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Songs of Protest, Peace, and Patriotism During Times of War 

 

War and displacement have long been major themes throughout Jewish history. The 

rabbis who created our liturgy, as well as modern songwriters, have used music and lyrics to 

inspire resistance and advocate for peace during those challenging times. Many of those songs 

can be labeled either as patriotic or as protest music. This songwriting tradition dates back to 

liturgy in the rabbinic period and beyond, continuing through the Holocaust and the many wars 

in Israel since its birth in 1948. Jewish songwriters in America also used their influence during 

World War II and the Vietnam War which we will examine as well. This paper will explore the 

question of how music has reflected, and in some instances influenced, the way our community 

responds to war. This paper will also explore how music is used both as a trauma response and as 

a way of communicating between conflicting groups even within the Jewish community. 

Chapter 1: Liturgy  

Going back hundreds of years, calls for peace have echoed in liturgy such as Oseh 

Shalom, Shalom Rav, and Sim Shalom, which are included in every single Jewish prayer service. 

A key part of every service in Judaism is the Amidah, or standing prayer; this set of blessings is 

also known as Sh’monah Esrei (eighteen blessings) although it actually consists of nineteen 

blessings (besides on Shabbat when many are removed). No matter what service the Amidah 

prayer falls in, it always concludes with a prayer for peace, be it Sim Shalom in the morning or 

Shalom Rav in the afternoon and evening, or Oseh Shalom in all. Other prayers, like the Shema, 

which is the cornerstone of Jewish prayer, were used as a form of resistance and protest. In times 

like The Inquisition in the late 1400’s in Spain, some Jews would recite the Shema shortly before 

they were killed simply for being Jewish.  
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When we look at prayers like Sim Shalom, Oseh Shalom, and Shalom Rav, we must ask 

ourselves: Why was it necessary for an entire culture/religion to include a blessing for peace in 

the most important prayer during each and every service? According to the Cantor Dr. Jonathan 

Friedmann, It’s the same reason why so many commandments have to do with not praying to 

idols and why slavery comes up in the bible so many times as well. The authors of the bible 

wrote about what was important to them at the time. Slavery was a part of people’s lives. Praying 

to idols was something that many people, including ancient Israelites did. And, because war was 

such a big part of people’s lives, praying for peace was just as important.  Sim Shalom says, 

“Grant peace, goodness and blessing, grace, loving-kindness, and compassion to us and all Israel 

Your people…May it be good in Your eyes to bless Your people Israel at every time, in every 

hour with Your peace…”1 While it may not be known exactly when this liturgy was added into 

the daily service, we know without a doubt that Jews at the time were strangers in hostile lands. 

We know that war was a real part of life, and that praying for peace was not simply a far-fetched 

dream - it was a necessary hope for their future. Those Jews’ experiences shape our liturgy today.   

During the afternoon (Mincha) and evening  (Ma’ariv) service, Jews around the world 

recite the prayer for peace known as Shalom Rav. “ Grant great peace to your people Israel for 

ever, for you are the sovereign lord of all peace; and may it be good in your eyes to bless Your 

people Israel at every time, at every hour, with your peace.”2 Although the wording is different 

from Sim Shalom, the afternoon and evening peace prayer, Shalom Rav, contains almost the 

exact same plea to God to create and give peace to his people (Israel).  In the “Or Chadash: Sim 

Shalom” prayer book, it says, “ The rabbis taught: “Great is peace, for all blessings conclude 

2 Central Conference of American Rabbis, Mishkan T'filah: A Reform Siddur (New York: Central 
Conference of American Rabbis, 2007), 60 

1 Central Conference of American Rabbis, Mishkan T'filah: A Reform Siddur (New York: Central 
Conference of American Rabbis, 2007),  140 
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with it.” The Amidah too concludes with a prayer for peace. Since the Amidah originated as an 

entirely self contained service, it was appropriate to conclude with an entreaty for that which 

Judaism views as most precious, Shalom, peace.”3 

Oseh Shalom, which comes at the end of the Amidah at every service, says this: “May 

The One who makes peace in the heavens, bring peace to all of (the people of) Israel.”4 This is a 

more concise way of expressing what the other two prayers have already said. But why would 

the liturgy repeat itself? Repetition in the bible and in liturgy is rare, except when it is teaching 

us an important lesson. By repeating a prayer for peace, the sages who assembled our prayer 

service were showing how important praying for peace should be to the Jewish people. The 

theme of peace has existed in Jewish literature long before the Rabbinic period and before the 

common era. In the Psalm we read,  “The Lord gives strength to His people; the Lord will bless 

His people with peace” (Psalms 29:11)5 While most Jews do not recite this verse on a daily basis, 

it shows that thinking about and praying for peace was a part of Jewish life for thousands of 

years.  

Next, we will examine music from the holocaust ranging from music written in ghettos 

and concentration camps to music written by survivors about their experience during the war.  

Chapter 2: The Holocaust 

During the Holocaust, music became a vital form of resistance and expression for those 

imprisoned in ghettos and camps. People sang about a range of emotions and 

experiences—vengeance, peace, and death—as a means of processing their trauma and asserting 

their humanity. Although much of the music was lost due to the Nazi’s attempt to erase Jewish 

5 "Psalms 29:11." Sefaria, www.sefaria.org/Psalms.29.11?lang=bi. Accessed 13 Jan. 2026. 

4 Central Conference of American Rabbis, Mishkan T'filah: A Reform Siddur (New York: 
Central Conference of American Rabbis, 2007), 142. 

3 Reuven Hammer, comp., Or Hadash: A Commentary on Siddur Sim Shalom (New York: The 
Rabbinical Assembly and United Synagogue of Conservative Judaism, 2003), 44. 
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culture, some songs that were written during the time of the ghettos and camps, including a 

whole opera created in Terezin, survived. On top of that, many survivors wrote poems and music 

after the holocaust ended to educate people on what happened to them but also as a way of 

dealing with their trauma.  

 Miriam Harel, who was imprisoned in the Lodz Ghetto, captured this sentiment when 

she wrote, "The song was the only truth. The Nazis could take everything away from us, but they 

could not take singing from us. This remained our only human expression."6 Songs of defiance 

emerged, such as Hirsch Glick's "Zog Nit Keyn Mol," written in 1943, which became an anthem 

of resistance. As stated in Brian Nedvin’s article on “Holocaust Song Literature,” “Those who 

fought for their lives during the Holocaust, as well as for the independence of Israel, drew 

strength from Glick’s Zog Nit Keyn Mol and it reverberates today as a song of bravery.” The 

lyrics are haunting and inspiring, violent yet yearning for peace.  

“Dos lid geshribn iz mit blut un nit mit blay,​

S’iz nit keyn lidl fun a foygl af der fray,​

Dos hot a folk tsvishn falndike vent​

Dos lid gezungen mit naganes in di hent!  

To zog nit keyn mol az du geyst dem letstn veg,​

Khotsh himlen blayene farshteln bloye teg.​

Kumen vet nokh undzer oysgebenkte sho —​

S’vet a poyk ton undzer trot — mir zaynen do! 

This song was written with our blood and not with lead, 

6 Nedvin, Brian. "Holocaust Song Literature: Expressing Human Experience and Emotions of the 
Holocaust through the Song Literature of Hirsh Glick, Mordechai Gebirtig, and Simon A. 
Sargon." DMA diss., University of Texas, 2005. 4 
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This is no song of free birds flying overhead, 

But a people amid crumbling walls did stand, 

They stood and sang this song with rifles held in hand.”(Translated by Elliot Palevsky)7 

The poetic use of images like free birds flying inspired the Jews to fight for what they 

knew they deserved, a place to live without fear. The metaphor of the song written in blood and 

not lead, reminded people that they had no army and did not die from war, but from the slaughter 

of innocent people, simply for the fact that they were Jews. Songs like this had real life effects on 

people that chose to fight back against the Nazis. Shtil di Nakht (Still is the night filled with 

stars) also by Hirsch Glick, was about a young jewish woman, Vitke Kempner, who fought back 

and blew up Nazi munitions while they were being delivered on a truck outside the ghetto walls. 

It seems as if one song of resistance leads to another and another. As long as there were people to 

sing the songs and live, there would be people to be inspired and continue the resistance.  

Some of the most intriguing art that was created about and during the Holocaust, came 

from the concentration camp in Terezein, not far from Prague, in what is now the Czech 

Republic. The experiences of the prisoners in this camp differ from those at other camps because 

of the way the Nazis set up the camp. Terezin was built not just as a concentration camp but to be 

an example of how nice life was in the camps to show the Red Cross and the outside world that 

things weren’t as bad as the media made it out to be. Of course, this was all a deception proven 

by the stories of torture and death that came out of every camp in Europe run by the Nazis. In 

1938, composer Hans Krasa and lyricist Adolf Hoffmeister created an opera called Brundibar. 

