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CHAPTER I 

INTRODUCTION 

On July 23, 1892 Ras Tafari was bom in Ejarsa Gora, Ethiopia. He was the son of 

Governor Ras Makonnen and Woyzaro Yashimabet. The infant could have no idea of the 

effect he would have on the world. He would grow up to become the king of Ethiopia, 

Emperor Haile Selassie I, King of Kings, Lord of Lords, Conquering Lion of Judah. He 

could have no idea that many people, thousands of miles away, in a place called Jamaica, 

would one day worship him as the son of the living God, Jah. These people would name 

themselves after him and would revere his homeland as the land of God, and argue that he 

should rule the world. Ras Tafari certainly could not have had any idea that as a result of 

his birth, a thing called Reggae music would one day come into existence, and that a man 

named Robert Nesta Marley, would devote his life to spreading the beUef that Ras Tafari 

was God. 

Bob Marley: Rastaman 

Rastafarianism is the most recent rehgion to emerge in Jamaica, and has been the 

dominant cultural force on the island for quite some time (Barrett, 1988). It has spread to 

many-areas of the world. With centers in North America, Europe, Africa and in many 

places in the Caribbean, Rastafari has grown phenomenally since its beginnings in the 

1930s. Barrett estimated the membership of Rastafari in 1988 to be approximately 

700,000. These people practice a religion which is the result of the long history of 

oppression, of which they beUeve themselves to be the victims, African cultural practices, 

and Christianity. 

The religion of Rastafari is rooted in the days of the slave trade, when Africans 

were taken from their homes and sold into captivity. Some of these Africans were taken to 
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Jamaica to work on plantations. During that time of physical oppression, a cultural 

oppression was also carried out on the slaves. Traditional ways of living and speaking 

were forbidden by slave owners. These traditions were preserved in part, however, in 

many ways by the slaves. In song, storytelling, secret meetings, and language, most 

slaves resisted their cultural oppression as best they could. 

They were fairly successful. The result of these efforts is that after the days of legal 

slavery, a significant portion of the culture of Jamaica could trace its heritage to Africa. It 

is not surprising, then, that twentieth cenmry phenomena such as Garveyism and Pan-

Africanism found a large following in Jamaica. It was Marcus Garvey and the Africa-for-

Africans creed that led directly to the birth of the Rastafarian movement. As Davis and 

Simon wrote in 1977, "Rasta starts with Marcus Garvey" (p. 66). It was Garvey who 

made the prediction that a Black king would be crowned in Africa, and that this king would 

help Blacks all over the world. This prophecy came true in 1936, when Ras Tafari was 

crowned king of Ethiopia and given the titie, Negus Negusta, King of Kings. His name 

was changed to Haile Selassie I. 

Garveyites and others in Jamaica beUeved Tafari to be the king to whom Garvey 

referred and, consulting their Bibles, found other support for the prophecy. These people 

began to form the Rastafarian movement and to worship Selassie as the living God. The 

movement grew throughout the next three decades. In the 1960s and 1970s the movement 

grew much more rapidly due in no small part to the advent of Reggae music. 

Today, the syncretic religion Rastafari is a collage of beliefs and practices. Almost 

all Rastafari, however, have some basic things in common. The Rastafari reject Babylon, 

whom they see as their oppressors. For most Rastafarians, "Babylon" symbolizes Western 

society. Rastas believe that Babylon brings death to Jab's (God's) creation, including the 

enviroimient and humans. Babylon is the civiUzation that was built on the oppression of 

many peoples, the foremost of which are the African peoples. Rastafari is dedicated to 



fighting Babylon through Following Jah. Most of them worship Haile Selassie as Jab's 

son and await Judgment Day when the children of Zion (the Rastas) will finally triumph 

over Babylon through the judgment of Jah. 

The Rastafari express their worship of Jah and Selassie, as well as their warnings 

to Babylon, through Reggae music. Though it may not always be recognized as 

Rastafarian rhetoric, it is by far the most widely known element of the Rastafari culture. 

Reggae has been a major element of the international music scene for many years now. 

Reggae bands such as UB40, Black Uhuru, Steel Pulse, and Burning Spear enjoy 

intemational success on a high level. Reggae has influenced many other kinds of music 

including Top Forty, Punk Rock and Rap (Hebdidge, 1987). Much of its success, 

however, has come from its association with Caribbean tourism. Reggae is often wrongly 

believed to be light music written for parties. Though Reggae is often musically designed 

as such, its lyrics have a very serious message. 

Reggae developed in Jamaica out of Ska and other forms of Jamaican popular 

music. Reggae is the music of the "sufferah" (White, 1992). It arose in the slums of 

Kingston as a response to the environment in which its residents lived. As such, it is a 

music of protest, not as specific in its critical content as the Calypso of Trinidad and 

Tobago, which often focuses on very current issues (Hebdidge, 1987), but more 

philosophical in nature, deaUng more with universals than particulars. Reggae treats the 

subject of oppression and its results, and speaks out against them. Mulvaney (1986) 

referred to Reggae as the loudest voice in the struggle to solve Jamaica's continuing 

economic and social problems. Many people in other Third World countries have 

recognized their own trouble in die expression of this loudest voice and have identified with 

the music. As a result. Reggae has also become a voice for much of the Third World 

(White, 1992). 



