


APPENDIX


PLAYLISTS

Crossover Classics



•
The Folkes Brothers
“Oh Carolina”
(Blue Beat Records, 1960)


	PRODUCER: Prince Buster

	CONTRIBUTORS: Count Ossie Afro-Combo (music), Owen Grey (piano)

	BACKSTORY: Considered the turning point for Jamaican music, “Oh Carolina” was written by Trenchtown denizen John Folkes with his brothers Mico and Junior. Rastafarianism’s premiere drum circle, Count Ossie and the Mystic Revelation of Rastafari, met the sons of a preacher man through producer Prince Buster, at an audition at Duke Reid’s liquor store/studio. The song, written in 1958 and recorded in 1960, was laid down in Buster’s home studio, and issued on his Buster Wild Bells label.
 John’s song was not ska or calypso or mento or R&B rock ’n’ roll. It was a party song that reflected all these styles. It had a primal, heavy rootsy drum sound without making any threatening statements. The song became the island’s first crossover hit when the single was licensed to the UK-based Blue Beat label.
 It is best known to modern audiences for the 1993 update by Shaggy. In 1994, Buster lost a bizarre copyright suit claiming the words and music of the Police’s “Every Breath You Take” were taken from “Oh Carolina.” A decade later, Sting and Shaggy collaborated on a medley of the two songs!




I’m so lonely because you left me

Why did you leave me last night



JOHN FOLKES: I remember the first time the song came over JBC. The announcer Radcliffe Butler said, “Here is a very controversial song!” It was because “Oh Carolina” was the first song in Jamaican history that gave subtle respectability to Rastafarianism. The kumina drums tradition, and the cromanty drums, and the burru drums, those were symbols of Jamaican protest. The Maroons, who successfully fought the British, communicated with one another through the drums. (1994)





•
Prince Buster All-Stars
“Madness”
(Blue Beat Records, 1963)


	PRODUCER: Prince Buster

	CONTRIBUTORS: Ernest Ranglin (guitar), Rico Rodriguez (trombone), Drumbago Parks (drums)

	BACKSTORY: The cleverest and most entertaining ska producer and performer, Prince Buster lived up to his rep as “The King of Ska” and “The Voice of the People,” and inspired the UK 2 Tone ska revival. Buster wrote more than forty songs, cut in his home studio, and owned the West Indies’ largest record shop, Buster’s Record Shack. He ran his Prince Buster label and produced/managed many ska artists. He broke out overseas as a star of the early ’60s “Blue Beat” era, mesmerizing white Brit teens, particularly mods and skinheads, with his infectious ska dances.
 His first single to hit the UK Top Ten was 1963’s self-written, self-produced “Madness”—released late that year by Blue Beat on I Feel the Spirit, the first ska album released outside Jamaica. “Madness” was later done by numerous artists, including Georgie Fame, the Selecter, and Madness.




I’m about to explain


That someone is losing his brain




PRINCE BUSTER: The music and styles of England still inspire me. All that great fashion was happening in the ’60s. That feeling is still inside me. (2022)





•
Millie Small
My Boy Lollipop
(Island Records, 1964)


	PRODUCER: Ernest Ranglin and Chris Blackwell

	CONTRIBUTORS: Ernest Ranglin (guitar)

	BACKSTORY: Millie Small was the youngest of fourteen children of a sugar plantation overseer. She auditioned for Coxsone Dodd at Studio One, who loved her voice and paired her with Roy Panton; the duo attained popularity as Roy & Millie. Chris Blackwell was stunned by the reaction to her high-pitched voice, and had her mom send her daughter to him in London as manager and legal guardian. Blackwell hired Ernest Ranglin to oversee the session of his ska rearrangement of “My Boy Lollipop”—released in 1956 as a 45 by Brooklyn teenager Barbie Gaye. The single became a huge hit in 1964, reaching #2 on the UK charts and selling over seven million copies worldwide—making Small an international star at the age of seventeen.
 Her American label, Mercury Records’ Smash imprint, billed Millie as “The Blue Beat Girl.” The next year, she extensively toured the United Kingdom and appeared on many UK TV shows before succumbing to exhaustion, food poisoning, and injuries from a car accident. Her career faded in 1969 with Trojan Records, recording a version of Nick Drake’s “Mayfair,” and the politically defiant “Enoch Power,” which despite a radio ban put her back on the map with England’s Caribbean community. She had a brief dalliance with Peter Asher of the ’60s duo Peter and Gordon.




You set the world on fire


You are my one desire




MILLIE SMALL: Making money is fabulous, I love all the things I can buy. One day I hope to buy my family a home in London. In the meantime, I realize that I’m still very young, so it’s my job to make music and make my career. (1965)






•
Desmond Dekker & the Aces
“Israelites”
(Pyramid Records JA, 1968)


	PRODUCER: Leslie Kong

	CONTRIBUTORS: Wilson James, Barry Howard, Carl Howard, Clive Howard, Patrick Howard (vocals)

	BACKSTORY: “Israelites” was the first international hit produced by Jamaica’s vibrant music scene, and the first to top the UK charts. It will go down as the most important record in Jamaican music history. The single topped the charts in Holland, Sweden, Canada, West Germany, and South Africa, and went Top Ten in the States.
 Released during the angst-ridden Woodstock summer of 1969, the pop song with a spry island beat—originally recorded as “Poor Mi Israelites”—felt like a breath of fresh air, chock-fulla positivity and freedom. But Dekker never toured the States in support of “Israelites,” opting for Europe, where he charted higher.
 Desmond was name-checked in the Beatles “Ob-La-Di, Ob-La-Da,” and the song was used by director Gus Van Zandt to underscore the daily struggle at the heart of his 1989 breakout film Drugstore Cowboy. Dekker was also the subject of songs by artists ranging from Toots and the Maytals (“Desmond Dekker Did It First”) to the Mighty Mighty Bosstones (“Don’t Worry Desmond Dekker”). Astonishingly, during the Gulf War of 1991, Britain banned “Israelites” simply based on its title.



DELROY WILLIAMS (manager): Desmond was the first legend. When we released “Israelites,” nobody had heard of Bob Marley. He paved the way for all of them. (2006)





•
Toots and the Maytals
“Pressure Drop”
(Pyramid Records JA, 1968)


	PRODUCER: Leslie Kong

	CONTRIBUTORS: Clifton Jackson (bass), Hux Brown (guitar)

	BACKSTORY: “Pressure Drop” launched the band’s career outside Jamaica when it appeared on the 1972 soundtrack to The Harder They Come. The popular film introduced the world to reggae, vastly expanding the genre’s audience beyond the island and its loyal UK base. The Maytals cut the song in 1968 for Leslie Kong. The song first appeared on their 1970 album Monkey Man (originally released by Beverley’s Records) and on 1971’s From the Roots on the UK-based Trojan Records. The music lent the lilting reggae rhythms a tougher punch, without ever distracting from its sinuous grace. The many cover versions include the Specials, the Clash, Keith Richards, Robert Palmer, and Izzy Straddlin. Toots and the Maytals were clearly one of the greatest reggae groups and perhaps the most accessible. Toots was a great singer/songwriter, and his act relied less on personality and cult status to sustain interest than their nearest competitors, Bob Marley’s Wailers.