“There were only two performances of the production in Prague, and they took place in secret, 

7 Nedvin, Brian. "Holocaust Song Literature: Expressing Human Experience and Emotions of the 
Holocaust through the Song Literature of Hirsh Glick, Mordechai Gebirtig, and Simon A. 
Sargon." DMA diss., University of Texas, 2005. 5 
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since by that time Jews were already banned from participating in cultural activities.”8  Sadly, 

Krasa was arrested and sent to Terezin in 1942 where he continued to produce the opera in 

secret. It took a few months of rehearsals and a complete recasting of the show with children in 

the camp, but eventually, Brundibar was performed in one of the barracks in Terezin. “After 

more than two months of rehearsals, the premiere took place on 23 September 1943 in the 

Magdeburg Barracks. Brundibár was a huge success, and there were around 55 further 

performances - around one a week - between then and autumn 1944, when the last transports left 

Terezín.” In the spring of 1944, Terezin was chosen to host the Red Cross as a shining example 

of how the Jews were being treated by the Third Reich. Brundibar was going to be performed to 

show the Red Cross of the freedoms that the Jews had under the Nazis. “The production was 

moved to a large sports hall outside the ghetto, and Zelenka, who created a set similar to the one 

he had made in Prague, was given the materials to improve the set and costumes. This 

beautification of Brundibár had to be managed overnight. The closing scenes of Brundibár were 

then filmed in summer 1944 for the propaganda film Theresienstadt (better known under the title 

The Führer Has Given the Jews a Town).”9 The plot of Brundibar revolves around two children 

who have a sick mother and need to raise money to help their family survive. The character 

Brundibar is an organ grinder in the town market who makes money playing for the 

townspeople. This gives the children the idea that they could perform for money as well. 

Brundibar becomes the villain who plays as loud as he can so the children cannot be heard, and 

therefore, cannot raise the money they need. Overnight, animals come alive from a poster to help 

the children and when they all join in song, they drown out the shouting from Brundibar and earn 

9 Ibid-"Brundibar." Holocaust.cz. Accessed March 11, 2026. 
https://www.holocaust.cz/en/history/events/brundibar/. 

8 "Brundibar." Holocaust.cz. Accessed March 11, 2026. 
https://www.holocaust.cz/en/history/events/brundibar/. 
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the money they need, however, Brundibar steals the money from them. In the end, the children 

find Brundibar and force him to return the stolen money and they get their happy ending. Sadly, 

the children living in the camp Terezin, did not all get the happy ending that the characters in the 

opera received.  

It is true that the children in Terezin were given slightly better treatment than the Jews at 

other camps but that does not mean that their lives were easy. “In the secret art and literature 

classes that took place in the concentration and transit camp of Terezín (Theresienstadt in 

German), from 1942–1944, imprisoned Jewish children wrote poetry and made art works. Most 

of the children eventually died at the camps, as did their teachers.”10 Even the simple act of 

children creating art and poetry in a concentration camp is an act of resistance. The art and 

poetry that was created in Terezin lived on through the music of Franz Waxman (1906-1967) 

who searched for inspiration to compose a show commissioned by the Cincinnati May Festival in 

1964. It is worth noting that Franz Waxman was already an accomplished, Oscar winning 

composer, who composed scores for films such as Sunset Boulevard (Oscar Winner), Rebecca, A 

Place in The Sun, and Rear Window. Only later in his life did Franz Waxman connect his Jewish 

roots to his art when creating this important show about the Holocaust. In Waxman’s own words, 

he said,  “When I received the Cincinnati commission for a work that would include a children’s 

chorus, my attention was drawn by chance to a book, I Never Saw Another Butterfly (1964). 

This was a collection of poems, together with drawings and watercolors, by some of the 15,000 

children who were brought to the Nazi concentration camp of Terezinstadt near Prague. Before 

World War II ended, all but 100 of these children had been put to death at various other 

concentration camps, chiefly Auschwitz. I at once saw the possibilities of transforming this 

10 Välimäki, Susanna, and Wojciech Stȩpień. "The Representation of Holocaust Trauma in The 
Song of Terezin by Franz Waxman: A Psychoanalytic Listening." American Imago 82, no. 1 
(Spring 2025): 55–79. 
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appalling tragedy into a cycle of songs for children’s chorus, mixed chorus, solo voice and 

orchestra.”11 

   The requirements for the show was that it had to be about and involving children. “He 

decided to base his work on the poems in the book I Never Saw Another Butterfly, which at that 

time had just been published. The composer himself has explained that he was captivated by the 

book’s nature as a unique document of the Holocaust, but also by the power of the mind of a 

child both in representing the horror in the camp and imaging the beauties and joys in life, 

before, beyond and outside the camp (Waxman, 2022; see also Andorfer, 2011, pp. 18–19; Levin, 

2013).”12 The end product was the show The Songs of Terezin which was a combination of songs 

for children’s choir, mixed choir, mezzo-soprano, and orchestra. In the third song of the show, 

titled “The Little Mouse,” the words of a poem written by three children in Terezin in 1944 is 

featured. “The short piece features a children’s choir for the first time in the composition. The 

playful poem depicts a little mouse catching fleas…Breathtakingly fast music depicts the chase.” 

The music might be “cartoon like” but the juxtaposition of the light music against the serious 

nature of the story's content is profound.  The author goes on to say, “one might imagine children 

playing in the choir’s imitative texture, harp glissandos, whip strokes, and trumpet peeps 

depicting the whining of the mouse (Waxman, 1966, p. 46, mm. 97–101); yet it is challenging for 

the listener to think of children in the concentration camp simply as “just children playing.” The 

two known writers of the poem died later in the same year in Auschwitz-Birkenau (TII, 2022a, 

2022b), as the third one probably did too.” The creation of this powerful show inspired many 

other composers to create more operas based on the same book of poetry. Again, the simple act 

12 Välimäki, Susanna, and Wojciech Stȩpień. "The Representation of Holocaust Trauma in The 
Song of Terezin by Franz Waxman: A Psychoanalytic Listening." American Imago 82, no. 1 
(Spring 2025): 55–79. 

11 Waxman, Franz. "Song of Terezin, The." Franz Waxman, 1966. 
https://franzwaxman.com/music-performance/song-of-terezin-the/ 
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of creating this work was an act of resistance. In a world where people doubt that the Holocaust 

happened and where anti-semitism is so widespread, works of art like The Songs of Terezin 

challenge people to accept that these horrors really did happen.  

 Life inside the ghettos was memorialized through numerous songs, including the Vilner 

Geto Lied, Der Hoyf-Zinger Fun Varshaver Geto, Motele Fun Varshever Geto, In Geto, and 

Rifkele di Shabesdike. While composers attempted to create new melodies, the overwhelming 

volume of new poetry led many artists to set fresh words to existing tunes. This approach is 

exemplified by Isaiah Shpigl and David Beyglman's "No More Raisins, No More Almonds," 

written while both were incarcerated in the Lodz ghetto, which ironically contrived the original 

lullaby "Raisins and Almonds" to reflect their harsh reality. While the original version paints a 

picture of a mother telling a story of a young boy selling raisins and almonds, the rewritten “No 

More Raisins, No More Almonds” tells a more tragic story about a father taken away and who 

can no longer sell Raisins and Almonds and will never return home. 

“There are no raisins and no almonds,​

Your father’s not trading, home not coming… 

He has left us, gone away,​

To the world’s end, who can say… 

Owls are screeching, the wild wolves bay,​

God will pity us, I pray… 

He’s standing somewhere keeping watch,​

Almonds, raisins, oh so much… 
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There’s no doubt that he will come​

Back to you, my darling one…”13 

When listening to the melody, originally written as a lullaby in ¾ time,  there is a stark 

contrast between the two versions of the song. The new version, “No More Raisins, No More 

Almonds” is in 4/4 time and is more theatrical and dramatic. It turned a beautifully hopeful and 

calming piece of music into a haunting and powerful song that reminded people of the reality of 

how much their lives had changed and hopefully inspired them to act. Even the act of writing 

music during the holocaust was an act of defiance and protest. Next, we will examine the 

American response through music to the events of the Holocaust and World War II. 

Chapter 3: Patriotism and Musical Theatre 

​ As World War II was raging on in the 1940s,  Jewish artists like Richard Rodgers, 

Oscar Hammerstein II, and Irving Berlin, were busy entertaining the masses in the USA with 

shows like Oklahoma! and This is the Army in addition to the song like God Bless America. Even 

the show Annie Get Your Gun can be seen as a patriotic show in its time, especially for white 

Americans. According to the biography of Rodgers and Hammerstein II by Todd S. Purdum, 

Something Wonderful, both Richard and Oscar were born to Jewish immigrants. While Oscar’s 

father was Jewish, his mother was Episcopalian and he was raised in a Universalist household 

but he came from a long line of Jews on his father’s side.  Richard Rodgers' family name was 

Rogozinsky before his father changed it. Irving Berlin was originally born Israel Baline. Though 

none of these men were synagogue going Jews on a regular basis, there is no denying that their 

Judaism and status of “outsider,” especially during the early and mid-nineteen hundreds, had a 

13 Shpigl, Isaiah, and David Beyglman. "No More Raisins, No More Almonds." Lodz Ghetto, 
1940s. 

Docusign Envelope ID: E655F20A-AFA8-8E4D-8385-5F380ADBC5D5



14 

big influence on the art that they created. Trying to assimilate into American culture was integral 

to the success of Jewish people in America in the 20th century, and for children of Jewish 

immigrants a great way to do that was to write patriotic songs and musicals about America.  