Reggae has also been a major part of the intemationalization of the Rastafarian 

movement. The popularity of Reggae, due to both its musical structure and its strong anti-

oppression messages, helped to spread the message of the Rastafari. In addition, early 

success gave Reggae artists~who were predominantly Rastafarian-moral and financial 

support to take their message beyond Jamaica (Campbell, 1987). One such artist was Bob 

Marley. He grew up in the Trench Town slum area of Kingston and was able to leave it for 

a higher standard of living through his music. Between his first single, "Judge Not" 

(1963), and the final song of the final album released during his hfe, "Redemption Song" 

(1980), Marley went from Trench Town "rudie" to an intemational superstar, approaching 

divine status for many. Marley was not the first poor boy from the streets to achieve fame 

through his musical talents. He was, however, the first intemational superstar from the 

Third World. He showed his own country, and the world, that the 'sufferahs' need not 

remain so. In addition, he helped to validate the culture and art of the Third World, which 

has traditionally been considered inferior to the artistic produce of what are generally held 

to be more highly developed cultures (Campbell, 1987). He remains the definitive Reggae 

artist. 

He also remains one of the most widely recognized Rastamen. The image of 

Marley performing, dreadlocks flying, is the predominant image of the Rasta for many 

people. Marley began to live his life as a Rasta at about age eighteen, although when asked 

in an interview, recorded in a video documentary (Blackwell & Yentob, 1988), how long 

he had been a Rasta, Marley answered "well I've been a Rasta from ever since . . . from 

creation." The time when he started leaming Rastafarian ways was also about the time he 

started recording. His music grew as his faith in, and knowledge of, Rastafari grew. His 

career gave him the status of a prophet in the world of Rastafari. Marley saw Reggae as a 

mission. He sought to spread the message of Rastafari throughout the world. Making 

Reggae was, for Marley, going "about me Faddah's business" (White, 1992, p. 306). 



And go about his Father's business he did. Marley's records have gained more 

intemational recognition through record sales than any other Reggae artist (White, 1992). 

Marley is regarded in many Thkd Worid countries as a prophet and an obeahman, a 

person who has knowledge of, and power over, the spirit worid. His importance in the 

Third World is shown in his invitation to play at the independence celebration of Zmibabwe 

in 1980. In his own country, he was also loved, and feared, by many. An attempt on his 

life was made before the 1976 election. He was scheduled to play a concert the next day 

that might have indicated his support for one side over the other. The man from Trench 

Town had become a major figure in Jamaican politics. Through his long career. Bob 

Marley became, and has remained, the most well known Rastafarian and Reggae musician 

who ever lived. 

My interest in Bob Marley began in my early teenage years when I was introduced 

to his music by a friend. The first album I heard was the ̂ flya album (1978a). I did not 

like it the first time I heard it. The music did not make sense to me. The dissonant 

elements of Reggae music were very different from the music to which I was accustomed. 

Over time, however, I began to develop an ear for the music and eventually became a fan of 

Marley's work, as well as that of the work of other Reggae artists. Of course, living in 

Texas, and not being a Rastafarian, I found that often I had absolutely no idea what the 

songs were about. As I learned more about the music, it became increasingly clear that 

Reggae had a meaning for, and an unportance to, many people which was far beyond just 

party music or feel-good music. It also became clear that Marley was an extremely integral 

part of that importance. Today, my interest in rhetoric tums my attention more than ever 

toward the lyrics which I have known for years but have not always understood. The 

importance that Marley's music has gained in the hves of so many people is fascinating. 



Purpose of the Study 

The questions guiding this study are "How do Bob Marley's lyrics communicate 

his vision of the philosophy of the Rastafarian Movement?" and, more specifically, "What 

metaphorical concepts are present in the lyrics of Bob Marley?" The purpose of this smdy 

is to discover and explore the basic messages in the lyrics of Bob Marley's music. This 

will be done through the examination of metaphor use in the lyrics. It is hoped that this 

examination will lead to discovery of the master metaphors that guide Marley's lyrics. 

These metaphors should provide a window into the worldview of one of the Rastafari's 

most significant rhetors. In addition, this analysis should provide insight into the belief 

system and culture of what is now a very significant religious and political force in the 

Caribbean and many other places in the world, Rastafari. 

I believe that insight into this movement will be beneficial for a number of reasons. 

First, the Rastafari grew out of a heritage which has affected everyone in the New World. 

Their culture is the result of a tradition of oppression on the physical and cultural levels as 

well as the combination of this oppression with the tradition of Christianity and the African 

culture. How these things have been combined by a modem movement is important 

because this combmation takes a new perspective on the history of the New World. In the 

rhetoric of the Rasta, we see the present effects of the practices and processes that produced 

all of the coimtries of the Westem Hemisphere, and we see it through the eyes of a people 

who believe themselves to be present victims of past slavery and cultural oppression. 