I say, a pressure drop, oh, pressure

Oh yeah, pressure going to drop on you




TOOTS HIBBERT: When I got out of jail, I had a sense of injustice and a desire to make up for lost time. It’s a song about revenge but in the form of karma: If you do bad things to innocent people, bad things will happen to you. The title was a phrase I used to say. If someone done me wrong, rather than fight them like a warrior, I’d say: “The pressure’s going to drop on you.” (2016)




[image: fig_185_1.jpg]
First generation of the band Toots and the Maytals arranged by Chris Blackwell to include instrumentalists. The lineup included its four main additional members Jackie Jackson, Paul Douglas, Hux Brown, and Radcliffe “Dougie” Bryan. BY CELAUR, CC BY-SA 4.0 / WIKIMEDIA COMMONS







•
The Harry J All Stars
“The Liquidator”
(Trojan Records, 1969)


	PRODUCER: Harry J

	CONTRIBUTORS: Winston Wright (organ), Aston “Family Man” Barrett (bass), Carlton Barrett (drums)

	BACKSTORY: Harry Zephaniah Johnson was known for his Harry J Recording Studio, which played a major role in the rise of Jamaican music. That’s where Marley made some of his first major recordings. As a bandleader, Harry J was the force behind “The Liquidator” and other skanking instrumentals. The song, with its simple but effective Hammond organ crescendos, became a Top Ten UK hit in 1969, and a mod/skinhead anthem. As early as 1970, it became the theme song to Chelsea FC—when the club gave away copies of the single in their match day programs as prizes to lucky fans. The song’s success prompted Trojan Records in 1970 to give Harry his own imprint, for his vocal productions and his plethora of instrumentals that flooded shops and soundsystems. There wasn’t much mileage in the band as chart toppers, but the Harry J Allstars were recognized as masters in their field.



STEPHEN STEWART (Harry J Recording Studio): Multi-tracking recording was the new thing, the more tracks you had, the more modern your studio was. So when other studios had four and eight tracks, Harry J built a sixteen-track studio. All the musicians wanted to deal with that type of technology. There was emphasis on acoustics and room sound, which is what you hear in all these classic recordings. (2014)





•
The Upsetters
“Return of Django”
(Upsetter/Trojan Records, 1969)


	PRODUCER: Lee “Scratch” Perry

	CONTRIBUTORS: Hux Brown (guitar), Clifton Jackson (bass), Winston Wright (organ)

	BACKSTORY: Lee Perry, aka the Upsetter, got nicknamed after his song “I Am the Upsetter,” a musical dismissal of his former boss Coxsone Dodd. The legendary, eccentric Kingston-based music pioneer broke into the British charts with 1969’s “Return of Django.” The lo-fi instrumental, which took its inspiration from the director Sergio Corbucci’s bloody 1966 spaghetti western Django, became an anthem for British mods and skinheads. Oozing Jamaican cool, Perry shifted between choppy grooves, sustained drones, and bizarre flourishes with an almost childlike simplicity, while his backing band laid down an infectious pulse, fueled by simmering organ in the spotlight. This off-kilter track became ubiquitous in Great Britain after it was used in a Cadbury Chocolate ad directed by Terry Gilliam. The Hofner bass played on those tracks—bought by Trojan Records boss Lee Gopthal from Beatles manager Brian Epstein—was previously owned by Paul McCartney.



LEE “SCRATCH” PERRY: “Return of Django” brought me to London. They used it in a chocolate commercial, and it became a hit. It came out of a blue sky and into the chart. I love London, but bear in mind, everything didn’t go right for me in England. Everything is about people going crazy about things me saying. (2018)





•
The Wailers
“Stop That Train”
(Summit Records UK, 1971)


	PRODUCER: Leslie Kong

	CONTRIBUTORS: Peter Tosh (guitar), Bunny Wailer (percussion), Aston Barrett (bass), Carlton Barrett (drums)

	BACKSTORY: “Stop That Train,” first released by Leslie Kong’s Beverley’s Records as “Stop the Train,” was the B-side of their “Caution” single. In 1970, it became the Wailers’ first UK hit when it was released as the A-side for a Trojan-distributed single. The Peter Tosh lyrics alluded to his disdain for his Wailers career. “Stop That Train” was recorded in different forms—from its original Jamaican version, to the gospel-flavored Hammond organ on 1971’s Best of the Wailers, to Tosh’s 1972 inclusion in The Harder They Come, to 1973’s spiritual rendition on the Wailers’ Island debut Catch a Fire. Jerry Garcia side projects covered the song over one hundred times between 1974 and 1994.




Stop that train I’m leavin’ today


Stop that train I’m leavin’ anyway




PETER TOSH: “Stop That Train” was about my extreme dissatisfaction with playing in the Wailers. I never felt like I was treated well, in terms of both respect and money. Within three or four years, I never played with Bob Marley again. (1981)





•
Junior Murvin
“Police and Thieves”
(Wild Flower/Island, 1976)


	PRODUCER: Lee “Scratch” Perry

	CONTRIBUTORS: Ernest Ranglin (guitar), Alva Lewis (guitar), Boris Gardiner (bass), Sly Dunbar (drums)

	BACKSTORY: An upbeat song—originally credited as “Police and Thief”—written by the falsetto-voiced Junior Murvin and recorded in May 1976 with Lee Perry at his Black Ark Studio. The following day, the two cut dubs and versions for Federal Records’ Wild Flower subsidiary—which proved far more popular in the United Kingdom than in Jamaica. The song became an anthem for the West Indian immigrant community after the 1976 Notting Hill Carnival erupted into a riot, peaking at #23 in the British charts. Every young rebel seemed to have a copy, including Joe Strummer and his band-mates. “Police and Thieves” was covered by the Clash as a six-minute extended jam on their 1977 debut album, after which Murvin’s version sold nearly one hundred thousand copies in the States as an import. In 2012, Lee Perry teamed with techno kings the Orb to take the traditional dub-reggae track in unforeseen directions.




All the peacemakers turned war officers


Hear what I say




JUNIOR MURVIN: The message is still relevant. I never knew it would still be relevant. I just sang songs and then it coincided. I was young at that time but there came a great musical vibes in my head where I can’t tell you what was going on! (2011)







Marley Covers and Collaborations


•
Johnny Nash
“Stir It Up”
(Epic, 1972)


	PRODUCER: Johnny Nash and Bob Marley

	CONTRIBUTORS: John “Rabbitt” Bundrick (keyboards), Lynn Taitt (vocals)

	BACKSTORY: This 1967 Bob Marley composition, originally performed by the Wailers, first came out as a rocksteady single on Wail’N Soul’M, Bob and Rita’s short-lived label. Johnny Nash introduced Marley and reggae to the American mainstream with his 1972 album I Can See Clearly Now, which featured the opening track “Stir It Up”—the first Marley-written song successful outside Jamaica. Nash released the song as a January 1973 single, backed by “Ooh Baby You’ve Been Good to Me.” Nash’s backing band was Grub Cooper’s prolific reggae/soca studio ensemble, the Fabulous Five Inc. Later that year, Bob Marley and the Wailers rerecorded Bob’s love paean about his stirring desire for his wife, Rita, on the band’s April 1973 breakthrough Catch a Fire.




