as mass media audience ieqoired to respond in an overt way.
When people are opposed to a certain perspectdeealize that they might have to
make some sort of statement in the situation, ttr®ate counterarguments (ibid).
McQuail (1994, 315) shows that although there hesnbclaims and counter-claims
over the activity or passivity of mass media audérihe balance seems to lie with the
active audience side of the argument. Hence, itldvba somewhat naive to think that
people would not be making counterarguments to mmeska messages even when they
are not expected to respond overtly. Lilleker (2086-37) states that if message
senders are to view their audiences passive, tleewi@ng as the postmodern audiences
are actively decoding messages they receive acgprdi their individual identities.
McQuail's and Lilleker’s notion would also supp@haffee’s view on how persuadees
are seeking validation for persuasive messagesighrovarious channels. (See also
Lenart 1994, 10-12 for discussion on how the peimemf the mass media audience

has changed in research.)

We can also think of the difference between intespeal and mass-mediated
persuasion if we consider how Miller (1987, 467-468tes that persuaders in mass
communication settings are more concerned aboutesdmg in their persuasion task
and achieving their persuasive objectives, whepsssuaders in interpersonal setting
are more concerned about credibility for its owkesdersuaders are concerned about
being perceived credible and they are concernedtdimw the relational implications
of the message exchange are viewed (ibid). In m@scwe have seen, artists are
engaged in persuasion personally as the relatipriséiween an artists and a listener
can be a para-social one. While artists’ persuagwals would emphasize the
substantial goals, as in mass media persuasionrdicgoto Miller one does, the

relational goals are there as well.
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A further comparison with political communicationght be helpful here. In order to
communicate the political message to the desireteane, the political actors must use
the media (McNair 2003, 12). Kaid et al. (1991ediin McNair 2003, 12—-13) suggest
that the “form of reality” or the “state of realityn political communication can be
viewed as 1) objective reality comprising of palt events as they occur, 2) subjective
reality comprising of interpretations of the pdadal events made by citizens and
political actors, and 3) constructed reality corsing of the media coverage of political
events. Without going into the discussion of whetheedia coverage is always
constructed and biased or whether it can reach $ewekof objectivity, we can use the
above division to exemplify how artists act mudtelthe media in their persuasion.

As the examples in this study have shown, artigéssuasion can be of all the three
types listed above. Objective reality can be gaittedugh such means as what, for
instance, Sepultura used in the persuasive messateir music video for the song

Refuse/Resist, as discussed earlier. They useddeatf the demonstrations that took
place in the Tiananmen Square Beijing in 1989, demninding the viewer of the

actual events that occurred. Subjective realitgfisourse the artists’ interpretations of
whatever political or societal issues are in gqoestt a given occasion. Constructed
reality then becomes the message artists sencetoahdience. It is the message they
have subjectively interpreted and then constructerla mass media message of lyrics,

album covers, or slogans on badges or T-shirtan&tance.

Furthermore, McNair (2003, 21-22) suggests fivechoms for the media in “ideal-
type” democratic societies: 1) the media must mféhe citizens of what is happening
around them (the media has a ‘monitoring’ or avsillance’ function over a society),
2) the media must educate the citizens, 3) the anedlist provide a platform for public
political discussion foand against any given political or societal issueth media
must make governmental and institutional issuesiguhey must make the powers that
be available for public scrutiny (the ‘watchdogle®f journalism), and 5) the media
serve as a channel for advocacy or persuasion lgicpbviewpoints [my emphasis].
Agenda setting, deciding which pieces of news dades get media coverage (see e.g.
Lilleker 2006, 27-29), is something the media @ses, and in a sense it can be seen as
another function for the media. However, | wouldwse that it is not a function for the

media in the “ideal-type” democratic societies thatNair talks about. We shall discuss
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agenda setting more in chapter 5. Nonethelesef #tle functions McNair listed for the
media can also be listed as the functions foripalipersuasion in the context of music,
which adds to the parallelization of music and nrasslia communication. With these
functions we can also see that the media thus bequutitical actors which further
emphasizes artists’ role in political communicatiartists have their own medium to be

used in their persuasion and are thus rightfutigaliactors.

As we have seen, persuasion in the context of mogkic encompasses aspects from
both, interpersonal and mass media persuasion. &ameth the level of interaction,
persuasion can be either interpersonal or massateekliit can be both, or sometimes
more of one than the other. Gumpert and Cathc&®®§119) approach this dialectic
question by stating that all human communicatiogmf face-to-face to mass
communication, is still basically interpersonal eoonication. They state that even the
more complex communication situations such as groammunication or mass
communication are only variations of the basic camitation process; the situations
may have added rules, or a limited ability to ge¢dback, but the communication
process is more or less the same (Gumpert & Cdtthe&86, 18). They propose a term
mediated interpersonal communicatitm refer to any situation where a technological
medium is brought into an interpersonal interact{@athcart & Gumpert 1986, 30).
This view is in my opinion a very good one in deionthe form of persuasion in the
context of rock music. Artists engage in an intespaal or para-social relationship with
their audience in many instances but usually thensuasion is probably mediated to

the masses through their work.

Music has the effectiveness of both aspects kalsdt has to face the difficulties arising
from both aspects. It can be difficult to say wileetlrtists should emphasize the
interpersonal side of their persuasion or whetbeogt for mass media persuasion. In
my opinion, much depends on the topic of persuaaiuah especially, on the goal of
persuasion. However, rock music provides the artcdrtainly with a more varied

persuasion context than a context which is wouldcloser to being merely either

interpersonal or mass-mediated. Perhaps artistslsivew this is as a richness and

harness their communication competence to bemefisituation the best they can.