Second, the study of Rastafarian rhetoric may provide some insight into their 

culture. Discovering the master metaphors of a major figure in the Rastafarian culture may 

give us insight into how the Rastas view the world. As the only recent rehgion to have 

many members who beheve that Christ has returned and walked the earth again, the 

Rastafari are somewhat unique. Exploration of their conceptualization of the significance 

of this event and its importance should be a major window into understanding their way of 



life. In addition, the Rastafari are a combination of many cultural influences. An 

examination of the results of such a combination of such diverse influences as African 

religion and cultural practices with European religion and language will likely provide 

insight into the processes involved in producing a culture. Though it draws on cultural 

factors and traditions that are very old, the Rastafarian culmre is a relatively new 

combination of these elements. Its creation was a result of events which occurred in this 

century. The coronation of Haile Selassie provided an incentive for the creation of a new 

perspective on the experience of the slaves brought to the New World hundreds of years 

ago. It also helped to create a new perspective on the relationship between the descendants 

of the slaves and the descendants of the people who brought the slaves to the New World. 

In the relationship between Babylon and Zion we see the Rasta conceptuahzation of 

oppressor and oppressed. 

Third, in the description of the effects of the tradition of oppression, we may 

benefit from a new perspective on the Third World. Marley's inclusion of places such as 

Trench Town into many of his lyrics provide an insider's understanding of what it means 

to Uve in an economically disadvantaged situation. The identification of many third world 

people with the "sufferah" provided the basis for much of Marley's popularity in much of 

the third world beyond Jamaica (White, 1992). Discovering the view of the Third World 

whichled to his popularity there may be valuable. 

Methodological Concems 

This study utilizes the analysis of metaphor as its method. The decision to use this 

method is based on several reasons. First, the analysis of metaphors used in a text can 

provide a great deal of insight into the structure of a rhetor's worldview (Ivie, 1987). The 

language choices a rhetor makes reveal key assumptions the rhetor makes about the world 

and the relationships between elements of the world. Lakoff and Johnson (1981, 1980a, 
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1980b) and many others (Richards, 1936; Black, 1962, 1979, 1987; Beardsley, 1962; 

Osbom, 1967b; Leff, 1983) have argued that humans organize their worldviews according 

to metaphoric conceptualizations which define relationships between, and descriptive 

qualities of, things and concepts which they encounter in the worid, and that these 

concepmalizations can be accessed by studying the rhetor's language use. Additionally, 

Lakoff (1986) has argued that the actual stmcmre of the human concepmal system is 

metaphorical. 

Language used in conjunction with music is not exempt from the metaphoric nature 

of language. If anything, the need to communicate more efficientiy, because of the time 

limitations of a song, will lead to an increased use of metaphors, as song writers try stay 

within these limits. Also, language used with music tends to be closer to poetic form than 

spoken language (Booth, 1976). Irvine and Kirkpatrick (1972) argue that music is highly 

metaphorical in both musical stmcture and lyrics. Given the importance of metaphor to 

music, metaphor analysis seems to be a natural choice for analyzing lyrics. 

Metaphor is especially suited for the analysis of the music of the Rastafarians, 

Reggae. To study music is to study a cultural form (Lull, 1985). Rastafari is a unique 

culture with its own language, which grew out of Jamaican Creole. Jamaican Creole grew 

out of the combination of Standard English and various African languages. Lakoff and 

Johnson (1980a) note that members' metaphoric conceptuaUzations of the world extend to 

the cultural level and the conceptuaUzations will vary significantiy with culture. White 

(1992) discusses cultural metaphor within the particular case of the Rastafari and Reggae. 

^ He notes that a great deal of the lyrics are often misunderstood by outsiders, not only due 

to pronunciation, but also because many of the metaphors used in the lyrics are unique to 

the cultures of Jamaica and of Rastafari in particular. Without knowledge of these 

metaphors. White argues, many of the lyrics will seem to be meaningless, or be severely 
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misunderstood, by the listener. As an example of a Jamaican metaphor of this kind. White 

(1992) describes part of a Marley song: 

The references to dried kernels being tossed to chickens in the song "Who the Cap 
Fit" are incomprehensible to the average non-Jamaican hstener, who is unaware that 
the central phrase is actually a mral proverb. It evokes the unage of a farmer silentiy 
scattering feed who is saying, in effect: "Don't call yourself a chicken just because 
>̂ ou eat my feed; I never said I was ende^vonng toTeeH chickens." That is, "You 
are wfio you show yourself to be, not who you might say you are." (p. 24) 

In addition to the metaphors on which many Reggae lyrics rely, the Rastafarian 

spoken language contains many words which are unique to the language or have meaning 

distinct from their meaning in Standard EngUsh or Jamaican Creole. Pollard (1986, 1983a, 

1983b) demonstrates in her analysis of Rasta Talk tiiat a significant portion of the Rastafari 

language is heavily metaphorical. Rastafari make heavy use of Biblical language as well as 

other words unique to the Rastafari language. Many of these words are constructed through 

the use of metaphor. For example, the word "deadahs" is a Rastafarian word for meat. 