Though sometimes seen as problematic by today’s standards, the theme of westward 

expansion and the relationship between “cowboys and Indians” was a nostalgic and unifying 

storyline that American audiences were united by. “Early shows including Rose Marie (1924) 

and Whoopee! (1928) offered their own imagined takes on the Wild West and Native Americans, 

but the most majestic, and nationalistic of the frontier-inspired musicals came in the form of 

Oklahoma! (1943).”14 In the book The Great White Way:Race and the Broadway Musical Warren 

Hoffman argues that the role, or lack of a role, that Native Americans play in shows like Annie 

Get Your Gun and Oklahoma! tells more about the state of American culture than even the 

authors of the shows intended. “More to the point, both Oklahoma! and Annie Get Your Gun are 

about the creation, negotiation, and consolidation of Caucasian identity as it played out between 

whites and Native Americans  on the western frontier, refracted through the lens of 1940s 

wartime America.”15 Hoffman goes on to explain that while Native Americans are an ever 

present threat in Oklahoma! They become a group that Annie Oakley identifies with while 

learning how to “become a member of white society.”  

The effect that World War II had on these authors of some of the most famous musicals in 

the world, and more importantly, on their audiences, cannot be overstated. The wild west story 

was an ideal setting to bring white Americans together. “Just as U.S servicemen were fighting 

15 Hoffman, Warren. The Great White Way: Race and the Broadway Musical. New Brunswick, 
NJ: Rutgers University Press, 2014 66 

14 Hoffman, Warren. The Great White Way: Race and the Broadway Musical. New Brunswick, 
NJ: Rutgers University Press, 2014 65 
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overseas and protecting Americans abroad, the cowboys of Oklahoma! were protecting the 

frontier against an unseen enemy:the Native American-turning Oklahoma! into a true celebration 

of manifest destiny and the nation’s original pioneers.”16  The patriotic nature of Oklahoma! was 

through the coming together of different groups against an outside force while also reminding the 

audience of how great life in America can be. The opening number, “Oh What a Beautiful 

Morning” is an example of how even the most simple lyrics can still have a profound effect. 

“There’s a bright, golden haze on the meadow…the corn is as high as a elephant's eye, an’ it 

looks like it's climbin’ clear up to the sky…Oh, what a beautiful mornin’, oh, what a beautiful 

day. I got a beautiful feelin’ ev’rythin's goin’ my way.” This song became an instant hit in the 

1940s and still is a beloved piece of the musical theatre cannon today. The nostalgia of the wild 

west and the poetic lyrics seen in this song weren’t the only patriotic elements of the show. It 

talks about the land itself and the atmosphere as a perfect and beautiful paradise for the 

American to enjoy and lay claim to. The contrasting opinion one could make on this song, is that 

the lyric, “ev’rythin’s goin’ my way” could be seen as controversial since everything was only 

going well for white people at the time that Oklahoma was taken over.  

The means with which the United States government acquired “the west” and the people 

that were driven off the land might be looked at today as a terrible thing but back in the 1940s, 

people seemed to embrace and feel connected through the patriotic ideals talked about in the 

show Oklahoma!” “The history of Oklahoma is a history of movement, possession, and 

dispossession. It is American history told in fast-forward.” It is not a coincidence that the 

climactic scene in the musical takes place at the main character's wedding which happens on the 

same day that Oklahoma became a state. That simple addition to the script of having a new state 

16 Hoffman, Warren. The Great White Way: Race and the Broadway Musical. New Brunswick, 
NJ: Rutgers University Press, 2014 68 
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added to the union at a joyous occasion like a wedding between the two main characters is a 

great way for people to root for the couple and the country. The lyrics of the title song 

“Oklahoma” point out this patriotism and connection to the land clearly.  

“We know we belong to the land,​

And the land we belong to is grand.​

And when we say:​

Yee-ow! A-yip-i-o-ee-ay!​

We’re only sayin’,​

You’re doin’ fine, Oklahoma!​

Oklahoma, O.K.!” 

 As Purdum puts it, “Just as Irving Berlin’s ‘White Christmas,’ from the 1942 film 

Holiday Inn, spoke to GIs stationed in distant battlegrounds, Oklahoma! became a symbol of 

home and hearth and the values that the Allies were fighting for, A ‘brand new state’-indeed, a 

brave new world, one with ‘plen’y of heart and plen’y of hope.’ A grand land that was standing 

firm against dark threats from Germany and Japan.”17 Though the Germans and the Japanese 

were never mentioned in the show, WWII was on the minds of every person in those audiences.  

Irving Berlin, one of the most prolific composers/lyricists of the 20th century, wrote 

songs for the screen, the stage, and the radio. Many of his songs and shows were patriotic in 

nature. As already mentioned, Annie Get Your Gun was a show about the wild west and the 

relationship between white and native populations in America. Irving Berlin also wrote one of 

the most famous patriotic songs in American song writing history. “God Bless America” was 

17 Purdum, Todd S. Something Wonderful. New York: Henry Holt and Company, 2018. 
Pg. 94 
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originally written during WWI for a show written for the army in 1918 called Yip, Yip, Yaphank 

but was later cut because Berlin thought it was too “sappy” so it sat in a trunk for twenty years. 

According to an article from  “Kennedy-Center.org” a famous singer from the 1930s named Kate 

Smith approached Berlin to come up with a patriotic song in 1938 to mark the twentieth 

anniversary of the end of WWI. “Berlin felt the urgency to deliver. He had recently returned 

from Europe, where catastrophe was brewing. Nazi Germany, led by Adolf Hitler, was growing 

more powerful and aggressive and seemed to be preparing for war. But Berlin wasn’t focused on 

writing a get-America-ready-for-war song. He wanted to create something to celebrate America 

as a special place to live.”18 Again, a Jewish song writer uses his connection to his country and 

his heritage to create something that inspired and united Americans during a time of war and 

upheaval. The lyrics from the original version in 1918 did differ from the version we all know 

today which was edited for Kate Smith in 1938. One line originally said, “to the right with the 

light from above” but Berlin did not like that many people would assume he meant “right 

wing/conservative” which could divide the nation instead of unite it. Instead, he settled on the 

lyric, “through the night with the light from above.” This simple change shows that Berlin truly 

cared about writing a song that everyone in America could relate to and not feel alienated. 

Another example of unifying music that Berlin composed was in his 1949 musical comedy Miss 

Liberty. Although the show was not very well received and was a fictional account of the model 

who posed and became the Statue of Liberty, the song “Give Me Your Tired, Your Poor” lives 

on. Again, the son of Jewish immigrants used his heritage to influence people towards 

acceptance of the outsider and reminded Americans that this country was built by immigrants. 

18 "God Bless America: The Story Behind the Song." Kennedy Center. Accessed January 13, 
2026. 
https://www.kennedy-center.org/education/resources-for-educators/classroom-resources/media-a
nd-interactives/media/music/story-behind-the-song/the-story-behind-the-song/god-bless-america/ 
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Sometimes, however, people need a more direct approach when it comes to influencing the 

greater culture in America. Rodgers and Hammerstein II had an answer for that in the musical 

South Pacific. 

In South Pacific, Rodgers and Hammerstein II took on another political topic and this 

time set it to a story taking place during WWII. On an island in the middle of the south pacific, 

American GIs are stationed during WWII. They are lonely  as are the nurses who are 

accompanying them. One nurse, the main character Nellie Forbush, falls in love with a French 

plantation owner Emile who has two children who are half native to the Island and half French. 

Meanwhile, another major character, Lt. Cable falls in love with another local named Liat. Both 

Liat and the children of Emile are people of color. When Nellie finds out about Emile’s children 

and their background she can’t bring herself to stay with Emile. When Lt. Cable thinks about the 

possibility of staying with Liat after the war, he gets cold feet but he is confused by his feelings. 

Rodgers and Hammerstein II wrote a powerful song that makes everyone question why they have 

racist ideologies. The song “You’ve Got To Be Carefully Taught” made everyone in the audience 

question their own family history and how they see the world while also trying to unite people 

and progress culture to a more accepting place.  

“You’ve got to be taught to hate and fear,​

You’ve got to be taught from year to year,​

It’s got to be drummed in your dear little ear—​

You’ve got to be carefully taught! 