64

CHAPTER 5:
PERSUASIVE CAMPAIGNS FROM THE POINT OF VIEW OF POPULAR
CULTURE AND ROCK MUSIC

Pop culture — One big campaign

In this final chapter we shall deal with the insim aspects of popular culture and how
they form a good basis for persuasive campaigrteégncontext of rock music. In the
first section of the chapter | shall discuss how -spite of being criticized of being
merely a commodified culture — popular culture a&etfprovides artists with various
channels for persuasion. In the second sectioall Kok at what persuasive campaigns
in the context of rock music can be, and in thalfsection take a closer look on what
kind of campaigning political persuasion in the teoth of rock music perhaps should
be.

Many of the aspects discussed in this study hawetgub out how the context of rock
music works well for persuasion, but we have alsensthat the context has its
limitations as to how effective persuasion platfatrman be. What, however, makes the
context of rock music and popular culture in gehag for persuasion would be the
notion of persuasive campaigns: Simple speechether one-shot communication acts
are important in persuasion but they rarely achiewg-lasting significant impact on
their own (Simons et al. 2001, 211). The long-fegtimpact can be achieved through
persuasive campaigns; through organized and sesdtattempts at influencing groups
or masses of people through a series of messduné} (i

When we think of the various channels through wisidists express their opinions and
points of view, we might ease the task by thinkimgerms of popular culture. Already

the use of the term ‘popular culture’ includes ttea of the audience and thus the
intertwined relationship between the artistic daatnd the consumers (Shuker 1994,
5). A certain commercialism has always been papapiular culture and although high
art has become more commercialized, the commesail@ has not been part of the
essence of ‘high culture’. Although the distinctibetween ‘high culture’ and ‘low

culture’ has become somewhat blurred, it helpscausee the underlying difference
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between the two. (ibid.) That difference, then,ulssin the fact that artists making
popular music and being part of the popular cultiaee a variety of channels though
which they can try to get their message acrossicsyrpictures, notes, essays,
information on the record sleeves and bookletsjrallrt works, T-shirts, hooded shirts
and jackets with slogans and/or visual images, éadgats, caps, posters, flags, coffee
cups, websites, MySpace, interviews, and musicoddae just few examples of the
enormous amount of channels available. Especiallyng people use various different
media forms to get political information (Pasekaét 2006, 124-125, 130-132) and

with the context of rock music, one has the varimeslia forms in one baggage.

Although the commercialism has originally been (andnany cases still is today)
considered as merely additional ways of making npomét of a popular artist, it is
essentially important that some people have rdisedjuestion of why should it be (see
and cf. also Frith & Horne 1987, 1-25 about the torx of artistic values and
commercial popular culture). Why not take advantafjéhe vast amount of channels
offered when one wants to persuade others? Higbreulioes not have this, for the lack
of a better word, “innate” variety of channels p@rsuasion. The market arrangement of
popular culture can just as easily support the lsuppd consumption of additional
promotional material as it can support the suppig aonsumption of high-quality
cultural products (McQuail 1994, 106).

With the innate commercialism popular music cantle one hand, be seen as ideal
context for persuasive campaigns. On the other ,hamplular music has been criticized
for being merely a product for the capitalist cansus (Shuker 1994, 22—-24). This has
been the critique of the political economy approathe music industry has been
criticized for being controlled by few big recordnapanies who construct markets and
even audiences. Besides the political economy agprahe theorists of the Frankfurt
School of social theory, especially Theodor Adorivax Horkheimer, and Herbert

Marcuse, argued that under the capitalist systautture has become just another
industry lacking the ability for critical thinkingnd oppositional political possibilities.

(ibid.) Popular music is, according to Adorno (198D1-309) standardized, pre-
digested and pseudo-individual. The listener,the.customer, is a product of the same
mechanism which produces popular music (Adorno 1920). Street (1997, 156) notes

that the Frankfurt School theorists essentiallyntléhat popular culture as a form of
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commercialism, and thus capitalism, takes awayptwple’s will to revolt. People are
part of the capitalist consumer-society and consgnproducts of such society makes

people part of the system, not individuals who wlauhnt to defy the system (ibidl).

It is true in many cases that the music industeatags markets and audiences for their
new products through producing taste cultureshén2f' century this has become even
more apparent with TV shows such as Idols andikies.| Yet at the same time it is just
as apparent that these products of the music indas¢ not the ones who would use
their work as a medium for persuasion as they a¢h dae nothing more than disposable
products of the music industry. Nonetheless, papuldture is not homogenous
(Strinati 1995, 41). The critique on popular cultimas tended to see popular culture as
something unanimous, and if popular culture hag@spconsumerism and aspects of
producing commodities for the masses, that labsl been stamped on all popular
culture (ibid). In reality popular culture is extmely varied. Frith (2001, 26-28)
emphasizes that while the music industry is esalgnth part of the popular culture, it
does not control it; popular music does not equatke being products of the popular
music industry. Thus it becomes difficult to ap@p all-encompassing critique on
popular culture, popular music, and rock which basn the case with the Frankfurt
School theorists. Street (2001, 247) notes alsiopiidaps because rock music has been
connected to commercialism, it has in fact beenemable to voice nonconformist
political opinions: rock and pop music have notrbesibject to the same scrutiny
applied to, for instance, subsidized art.

McQuail (1994, 105) notes that there has in faenbe real shift of social values, a re-
evaluation of popular culture and a real cultuesdalution within the mass media. This
has lead towards a new aesthetic as popular masishown enormous inventiveness
and power to change (ibid). This power to changmasmifested through the ability to
take the form of popular culture, to work withinathparadigm, and use it to create
authentic art, which the Frankfurt School theorist&icized lacking from popular
culture. Furthermore, rock has always been revmtatiy, it has always included a sense
of danger in one form or another. Regarding to v8tatet (1997, 156) noted about the

“ For a more thorough discussion and criticism efffhankfurt School’s critique on popular music see
especially Strinati 1995, 51-85; and also e.g. 8h@R94, 20-30; Street 1997, 155-159. For a digmuss
on critiqgue on popular and mass culture in gergrale.g. McQuail 1994, 97-99.
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Frankfurt School’s idea that popular culture talk@gmy the will to revolt, one only
needs to look a little closer to realize that révslall over popular culture. Moore
(2004, 307-308) notes for instance, that especmllyk music has responded to the
commodified society by creating independent meda reetworks outside the prevalent
culture industry. For instance, the independendnektabels and magazines are seen as
signs of revolt to create something authentic jib{&ee also Moore 2007 for further
discussion.) | would argue that the saoadture of authenticityas Moore (2004) calls
it, has spread to more or less all areas of rocg&ienand is not merely the thing of punk
rock anymore. Hence, while popular culture is commaé and while the Frankfurt
School’s critique would be plausible on a (narrdtgoretical level, it does not meet
reality and thus does not form a comprehensiverétieal understanding. (See also

Street 1997, 12-14 for rock music’s and populatucels defiance.)