Your recipe, darling, is so tasty, and you sure can stir your pot


So stir it up, little darling, stir it up




JOHNNY NASH: Reggae represented to me a layer of infectious rhythm. I could lay it on top of the rhythm and do my ballads. Bob Marley played a role in that. (1986)





•
Eric Clapton
“I Shot the Sheriff”
(RSO Records, 1974)


	PRODUCER: Tom Dowd

	CONTRIBUTORS: Carl Radle (bass), Jamie Oldaker (drums), Dick Sims (keys), Yvonne Elliman (vocals)

	BACKSTORY: Clapton’s version of Marley’s “I Shot the Sheriff” became the most successful fusion of rock and reggae—so successful, the white artist received more air time on black radio. His well-produced blues-rock take (adding organ and soft guitar tones) took the song’s blueprint and created a transcendent performance. The rendition topped the US charts in September 1974. Clapton’s stripped-down, accessible take left Marley enraged. The point that stuck in Bob’s craw was that a Westernized version was championed over the real thing and receiving more airplay in Jamaica. But it’s doubtful that Bob minded cashing all those royalty checks.




Sheriff John Brown always hated me, for what I don’t know


Every time I plant a seed, he said kill it before it grows




ERIC CLAPTON: I tried to ask Marley what the song was all about. But I couldn’t understand much of his reply. I was just relieved he liked what we had done. (2007)






•
Taj Mahal
“Slave Driver”
(Columbia Records, 1974)


	PRODUCER: Taj Mahal

	CONTRIBUTORS: Merle Saunders (organ), Kester Smith (drums), Merry Clayton (vocals)

	BACKSTORY: Nineteen seventy-four’s Mo’ Roots album featured Taj Mahal (Henry St. Clair Fredericks) exploring the connections between deep blues and Jamaican reggae—to the point where the Wailers’ bassist Aston “Family Man” Barrett played on Taj’s cover of Bob’s “Slave Driver,” produced by Marley himself. (Blues purists prefer Taj’s version but Marley created the song.) On Mo’Roots, Taj also covered Jamaican standards like “Johnny Too Bad” by the Slickers (Delroy Wilson, Winston Bailey, Hylton Beckford, with Derrick Crooks) and “Desperate Lover” by ex-Paragons frontman Bob Andy. Taj later recorded Bob’s “Three Little Birds,” in 1992 with Bob’s eldest daughter Cedella Marley Booker and in 1999 with Shinehead.




Everytime I hear the crack of a whip,


my blood runs cold


I remember on the slave ship,


how they brutalize the very souls


Taj Mahal, “Slave Driver”




TAJ MAHAL: Bob played reggae music, but at his heart, he was a bluesman. When he sang “Slave Driver,” you could feel the pain and heartbreak in his words and playing. I came from a different experience than Bob had. But it’s a universal Black experience, all the historical and spiritual connections and disconnections we endure. (1975)





•
Barbra Streisand
“Guava Jelly”
(Columbia Records, 1974)


	PRODUCER: Jon Peters

	CONTRIBUTORS: Tom Scott (woodwinds/saxophone), Larry Carlton (guitar), John Guerin (drums)

	BACKSTORY: In 1971, Babs covered Bob’s minor hit single “Guava Jelly Comma Comma,” a rocksteady groove chock-fulla sexual innuendo. The song came to fame when Johnny Nash recorded it on his 1972 album I Can See Clearly Now. Streisand’s version, from her Jon Peters–produced sixteenth studio album ButtterFly, may have been the most important rendition of the song in terms of Marley’s credibility, as the next year her arrangement was ratcheted up for the disco dance floor by Herbie Mann. Her cover of “Guava Jelly” appeared on a single with the flipside of “Love in the Afternoon” by lost rocker Evie Sands. Many critics struggled with Streisand’s rendition for not possessing a suitable reggae voice, and for decorating her Broadway diva vocals with a tropical Caribbean steel drum approach. To be fair, ButterFly was her most experimental effort.




Baby, here I am, come rub it on my belly


Like Guava Jelly




BARBRA STREISAND: I was quite dissatisfied with ButterFly and the songs on it, especially how I mangled Bobby Marley. Not only is it my least favorite album, but I would like to pull it from my catalog altogether! (1991)





•
Pat Travers Band
“Is This Love”
(Polydor Records, 1980)


	PRODUCER: Pat Travers and Dennis MacKaye

	CONTRIBUTORS: Pat Thrall (rhythm guitar), Tommy Aldridge (drums), Michael Shrieve (percussion), Dawn Shahan (background vocals)

	BACKSTORY: This loud and heavy Canadian guitar hero was best known in the States for FM radio hits like “Boom Boom (Out Go the Lights),” “Snortin’ Whiskey,” and his cover of Albert King’s “Born under a Bad Sign.” Travers’s execution of Marley’s inspirational love song was probably the finest single he ever offered, allowing for a more understated framework; easier on the ear than his trademark arena-rock thunder. Track 5 from his fifth and most successful studio album, 1980’s Crash and Burn, was recorded at Quadradial Studios in Miami with final mixes at Bayshore Studios in nearby Coconut Grove, during tour breaks. The album did well, reaching #20 on Billboard, certified platinum, and propelled the band to headlining status. Many Marley experts felt Travers’s version was one of the worst-ever Wailers cover, but that’s because they rejected the hard-driving conservative white guitarist, much in the way that many insiders reacted to Eric Clapton’s “I Shot the Sheriff.”




We’ll share the same room, Jah provide the bread


We’ll share the shelter of my single bed




PAT TRAVERS: I don’t feel this cover represents the band. But I thought it was a good idea for the band to experiment with new music and attitudes. Plus I think I think it’s smart to bring reggae music to people’s attention, and for that audience to appreciate our effort. It was not contrived, like some people think. I love Bob Marley’s music, so I’ve since listened to just about everything he’s done. I wasn’t trying to jump on a bandwagon or keep up with trends. I’d love to play bass in his band one day. (1980)





•
Grover Washington Jr.
“Jammin”
(Elektra Records, 1981)


	PRODUCER: Grover Washington Jr. and Ralph MacDonald

	CONTRIBUTORS: Eric Gale (guitar), Marcus Miller (bass), Ralph Mac-Donald (percussion)

	BACKSTORY: One of the most popular saxophonists of all time, Washington had long been the pacesetter in the jazz field with impressive sales figures. The highly influential player’s Marley cover—more of a pop version than a jazz interpretation—was smooth, soulful, and slinky, but never too slick. His sensuous recording from 1981’s Come Morning was released as an extended dance 12" later that year, just before Marley’s demise, was hugely successful, receiving airplay in many radio formats. (On December 17, 1999, Grover collapsed while waiting in a green room following taping for CBS’s The Early Show, after which he was pronounced dead at St. Luke’s-Roosevelt Hospital due to a massive heart attack.)