The Rastafari conceptualize meat as death because it is dead flesh. They object to its 

consumption because they beUeve that to consume death is to become death. "Deadahs" is 

derived form the word "dead." Meat, therefore functions as a metaphor for death. Unique 

words such as "deadahs" demonstrate the need for metaphoric analysis in research 

involving the Rastafarian language. 

In sum, the uniqueness of the Rastafari culture calls for a method which is uniquely 

suited to exploring it through language. Reggae is a product of Jamaica and Rastafari. 

Cultural metaphors from both those two cultures are cmcial to understanding the lyrics. On 

a more specific level, in some cases the individual words are metaphorically constructed to 

a higher degree than ordinary language, as is the case of the "I-words" discussed in 

Chapter n. Finally, the namre of music indicates the need for metaphoric analysis to 

explore its unique qualities. 



The Artifact: Marlev's Music 

This smdy examines the lyrical content of eight of Marley's albums. These were all 

part of the original catalogue of albums released on the major label. Island Records. Three 

albums are excluded from this catalogue. Two are live albums and one is an album 

released after Marley's death. Exclusion of the live albums is based on the rationale that the 

songs played in concerts are the same as those contained on the smdio albums, 

performances of songs from albums past, or are songs authored by someone else. The 

decision to exclude the posthumously released smdio album Confrontation (1983) is based 

on the fact that the selection of songs to be included on the album was not made by Marley. 

This is important because inclusion or exclusion of tracks makes a difference in the 

message the artist intends to send. While any material authored by Marley from the 

recording sessions for the album would be suitable for analysis, it seems to make more 

sense to examine first what he intended the world to hear, leaving other artifacts for future 

research. 

The issue of work released previous to, and after, these records also needs to be 

addressed here. Marley recorded a great deal before signing with Island. I have excluded 

this material from the analysis, first, because most of it was not released outside of Jamaica 

until well after he was an intemational superstar. Thus, the material to first represent 

Marley to the world outside Jamaica is the body of material included in this smdy. Second, 

much, if not most of the material released before these albums was not produced by 

Marley. As production plays an important part in the final musical product, I feel it is most 

appropriate to examine songs which were produced, or at least co-produced, by Marley 

himself. As for the copious material released after Marley's death, the question of song 

inclusion and production again becomes relevant. The material not included in this study is 

certainly appropriate for analysis, but I feel, for the reasons discussed above, that an 

appropriate beginning place for the study of Marley's rhetoric is the material most directiy 
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connected with him both in terms of its creation and in terms of what has been associated 

with him by listeners. 

The study begins in Chapter 11 with an exploration of the history and culture of the 

Rastafarian movement, along with a short biography of Bob Marley. Chapter HI discusses 

the role of metaphor in the analysis of rhetoric, with an emphasis on the analysis of music. 

A short review of literature on rhetorical analyses of lyrics is included. The chapter ends 

with an explanation of the method used in this study. In Chapter IV, the analysis of 

Marley's lyrics is presented. Finally, in Chapter V, the results are discussed. In this 

introduction, I have sought to relate a feel for the study and to provide some background 

and the rationale behind it, and to discuss the goals of the study. Having set the parameters 

of the smdy, I now tum to the subject of the Rastafarian movement. 
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CHAPTER n 

MAJOR FORCES IN THE LIFE OF BOB MARLEY 

Many influences played important parts in making Bob Marley the significant figure 

that he became. For a poor "mde boy" from the Kingston slums to rise to intemational 

stardom and to become an object of reverence that accorded to divinity is a phenomenon 

which owes its existence to many forces. Those forces are explored in this chapter. 

Marley lived most of his adult life as a Rasta, and an understanding of what that 

means is crucial to an examination of his rhetoric. In an interview recorded in McCann 

(1993), Marley says "If God had'na given me a song to sing, I wouldn't have a song to 

sing. The song comes from God, all the time" (p. 31). As we will explore in much more 

depth in Chapter IV, the music of Bob Marley is inseparable from his identity as a Rasta. 

He saw his music as a gift from God. Exploration of the reasons behind why he saw his 

music in this way is necessary to understand the context of his rhetoric. Additionally, a 

significant portion of Marley's lyrics contain metaphors based on Jamaican and Rastafarian 

culture which must be understood in order to understand Marley and his music (White, 

1992). 

Accordingly, this chapter explores the history of the Rastafarian movement, its 

culture, and the life of Bob Marley. The history section covers the movement beginning 

with the first prophet of the movement and relates the story of the Rastas to the present day. 

The culture section explores Rasta hfe through its basic belief system, practices relating to 

food and dress, and the communication practices of Rasta language and Reggae music. 