A prime example, though they are in fact abundant, of the revolt in rock music
is @ Canadian record label G7 Welcoming Committee Records whose entire band
roster is devoted to revolt, as is the label itself. (And no, they are not offering a
warm welcome.) With bands like Propagandhi who entitled one of their albums
‘Today’s Empires, Tomorrow’s Ashes’ or the now defunct Canadian grindcore
band Malefaction who have put out an album entitled ‘Where There Is Power,
There Is Always Resistance’, one can see that this label is not producing mere
commodities. Though the label has know decided to stop releasing albums, it
had in its existence signed artists that were all, in one way or another, politically
persuasive. In a way, the label was a fragment of the music industry producing
only nonconformist products. Even before the label decided to quit, they shifted
to releasing their albums only as digital online downloads, because making CDs,
vinyls, or DVDs require oil.> As a record company and a collective of bands and
artists, G7 Welcoming Committee is in essence also a good example of the self-
organized alternative communities practicing the politics of small things to
counter the political and, especially in this case, the cultural hegemons (see
Goldfarb 2005).

Billy Bragg, the British political singer-songwritehas dealt with the issue of mixing

popular culture and politics adeptly in his songaithhg For The Great Leap Forwards’.

He notes that pop and politics might be a difficulk and that maybe music should be
just music and the world should be made betterraise. However, at the end of the
day, the world is not going to become a better @hathout an effort, so why should

artists not join the fight with all the forms of palar culture available to them.

® G7 Welcoming Committee Records — http://www.g7welingcommittee.com. Web address visited
August 25' 2008.
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Mixing Pop and Politics he asks me what the use is

I offer him embarrassment and my usual excuses

While looking down the corridor out to where the van is waiting
I'm looking for the Great Leap Forwards

Jumble sales are organised and pamphlets have been posted
Even after closing time there’s still parties to be hosted

You can be active with the activists or sleep in with the sleepers
While you're waiting for the Great Leap Forwards

[--]

In a perfect world we’d all sing in tune
But this is reality so give me some room
Waiting for the Great Leap Forwards

So join the struggle while you may

The Revolution is just a T-shirt away
Waiting for the Great Leap Forwards

(Lyrics written by Billy Bragg)

Another angle on the topic of discussion is purdkras a genre and a movement. It is
an obvious but a good example of the authentiaitg the new aesthetic as Moore
(2004) and McQuail (1994, 104-105) respectively ipult is also a good example of

genuine political persuasion in the context of rouksic which is why punk bands have

served us good real-life examples to be used stiidy.

Punk rock was not invented by the music industry ibummediately turned into a

movement when it began in the late 1970s. Havirigegiinotable following, the big

record companies did sign many of the punk rocliogtors, however not restraining
the possibilities of the bands to use their musiareans of expressing political and
social points of view and persuasive messagesa#t, Wus, clear from the beginning
that exactly because popular music had becomedastiry, the record companies could
not interfere with the message of their “producdtshey wanted the money they would
get from releasing their alboums. The industry would other words, follow the

audience’s choice thus making the audience thetarred the markets. In fact, this
could be another angle to assessing Shuker’s (188%;143) and Frith’s (1988, cited
in Shuker 1994, 143) point of view of the audieasecreating the meaning in popular

music.
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Rocking to campaign, rocking to persuade

To succeed campaigns need to have specific goateofS et al. 2001, 212-214). In
addition to specific goals, a campaign also needasoee detailed analysis of those
goals, such as a) what the campaign would ide&iytb achieve, b) what it expects to
achieve, and c) what are the bare minimums thihtnséike the campaign worthwhile
(ibid). Successful or “effective” campaigns depem the match between planned
effects and those achieved (McQuail 1994, 348). d&le of course question how
thoroughly artists plan their persuasion and esigdiow detailed their analyses of the
campaign goals are. Thus this might be where tmmextion between the means of
popular culture as a campaign and persuasive cgmgpaer se fall short. However,
otherwise popular music as a form fits well wittatttwhat has been written about

persuasive campaigns.

To succeed campaigns need to tell the audience tboact upon the campaign’s
message (Simons et al. 2001, 221) which can beaathithrough the use of messages
of actuation. Campaigns can ask for a preliminamymitment before the final action is
taken (ibid) which in rock music’s context can kend by printing advertisements and
posters, or releasing singles and T-shirts beforealaum, for instance, is released.
Ideally those reached and persuaded by a campagonie persuaders themselves
(Simons et al. 2001, 222). Members of an artistslience can join the artist’s
campaign by wearing T-shirts or promoting the aitbsfriends, for instance. If people
want to get involved more, they can join an adistreet team to promote the artist in a

bigger scale where they live.