You’ve got to be taught to be afraid​

Of people whose eyes are oddly made,​

Docusign Envelope ID: E655F20A-AFA8-8E4D-8385-5F380ADBC5D5



19 

And people whose skin is a different shade—​

You’ve got to be carefully taught. 

You’ve got to be taught before it’s too late,​

Before you are six or seven or eight,​

To hate all the people your relatives hate—​

You’ve got to be carefully taught!”19 

​ Unlike Oklahoma!, which united the country against a common enemy, this song was 

patriotic in a different way. It showed people what the country could be. It told Americans that if 

you are racist, it isn’t your fault. It is because you were raised to hate people. This song was 

ahead of its time and although it might have made some people uncomfortable at first, it showed 

Americans what acceptance and tolerance can look like if we stop the cycle of hatred. In the next 

chapter we see many examples of Jewish song writers who asked people to question the 

government and the status quo during the Vietnam War.  

Chapter 4: The Vietnam War 

The musical landscape of the 1960s, which more accurately spanned from 1963 to 1973, 

was defined by the rise of protest music, particularly in response to the Vietnam War and social 

injustice. Folk music, which had always carried a spirit of protest, invaded college campuses 

during this era and became the soundtrack of a generation. Interestingly, many of the songs of 

this era use poetic symbolism to speak indirectly about war and peace as opposed to patriotic 

music and protest music that was popular in Israel at the same time. Jewish songwriters like Bob 

19 Rodgers, Richard, and Oscar Hammerstein II. "You've Got to Be Carefully Taught." In South 
Pacific: Vocal Selections. New York: Williamson Music, 1949. 
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Dylan emerged as a leading voice, writing both general and specific songs against 

discrimination, the arms race, and military-industrial establishments, including works like 

"Talking World War Three Blues." The trio Peter, Paul, and Mary, who were "aggressively 

liberal," helped bring protest music into the mainstream. Popular songs like "Blowin' in the 

Wind"(Dylan) and "If I Had a Hammer,"(Pete Seeger) can be interpreted many ways but are 

mostly seen as anti-war and pro-peace and had a large impact on the counter culture of the 1960s 

and 1970s.. Phil Ochs, also a Jewish songwriter, contributed significantly to the movement with 

protest albums like his 1965 release "I Ain't Marching Anymore," which included pointed songs 

such as "Draft Dodger Rag." Dylan himself wrote increasingly artful and abstract protest songs, 

including "The Times They Are a-Changin'" and "Oxford Town," though in 1965 he notably 

stopped writing protest songs and controversially switched from acoustic to electric guitar. While 

this musical movement gained widespread support, there was also a conservative 

counter-movement spurred by figures like Barry Goldwater that pushed back against the 

ultra-liberal sentiments.  

Bob Dylan was a superstar throughout the 1960s and beyond, and though his style 

changed throughout his career, his musical roots are in folk and protest music. “His career 

became a matter of trying on and discarding one persona after another, and a continued migration 

from musical genre to genre, including folk, rock, country, gospel…”20 According to the article, 

Bob Dylan’s Lasting Rage, “The case for Dylan as the kind of artist who may long outlast the 

tastes and enthusiasms of his own time rests on the work that came after his few years of writing 

and performing protest songs. But those are the songs, of course, that first brought him to broad 

public attention and they are also among the songs that five decades later best define him for new 

20 Wood, Peter. "Bob Dylan's Lasting Rage." Society 52, no. 4 (July 2015): 320. 
https://doi.org/10.1007/s12129-015-9514-z. 
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listeners.”21 If you look at music streaming sites like Spotify, three of the top four streamed songs 

for Bob Dylan are protest songs. The Times they are a Changing, Blowin’ in the Wind, and Like a 

Rolling Stone all have between two hundred and seventy five million and four hundred and fifty 

million streams. Bob Dylan is an interesting example of someone whose taste has evolved over 

the decades and yet is still remembered for his early work in protest music.  

 Dylan, an enigma of a person, went through many transformations in his life but the 

theme of protest music is most synonymous with his legacy. The song, “The Times They are a 

Changin’”, has been covered by artists like Billy Joel, Peter, Paul, and Mary, Bruce Springstein, 

and many more. Mostly seen as a civil rights song, the message is clear that those in power and 

those who cling to the past should prepare to adapt because ultimately, “times they are 

a-changin’.” 

 “Come senators, congressmen 

Please heed the call 

Don't stand in the doorway 

Don't block up the hall 

For he that gets hurt 

Will be he who has stalled 

The battle outside ragin' 

Will soon shake your windows 

And rattle your walls 

21 Wood, Peter. "Bob Dylan's Lasting Rage." Society 52, no. 4 (July 2015): 320. 
https://doi.org/10.1007/s12129-015-9514-z. 
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For the times they are a-changin”22 

 
This verse is one of the more aggressive verses that Dylan wrote. In general, his protest 

music is more abstract and does not speak of violence but the imagery of shaking windows and 

rattling walls paints a picture of protest and resistance that we as listeners are not used to 

compared to his other songs. Songs like Blowin’ In the Wind have a more subtle approach to 

protest music. 

 “Yes, and how many years must a mountain exist 

Before it is washed to the sea? 

Yes, and how many years can some people exist 

Before they're allowed to be free? 

Yes, and how many times can a man turn his head 

And pretend that he just doesn't see? 

The answer, my friend, is blowin' in the wind 

The answer is blowin' in the wind.”23 

​ Although the music sounds light hearted and joyful, when looking at the lyrics through 

the lens of the time it was written, it tells a different story. This song is about resistance and the 

change that is coming. At the time, America was at war and many people were unhappy with the 

state of the country. Bob Dylan tapped into the collective consciousness of the youth and a rising 

wave of anti-war energy pulsing throughout the country. However, by 1965, Dylan gave up on 

protest music altogether and denounced his previous ways. According to Protest Music in the 

60s, “Dylan declared his artistic independence from movements and national issues. He made it 

23 Dylan, Bob. "Blowin' in the Wind." The Freewheelin' Bob Dylan. Columbia Records, 1963. 

22 Dylan, Bob. "The Times They Are a-Changin'." The Times They Are a-Changin'. Columbia 
Records, 1964. 
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crystal clear in a remarkable song, “My Back Pages.” Here Dylan proclaimed  that he had 

oversimplified right and wrong in his earlier songs and became what he hates most: “a 

preacher.”24 While Dylan may have given up on protest music, it does not change the impact that 

his protest songs had and continues to have on song writers and American society. 

While not directly related to the Vietnam War, the song “If I Had a Hammer” written by 

Pete Seeger, is a protest song sung by many artists including Sam Cooke and Aretha Franklin, 

but  most famously by Peter, Paul, and Mary. Each version has its own musical feel but Peter, 

Paul, and Mary’s version is very reminiscent of Jewish camp music and other protest music by 

Jewish artists. The last verse of the song says,  

“Well I got a hammer, And I got a bell,  

And I got a song to sing (Song to sing) All over this land, 

 It's the hammer of justice, It's the bell of freedom, 

 It's a song about love between my brothers and my sisters,  

All over this land.”  

This campy, light melody set to general lyrics about freedom and justice became an anthem for 

protestors of the civil rights movement and the Vietnam War. Perhaps it is the simplicity of the 

music that allowed for crowds to sing along. To quote a line for Stephen Sondheim’s musical 

“Merrily We Roll Along.” “There's not a tune you can hum, There's not a tune you go 

bum-bum-bum-di-dum—You need a tune you go bum-bum-bum-di-dum—Give me a melody!” 

24 Rodnitzky, Jerome L. "The Sixties Between the Microgrooves: Using Folk and Protest Music 
to Understand American History, 1963-1973." Popular Music and Society 23 (1999): 107 
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While people can appreciate complex music like opera, it would be very difficult to get people 

who are untrained in music to sing along in a large group to that kind of music. Instead, the folk 

artists of the 1960s and 1970s wrote simple, hummable melodies that were easy to learn and sing 

along to.  

There are many genres of music an artist can use to create protest music but folk music 

was the genre of choice in the 1960s and 1970s. As pointed out in Jerome Rodnitzky’s article 

about the protest music of the 1960’s, “While Jazz had become increasingly complex and 

abstract and rock-and-roll had become more nonsensical and meaningless, folk songs were filled 

with meaning and integrity.” This newfound sense of purpose in protest music began in the 

1960’s with the assassination of JFK Jr. in 1963. “After JFK’s assassination, several memorial 

songs quickly appeared. The most touching and perceptive was Phil Och’s “That Was the 

President,” which appeared on his I Ain’t Marching Anymore album in 1965. Yet the other album 

songs, especially “Draft Dodger Rag” and the title song, with their aggressive pacifist messages, 

illustrated Ochs’s radical move to the left.” Phil Och’s might not be the household name that Bob 

Dylan is today, but he was a force of nature in the 1960’s folk scene. His music inspired a 

generation of protesters and peace loving people across America. His song “Draft Dodger Rag” 

perfectly exemplifies his style and motivation for making the music he did.  