GROVER WASHINGTON JR.: I play jazz saxophone, and I think I’m pretty damn good at what I do. Bob Marley is the greatest reggae singer in the world. Why shouldn’t I try to master the master? (1981)





•
Bob Marley (with Steven Tyler and Joe Perry)
“Roots, Rock, Reggae”
(Tuff Gong/Island Records, 1999)


	PRODUCER: Stephen Marley

	CONTRIBUTORS: Steven Tyler (vocals), Joe Perry (guitar), Eric Adams (drums)

	BACKSTORY: The unique posthumous Marley “duet” with Aero-smith’s legendary vocalist and guitarist—in the vein of Natalie Cole’s “Unforgettable” duet with her dead father—first appeared on 1976’s Rastaman Vibrations. The reinterpreted anthem is even better than it sounds, between Tyler’s emotional lyrics and Perry’s frenetic soloing. The track appeared on the 1999 Stephen Marley–produced Bob tribute album Chant Down Babylon with the likes of Erykah Badu, Lauren Hill, MC Lyte, Busta Rhymes, and the Roots. The gold-certified album sold over five hundred thousand copies in the United States alone.




Play I on the R&B, I want all my people to see


We’re bubblin’ on the Top 100, just like a mighty dread!




STEVEN TYLER: It was so great to work with the Marley family on a tribute album to one of the greatest performers in music history. I was a huge fan of Bob Marley but never had the pleasure of meeting him. Participating on this recording was our way to giving back to the legacy of a man who loved music more than life itself. (2001)





•
Johnny Cash with Joe Strummer
“Redemption Song”
(American Recordings, 2003)


	PRODUCER: Rick Rubin

	CONTRIBUTORS: Tom Morello (guitar)

	BACKSTORY: Bob Marley’s most poignant ballad, off his final album Uprising, was cut by Cash and Strummer at Rick Rubin’s LA home during the sessions for Cash’s final studio recording, 2003’s Unearthed, Vol. 3: Redemption Songs seventy-nine-song five-CD box set. Cash’s haunting vocal delivery speaks for itself. Strummer’s punk-reggae culture injections from all he experienced in London that fed into the Clash’s songs added tremendous color and spice. The iconic Tom Morello (Rage Against the Machine/Audioslave) takes guitar playing to unforeseen levels. Cash knew how to interpret a home-run cover, but this rendition delivers with a vengeance that only he and Strummer could achieve.




Won’t you help to sing


These songs of freedom




RICK RUBIN: There was one line I was wary about because it was not good English and I said, “Johnny do you want to change this word to say it the way you’d say it?” He looked at me and said, “Bob Marley wrote that. I can’t change that!” (2004)







Epic Rock-Reggae


Bobby Bloom
“Montego Bay”
(L&R/MGM Records, 1970)


	PRODUCER: Jeff Barry

	CONTRIBUTORS: Kenny Laguna (keyboards), Jimmy Calvert (guitar), Joe DeAndrea (drums)

	BACKSTORY: Inspired by a visit to Montego Bay, Bobby Bloom created a Top 10 hit in 1970 with a Caribbean feel, replete with hand claps, whistling, off-beat percussion, and subtle ganja references. Bloom, a top ’60s songwriter and studio musician, associated with the mob-connected Buddha label, wrote a popular Pepsi jingle and the Tommy James & the Shondells hit “Mony Mony,” and engineered LPs by Shuggie Otis and Louis Jordan.
 Bobby often recorded demos at MAP City Records, owned by Vini Poncia, later known for rock-disco success with Kiss (“I Was Made for Lovin’ You”). “Montego Bay”—a collaboration with Brill Building legend Jeff Barry—confounded critics with his deep, soulful vocals that did not sound Caucazoid. It would be his only solo success; he died in February 1974 at age twenty-eight, either after a depression-induced accidental gunshot to the head while cleaning his pistol at his West Hollywood home or shot by an assailant never apprehended during a fight over a woman. The single’s keyboardist Kenny Laguna found fame and fortune managing Joan Jett.




I tell you it’s hard for me to stay away


You ain’t been ’til you’ve been high on Montego Bay




JEFF BARRY (producer): Bobby played guitar. But he could play keyboards and was great on percussion as well. Bobby was the kind of a guy—he had a house in the Hollywood Hills, with a motorcycle, a Porsche, and a car called an Excalibur. Sometimes, he got really crazy! He once drove his motorcycle into his pool. But the Bobby Bloomness of it was, he left it there. He never took it out. It was like the Titanic, you could swim down to the wreck! (2006)





•
Johnny Nash
“I Can See Clearly Now”
(Epic Records, 1972)


	PRODUCER: Johnny Nash with Jad Cayman

	CONTRIBUTORS: Bob Marley (guitar, vocals), Rabbit Bundrick (keys), Jimmy Cliff (bongos)

	BACKSTORY: Nash’s 1972 album I Can See Clearly Now— and its title song, the first full-on reggae song to top the US charts (where it stayed for weeks)—established the Houston-bred Nash as a household name. The tune was inspired by his work with Bob Marley, an assistant producer and session player on the album, and was backed by the Fabulous Five, the Trojan Records house band. The magic was in the Nash’s melding of Caribbean soul with his gospel vocal inflections. The album also features Nash’s cover of Marley’s “Guava Jelly Comma Comma”
(as “Comma Comma”), later a hit for Barbra Streisand. Nash once said that he wrote the song from a hospital bed while recovering from cataract surgery, but there’s no evidence to support that. The official biography of Barclay James Harvest said “I Can See Clearly Now” sold seven million copies, and arranger Martyn Ford received £35 for his services.





I think I can make it now the pain is gone


All of the bad feelings have disappeared




JOHNNY NASH: I saw Bob years later after we did the original recording of “I Can See Clearly Now.” He said “Remember we recorded the song… ” I said, “You remember that?” He said, “I remember that, I remember more too,” and we laughed. (2023)





•
Rush
“Vital Signs”
(Mercury Records, 1981)


	PRODUCER: Rush and Terry Brown

	CONTRIBUTORS: Rush

	BACKSTORY: In 1980, Rush was the biggest band in the world. By then, the Canadian supergroup was writing their analog magnum jams around Kingston-worthy Police reggae riddims. Nineteen eighty’s Permanent Waves featured the five-minute anthem, “The Spirit of Radio,” that teased twenty-five seconds of “version” around the 3:50 mark. Nineteen eighty-one’s Moving Pictures delivered similarly on “Tom Sawyer” and “Limelight.” The album closed with “Vital Signs,” their most overt and interesting rock-reggae effort, that still sounds futuristic nearly a half century later. To Rush insiders, the reggae flourishes exemplified a behind-the-scenes tug-of-war between producer Terry Brown and the band’s grandiose prog rock ambitions.