Street (1986, 51) also sees popular music as a gamium for campaign purposes
because of the way music can generate solidaridy uanity. Artists can create unity
among the in-group of fans and listeners as welinage in-group of the cause of
persuasion. Moreover, artists can create unityhéin-group including both fans and

cause advocates. On a more general level, Lill¢k806, 53) lists how persuasive

® Street teams of artists are “advertisement teamsiprising of fans and listeners who get, for ins&g
free show accesses and artist merchandise in rietupromoting the artist. The promotion can beealon
by placing stickers and posters in their commusijthoning local radio stations to request thetsti
songs to be played, posting to online forums ankgtiu boards, or maintaining fanzines or websites
dedicated to the artist. (Wikipedia 2008.)
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campaigns have many roles: to raise a salience ddsae, to raise recognition, and to
act as a reminder. This kind of division of theeobf persuasive campaigns follows the
way the goals of persuasion can be defined in g@énkElowever, even if artists can
bridge the gaps between people and unite them &braeed cause, the consequence of
such campaign will not be effective if the unificet is only a stylistic one and not a
political one (Street 1986, 77; see also GoldfaPbs? 177 of how protests can go
further when one is persuading the already condgrf€he point here is that unity
because of music is not enough which is why unitstralso be reached through the
causes, and an understanding of persuasive camgeaiginelp one in reaching the goals

of persuasion.

Campaigns need the media to acknowledge their wAglenda setting deals with the
guestion of who has the power to shape the agemldee media. Persuasion in the
context of rock music fits well with the notion afjenda setting, a term formulated by
Bernard Cohen on Walter Lippman’s analysis. Govemisy political parties, political
actors, businesses, and the media itself all fgldgr who gets to set the agendas.
(Lilleker 2006, 27-29; see also Lenart 1994, 1l4fdi5agenda setting’s formation.)
With their work artists can become actors fightiogset the agendas in the media.
Artists, however, have also their work as their awadium and while they need the
media in general, they can control their own medwithout facing same kind of

pressure they would if only functioning through tigeneral” media.

On the other hand, even if artists were in charigsetting the agendas on their own
medium, the issue is not so simple as an artistdiam can become just another battle
ground for agenda setting. The record companiesngpose their opinions on artists on
various issues, politicians and governments cantdryaffect the agendas through
censorship and funding, for instance (see Stre@¥,19-22; 1986, 13-28). | would
argue, nonetheless, that those artists authentieaiaged in political persuasion, have
a complete power to shape the agendas on theimesdium. Even with the criticism
popular culture has met, we can still argue forhenticity in rock music and thus
sovereignty which stems from it, as we saw in tlsgubsion in the beginning of this

chapter and as we have seen with the real-life plesmin this study.
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Yet another aspect to this discussion is how the of post-material values means that
the political agenda is being determined more ancderby the consumers (Micheletti et
al. 2003, cited in Lilleker 2006, 62). | would aggthat artists indentify more with these
post-materialist consumers than they identify witiedia representatives: they are
members of a society, not representatives of a&ggdiut they can nonetheless express
their views to a larger amount of people becaugbaf own mass medium. Seen from
this point of view, artists would have the benefitboth, their own medium and the
consumers’ interest (for a discussion on the medid democracy see also Lilleker
2006, 110-121).

As part of the rhetoric especially in the punk rock and hardcore scene, many
artists take pride in being one with the fans and listeners. This rhetoric has its
roots in the attitude of authenticity; punk rockers are not distant rock stars to
rip fans off — one is just the same as anybody else, even if one did play in a
band (see Moore 2004, 307). Hence, even if artists have their own medium,
they often show how they are still “one of the kids”. This is illustrated well with
messages such as “The kids are sick and tired of the news today / sick and tired
of all these lies / we want the truth” by Anti-Flag in their song ‘No Paradise’
(lyrics written by Justin Sane, Chris #2, Chris Head, Pat Thetic), or “Just take a
look around you / What do you see / Kids with feelings like you and me /
Understand him, he'll understand you / For you are him, and he is you” by the
legendary British punk rockers Sham 69 in their song ‘If The Kids are United’
(lyrics written by Jimmy Pursey, Dave Parsons).

Campaigns work ultimately through the individualbonreceive and respond to the
messages (McQuail 1994, 347). Lenart (1994) maist#nat while media effects in
shaping people perceptions about political issuesiraportant, so are interpersonal
effects. Lenart is focused on interpersonal disonsspeople have about political issues
and also on the discussion about the media presepblitical issues. | would argue
that artists can functions in both instances oating people’s perceptions. Artists can
be partners in the interpersonal discussion as agethey can be the media of which
interpersonal discussions are about. McQuail (1% —348) lists furthermore four
filter conditions related to campaigns which caailfiate or hinder the persuasion: 1)
attention without which there can be no effect, 2) the mgssaare subject to
interpretations which is whyerceptionof the messages is important as the campaign to
some extent depends on the right or desired irg&on of the messages, 3) the
variousgroupsan individual belongs to, and djotivationon behalf of the individual is
needed [my emphases].
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Gaining people’s attention and having one’s messageceived right are part of being
able to persuade effectively. Artists gain attem@dso through making music, as the in-
group of fans and listeners will probably pay ditam to what the artist is doing

anyway. This is why artists need to pay attentefotmation of the right perceptions of
their messages. The groups an individual belongs related to social proof but also to
message discrepancy, and also to how coherent dividnal perceives an artist's

persuasion. Thus the groups also influence howndividual perceives persuasive

messages.

If people are to change their points of view, lijgs, or political stance, they need to
privately accept the value of the proposed chakfgeivation to change is the first step
in achieving private acceptance and from the pelets point of view this involves
shaping one’s message according to what the perssadeed. (Reardon 1991, 10.)
When people are motivated with a cause they cae pakt in acting for the cause
(Reardon 1991, 11). Taking part in persuasive cagnpameans that the persuadees
have become persuaders themselves. Nonethelesde pewo have been motivated to
change and have participated in that change mbkyes uncertain of their ability to
sustain the change. This is why people need vislgas to uphold their motivation
with the change they have accepted and participatdibid.)