“I'm just a typical American from a typical American town 

I believe in God and Senator Todd and a-keeping old Castro down 

And when it came my time to serve I knew "better dead than red" 

But when I got to my old draft board, buddy, this is what I said: 
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Sarge, I'm only eighteen, I got a ruptured spleen 

And I always carry a purse 

I got eyes like a bat, my feet are flat and my asthma's getting worse 

Oh I think of my career, my sweetheart dear, and my poor old invalid aunt 

Besides, I ain't no fool, I'm goin' to school 

And I'm working in a defense plant”25 

The song goes on to list other reasons why he can’t be drafted, but the part that stands out 

most from this first verse is about “carrying a purse” a reference to the army not accepting gay 

people. The song goes on to list many medical ailments and drug addictions as well as reactions 

to bombs going off. Once you were enlisted in the Vietnam War, the only way you could avoid 

service was through medical exemption, fleeing the country/hiding from authorities, or if the 

military deemed you unfit to serve. Songs like this normalized draft dodging as the ultimate form 

of personal protest against the war. Next, we will examine the rich history of protest and patriotic 

music in Israel.  

Chapter 4: Israeli Music 

Israel's short but rich history is filled with music influenced by wars and conflicts since 

its inception in 1948. With songs ranging from the most patriotic to anti-war, from very religious 

to completely secular, the history of Israel and its wars can be told through song. Songwriters 

like Naomi Shemer paved the way for modern songwriters like Eden Golan and Yuval Raphael, 

creating a musical legacy that reflects the nation's complex journey through conflict and the 

25 Ochs, Phil. "Draft Dodger Rag." I Ain't Marching Anymore. Elektra Records, 1965. 
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perpetual search for peace. Studies have shown that music at protests have been used to divide 

but also can cause opposing sides to have empathy for each other.   

From the earliest days of the state, patriotic songs became anthems that united a young 

nation facing existential threats. These songs of national pride and solidarity served not only as 

morale boosters for soldiers on the front lines but also as expressions of collective identity for 

citizens building a new society. Songs celebrating the beauty of the land, the courage of 

defenders, and the dream of a safe homeland resonated deeply with a population that had 

experienced displacement and persecution. The patriotic music of Israel's early years often 

carried an optimistic tone, reflecting the pioneering spirit of a generation determined to establish 

and defend their state against all odds. 

However, alongside these patriotic pieces of music emerged a parallel tradition of peace 

songs that questioned the costs of constant conflict and yearned for a different future. As wars 

raged on and casualties mounted—from the War of Independence through the Sinai Campaign, 

the Six-Day War, the Yom Kippur War, and subsequent conflicts—Israeli musicians began to 

give voice to grief, doubt, and the dream of coexistence. These songs, as well as songs of peace 

did not reject love of country but rather expressed a more complex patriotism, one that honored 

fallen soldiers while questioning whether their deaths could have been prevented. They spoke to 

the exhaustion of a society living under perpetual threat and the hope that enemies might one day 

become neighbors. On the other hand, songs like “En Li Eretz Acheret” by Corine Alal and Ehud 

Manor spoke of the love one has for their country and the land even when it is on fire. “I have no 

other country even if my land is aflame. Just a word in Hebrew pierces my veins and my soul. 

With a painful body, with a hungry heart, here is my home.”26 Songs like this are clearly patriotic 

26 Geffen, Ehud Manor and Corinne Alal. "Ein Li Eretz Acheret." 1986. 
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and use the images of war and death as motivation to support their fellow Israelis. The duality of 

loving the country you live in so much that just a word of your native language “pierces” your 

veins and soul while also recognizing that the country is filled with violence and seems to be on 

fire, shows how Israelis can hold two truths at once. Jews in Israel, many having survived the 

holocaust, others having been expelled from Arab countries surrounding Israel, had no other 

place to go and were unwelcome in their previous homeland. That is a recipe for the ultimate 

form of patriotism. The willingness to accept that war is a reality of life and in many cases, the 

willingness to die for their country. Out of all of the wars that the birth of Israel went through, 

the country needed to find a voice to unite everyone through music. That person was Naomi 

Shemer.  

Naomi Shemer (1930-2004) stands as perhaps the most iconic figure in this musical 

landscape, embodying both the patriotic and peace-seeking impulses of Israeli society. “Naomi 

Shemer’s music and lyrics, composed over the course of a half-century, have played a unifying, 

culture-defining role, becoming part not just of Israeli secular and youth-group culture, but also 

finding their way into synagogue services across the denominations, both in Israel and in the 

Diaspora, including many mainstream Modern Orthodox communities.”27 Wendy Zierler, a 

professor at Hebrew Union College, describes Shemer’s music as a form of secular prayer that 

has affected secular Jews and Orthodox Jews from Israel to the diaspora whose songs can be 

heard in concert halls and synagogues alike.  

 Shemer’s song "Yerushalayim Shel Zahav" (Jerusalem of Gold), written just before the 

Six-Day War in the spring of 1967, became an unofficial anthem celebrating the reunification of 

27 Zierler, Wendy. "Hebrew Poetry, Prayer, and Translation: Naomi Shemer's Songs of the Yom 
Kippur War." Tradition(2023): 1–15. 
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Jerusalem. However, the first version of the song seemed more like a lament, using references to 

the book of lamentations, as opposed to the updated version after East Jerusalem was conquered 

after the 1967 war. The second verse says, “How the cisterns have dried, The market-place is 

empty, and no one frequents the Temple Mount in the Old City.”28 These lyrics paint a picture 

that inspired the Jewish people to want more. To return to this land, fighting must happen. The 

land was not going to be given back to the Jews freely. As Rabbi Jeremy Stein put it, “opening 

with praises of beauty, Shemer closes the first stanza referring to Jerusalem as a city that sits 

solitary with a wall in its heart. The “wall” is an obvious reference to the Kotel, and “heart” is a 

beautiful way of personifying Jerusalem as a loving, emotional being. “Sits solitary” is a 

reference to the opening line of Eikha—Lamentations, “Lonely sits the city.”29 By using Eicha as 

a reference, Shemer connects the modern state of Israel to the history of the Jewish people and 

their connection to the land. Although Jews live in exile, like they did since the destruction of the 

second temple, they have always longed for their true home in the land of Israel. While the 

original version of the song is a patriotic song in its own way, the updated version after the 

conquering of East Jerusalem taps into a whole new layer of patriotism considering the war that 

was fought to gain control of that land once again. “We have returned to the cisterns to the 

market and to the market-place. A ram's horn calls out on the Temple Mount In the Old City. 

And in the caves in the mountain thousands of suns shine -We will once again descend to the 

Dead Sea by way of Jericho!”30 These new lyrics that were added after the war gives a whole 

new meaning to the song. Instead of a song that simply inspires based on collective trauma, this 

30 Shemer, Naomi. "Yerushalayim Shel Zahav" (Jerusalem of Gold). 1967. Translated and quoted 
in Stein, "Yerushalayim Shel Zahav: Its Roots and Legacy." 

29 Stein, Jeremy. "Yerushalayim Shel Zahav: Its Roots and Legacy." Cantors Assembly, May 10, 
2018. https://www.cantors.org/yerushalayim-shel-zahav-its-roots-and-legacy/ 

28 Shemer, Naomi. "Yerushalayim Shel Zahav" (Jerusalem of Gold). 1967. Translated and quoted 
in Stein, "Yerushalayim Shel Zahav: Its Roots and Legacy." 
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patriotic anthem gets new meaning from victory. The return to the temple that was destroyed and 

spoken of in the book of Lamentations, is now finally returned to the Jewish people. Shemer’s 

anthem turned into prayer for the Jewish people just like the book of Lamentations is turned into 

prayer when Jews chant it on Tisha B’av every year. We call for peace but are also inspired by 

patriotic words that bind us together and make us proud of our heritage.  

 Shemer also wrote songs that reflected on the human cost of war and the longing for 

quieter times. Her work during and after the Yom Kippur War in 1973 captured a nation 

grappling with trauma and searching for meaning in the aftermath of devastating losses. 

Shemer's ability to channel both pride and pain, celebration and mourning, made her music a 

soundtrack for a nation's emotional journey. During this time, the songs “Lu Yehi” and “Bekhol 

Shana Ba-Stav Giora (Every Year in Autumn, Giora, 1974)”  exemplifies the pain felt by the 

people in Israel and the importance of peace throughout the land. “Lu Yehi” was loosely based 

off of The Beatles famous song “Let it Be.” The song starts with hope just like The Beatles song. 