The biographical section traces the hfe and career of Marley from his birth in the village of 

Nine Miles in Jamaica, through his journey as an intemational star, to his burial in Nine 

Miles. 
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Historv of the Rastafarian Movement 

The story of the Rastafarians begins most directly with Marcus Garvey. As an 

advocate for Blacks woridwide, this preacher and entrepreneur played the cmcial role of the 

first prophet of the movement. He was a major figure in the formation of a woridwide 

organization which was devoted to the economic empowerment and the woridwide unity of 

people of African descent. The philosophy of worldwide unity for all Blacks would later 

become a significant part of the Rasta woridview, as would the philosophy that the Black 

person should see God as Black, and the repatriation goals of Garvey (Sewell, 1990). 

Garvey is also one of the people most directiy responsible for an important part of the 

Rastafarian philosophy. He was the first to propagate the idea of a Black Christ. He 

argued that, while God had no color, it was human for people to see everything through 

"their own spectacles" (Campbell, 1987, p. 60). Thus, he said it was human, and right, 

for Blacks to see God as Black. This is an example of the extent to which Garvey preached 

for a worldview that assigned more significance to the culmral heritage of Blacks. His 

arguments were taken seriously. In fact, when he predicted that a Black king would be 

crowned in Ethiopia, the prediction was taken very seriously. When the prediction came 

true, followers beUeved the king to be Christ retumed. 

The credibihty given to Garvey's prediction came as a result of his work for the 

betterment of the condition of People of African descent. Most of this work was 

accomplished through the influential United Negro Improvement Association (UNIA), 

which Garvey founded in 1912. Through this organization, Garvey worked for social and 

economic equality for Blacks worldwide. The objective of the organization was wide in 

scope: 

To estabUsh a confraternity among the race; to promote the spirit of pride and love, 
to reclaim the fallen; to administer and assist the needy; to assist in the development 
of Independent Negro nation and communities; to estabhsh a central nation for the 
race, to establish commissioners or agencies in the principal countries and cities of 
the world for the protection of all Negroes, to promote a conscientious spirimal 
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native worship among the native tribes of Africa, to establish universities, colleges, 
academies and schools for racial education and culture of the people and to work for 
better conditions among Negroes everywhere. (Campbell, 1987, pp. 53-4) 

In keeping with its expansive charge, the UNIA grew into an extensive woridwide 

organization. The major goals of the organization were repatriation to Africa and economic 

empowerment. To these ends, UNIA operated several industries, including the Black Star 

Line, a shipping line which was intended to transport Blacks to Africa, in addition to 

generating income through other shipping business. The line operated for only a very short 

time before it failed financially. The UNIA also operated several publications which were 

distributed to members. Publications such as Black World covered social, political, and 

economic issues important to Blacks. 

At its height, the UNIA had 996 branches in 43 countries. Its membership was 

approximately five million. These five million were represented by the flag of the UNIA 

which was made up of the colors Red, Black, and Green. One of the most enduring 

contributions made by the UNIA is this combination of colors which, along with Yellow, 

from the Ethiopian flag, have remained a symbol of Black nationahsm. They have since 

become the colors of the Rastas and are symbohc of the stmggle of Blacks throughout 

history. Red stands for the blood shed in the fight for freedom. Black stands for the color 

of Africans, and Green stands for the vegetation of the land from which Africans came 

(Campbell, 1987). 

As the influence of the UNIA carried a great deal of weight, so did the influence of 

its leader (Sewell, 1990). When, in 1927, Marcus Garvey prophesied "look to Africa, 

where a Black king shall be crowned, for the day of deUverance is near," his words were 

not taken lightiy. This prophecy was proven tme in 1930 when Prince Ras Tafari, who 

claimed to be the 225th descerident of the Bibhcal David, was crowned Emperor Haile 

Selassie I in Addis Ababa, Etiiiopia. The importance of this particular crowning was very 

great. In tiie Bible, all of Africa is referred to as Ethiopia and, though the region now 
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called Ethiopia is part of what was actually Abyssinia in the Bible, for many Blacks, it still 

represented the entire continent. Modem Ethiopia was held dear by Garveyites and other 

Black groups as their true home (Campbell, 1987). 

For a Black king to be crowned in this land was an event of great magnimde. 

Media coverage showed the worid the new Black emperor. In Jamaica, many began to 

preach that Selassie was the living God. Garveyites and members of other groups 

immediately began to consult their Bibles in search of scripmres which mentioned this 

event. They discovered many. From these passages, many argued that Haile Selassie was 

acmally the Messiah retumed. Among the scripmres offered in support of Garvey's 

prophecy were Revelation 5:2-5, in which a descendant of David is described as able to 

loose the seven seals; Ezekiel 37:19, 22-25, in which a descendant of David is prophesied 

to be mler of the world ; Isaiah 43:1-15, 24-28, 65:9, in which a descendant of Jacob is 

prophesied to be the mler of the world (Nicholas, 1979). 