In my opinion, rewards can simply be knowledge that one has made the right
choice in accepting a persuasive campaign’s claims. For instance, if one has
adopted a new environmentally friendly way of life, it would be rewarding to
learn that environmentally healthy way of life actually helps our planet. But
rewards can also be actual things and in the context of rock music they could
be, for instance, exclusive promotional material. Artists could give free T-shirts
or other promotional material not available otherwise to people who have signed
up for a campaign run by an artist or an organization and supported by the
artist. To help sustain the change people have accepted when taking part in a
campaign, the promotional material handed out by artists should have messages
persuading on behalf of the cause in question. The persuadees are thus
rewarded with gifts that further help them in self-persuasion and in persuading
others by using the promotional material they have received.

Indoctrination campaigns

The campaigns aimed at promoting new ideologiésstirles, or doctrines are called
indoctrination campaigns (Simons et al. 2001, 228mpaigns against the traditional

and accepted ways of living have a harder timargetheir message through (Simons
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et al. 2001, 225), as “[i]nstitutions do not changeil people change” (Simons et al.
2001, 345-346). Hence when campaigns succeed sugmting the individuals, they
have a chance of becoming indoctrination campaidim& notion of indoctrination

campaigns offers artists also a new angle on hey ¢tlan view their persuasion. If one
is persuading on behalf of dropping the Third Watkbt one might do better when
persuading various individuals, voters, politicianos businessmen instead of trying to
get the debt cancelled per se. Succeeding in pmHrgyandividuals one has better
chances in achieving the goal of the debt canaatias the public opinion would then

also be in favor of dropping the debt.

Another perspective to this is framing and refragnipeople have certain mindsets and
they think of certain things in certain ways andsithe job of persuaders to encourage
their audience to think in new ways (Simons et24l01, 115-116). Indoctrination
campaigns are aimed at doing this. Besides mindsataes can also be actual frames,
for instance as photographs (Simons et al. 2000). 12 one compares this to the
intensifying and downplaying discussed earlier,dhme aspects are applicable: one can
intensify something in a photograph by using spemaposition in the photographs or
one can crop the photographs so that somethinghigitéighted, or omitted for that

matter.

On a larger scale, politically persuasive artisesraframing the way popular music and
rock music are seen. Artists who do not treat muosecely as a commodity, use their
work as a new frame to reframe people’s perceptaingolitical issues. This is also
related to how politics and the traditional newsdraeare criticized, and rightly so, for
becoming more entertaining (see e.g. Lilleker 2098102, 117-121, 139-143).
Especially through indoctrination campaigns populature as entertainment can show
people that serious issues can be dealt with iaremiment too. In this way popular
culture can challenge the role of politics andttiaditional news media as the source for

political information.

Green Day, a Californian punk rock band and one of the biggest punk bands in
the world, has teamed up with NRDC (The Natural Resources Defense Council) in
the United States to make people change the way they see and treat the
environment. The band together with NRDC have put up a website through
which people can learn simple tricks to lead a more environmentally healthy way
of life. Most of these simple measures are aimed against common habits and
common ways of living people keep up without giving them a thought. The
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campaign is acting as an indoctrination campaign as it is trying to make people
give up their bad and unnecessary habits. The website offers information on how
our common habits work against our environment and how easily we can live in
a more environmentally healthy way. Furthermore, the website opens ways one
can take action and tell the American leaders how to protect the environment.
This website is not merely a site for Green Day’s fans and listeners to surf for
information on the band but a site to surf for serious environmental and political
information.”

Furthermore, Simons et al. (2001, 218-219) claiat tampaigns need to confer their
legitimacy by others, which is why in-the-name-ofdg and in-the-name-of-the-
founding-fathers-or-the-likes are often used inspasive campaigns. However, if that
was the case with persuasive campaigns againstattiéonal ways, the indoctrination
campaigns could never succeed because the powardeéhwould never legitimize

them.

| would argue that it is the persuasion itself @émel arguments used in the persuasion
that legitimize the campaigns. Campaigns get tlegitimization from the persuaded
people who become persuaders themselves. Ultimatghpaigns depend heavily on
the relationship between the sender and the recé@ieQuail 1994, 349). Attention
should be paid to the attractiveness and credibdit the source and the moral or
affective ties between the audience and the meidgasender) (ibid). In this sense rock
music is a good context of persuasion as the oelstiip between an artists and the
audience can be affective, attractive, and credilblee ties are also built through
arguments, but arguments can also strengthenghartiists have with their audience.

In-name-of-gods can also serve easily as moraffectave ties between the persuaders
and the persuadees, but they in a way leave no foothe persuadees to decide for
themselves whether to accept the persuasive claimet. If God approves a campaign,
for many people the cause must then be good. Bteinne, George W. Bush justified
his campaigning for the War in Irag with God’s natfi@ne believed his claim, it made
the campaigns against the war seem not legitimizexhe had paid any attention to the
arguments and the substance of the persuasive gesssame would have legitimized
the anti-war campaigns. It is one of the functiohgpolitical campaigns to legitimize
that what they are campaigning for (Denton Jr. &3eard 1990, 77).

” Green Day + NRDC - http://www.greendaynrdc.combViiddress visited August 22008.
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Another dimension to this is tHecus of benefjta term coined by Rogers and Storey
(1987, cited in McQuail 1994, 349), noting that ogampaigns claim to be in the
interest of the recipient (e.g. public informaticampaigns) while some are clearly in
the interest of the sender (e.g. commercial adsaartents). In addition to Rogers and
Storey’s definition, | would also add campaignst thie in the interest of the common
good. They are not exactly the same as being inntieeest of the recipient, although
being in the interest of the common good entaiés ricipient too. It, however, also
entails the world or the society as a broader qointtean just the recipient and her/his
fellows. Bush’s campaign claimed to be in the ies¢of the recipient but was in fact in
the interest of the sender. Political persuasianpzagns in the context of rock music
can be in the interest of the recipient and theleehut are, | would argue, often also in

the interest of the common good.