“There’s a white sail yet on the horizon against the black and heavy clouds. Everything we 

seek—let it be.  And if in windows in the evening holiday candles flicker light, everything we 

seek—let it be. Let it be, let it be—Please, let it be. Everything we seek—let it be.”31 The 

imagery of the white sail against the heavy black clouds is a metaphor for hope in a dark and 

violent world. Similar to The Beatles song that begins, “When I find myself in times of trouble, 

mother Mary comes to me, speaking words of wisdom, let it be.”32 This song is honest about the 

darkness of war and the world in general, but in the end, both songs speak of hope and peace as 

something we should strive toward. The history of Shemer’s music is often seen as the history of 

32 Lennon, John, and Paul McCartney. "Let It Be." Let It Be. Apple Records, 1970. 
31 Shemer, Naomi. "Lu Yehi" (Let It Be). 1973. 
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the culture in Israel as well. The balance between peace and patriotism is shown throughout her 

musical catalog.   

A more poignant and personal song, “Bekhol Shana Ba-Stav Giora (Every Year in 

Autumn, Giora, 1974), focuses on the cycle of life and death and inspires people to remember 

the sanctity of life while recognizing that death is something we must all face. “Shemer’s 

“Bekhol Shana ba-Stav, Giora,” served the plaintive function of Yom Kippur Yizkor 

commemoration. Bringing to mind the literal meaning of the High Holiday Mahzor as cycle, the 

title refers to the ever-returning cycle of the seasons and of yearly remembrances of the dead.” 

Songs like this, that speak of a specific tragedy like the death of a soldier can be a tool to inspire 

people for patriotic and peaceful resistance. “The song was written in response to the death of 

Giora Shoham, the son of Naomi’s childhood friends, Rut and Shlomo. He was 21 years old 

when he was killed after crossing the Suez Canal on October 20, 1973.”33 This was clearly 

personal for Naomi Shemer when she wrote it and the experience led to an important piece of 

music that became personal for the rest of Israel and the Jewish people around the world. In a 

country where everyone over the age of eighteen must serve in the military, the majority of 

people know someone killed or have friends who lost someone to war which makes this song 

even more personal to Israelis. The lyrics say, 

“Every year in Fall, Giora​

The crazy wind in my garden cuts down my best roses.​

Every year.​

33 Zierler, Wendy. "Hebrew Poetry, Prayer, and Translation: Naomi Shemer's Songs of the Yom 
Kippur War." Tradition(2023): 1–15. 
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Every year in Fall, Giora,​

I lift my eyes to the mountains to see where my help will come every year.  

Every year in Fall Every Year in Fall  

You aren’t alone, Giora.​

For in the place where you dwell  

Grace and compassion dwell as well.  

And Yehiam still whoops and sings 

 Tuvia still grows rare black irises”34  

These heartfelt and tragic words are a stark contrast to the hopeful songs like “Lu Yehi” 

and “Al Kol Eileh” show the range of emotions and topics that Naomi Shemer covered in her 

catalogue. One thing that most of her songs have in common is the use of visual metaphors 

pertaining to the land. Using the mountains and sky to connect the listeners to the country that 

they risk their lives for. This could be seen as a song of peace and protest by reminding people of 

the personal cost of war. There is a stark contrast between this song and that of the lyrics of “Al 

Kol Eileh.” “My good God, keep these safe: the honey and sting, the bitter and the sweet, and 

our baby daughter; the burning flame, the pure water, and the man returning home from afar. 

Keep all of these safe my good God: the honey and the sting, the bitter and the sweet…”35 

The tension between patriotic fervor and peace advocacy has remained a defining 

characteristic of Israeli music through the decades. Songs celebrating military victories and 

35 Shemer, Naomi. "Al Kol Eileh" (For All These Things). 1981. Translation in Central 
Conference of American Rabbis, Mishkan T'filah: A Reform Siddur (New York: Central 
Conference of American Rabbis, 2007), 347. 

34 Shemer, Naomi. "Bechol Shanah Bastagiv, Gioria" (Every Year in Fall, Gioria). 1974. 
Translation in Wendy Zierler, "Hebrew Poetry, Prayer, and Translation: Naomi Shemer's Songs 
of the Yom Kippur War," Tradition (2023): 1–15. 
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national resilience continue to be written and performed, particularly during times of conflict 

when social cohesion is most needed. Yet the peace song tradition has also grown stronger, with 

artists using music to advocate for dialogue, reconciliation, and an end to the cycle of violence. 

Si Heiman was one of the more prominent song writers in Israel and wrote the protest song 

“Shooting and Crying” in 1987 during the first Intifada. The lyrics include this paragraph:  

“The street sweeper tells me​

that in his village nothing is the same.​

Under the shadow of filth, life looks like a different game, and in my house the window has 

broken . . .​

Boys are playing with lead,​

and girls with steel dolls.​

Life looks different under the shadow of filth . . .​

Shooting and crying, burning and laughing,​

when did we ever learn how to bury people alive.  

Shooting and crying, burning and laughing,​

when did we forget that our children too get killed.”36 

This song, filled with dark themes of “boys playing with lead…shooting and crying, 

burning and laughing…” is a stark contrast to the patriotic songs that talk about the land and the 

people creating a new nation. Heiman, who grew up in Israel surrounded by violence and war, 

had a very different perspective than her parents and the founders of the state of Israel. “Heiman 

36 Heiman, Si. "Yorim Uvochim" (Shooting and Crying). Translation in Ytzhak Katz, "An Israeli 
Bob Dylan Is Yet to Be Born: The Politics of Israeli Protest Music," Israel Affairs 20, no. 2 
(2014): 271–79. 
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and her contemporaries are the quintessential representatives of Israeli protest music, constituting 

a distinct social and political ‘generational unit’ that expressed its views on the harsh and 

complex reality in protest against their parents, who aligned themselves, in ideological and 

cultural terms, with the ‘nation-founding elite’ at the time of Israel’s establishment.”37 Heiman 

knew that the only way to get people’s attention and cause a change in perspective was to write 

lyrics that could cut through the patriotism that people feel during times of peace, and remind 

people of the price of war.  These peace songs often draw on universal themes of shared 

humanity, the innocence of children who deserve to grow up without war, and the simple desire 

for normal life free from sirens and shelters.  

While protesting against wars caused by and/or involving other countries and singing 

patriotic and peace songs has always been a part of the fabric of Israeli society, there have also 

been instances of music being used to communicate between conflicting groups within Israel. In 

a 2009 article by Moshe Bensimon titled The Dynamic of Songs in Intergroup Conflict and 

Proximity: The Case of the Israeli Disengagement from the Gaza Strip, Bensimon argues that 

being a part of a larger group gives one permission to act more aggressively than they would 

otherwise. We have seen this throughout history through violent riots and protests in the United 

States and elsewhere. “According to the deindividuation theory, intergroup distancing can lead to 

aggressive behavior due to the individual’s sense of anonymity in a crowd. This theory claims 

that the individual’s identity is transformed in the crowd.”38 We see this even more when 

protestors use masks to hide their identity as we have seen in more recent years here in the states, 

especially anti-Israel protests. “A key factor in the deindividuation process is the individual’s 

38 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Journal Name] [Vol 12],  [397-412] [2009] 

37 Katz, Ytzhak. "An Israeli Bob Dylan Is Yet to Be Born: The Politics of Israeli Protest Music." 
Israel Affairs 20, no. 2 (2014): 271–79. 
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sense of anonymity in relation to the out-group individuals. This position of alienation, 

characterized by psychological distancing, can reduce the individual’s sense of responsibility and 

protect him or her from outer sanctions.”39 Basically, when you have no fear of consequences, 

protesting can easily turn violent. Another way to get a group to turn violent is by dehumanizing 

the opposing group to the point that any act of aggression towards them would be seen as heroic. 

Clear examples of this are the use of words like “colonizer, apartheid, and genocide” to describe 

Israel’s treatment of Palistinians, even though none of those terms are accurate, to get people 

riled up at protests. Music can have the same or opposite effect between conflicting groups.  

When analyzing the types of music played and sung at protests in Israel, Ben Simon 

discovered that while some songs would get one group angry at the other, completely different 

styles of music could have the opposite effect. This specific study focuses on “the 

disengagement” which took place in 2005 when Israel pulled out of Gaza displacing 8,000 

Israelis in the process. Before they were kicked out of their homes, 5,000 protesters, mostly 

religious Jews, showed up to protest the evacuation and stand against the soldiers enacting the 

policy. This protest was mostly Jews against Jews and all people on both sides were Israeli. 

“These young protesters tried to convince the security force members to disobey their orders. 

One such way was group singing. In the end, fortunately, the level of physical violence was 

considerably lower than expected and the evacuation from Gush Katif ended with no serious 

injuries.”40 The study in question took a “phenomenological approach to qualitative research 

which analyzes the data inductively.” This means that the researchers were not analyzing data to 

prove or disprove a specific hypothesis but let the data lead them to a conclusion. This type of 

40 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Journal Name] [Vol 12],  [397-412] [2009] 

39 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Journal Name] [Vol 12],  [397-412] [2009] 
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research led the researchers to be open minded and ask new questions of the data. The process is 

just as important as the outcome in this kind of research. “The aim of a phenomenological study 

is ‘to determine what an experience means for the persons who have had the experience and are 

able to provide a comprehensive description of it.’ (Moustakas, 1994, p. 13).”41  In this specific 

case, twenty-eight participants were interviewed but who were the participants?   