A number of groups arising out of this event began to worship Selassie as the living 

God. These groups worshipped Selassie in widely varying ways. The next thirty years 

was a period of disorganization for the new rehgion. Many "elders" appeared who 

preached about Selassie from different perspectives. There was no agreement between 

groups on even basic doctrines, except on the belief that Selassie was divine (Reddington, 

1995).- These elders usually lived with their followers in villages or communes 

(Reddington, 1995). A few of these elders would make lasting formative contributions 

which would become part of the philosophy of the modem Rasta movement. Others would 

make less significant contributions, or contribute to a negative image of the Rastas. 

Joseph Hibbert, Achibald Dunkley, and Leonard Howell were the first teachers of 

the movement (Campbell, 198̂ 7). One group, following Leonard Howell, was the first 

distinctiy Rastafarian group in Jamaica (Campbell, 1987). In 1932, Howell began to 

preach that Blacks' only allegiance should be to Selassie and not to their countries' 
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govemments. The next year he was arrested for selling picmres of Selassie as passports 

and tickets for a ship voyage which would carry the purchaser to Africa. Thousands sold 

their possessions and waited at the appointed harbor; no ship came to carry them back 

(Campbell, 1987). 

After his release from prison, Howell purchased an estate called "Pinnacle" in the 

parish of St. Catherine's in Jamaica. Here he established a commune of about 1600 

Rastafarians. This community grew ganja (marijuana), and yams as a cash crop. The 

commune lasted from 1940 to 1954 when the community was disbanded by the Jamaican 

authorities on the basis of laws forbidding the use of ganja. Howell was placed in a mental 

hospital. He had begun to claim that he was Haile Selassie and was preaching that 

members of the commune should treat him as the living God. The breakup of the Pinnacle 

community contributed significantiy to the spread of Rastafari. Many of the Rastas who 

had been living at Pinnacle moved to Kingston, taking their behefs and practices with them. 

This helped Rastafari gain an urban foothold. 

Hibbert and Dunkley were elders of Rastafarian groups in Jamaica who became 

leaders of the Ethiopian World Federation (EWF) chapter in Jamaica. The EWF was an 

organization founded by Dr. Malaku Bayen, cousin of Haile Selassie, in 1937 in order to 

unite Blacks throughout the world according to goals similar to those of the UNIA, in 

addition to raising money and generating support for Selassie's govemment-in-exile. 

Selassie had been forced out of Ethiopia when the Italian army invaded Ethiopia in 1935. 

The EWF provided a direct form of contact between Ethiopia and many groups throughout 

the world who were supporting Ethiopia (Reddington, 1995). This contact led to the 

estabUshment of the Ethiopian Orthodox Church in Jamaica. Hibbert and Dunkley became 

the leaders of the Jamaica chapter and thus brought the Ethiopian Orthodox Church and the 

Rastafari together. This organization enjoyed significant prestige, retaining many of the 

teachings of Garvey as well as the teachings of the early Rastafarians (Reddington, 1995). 
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Several groups such as the ones led by Howell, and Hibbert and Dunkley began to 

coalesce into a movement throughout the next several years. This movement was a religion 

devoted to Haile Selassie. The groups making up the religion had as a major goal the 

repatriation of believers to Ethiopia. These groups were bolstered by increasing 

membership of university students and musicians who began to work Rastafarian themes 

into their music (Cashmore, 1983). While Rastafarianism was largely a rehgion, the focus 

on repatriation inevitably led to goals that had a pohtical feel. Repatriation was a political 

issue to the world outside of the Rastafari and it therefore had to be one for them as well. 

The focus on religion gave way to an increasing focus on political goals as a result of two 

factors: The presence of the university students and musicians, and Haile Selassie's 1966 

visit to Jamaica. During the visit, Selassie commented that Jamaicans should focus less on 

repatriation and work to improve their simation in Jamaica. This comment, along with the 

presence of the new members of the movement~the university smdents~had the effect of 

adding pohtics to religion as the major goals of the movement (Cashmore, 1983). 

With the growing membership and new emphasis on domestic politics, the 

movement became an influential force in Jamaica. In fact, Michael Manley's successful 

campaign for the office of Premier included an emphasis on rhetoric with a definite 

Rastafarian feel. Cashmore (1983) notes that Manley "Phrased his. . . campaign in an 

apocalyptic form, berating White capitalism and its attendant evils, and exhibiting his 

rapport with the movement by proclaiming himself the new Joshua poised to lead his 

suffering children to the promised land" (p. 34). Campbell (1987) also comments on 

Manley's strategy, noting that Manley likened his opponent in the election to Pharaoh, the 

Biblical oppressor of the Hebrews. He also carried a staff which he claimed had been 

given to him by Haile Selassie. He called the staff the "Rod of Correction." Cashmore 

(1983), as well as Waters (1985), also note that this kind of rhetoric was successful, 

helping to consolidate Manley's power upon winning the 1976 election as well. 
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In 1975, Haile Selassie died. His death came after his overthrow and detainment in 