Being in the interest of the common good can beedorany persuasive messages. On a
larger scale the various “rock aids” have beerh@inhterest of the common good. They
have tried to make people change their ways ofdivar thinking to benefit everyone.
With the rock aids many artists have teamed up wttier artists to create one big
campaign. McQuail (1994, 346-347) maintains thammagns have often been
originated by collectives, such as political patierganizations, or companies, but
popular culture makes the situation somewhat differ The rock aids, for instance,
might have been started by one artist alone, batirto them into massive campaigns
other artists have joined in. While none of thekr@sds might have reached their
ultimate goals, they have still made a differertes. instance, the British ‘Rock Against
Racism’ did not stop racism but it was a factorttie decline of the votes for the
extreme right wing and racist National Front pantythe 1979 British general election
(Shuker 1994, 275). Other rock aids have not ahetipoverty or hunger, for instance,
but they have been a factor in raising consciousabsut the inequalities of the world.

Even if rock aids have not reached their ultimaialg, they have persuaded individuals
to favor their causes. In my opinion that would édeen a better goal for the rock aids
in the first place. With a detailed analysis of wihee rock aids actually want to achieve,
what they expect to achieve, and what are the numinachievements that still make

them worthwhile, the future rock aids might be eetiff. We do not have to change the
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world at once: when we can change the people, weclbange the institutions. (For a
discussion of various rock aids see e.g. Shuke4 1883-281; Street 1986, 67-81.)

Furthermore, even if campaigns were not startecoligctives and even if campaigns in
rock music would not reach the status of the rods,athe certain “do it yourself”

attitude rock music often has, works as a substitut the lack of the bigger collective.

Artists can, for instance start a campaign on thsiSpace site on which they can have
hundreds of thousands of friends all linked to dntést’s site. Soon a campaign started
by a single artist can have a bigger collectivepsuiing the campaign and persuading
on behalf of it. Some artists have the record camisasupport in their persuasion

campaigns to help the artist use all the possibdanma of popular culture discussed
earlier. And last, but not least, artists havertlaeidience. To campaign for a certain
cause might be started off by an artist alone biih whe persuaded audience, the
campaign turns into something more than just otistgrersuading against injustices.

And that is of course the whole point of politigarsuasion in general.

OUTRO

In this study | have discussed what persuasionpanitical communication are, and
how the context of rock music can be used for alitpersuasion. We have seen how
artist can have varying relationships between tlagwh their persuadees depending on
the various in-groups and out-groups the persuatleksg to, and how the partial
noninteractiveness of the context adds its owniapégatures to the persuasion. The
context also makes artists’ persuasion both intsgy&al and mass communication.
Artists can have the benefit of both forms of passon: they can reach the persuadees
“personally” but their work also provides the adiswith their own mass medium.
Furthermore, to view persuasion in the contextogkrmusic as a campaign due to the
availability of the various channels popular cudtwffers, can help artists in achieving

long-lasting persuasion.
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The way | have treated persuasion in this study,why it has been approached on a
theoretical level, is by no means a comprehenshe tnstead, my goal was to take
what has been written about persuasion into a gbirtevhich is has not been studied
as such. In this way we can not only learn abousysesion and the communication
skills needed to engage in effective persuasidhencontext of rock music, but we can
also learn more about persuasion as a phenomembrs kind of view has been
encouraged by e.g. O’Keefe 2003, 34-36.)

The politics of popular music and rock music hagerbstudied from the perspective of,
for instance, sociology, culture studies, politieglonomy, critical social theory and
even musicology (see e.qg. Frith & Goodwin 1990e&tr1986, 1997; Shuker 1994). In
my opinion, and as | have showed in this study, rmomcation has many things to
offer for studying the politics of popular cultufBaking persuasion as the starting point
gives one quite a different view on how rock agpresentative of popular culture and
politics can mix: it is not a view on how rock muss such has a sociological and
political meaning, but a view on how artists canpldtical actors through their work.
The sociological view on popular music and politics fascinating but the
communicational perspective, as it is more conackmigh the political message, is in

my opinion of no lesser interest.

My focus in this study has been on the verbal ism rock artists are engaged in.
Due to the scope of the study, one has to limitoagralysis which is why nonverbal
persuasion has not been part of the focus in thidys However, not looking at the
nonverbal persuasive messages is the same aoklyg at one side of a coin. In rock
music, the album art works, or T-shirts often haegbal and nonverbal messages
combined to serve the goals of persuasion. Alse, rtbnverbal communication of
artists in concerts, on photographs, or in interviews, if@mtance, is a way that artists
can facilitate their persuasion. It would be ingtireg to find out what kind of nonverbal
behavior facilitates an artist’s persuasion and howerbal messages can be harnessed
to facilitate persuasion in rock music as effedyives possible. (For a review of the
nonverbal resources see e.g. Simons et al. 20d+108.)
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Furthermore, to study the effects of verbal andvednal persuasion in the sense of
which is more persuasive, or whether one shouldsam both instead of one or the
other, would be a study in its own right. Visuahwounication and visual aspects are
often central to popular culture and one could artjuat perhaps verbal messages
should not even be separated from nonverbal mességene wants to analyze
messages in rock music. This distinction has beadenhere, as noted, because to
include both in my analysis would have been outsifithe scope of a single thesis.
(More research on visual aspects of persuasiobdé@s advocated also by e.g. O’'Keefe
2003, 39-40.)

To be able to persuade requires persuasion skilsparsuasion skills are essentially
part of our communication competence (Seiter & G633, 5). One way to learn about
human communication competence can thus be gahredgh studying persuasion.
The aspect of skills and competence is a pracioodd into persuasion as it is focused
on how one becomes a persuader and how one cdsspeisuasive messages, both
verbal and nonverbal. In this study | have giverreanemphasis on the voice of the
communicator, the artists, but taking the persuswie® account matters also in terms
of the skills and competence aspect. People bepenseiaded in different ways, people
perceive the persuaders in different ways, and lpgmgrceive the persuasion situations
and the persuasion contexts in different ways.vieh@red to discuss and analyze the
many variants that affect persuasion in the contd@xtock music, but as far as
persuadees go, my analysis is incomplete. As Citerd; 145) said, persuasion skills
are skills one can learn and skills that can béeeggn a naturally talented speaker. One
way to acquire better persuasion skills and bettanmunication competence, is to
learn about the persuadees and how they becomaapers In the context of rock
music it would be especially interesting to knowrenabout how people in the various
in-groups and out-groups become persuaded, andaliists are able to persuade as

many in the various groups as possible.