Half of the participants were protesters and half came from the security forces. It is 

important to note that none of the protesters were residents of the area being evacuated but felt a 

kinship with them because of their religious and nationalist beliefs. The participants in the study 

were interviewed between six and twelve months after the protests and were asked to describe in 

detail how music played a part in the protests. The researchers gather quantitative data based on 

questions asked of both groups. This is different from many studies that focus on qualitative data 

filled with numbers and statistics. One of the questions asked of the protesters who sang in front 

of security forces was “could you describe one of the situations in which you sang?” And one of 

the questions asked of a soldier who was bothered by a specific song being sung was, “could you 

give me an example of such a song?”42 The results of all the questions were crosschecked and 

analyzed from both groups. In the end, the study showed three genres of music that the 

participants cited that increased intergroup conflict during the protests. Protest songs (Shirei 

Hitnatkut/songs of the disengagement), folk songs (shirei eretz Yisrael), and rhythmic Jewish 

religious songs were the three categories.  

42 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip."  [Vol 12],  [397-412] [2009] 

41 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Journal Name] [Vol 12],  [397-412] [2009] 
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The Shirei Hitnaktut, or songs of disengagement, were written for this occasion. They 

were mostly fast tempo songs sung in succession and were shouted at the soldiers from dawn till 

dusk. Anyone being yelled at would probably not look favorably on the people screaming at 

them so tensions must have been high. One of the protesters interviewed said some of the lyrics 

included lines like, “Soldier! Policeman! Refuse to obey an order!!!”43 Soldiers interviewed 

about this type of chanting all said that this irritated and annoyed them as well as making them 

feel nervous. The question is, what was the purpose of  these protests? If it was to get people on 

their side, this does not seem like a successful strategy. One of the security forces interviewed 

about this moment had this to say. “​​I can recall the famous singer Ariel Zilber and his band 

sitting outside Kfar Darom on a wagon with an amplifier. They sang repeatedly some Shirei 

Hitnatkut stuff like ‘How many times should it be mentioned—Jews don’t expel Jews!!!’. It 

drove me crazy!”44 In this case, the repeated and aggressive chanting of “Jews don’t expel Jews” 

did not bring people together and had the opposite effect. We see the same case over and over 

again when people in the US protest against immigration enforcement or police. If the idea is to 

get people on your side, this is not the way to do it. On the other hand, if the purpose is to rile 

people on your side up and get them to be aggressive, that might be the way to accomplish that 

goal.  

The second genre of music used in these protests were folk songs or ‘Shirei Eretz Israel’ 

(songs of the Land of Israel). These were songs that both secular and religious zionists could 

connect to because they evoked the theme of the connection to the land of Israel itself. At first 

glance, you would think this would bring both groups together but the way they were used did 

44 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 

43 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 
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not have that effect. The protesters sang songs like “Ein Li Eretz Acheiret” which was still very 

popular and relatable to everyone on both sides of the conflict. One of the protesters said this in 

their interview. “We wished to convey through these songs that all of us, protesters as well as 

security forces, love this homeland and therefore we can be moved together and cry from these 

songs. By doing so, we thought that their hearts would melt and that consequently, they would be 

on our side . . . We hoped that the mutual singing would cause such pangs of conscience that in 

the end, it would lead to a collective refusal to obey an order and the disengagement would not 

occur.” The goal of the protesters was to get the police force to sing along with them and then 

give in to their cause and stop enforcing the law. Sadly, for them, they did sing along, but the law 

was still enforced. But unlike the other chanting that took place of the Shirei Hitnaktut, these 

songs did not agitate the security forces. One of the security force members interviewed said, 

“Unconsciously, I found myself singing Shirei Eretz Israel with them. As a result, all at once, I 

became part of their ceremony, part of their scene. I felt close to them, but didn’t forget my duty. 

However, this situation didn’t last for a long time and after a few minutes of mutual singing, the 

protesters stopped singing with us.”45 Group singing, even just for a moment, bridged the divide 

between groups but the choice of music was the key to connect to people on the opposite side of 

the protest. There are few, if any, circumstances in which opposing sides of a conflict join 

together in song. It is important to note that the goal of the protesters wasn’t to get the security 

force to join in singing with them, just to get them on their side. “The protesters’ resistance to 

singing together with security force members can indicate a nonreciprocal intergroup interaction 

in which the search for togetherness was one-sided, on the part of the security force members 

only. It became evident that once the protesters felt that the delicate line between both camps 

45 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 

Docusign Envelope ID: E655F20A-AFA8-8E4D-8385-5F380ADBC5D5



38 

became blurred, they tried to stay emotionally uninvolved with the other side.”46 If the protestors 

goal was to bridge the gap between them and the security forces, then they would have continued 

the singing when they felt the comradery between the opposing side and themselves. The fact 

that they stopped singing when they heard the security forces singing along with them, means 

that the goal was not find common ground, but at best state their case, and at worst, agitate the 

opposing group.  

The third category of music that the protesters sang was rhythmic religious music. This 

genre of music had the opposite effect as Shirei Eretz Israel had. These songs were sung simply 

to agitate the security forces as well as unite the protestors. “The clear, strong, rhythmic beats of 

the songs unified the masses of protesters and helped in creating passive resistance whereby 

protesters joined arms and sang together in order to make it difficult for the security force 

members to evacuate them.”47 This is an example of how music, especially rhythmic music, can 

fire people up and motivate people to take action. The protesters linking arms and singing 

together was a direct result of the song choices. While the first genre of music Shirei Hitnaktut 

made the security forces angry and was seen as an aggressive attack and the second genre Shirei 

Eretz Israel got the security forces to sing a long and connect them to the protesters, this new 

genre seemed to fall somewhere in the middle of the two. One of the protesters interviewed who 

simply goes by Naomi had this to say about her experience with this group singing. “We sang to 

the security forces the song Utzu Etza (‘Take Counsel Together’): ‘Take counsel together, and it 

shall come to nought; Speak word, and it shall not stand for God is with us’ (Isaiah, 8:10), and 

also Ki Lo Ytosh (‘The Lord Will Not Cast Off His People’).. The message was: we are stronger 

47 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 

46 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 
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than you, God is on our side and therefore we will prevail . . . It’s hard to break up such a 

massive group singing of (the) hundreds of people who sing the same tune simultaneously on the 

same beat with amazing accuracy . . . It would have been much easier for the security forces to 

do their job if we had not joined arms and sung together.”48 Naomi points out that the goal was to 

disrupt the security force in their task of evacuating the settlers from Gaza and the tactic they 

chose was rhythmic, religious music.  

When analysing this intergroup conflict between the protesters and the security forces, 

Ben Simon came to the conclusion that although one of the three genres of music brought about 

some form of connection and camaraderie between the groups, in general, the music was used as 

a means to further the conflict. “In sum, the three music genres contributed to intergroup conflict: 

protest songs, Israeli folk songs and rhythmic Jewish religious songs. They filled the intergroup 

space with emotional detachment, manipulations, threats, anger, aggression, deterrence, rejection 

and dehumanization. As a result, the tension escalated, and the intergroup conflict increased.”49 

The choice of music in protest can be used as a weapon or as a means of communicating a plea 

for help. When choosing rhythmic religious music or the yelling/chanting music of Shirei 

Hitnaktut the protestors had no interest in getting the opposition on their side. They were letting 

their emotions drive the conversation and drive the security forces further from joining their 

cause. But when choosing slow, emotional songs of longing and sadness, they could reach the 

opposing side more effectively. Miriam, one of the police force members when asked about the 

slow, quiet, spiritual songs said, “These songs had a powerful impact. It is hard for me to find the 

49 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 

48 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 
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right words to explain it. They were so touching. I shivered all over my body!”50 Other police 

force members specifically said that the slow spiritual songs made them feel compassion for the 

protesters and gave them chills as well. Not only did the singing have an effect on the soldiers 

and police in the moments of singing but it seemed to have a lasting effect on them as well. 

“Since the disengagement till today [ten months after the event], I have noticed the fact that my 

colleagues at work read Psalms every once in a while. I think that being exposed to the intense 

mass-singing of these quiet, spiritual songs has influenced me and my friends spiritually. It did 

something good to my Jewish identity.”51 Music can be weaponized or used as healing. In this 

case, it was used as both. By using religious music but in a mournful and prayerful way, it 

connected both opposing groups and had a lasting effect on the security forces that the protesters 

might have not intended. It connected all of them through one common denominator, their 

Judaism.    