ALEX LIFESON (Rush): We were into the idea of putting some of that reggae feel into this song, but with a little more “oomph” to it. Dynamically, it was pretty different from the rest of the record, but I think that’s part of the allure of the album: None of the songs sound or feel the same. There’s a lot of diversity. (2021)





•
Musical Youth
“Pass the Dutchie”
1982


	PRODUCER: Peter Collins

	BACKSTORY: Musical Youth was a young teen/tween British reggae ensemble from Birmingham assembled eighteen to twenty-four months earlier by two of the fathers. One of the dads was Frederick Waite, who sang in the rocksteady group the Techniques. In 1982, “Pass the Dutchie” shot to #1 in most Western nations. The video was made by Don Letts, his first work after the Clash. They were the first black act to get regular rotation on MTV. The band was the definition of a pop-reggae sensation.
 Then, they tried and failed with four more singles. The fourth one, “Let’s Go to the Moon,” written by Eddy Grant and Stevie Wonder, didn’t chart. By 1985, their careers bottomed out between all the personal, financial, and legal problems. The biggest problem for Musical Youth was that “Pass the Dutchie” was the Mighty Diamonds’ “Pass the Kouchie.”



DENNIS SEATON (Musical Youth): It’s a song about a big marijuana bong. So the record company told us to do something about the lyrics. We changed it from “Kouchie” to “Dutchie,” which is a West Indian cooking pot, then we switched “How does it feel when you’ve got no herb” to “got no food.” (2022)





•
Rita Marley
“One Draw”
(Shanachie, 1982)


	PRODUCER: Rita Marley with Errol Brown, Steve Golding, and Steven Stewart

	CONTRIBUTORS: Grub Cooper, Ricky Walters (percussion), Calvin Cameron (trombone)

	BACKSTORY: “So High,” Rita’s potent love letter to ganja, came out within a year of Bob’s tragic death in 1981. The song came out as a 12" from her 1982 solo album Harambe. The young widow was backed by her younger Marley family, the Melody Makers: children Cedella, Stephen, David, and Sharon. The record was sampled in 1992 as the opening track to Cypress Hill’s second album, “I Want to Get High.” Rita has dedicated herself to preserving Bob’s legacy. In 1986, she and the Jamaica government transformed his Kingston compound into the Bob Marley Museum and Tuff Gong Studios.




Hey, rastaman, hey, what you say?


Give me some of your sinse




RITA MARLEY: The song “So High” is about getting some nice ganja from a rastaman. I think that is a subject that anyone can relate to. I know what it’s all about. But you know, I wrote the song! (1998)





•
Culture Club
“Karma Chameleon”
(Virgin Records, 1983)


Didn’t hear your wicked words every day


You used to be so sweet, I heard you say





	PRODUCER: Steve Levine

	CONTRIBUTORS: Phil Pickett (keyboards), Jud Lander (harmonica), Helen Terry (backing vocals)

	BACKSTORY: Culture Club originally consisted of Boy George (vocals), Roy Hay (guitar), Mikey Craig (bass/keyboards), and Jon Moss (drums/vocals). While part of Britain’s foppish New Romantic scene, the original “boy band” introduced Boy George to the world, with his cool pop-reggae grooves of their biggest hits, “Karma Chameleon” and “Do You Really Want to Hurt Me.” They also hit non-reggae with “Church of the Poison Mind” and “Kissing to Be Clever.” The geisha-girl cross-dressing frontman once described Culture Club as “reggae that wouldn’t frighten white people.”



BOY GEORGE: The problem is, if I hear a song that I don’t like often enough, I’ll get converted. That’s how it was with “Karma Chameleon.” Even if you didn’t listen to the radio, you heard it everywhere. (2021)







Best Punk-Reggae Fusions


Graham Parker
“Hey Lord, Don’t Ask Me Questions”
(Mercury, 1976)


	PRODUCERS: Nick Lowe

	CONTRIBUTORS: Brinsley Schwarz (guitar), Martin Belmont (guitar), Bob Andres (piano)

	BACKSTORY: “Hey Lord” was a slow Jamaica-worthy reggae jam on Graham Parker’s criminally underrated 1976 debut album Howlin’ Wind, with sweet piano rolls and an epic guitar solo, and Parker’s anguished pub rock/new wave weird vocals. His career was set in motion through his ex-manager Dave Robinson, who went on to form Stiff Records. The song was strangely revved up for the disco floor in 1978 for his The Parkerilla album.




I stand up for liberty, but I can’t liberate


And pent up agony, I see you take first place




GRAHAM PARKER: That song was originally a bluesy number with a reggae backbeat. It made sense at the time. A few years later, at the height of disco, we reworked the song with that reggae shuffle mixed with a disco beat. That version played a significant role in my career taking off in America, so I shouldn’t complain. (1993)





•
Elvis Costello
“Watching The Detectives”
(Stiff Records, 1977)


	PRODUCER: Nick Lowe

	CONTRIBUTORS: Steve Nieve (keys), Andrew Bodnar (bass), Steve Goulding (drums)

	BACKSTORY: The song, released in 1977, was about a man “watching the detectives” on TV, while his girlfriend is in another room. While writing the song, Costello drank a whole jar of instant coffee, which gave the song its jerkiness. He had in mind a piano sound that utilized the short repeating patterns that film composer Bernard Hermann was famous for. The band Madness credited the song as inspiration for their hit “My Girl.” The rock-reggae classic is notable as Costello’s favorite song from his first five albums. Graham Parker’s rhythm section of bassist Andrew Bodnar and drummer Steve Goulding evoked Sly & Robbie. On December 17, 1977, Costello and the Attractions performed “Watching the Detectives” and a few bars of “Less Than Zero” on Saturday Night Live, before he swiftly decided to change the setlist. His failure to communicate the change—which criticized the commercialization of broadcasting, to SNL producer Lorne Michaels—led Costello’s banishment from the series until 1989.




Red dogs under illegal legs


She looks so good that he gets down and begs




ELVIS COSTELLO: I was in my flat in the suburbs of London before I was a professional musician, and I’d been up for thirty-six hours. I was actually listening to the Clash’s first album. When I first put it on, I thought it was terrible. Then I played it again and liked it better. By the end, I stayed up all night listening to it on headphones, and I thought it was a classic. Then I wrote “Watching the Detectives.” (2013)





•
The Clash
“(White Man) In Hammersmith Palais”
(CBS Records, 1978)


	PRODUCER: The Clash

	BACKSTORY: In June 1978, the Clash released “(White Man) In Hammersmith Palais,” a song about being the only white person at a black reggae show. In many ways, it was the realization of punk-reggae, their finest record and crowning achievement. They’re not playing reggae, but rather an iconic militant punk with Brixton shuffle. The lyrics namecheck Ken Boothe, Delroy Wilson, Dillinger, Leroy Smart, dub sound systems, “Blue Beat” records, Burton suits, and socialist wealth distribution.