Ethiopia. The Rastafarian movement survived his overthrow and death through then-

strong belief in his status as the living God. Some reftised to believe that he was dead, 

while otiiers accepted his death as part of Jab's will (Jah is the Rastafarian god, Selassie is 

believed to be his physical manifestation, or son, on Earth). Barret (1988) writes that for 

the Rastas, "death is not a factor" and "death only comes to the people of Babylon, who are 

already dead" (p. 212). Barrett argues that three major factors account for the survival of 

the movement after Selassie's death: Reggae, Michael Manley, and the Twelve Tribes 

section of the movement, the largely middle class sect of the Rastafari, who differed with 

the Orthodox Rastas in their interpretation of the divine stams of Selassie. Reggae was 

spreading the message of Rastafari through its increasing popularity at the time of 

Selassie's death. Intemational recognition of Rastas like Bob Marley served to bolster the 

movement at this time. In terms of politics in Jamaica, the sympathetic view of the Manley 

government also helped to bolster the movement by giving them the freedom to import 

African-American literature from the U.S. and other countries as well as allowing visits 

from controversial Black figures. In addition, the Manley government gave the movement 

wide latimde to practice its religion. Finally, the emergence of the Twelve Tribes, with its 

large middle class population, helped the movement gain new members in Jamaica. The 

important thing is that the movement was strong enough to take advantage of these 

opportunities in order to survive these potentially lethal events. That the Rastafarian 

movement survived his death is a testament to the movement's cohesiveness and faith. 

In the 1970s, the movement saw the decline of the elder system of Rastafari villages 

and an increase in organized churches (Reddington, 1995). Many Rastafarian groups who 

were not members of the Ethiopian Orthodox Church began to incorporate many elements 

of that faith into their own teachings. Thus, the movement began to move toward more 

coherence, although today Rastafari is still made up of many kinds of groups with differing 
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interpretations of the divinity of Haile Selassie. For example, followers of the Twelve 

Tribes, a group founded by Vemon Carrington in 1968, believes that Selassie is Christ 

retumed. Taking a different interpretation, Orthodox Rastafari believe that Selassie is 

divine in the sense that he is a channel between the divine and the human worid. Though 

these groups have significant differences, they are still united under the "flag" of Rastafari. 

These diverse, yet very closely related, groups have continued to grow and flourish 

through the 1980s and 1990s. The movement has established bases throughout the world, 

with centers in New York, Toronto, Paris, Miami, and London, where many Jamaicans 

and other Caribbean people have emigrated in order to escape economic problems in the 

islands. The movement is probably best recognized by non-members through the music of 

the Rasta, Reggae, which has achieved worldwide popularity. The best known of Reggae 

musicians is Bob Marley, and he is probably the most widely recognized Rasta in the 

world. 

Rastafarian Culmre 

Rastafarianism is a syncretic rehgion which combines behefs and practices from 

many religions. As a result, the culmre of the group tends to be diverse. This diversity is 

also, in part, a result of its emphasis on the relationship between individual Rastas and Jah. 

A Rasta must see the tmth of Jah for himself; no one can "convert" him. In addition, it is a 

relatively new religion, and its doctrines are far from established, beyond a few basic 

beliefs. Its rapid growth also contributed to its diversity. As an intemational movement, 

Rastafarianism continues to change and bring in new culmral influences. Because of this 

diversity, it is difficult to generalize about Rastafarians or their culture. The culmre 

explored here is that of the Rasta in Jamaica, which was the birthplace of the movement and 

is still its major stronghold. This was also the culmre of Bob Marley. 
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Cultural elements explored here are the basic behefs of the Rastafari, the role of 

ganja (marijuana) in the culture, the food of the cukure, physical appearance, language, and 

music. The basic beliefs are important to explore because, without these, the Rastafari 

would not exist. Their culture was created around their belief system. Ganja is discussed 

because it is a sacrament for the Rastafari. It is essential to theh "reasonings" or 

discussions of philosophical and theological discussions. Food is discussed to because it 

IS highly symbolic for the Rasta. Appearance is discussed because part of the mission of 

the Rastafarians has traditionally been to make Babylon dread them through an appearance 

that will inspire such dread. This is often achieved by the appearance of the Rasta. The 

language of the Rastafari is explored because its uniqueness dictates a need for familiarity 

with the language before one can understand what is being said, or sung. Finally, Reggae 

is discussed because it is one of the major culmral elements of hfe as a Rasta. Reggae is 

the music of the Rastafari, and is the culmral element most central in this smdy. It is hoped 

that this chapter will convey some sense of the life worid of the Rasta, so that the analysis 

of the music will be more meaningful. 