Contemporary artists like Eden Golan, Elan Golan,  and Yuval Raphael inherit the dual 

legacy of protest and patriotic music, navigating the complex terrain between supporting their 

country and questioning its policies, between honoring those who serve and longing for a time 

when service will no longer be necessary. Their music reflects a generation that has never known 

true peace but refuses to abandon hope for it. Like Shemer before them, today's Israeli 

songwriters understand that music can hold space for seemingly contradictory emotions—pride 

and criticism, strength and vulnerability, determination and weariness. In a society where nearly 

everyone has served in the military and lost friends or family members to conflict, songs become 

51 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip."[Vol 12],  [397-412] [2009] 

50 Bensimon, Moshe. "The Dynamic of Songs in Intergroup Conflict and Proximity: The Case of 
the Israeli Disengagement from the Gaza Strip." [Vol 12],  [397-412] [2009] 
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a way to process collective trauma while imagining alternative futures where peace might finally 

take root alongside patriotism. 

On October 7th, 2023, Israel was invaded by Hamas terrorists who went on to kill over 

twelve hundred people and take two-hundred and fifty hostages into Gaza. The trauma of the 

survivors has been well documented and their road to recovery has been aided by a wide array of 

therapies including Expressive Arts Therapy. In a Times of Israel article, Leetal Caider Benzvi 

says, “Expressive Arts Therapy provides a way to process trauma without words. By engaging 

the senses through visual art, music, movement, and writing, survivors can bypass the brain’s 

language barriers and access the part of the brain where trauma is stored.”52 Leetal has helped 

over two-hundred survivors of October 7th through her Expressive Arts Therapy and will 

continue to work with survivors on their trauma. “In Israel, we’ve learned that healing doesn’t 

happen in isolation. It’s in the act of creating—whether it’s a painting, a song, or a letter—that 

we start to rebuild.”53 Using music as a way to get through trauma is helpful for the listener but 

equally helpful for songwriter/performer who is also dealing with trauma.  

One survivor of the Nova Festival Massacre was Yuval Raphael, the runner up from the 

music contest Eurovision in 2025. Her debut song “A New Day Will Rise,” written by Keren 

Peles, was an incredible song of peace and healing. Raphael attended the Nova Festival with her 

friends and when the attack happened, she found refuge in a small bunker where she survived by 

hiding under the dead bodies of her friends for hours before being rescued. "Only I and 10 others 

53 Benzvi, Leetal Gaidar. "From Silence to Strength: How Art Helps Heal Trauma in Israel." 
Times of Israel (blog), November 18, 2024. 
https://blogs.timesofisrael.com/from-silence-to-strength-how-art-helps-heal-trauma-in-israel/. 

52 Benzvi, Leetal Gaidar. "From Silence to Strength: How Art Helps Heal Trauma in Israel." 
Times of Israel (blog), November 18, 2024. 
https://blogs.timesofisrael.com/from-silence-to-strength-how-art-helps-heal-trauma-in-israel/. 
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were saved from our 4 square meter shelter," she later told the United Nations Human Rights 

Council, "a shelter that had become the tomb for almost 40 souls seeking refuge with us. The 

physical injuries I sustained are healing, but the mental scars will stay with me forever." Some of 

the lyrics to this beautiful song of hope, which includes English, French, and Hebrew, include: 

 
“And even if you say goodbye 

You'll always be around 

To lift me up and take me high 

Keep my feet close to the ground 

Are you proud of me tonight 

Dreams are coming true 

I choose the light 

Nothing to lose if I lose you 

 

… New day will rise 

Life will go on 

Everyone cries 

Don't cry alone 

Darkness will fade 

All the pain will go by 

But we will stay 

Even if you say goodbye”54  

54 Peles, Keren, and Yuval Raphael. "A New Day Will Rise." Performed by Yuval Raphael. 2025. 
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These poignant lyrics set to a haunting melody tell the story of someone who is not 

giving up even after facing trauma and tremendous loss. The one Hebrew line in the song, 

“Mayim rabim lo yechabu et ha'ahava v'neharot lo yishtefu” translates to “many waters cannot 

quench love, neither can the floods drown it.” These words are from the Song of Songs 8:7 and 

gives this piece of music its connection to Judaism. Nowhere in this song does the singer call for 

revenge for her lost friends and fellow survivors. This song could qualify as a patriotic song 

because of its unifying qualities but it is also a song of peace. By telling the listener that it is ok 

to cry, but “don’t cry alone,” it becomes a call to build community and lean on one another in 

times of pain because if we do, the pain will go away and peace will come. This song connects 

Jews around the world during this time of struggle but it is not the only one.  

Eyal Golan’s song “Am Yisrael Chai” became an anthem to Jews in Israel and abroad 

after October 7th, 2023. The song was released on October 19th, 2023, and like “A New Day 

Will Rise” combines patriotism with a cry for peace and the return of the hostages taken. The 

song was number one of the Israeli charts for several weeks and became an international hit that 

still is sung in secular and Jewish settings to this day.  

“The sun will shine soon 

We will know better days than these 

the heart fights with the worries 

everyone will return home 

we’ll wait for them downstairs 

We wish to know the good news… 

Am Yisrael Chai 

if we’ll not forget always to be united 
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Am Yisrael Chai 

When going up, when going down, even during the hardest hours 

G-d, the blessed one, he watches over us 

so, who can triumph over us 

because we have no other state 

Please make peace amongst us 

watch over our children 

because the faith is not lost”55 

 
​ In the face of anti-semitism, the simple statement “Am Yisrael Chai” (the Jewish people 

live) has become both a battle cry and a unifying anthem of defiance against anti-semitism all 

over the world. The phrase became popular during the Holocaust and goes far beyond that. As 

Cantor Amy Levy points out in her blog about the song, “The phrase is said to have originated 

with a British Jewish army chaplain who reportedly called it out at the liberation of 

Bergen-Belsen after World War II…Shlomo Carlebach, used that slogan to become an anthem of 

the fight to liberate Soviet Jewry. This song was boldly sung during significant events such as the 

Six Day War and the Yom Kippur War. Am Yisrael Chai continues to be the anthem of strength 

for us as a Jewish community, particularly during times of war and increased antisemitism.”56 

While the phrase “Am Yisrael Chai” and the song by Carlebach does not refer to “Eretz Yisrael,” 

the land of Israel, the updated version by Eyal Golan makes the connection between Zionism and 

Judaism since all Jews are considered the children of Israel (Jacob) and have a connection to 

56 Levy, Amy. "Am Yisrael Chai (The Nation of Israel Lives)." Keneseth Israel (blog), March 8, 
2024. https://www.kenesethisrael.org/am-yisrael-chai-the-nation-of-israel-lives/. 

55 Golan, Eyal. "Am Yisrael Chai" (The Nation of Israel Lives). Translation from "Am Yisrael 
Chai," The iCenter, accessed January 13, 2026, 
https://theicenter.org/wp-content/uploads/2024/03/Am-Yisrael-Chai.pdf. 
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their ancestral homeland of Israel. In Golan’s song, he says, “Oh, my land, our heritage, our 

spirits will not fall now around us, an iron of swords and the dove will spread her wings, the 

hope of two thousand years we’ll go out in the streets to sing again.”57 In one verse, Golan 

proves that this is both a song of peace, with reference to the dove, and a song of patriotism, 

referring to the land and the people’s heritage. It is also important to note that the lyric, “iron of 

swords” also refers to Operation Swords of Iron which the Israeli army was carrying out at the 

time the song was written in order to fight Hamas and free the hostages.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

57  Golan, Eyal. "Am Yisrael Chai" (The Nation of Israel Lives). Translation from "Am Yisrael 
Chai," The iCenter, accessed January 13, 2026, 
https://theicenter.org/wp-content/uploads/2024/03/Am-Yisrael-Chai.pdf. 
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Conclusion 

​ Writing songs of patriotism and peace is in our DNA as Jews. Starting with our liturgy 

and continuing through contemporary music, Jewish songwriters have always found a way to 

touch people during times of conflict to inspire and unite people towards a common goal. Jews 

all over the world pray for peace for their country and Israel every day as a part of their daily 

prayers. Jewish songwriters, even secular ones like Bob Dylan and Oscar Hammerstein II, 

carried on that legacy through their patriotic and protest music. During the Holocaust, not only 

was the act of creating music a form of resistance, but the content of the songs created inspired 

people to fight for peace or to fight for the right for Jews to live as equals.  Israeli song writers 

like Naomi Shemer used both the themes of patriotism and peace in her songwriting to unite her 

people during times of conflict and helped create a national identity through music that lives on 

today. If one thing is for certain, when it comes to times of conflict, Jewish artists will continue 

to inspire and unite people through patriotic music, fighting for peace. And while we cannot 

predict when humanity will finally achieve lasting peace in the world, we will forever continue 

to pray: Lu Yehi. 
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