Midnight to six man, for the first time from Jamaica


Dillinger and Leroy Smart, Delroy Wilson, your cool operator




DON LETTS: Songs like “White Man in Hammersmith Palais,” “Police and Thieves,” or even “Bankrobber” was a beautiful thing to see how Jamaican bass culture had such an impact on my white contemporaries—and out of this interaction came creativity. It was a wonderful thing to witness. (2008)





•
DJ Scratchy
On Clash Punk-Reggae
“Armagideon Time”

The Clash were in Kingston in 1979 when the Willie Williams single was a big hit on the island. The brooding dub song about impending Armageddon was cowritten with “lover’s rock” star Jackie Mattoo, produced by Coxsone Dodd, and released by Studio One. Dodd is co-credited because the recording was built upon the rhythms of his 1968 Studio One hit “Real Rock” by Sound Dimension. The Clash wanted to record a version with the same rhythm track, but Dodd’s crew wanted nothing to do with them—though they didn’t mind selling the publishing. The band went home disappointed and covered the song in two mixes at Wessex Studios in November 1979, which appeared as the B-side to December 1979’s “London Calling” 7" single, and was reworked as dub versions on the B-side of the “London Calling” 12" single, as “Justice Tonight”/”Kick It Over.” It was also the closing track on Black Market Clash. The song became a Clash live staple with Mikey Dread or Ranking Roger toasting.



“The Guns of Brixton”

The Clash’s song, written by bassist Paul Simonon, featured his blistering bass and haunting vocals. The song, off London Calling, was the definitive punk-dub fusion, with deep bass and reggae scratch guitar. Simonon, the artistic son of a Communist party member, grew up in urban Brixton, which gave deeper meaning to his song. Paul had no prior music experience before the Clash; they hired him because he looked cool, with his charismatic good looks and great fashion sense. The song was inspired by Jimmy Cliff’s antihero character in The Harder They Come (an aspiring musician who gets sucked into the corrupt music industry and becomes a gun-toting gangster). The song gained resonance after the Brixton riots and became a staple of Clash live shows. (In 1990, the song’s baseline was sampled in the Beats International’s “Dub Be Good to Me,” Norman “Fatboy Slim” Cook’s first hit.) The tune returned in Clash-land dub as “Return to Brixton.”





“Bankrobber”

The Clash never put this classic song on any of their albums (the same could be said for “[White Man] In Hammersmith Palais”). The stand-alone single—recorded at Manchester’s Pluto Studios in February 1980—was notable as their first work with reggae trailblazer Mikey Dread, who provided vocals and production. Mikey was invited back on 1980’s triple-LP, Sandinista! (and beyond). The lyrics to “Bankrobber” were loosely based on guitarist Mick Jones’s street-tough father. The B-side “Rockers Galore… UK Tour” was “Bankrobber” reworked with Mikey Dread toasting about his life on the road opening for the Clash. “Bank Robber/Robber Dub” on 1980’s Black Market Clash EP was the original 4:33 “Bankrobber” track extended to 6:16 (“Robber Dub” was a 4:42 stand-alone on 1993’s Super Black Market Clash). John Robb’s 1977 Britpop history The Stone Roses and the





“Revolution Rock”






“Wrong ’Em Boyo”






“The Escapades Dub”






“The Magnificent Seven”








“Pressure Drop”






“Rudie Can’t Fail”








•
The Ruts
“Jah War”
(Virgin UK, 1979)



	PRODUCER: The Ruts and Mick Glossup

	CONTRIBUTORS: Walford “Poco” Tyson and Roxina Stone (background vocals)

	BACKSTORY: “Jah War” was the ultimate punk-dub-reggae fusion. The full effect of 6:54 on the band’s iconic September 1979 album, The Crack. The song was only released on 12" from Virgin France, and came out two months later as a 3:35 single.
 The heavy dub-reggae of “Jah War”—as if to reinforce the stark message of their classic “Babylon’s Burning”—was arguably more authentic than the Clash, with its upbeat magic with horn flourishes, keyboard fills, and the late Malcolm Owen preaching revolution in a perfect patois. “BB” coincided with the anniversary of London’s Southall race riots of April 1979, which detailed the Metropolitan Police’s Special Patrol Group’s violent crowd assault. But the BBC refused to play the song, labeling it too political.
 Months later, Malcolm Owen died of a heroin overdose, his death overlooked by the suicide of Joy Division’s Ian Curtis on the same day. By 1981, chances for the new Ruts DC succeeding was crushed in a bitter divorce with Richard Branson. Babylon was burning.















•
The Slits
“I Heard It through the Grapevine”
(Antilles/Island, 1979)


	PRODUCER: Dennis Bovell

	CONTRIBUTORS: “Maxi” Edwards (drums), Neneh Cherry (background vocals)

	BACKSTORY: The Slits’ dub-punk take on Marvin Gaye’s 1967 Motown classic provided an antithesis to his soulful sounds. The band added the weight of their personal gravitas to the song performed in their own way and transformed it into their own song bound only by its content, removing all the orchestral arrangements and making it something completely different. They employed their own sound to replace the Gaye style with a deliberately angled percussion and rhythm section that felt like walking down a dark, scary London street. Slinky and violent in equal measure, seventeen-year-old Ari Up delivered one of her finest vocal performances, adding nuances that a sweet vocalist could never hope to achieve. The ladies turned a perfect Motown song into something striking, raw, and earthy—at once both fearful yet fearless. Deft Matumbi guitarist Bovell lent sonic authenticity to their exploration of world music through a degenerate artist lens. The song, cut at Ridge Farm Studios in Surrey with Bovell, was not as an album track, but the B-side of the “Typical Girls” single.















•
The Police
“Walking on the Moon”
(A&M, 1979)


	PRODUCER: The Police with Nigel Grey

	BACKSTORY: Five minutes of Sting at his reggae finest, on lead and backing vocals, and bass and double bass, with drummer Stewart Copeland playing a Roland RE-201 Space Echo Unit on the track, and Andy Summers blending guitar and synthesizers. Ten weeks after “Message in a Bottle” from their debut album topped the British charts, their second single from their hugely popular second album, Reggatta De Blanc, shot to #1 on the UK charts in December 1979 (the band finally broke big in the States on their third album, Zenyatta Mondatta). The song’s shrewd video was shot at the Kennedy Space Center in Cape Canaveral, Florida, in October 1979. It features the band members lip-syncing the lyrics interspersed with spacecraft displays and NASA footage, with Sting and Summers strumming guitars and Copeland banging his drumsticks on the fuselage of a Saturn V moon rocket. Much like outer space, the band pushed their sense of loneliness into the track. By doing so they were pushing the boundaries of human capability. It might be the band’s finest work.