Persuadees can also actively resist persuasioh9718 Burgoon, Cohen, Miller and
Montgomery (cited in Reardon 1991, 101-102) suggesthree factors that
communicate of the ability to resist a persuasivessage if the speaker behavior
conflicts with the stereotypical expectations oé tbommunication situation. These

factors are 1) the amount of threat or motivatiorwaunterargue the position proposed
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in the persuasive message, 2) the degree to wiicbdmmunication fulfills or violates

the persuadees’ expectations of appropriate conuation or behavior, and 3) the

context of the persuasion (ibid). This is relatedrany aspects dealt with in this study:
do people take everything an artist says for gohnt® they resist the persuasive
messages if they feel that persuasion has violdtenl expectations? Or do people
engage in mindful message processing and let amgsmevidence, and proofs decide
whether or not to become persuaded? Resistancersugsion is also connected to
studying the persuadees, and would constitutetanesting study in the context of rock
music as well. (See e.g. Pfau & Szabo 2003 for natwaut persuasion resistance and

inoculation studies.)

Another practical view on persuasion and anothentpfor further studies would be
how technology is used in artists’ political persioa. | have touched on some ways
that artists use technology in their persuasiohtes/e touched on how technology has
altered the notion of interactiveness of the canteXechnology-mediated
communication is an ever more integral part of aaily lives and thus studying aspects
of it is important for gaining up-to-date knowledgand understanding of
communication in general (see e.g. Green 2002;raiev & Livingstone 2002,
Thurlow, Lengel & Tomic 2004; see also O’Keefe 20839-40 for encouragement for
research on technology-mediated persuasion). kmugsic besides opening new ways
for artists and listeners to interact, technologyg hlso brought along more channels for
artists to use in their persuasion. Studying tetdgyemediated persuasion becomes a
natural path to take in future studies especialtgmone shifts the focus away from that

of the message centered classic rhetorical viepepsuasion used in this study.

Besides the practical view on persuasion, thisishéss raised some issues and
questions in need of more theoretical understandfrersuasion. The context of rock
music brings along interesting factors such asrét&ionship between the persuader
and the persuadees. We have seen how artists’gokrssi can belong to various in-
groups and out-groups which can affect the way ttexgive persuasive messages.
However, to what extent and in which cases therawgs and out-groups matter is a
case for further study. Also the way in which passan is interpersonal and mass-
mediated is another interesting issue concerniagéehationship between the persuader

and the persuadees. Knowing more about how peop@gge in interpersonal
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communication through mass-mediated messages vemildnce our understanding of
persuasion in rock music and in general also. Tdtom of “two or a few” within
millions of listeners, as discussed in chapterdrsithe theoretical definitions and lines
proposed between interpersonal and mass mediagseyeau To study this further can
provide us with better understanding ofediated interpersonal persuasiofsee
Cathcart & Gumpert 1986, 30).

Yet another point for further theoretical studypsrsuasion would be the relationship
between the persuasive messages and a context whiassentially open for

interpretation. A rhetorical analysis could dig maieeply into how messages of artistic
and aesthetic quality are made into persuasive agessso that they do not become
manipulative or indirectly coercive. This could@lse studied from a comparative point
of view by looking at persuasive messages in rodsimand persuasive messages in
other contexts and analyzing the possible diffegeno the messages and what is the

effect of the context in causing those differences.

Lenart (1994) and Pasek et al. (2006) have studied media usage affects interest in
political issues and political activity. Media isen as a crucial factor in raising political
awareness and engagement, but neither of the sthdgetaken rock music or music in
general into account to the degree it could bertakspecially Pasek et al. focused on
the various forms of media and their effects coratpaely but as this present study has
shown, music could be taken up as a medium andueces®f political information

similarly as television, radio, and newspapersjristance, have been taken.

While we have seen that music is an apt contexpdditical persuasion and that it can
function as a medium in raising political awarenasd engagement, the big question is
of coursecan music make a differerténd while it can be argued that music cannot
make a difference, persuasion can. To think ofyzsi®n in the context of rock music
as persuasive campaigns is what probably outlimsstihe best. Persuasive campaigns
aim for a more lasting state of being persuaded idedlly those reached become
persuaders themselves. Perhaps music does notdhavake the difference when it is

the persuasion of artists that can change peoptecah then, in turn, change others.
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At the end of the day, we must, however, bear indrthat even with good speech
communication and persuasion skills, the persuadee$eft with the ability to choose

whether or not to accept the persuasive claimss ©hiat least the case with ethical
persuasion. Thus perhaps all that artists can titisink in terms of the final words in

Aristotle’s Rhetoric — words which he uses as aangple of final words in a speech: |
have spoken, you have heard me, you know the fatke your decision (Aristotle

3.19.1420b).
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Against Me! -From Her Lips To The God’'s Ears (The Energizevusic by Tom
Gabel, James Bowman, Warren Oakes, Andrew Seward;s|by Tom Gabel.
Originally released on the albuBearching For A Former Clarity2005, Fat Wreck
Chords.

Anti-Flag - The Terror StateAlbum. Released 2003, Fat Wreck Chords.

Anti-Flag - For Blood And EmpireAlbum. Released 2006, Red Ink, RCA.

Anti-Flag and The Donots Protest SongMusic and lyrics by Justin Sane. Released
through Anti-Flag’s website as a free mp3 downldatkb address visited August™5
2008. >http://lwww.anti-flag.com/MU40.php<

Anti-Flag - No Paradise Music and lyrics by Justin Sane, Chris #2, Chiead, Pat
Thetic. Originally released on the MCB Benefit For Victims Of Violent Crim2007,
A-F Records.