•
Pretenders
“Private Life”
(Sire, 1979)


	PRODUCER: Chris Thomas

	CONTRIBUTORS: James Honeyman-Scott (guitar), Pete Farndon (bass), Martin Chambers (drums)

	BACKSTORY: Chrissie Hynde was a rare female street-tough in the testosterone-fueled punk scene. Her Jamaican-flavored “Private Life” appeared on 1979’s groundbreaking The Pretenders album. The song was covered as a nightclub classic the next year by Grace Jones on her Warm Leatherette album backed by the funky riddim of Sly & Robbie. It sounds almost intentional that Chrissie wrote the song for the statuesque Jamaican American model. Grace’s producer Alex Sadkin worked regularly with Chris Blackwell, who’d also hired him to build his famous Compass Point Studio in Nassau, Bahamas, which he completed two years earlier.















•
The Members
“Offshore Banking Business”
(Virgin Records UK, 1979)


	PRODUCER: Steve Lillywhite

	CONTRIBUTORS: Steve “Rudy” Thompson (saxophone), Rico Rodriguez (trombone)

	BACKSTORY: Nineteen seventy-nine’s At the Chelsea Nightclub was a gritty rock-reggae fusion of new wave with R&B horns and funky riddims on popular songs like “Chelsea Nightclub,” “Working Girl,” and the clever “Offshore Banking Business.” Songs like the latter and “Solitary Confinement” provided an intoxicating blend of reggae and punk, in the same vein as the Specials and the English Beat in that they delivered catchy, fun, skanking music, while retaining a unique sound. Late great frontman Nicky Tesco was replaced in later lineups by founding member guitarist/instrumentalist Jean-Marie “JC” Carroll (aka J.C.)—who has become a top UK cinematic composer, scoring films for Julien Temple, and ironically, adverts for Tesco supermarkets.















•
The Boomtown Rats
“Banana Republic”
(Mercury Records, 1980)


	PRODUCER: Tony Visconti and the Boomtown Rats

	CONTRIBUTORS: Johnnie Fingers (keyboards), Gerry Cott (guitar), Peter Briquette (bass), Simon Crowe (drums)

	BACKSTORY: The Rats’ highly anticipated fourth album Mondo Bongo was recorded in Ibiza with David Bowie producer Visconti. The song—which followed the pop success of “I Don’t Like Mondays”—was viewed as the beginning of the end for the Dublin-based seven-piece. The band’s witty final UK Top 10 blended authentic rock steady riddims and Bob Geldof’s cloying new wave delivery.

	“Banana Republic” resulted in the Rats being banned in their Dublin hometown. The song was banned in Ireland for its anti-clergy lyrics; it was to Ireland what “God Save the Queen” was to England, delivered with a lacerating power that few like Geldof had the guts to do. The band broke up in ’84 when the mostly Jewish Geldof conceived the charity supergroup Live Aid, with the holiday smash “Do They Know It’s Christmas,” for which the singer was knighted Sir Bob Geldof.













•
Nina Hagen
“African Reggae”
(CBS Records GER, 1980)









	PRODUCER: Bernhard Potschka and Herwig Mitteregger

	BACKSTORY: Nina Hagen grew up in Germany. She came from an artistic family; her stepfather, Wolf Biermann, was a radical folk singer who inspired her individuality as a performer. Automobil, her first band in the 1970s, quickly became one of the nation’s top rock acts. She left Germany and moved to Britain, where she befriended extreme punk bands like the Slits and Sex Pistols. She returned home to Germany circa 1980 and formed the Nina Hagen Band, which released a cover of the Tubes’ “White Punks on Dope.” During the song’s promotion, she appeared on a popular TV show and masturbated during her interview. Her punk-reggae follow-up, “African Reggae”—her biggest international hit—was a paean to pot-smoking praise and devotion.








•
Blondie
“The Tide Is High”
(Chrysalis Records, 1980)


	PRODUCER: Mike Chapman

	CONTRIBUTORS: Lenise Bent (engineer)

	BACKSTORY: “The Tide Is High” was a somewhat obscure 1967 side by Jamaican rocksteady stars the Paragons, a Duke Reid production written by John Holt, and performed by the famed tenor Holt’s first group; “the tide is high” was a metaphor for persevering in love against all obstacles; to get one’s girl back. The New York City pop-punk group created an upbeat stab at the island style but with a pop sheen not found in the original. They’d heard the song on a compilation tape they purchased on tour in London. Blondie asked the Specials to perform on the song, but they refused. The tune, which appeared on their fifth studio album Autoamerican, became a 1980 #1 hit and their third #1 overall, after “Rapture” and “Heart of Glass.” The track also went #1 in Canada and New Zealand, and was a Top 5 hit in many European nations, as well as Australia and South Africa. It was the only other white reggae song to top the charts other than Eric Clapton’s 1974 rendition of “I Shot the Sheriff.” Record Week (November 15, 1980) roared: “Debbie’s vocals are soothing, the rhythms danceable.”















•
The Specials
“Ghost Town”
(2 Tone Records, 1981)









	PRODUCER: John Collins and Jerry Dammers

	CONTRIBUTORS: Dick Cuthell (flugelhorn), Paul Heskett (flute), Rico Rodriguez (trombone)

	BACKSTORY: “Ghost Town”—referred to as the soundtrack to Brixton race riots—was one of the most important and provocative protest songs of the ’80s—with a ferocious presence that made one both dance and think. Jerry Dammers’s prophetic bitter commentary/modern poetry was about the urban decay and post-industrial under the malaise of Margaret Thatcher’s Britain that served as the death knell for once-vibrant cities like their working-class hometown of Coventry. The melody’s haunting reggae foundation featured a kaleidoscope of influences, from jazz to Middle Eastern—abandoning their trademark punky ska template; it spent three weeks at #1 on the UK chart after its June 1981 release. But the Specials began to spiral out of control two months later, after a fractious tour of North America. Terry Hall’s 1981 defection to the pop group Fun Boy Three sealed the deal (he later fronted the Colourfield). In the end, Dammers’s group gave up the ghost after successfully driving his Fred Perry–wearing army from Midlands clubs to conquering their nation and inspiring the world.








•
Vivien Goldman
“Launderette” b/w “Private Armies”
(99 Records, 1981)


	PRODUCERS: John Lydon and Keith Levene with Vivien Goldman

	CONTRIBUTORS: Keith Levene (guitar), Robert Wyatt (percussion), Steve Beresford (bass)

	BACKSTORY: The daughter of Holocaust survivors who made their way to Britain became one of the most famous rock/music writers in the world. Vivien came up with her own song, the punk-dub classic “Launderette”—with her bassist friend, Steel Pulse founding member George Oban. She’d become close with John Lydon and Keith Levene over their love of dub/reggae. (This was long before their bitter Flowers of Romance crash-and-burn.) She played a cassette tape of the song for the two, who fell for the cheeky, detached lyrics about love at a laundromat. Her connection with wheelchair-bound Soft Machine drummer Robert Wyatt created the percussive beat.
 Adrian Sherwood’s production debut was the B-side, “Private Armies.” The song included Steve Beresford (the Slits/Prince Far I) on toy piano and Raincoats violinist Vicky Aspinall. The Rough Trade UK release came out a few months before it did in New York, through Ed Bahlman at 99 Records, a popular new wave dance music store and label of Bush Tetras, Liquid Liquid, Glenn Branca, Konk, ESG, and Y Pants.