Armageddon Clock -K.R.B.L.K.Y.Music and lyrics by Uberskeletor Doomsday,
XraulX, Propaganda Mike, Fat Jesus. Originally astdl on the albunnleashed
Confession2004, Audio Riot, Etikka, Drop Out Family, PKC.

Bad Religion -Punk Rock SongMusic and lyrics by Greg Graffin. Originally relsed
on the albunThe Grey Racel996, Atlantic Records.

Bad Religion Kyoto Now!Music and lyrics by Greg Graffin. Originally rekead on the
alboumThe Process Of Belieg2002, Epitaph.

Black Sabbath Sabbath Bloody SabbatMusic and lyrics by Tony lommi, Geezer
Butler, Ozzy Osbourne, Bill Ward. Originally releason the albunSabbath Bloody
Sabbath 1973, Vertigo.
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Biohazard -Tales From The Hard SidéMusic and lyrics by Bobby Hambel, Billy
Graziadei, Danny Schuler, Evan Seinfeld. Originadlieased on the albuBtate Of The
World Address1994, Warner Bros.

Billy Bragg - Waiting For The Great Leap Forwardslusic and lyrics by Billy Bragg.
Originally released on the albuwiorker’s Playtime1988, Go! Discs.

Dead Kennedys Moral Majority. Music and lyrics by Jello Biafra. Originally relsed
on the EAN God We Trust, Inc1981, Alternative Tentacles.

Dead Kennedys -Bedtime For DemocracyAlbum. Released 1986, Alternative

Tentacles.

Endstand Never Fall Into SilenceAlbum. Released 2002, Day After.

The (International) Noise ConspiracyA- New Morning, Changing Weathehlbum.
Released 2001, Burning Heart Records, Epitaph.

The (International) Noise Conspiraciet’'s Make HistoryMusic and lyrics by Ludwig
Dahlberg, Inge Johansson, Dennis Lyxzén, Lars Siedg Originally released on the

albumArmed Love2004, American Recordings, Burning Heart RecoEgstaph.

Leftover Crack +Fuck World TradeAlbum. Released 2004, Alternative Tentacles.

Malefaction -Where There Is Power, There Is Always ResistaAtleum. Released

2003, G7 Welcoming Committee Records.

Manic Street Preachersif-You Tolerate This Your Children Will Be Nektusic by
James Dean Bradfield, Sean Moore; lyrics by Nicke3o Originally released on the
alboumThis Is My Truth, Tell Me Yourd998, Epic.

Metallica -One Music and lyrics by James Hetfield, Lars Ulri€@riginally released on
the album...And Justice For All1988, Elektra, Vertigo. Video directed by Bill o
and Michael Salomon, released 1989, Elektra, Vertig
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Misery Index -The Imperial AmbitionMusic and lyrics by Jason Netherton. Originally
released on the HPissenf 2004, Anarchos Records.

NOFX - The DeclineEP. Released 1999, Fat Wreck Chords.

NOFX - Franco Un-AmericanMusic and lyrics by Fat Mike. Originally releasex the
EP Regaining UnconsciousnesX03, Fat Wreck Chords.

Propagandhi Today’s Empires, Tomorrow’s Ashédbum. Released 2001, Fat Wreck
Chords, G7 Welcoming Committee Records.

Propagandhi Live From Occupied Territory: An Official BootledpVD. Released
2007, G7 Welcoming Committee Records.

Rage Against The Machineevil Empire Album. Released 1996, Epic.
Rage Against The MachinelThe Battle Of Los Angele&lbum. Released 1999, Epic.

Rancid - The 11" Hour. Music and lyrics by Tim Armstrong, Matt Freemdrrs
Frederiksen, Eric Dinn. Originally released on étieum...And Out Come The Wolyes
1995, Epitaph.

Rotten Sound €onsume To ContaminatelCD. Released 2006, Spinefarm.

The Sex Pistols God Save The Queellusic and lyrics by Steve Jones, Glen Matlock,
Paul Cook, Johnny Rotten. Originally released amgle, 1977, Virgin. There is also a
small pressing of the single released by A&M Resdydfore The Sex Pistols signed to

Virgin.

Sepultura -Refuse/ResistMusic by Max Cavalera, Andreas Kisser, Paulo gor
Cavalera; lyrics by Max Cavalera. Originally reledn the albun€haos A.D,. 1993,
Roadrunner Records. Video directed by Peter Clptgison, released 1993,

Roadrunner Records.
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Sepultura -Roots Bloody RoatdMusic by Max Cavalera, Andreas Kisser, Paulo Jr.,
Igor Cavalera; lyrics by Max Cavalera. Originalgleased on the albufRoots 1996,

Roadrunner Records.

Sham 69 {f The Kids Are UnitedMusic and lyrics by Jimmy Pursey, Dave Parsons.
Originally released as a single, 1978, Polydor.

Bruce Springsteen Born In The U.S.AMusic and lyrics by Bruce Springsteen.
Originally released on the albuBorn In The U.S.A1984, Columbia.

Stiff Little Fingers -Alternative Ulster Music and lyrics by Jake Burns, Ali McMordie,
Henry Cluney, Brian Faloon, Gordon Ogilvie. Oridigareleased on the album

Inflammable Materigl1979, Rough Trade.

Stiff Little Fingers -Wasted LifeMusic and lyrics by Jake Burns, Ali McMordie, Hgn
Cluney, Brian Faloon. Originally released on thieuah Inflammable Materigl 1979,
Rough Trade.

The WeakerthansReconstruction SiteAloum. Released 2003, Epitaph, Burning Heart

Records.

The WeakerthansA New Name For Everything/lusic and lyrics by John K. Samson
and Stephen Carroll, John P. Stutton, Jason Taigir@lly released on the album

Reconstruction Site2003, Epitaph, Burning Heart Records.

The Who -My GenerationMusic and lyrics by Pete Townshend. Originallpased as

a single, 1965, Bruswick, Decca.