•
Stiff Little Fingers
“Roots, Radicals, Rockers and Reggae”
(Chrysalis Records, 1981)


	PRODUCER: Doug Bennett

	CONTRIBUTORS: Gordon Oglivie (lyrics)

	BACKSTORY: The Belfast, Northern Ireland, punk band opened their third and last great album Go for It!— arguably one of the finest punk/rock albums since the Clash’s London Calling— with a velvet-fist rock-reggae reworking of the gone but not forgotten Bunny Wailer’s deeply spiritualized “Roots, Radics, Rockers and Reggae.” Bunny’s original 1978 self-produced recording at Harry J’s Recording Studio in Kingston was backed by an all-star lineup including bassist Robby Shakespeare, drummer Leroy “Horsemouth” Wallace, saxophonist Tommy McCook, and guitarist Ernest Ranglin. SLF’s sendoff features one of the fieriest anti-war deliveries of vocalist Jake Burns.















•
UB40
“Red Red Wine”
(A&M Records, 1983)


	PRODUCER: UB40 and Ray “Pablo” Falconer

	CONTRIBUTORS: Ali Campbell (vocals), Duncan Cambell (guitar), Astro (toasting)
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	BACKSTORY: UB40 came to fame covering classic pop songs in a reggae style. The story goes, when the ethnically diverse group from Birmingham, England, chose to do “Red Red Wine,” they didn’t know Neil Diamond was the original artist; they thought it was always a reggae song because they only knew Tony Tribe’s 1969 skin-head anthem Top 40 UK version on Trojan Records. The song—in praise of vino and its ability to make one forget one’s problems—was a sensation on both sides of the Atlantic—#1 in America in 1988 due to revived FM airplay on the Phoenix stations KKFR and KZZP of the UK hit song off 1983’s Labour of Love album—and became responsible for turning younger generations of music fans onto Jamaican music.








•
Bad Brains
“Secret 77”
(SST Records, 1986)









	PRODUCER: Ron Saint Germain

	CONTRIBUTORS: Jesse Henderson, Dennis Mitchell, Bill Ryan (recording assistants)

	BACKSTORY: In November 1986, the Bad Brains released their epic album I Against I— a Rastafarian term for “openness”—for Black Flag’s SST Records, a few years after the DC quartet relocated to Manhattan. Produced by New York City disco engineer Ron Saint Germain, I Against I was the most varied yet cohesive record of their star-crossed career. The punk-reggae classic “Secret 77” was based on a Marcus Garvey reference, who prophesied that “when the two sevens clash,” past injustices inflicted on the worldwide African community would be avenged. The prophecy was popular among Rastafarians, of whom BB vocalist H.R. was a recent convert. Most fascinating about the track was that during the album’s recording, H.R. was arrested for dealing marijuana in DC, so he was recorded over the phone from Lorton Reformatory.








•
Sublime
“Smoke Two Joints”
(Skunk Records, 1992)


	PRODUCER: Sublime and Miguel

	CONTRIBUTORS: Ras MG Goodman (drums), Brian Wallace (sax), Chris Hauser (trumpet)

	BACKSTORY: Sublime covered this 1983 reggae song by French group the Toyes—originally performed in a traditional island style—that became an instant sensation in their native land. After Dr. Demento’s manager Jay Levey heard the Toyes while vacationing in Hawaii, he brought the record home to LA, where Dr. Demento introduced the track to Los Angeles rock giant KROQ.
 In the hands of the Long Beach trio, the song came off as casual as an Irish pub band ready to drink another round. Sublime’s punky version, which appeared on their 1991 album 40oz of Freedom, became one of their first songs played on the radio. The album—an expansive aural collage of rap, reggae, punk, pop, rock, and folk, woven together in cohesive ways—signaled the Southern California legends’ move from self-financed Skunk Records to MCA Records. In a tragically similar vein to “stoner” bands like the Grateful Dead, blunted Brad Nowell got hooked on heroin and died of an overdose.



















•
No Doubt
“Trapped in a Box”
(Interscope, 1992)


	PRODUCER: Dito Godwin

	CONTRIBUTORS: Eric Carpenter (saxophone), Don Hammerstedt (trumpet)

	BACKSTORY: No Doubt began as a third wave punk-ska band. The underground act took off when founding member, keyboardist Eric Stefani, brought in his seventeen-year-old sister Gwen on lead vocals. The upbeat pop group flopped in the grunge era, with 1992’s No Doubt thirty thousand sales—mostly due to KROQ airplay—that were so weak that Interscope refused to support a single. That led the band to independently release “Trapped in a Box,” one of their finest songs, about television’s suffocating escape from reality and how it distorts one’s reality The track featured a horn section and ska rhythms inspired by their early Madness/Fishbone influences, as the band’s emerging sense of flow and pop bounce set the tone for future hits. A $5,000 self-financed video got considerable airplay in Orange County, and sporadic play on MTV2 and Canada’s MuchMusic. Grassroots interest in the single, and the one hundred thousand sales of 1995’s The Beacon Street Collection recorded in their parents’ suburban Anaheim, California, garage, led to a reunion with Interscope. The rest was pop history.















•
Dr. Israel
“The Doctor vs. The Wizard”
(Mutant Sound System, 1998)


	PRODUCER: Dr. Israel and JP Slylus

	MUSICIANS: Dr. Israel (vocals, programming), JP Slylus (harmonica)

	BACKSTORY: In 1998, Dr. Israel (Doug Bennett), known for his work with Brooklyn Jungle Soundsystem, released his first solo album Inna City Pressure, a perfect fusion of body-moving dub/reggae, and hyper jungle/drum and bass with the most tasteful elements of heavy metal and hardcore punk. The album included a collaboration with Rancid called “Coppers” and a cover of the Clash-recorded Trenchtown rasta anthem “Armageddon Time.” The record’s highlight was a reworking of the Osborne/Iommi opus “The Wizard,” appropriately retitled “The Doctor vs. The Wizard.” Doc spent time deeply committed to Rastafarianism, living in a Nyabinghi compound in Jamaica, gaining knowledge and wisdom that he applied to his spiritual electronic music. His career came to form working with Skiz Fernando of Wordsound Recordings, who dubbed him “The Doctor.” The revolutionary artist’s career took another giant step forward when he started working with prolific and versatile producer Bill Laswell.
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