Basic Doctrines 

The Rastafarians may be said to have a basic behef system, but only a basic 

system. What is meant here is not a basic system here in the sense of being 

underdeveloped. The Rasta theology is a very sophisticated set of arguments and 

philosophies (Reddington, 1995). What is meant is basic in the sense that they have a set / / 

of beliefs which do not change dramatically between most groups and, therefore, serve a 

base for the movement. Because the movement is a syncretic rehgion, drawing on the 

combination of Christian and African sphitualism as weU as behef systems which arose out 

of the Jraditiqn of oppression which created the movement, behefs among its members vary 

widely from the interpretation of the significance of Haile Selassie to the way Rastafarians 
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ought to live their daily lives (Roberts, 1988). There are, however, some commonalties 

which may be noted about most Rastas. First, all Rastas believe in Selassie as divine in 

some sense. The two most significant organizational elements in the movement, the 

Twelve Tribes and the Ethiopian Orthodox Church, take differing views on the basic 

question of the nature of Selassie. The Twelve Tribes take the position that Selassie was 

the physical manifestation of Jah, the Creator, on Earth. He is God for these Rastas and is 

worshipped as such. The Ethiopian Orthodox Church, on the other hand, believes Selassie 

to have been a human who got as close to Jah as a human could, a sort of chaimel between 

the realm of Jah and earth. Consequentiy, he is deserving of veneration, but not worship. 

These beliefs are based, in part, on differing interpretations of the Biblical scripmre which 

Rastas say prophesied the coming of Selassie, as well as differing interpretations of the 

prophesies of Marcus Garvey. 

Second, all Rastas take Ethiopia to be of rehgious significance. Some still hope for 

repatriation, while some have resolved to improve their lot wherever they live. Views in 

this area range from a general desire to visit the country to the behef that Ethiopia is the 

Zion, the promised land. These beliefs lead some Rastas to go to Ethiopia to hve, and I 

some to merely make a pilgrimage to the country. , ] 

Third, the concept of Babylon is significant to most Rastas. "Babylon," is "a name \ \ 

which refers to any evil force, any instimtion or system of thought which is anti- <-^ 

progressive, investing in the oppression and the division of people throughout the world" 

(Mulvaney, 1990, p. 5). Modem Rastas see Westem Society, and particularly the United 

States, with its emphasis on technology and its oppressive heritage, as the main 

manifestation of the Biblical Babylonia. Westem culture is the culture that has oppressed 

the Blacks forcenmries, and has benefited financiaUy from it. Some Rasta mterpretations 

hold that Blacks were aUowed by Jah to be oppressed by Babylon as a result of some great 

crime that they committed against Jah in times past. 
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The citizens of Babylon are dead in the eyes of the Rasta. They create death in war, 

consume death in the food they eat, and bring death to Jah's creation. How the Rastas 

interpret Babylon in these ways will be discussed later in this chapter and also in Chapter 

IV. Rastas believe that everything a person does becomes a part of him (Nicholas, 1979). 

That Babylon brings deatii to so many, and in so many ways, means for the Rasta that it is 

death, the opposite of Rastafari, of life. 

The basic document on which these beliefs are based is the Bible. All Rastafarians 

take this to be theh religious text, although as Mulvaney (1990) notes, not bhndly. The 

Bible is viewed as a text, to be read critically, with the reader's own experience and 

reasonings added into the consideration of the text. One common Rasta practice is to read a 

chapter of the Bible each day. Barret (1988) argues that the Bible was not really the basic 
i^'-p . . . . . . 

text for the Rastas until Haile Selassie commented on its importance in his hfe and revealed 

that he read a chapter each day. Roberts (1988) notes that any Rasta will be able to teU you 

that it takes three and a half years to read the entire Bible reading a chapter each day. 

The preferred versions are the King James Version, and the Amharic Version, 

which Rastas and Ethiopians claim to be the oldest version of the Bible. Some Rastas leam 
.J 

Amharic in order to be able to read the Bible in this version. They also seek to leam the 

language in order to assert their African heritage (Barret, 1988). The King James Version 

also plays an equally important role in the movement, though for a different reason. This 

version has played a role in their language usage. As I will discuss later in this section, the 

Rastas utilize apocalyptic Biblical language in their rhetoric. This is a curious phenomenon 

since some Rastas argue tiiat the King James Version is a bastardized version of the Bible 

which hides the tmtii in many ways in order to maintam the oppression of people of 

African descent. One of the niost important believed shortcomings of this version of the 

Bible, in the eyes of the Rastafari, is that it excludes scripmre which proves God to be 

Black. 
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Ganja 

The Bible is used by the Rastas in defense of most of their beliefs and practices. 

One such practice is the sacramental use of ganja, or marijuana. Rastas cite many Bibhcal 

references to "the herb" in their defense of its use in ceremony as well as in daily life. They 

see it as a gift from Jah to humans, which helps the Rasta see tmth and increase 

understanding of Jah. Accordingly, its use is a significant activity for them. Barrett (1988) 

relates the ritual prayer said before partaking of the herb: "Glory be to the Father and to the 

maker of creation. As it was in the beginning is now and ever shall be worid without end: 

Jah Rastafari: Eternal God Selassie I" (p. 131). This prayer is said before every smoking 

session. In an interview conducted by Nicholas (1979), one Rasta commented, "I intend 

to use the herb to cleanse my mind. Herb can set people mad because people build a fear of 

it; they don't know how to accept it and use it. If I have anything to do that's evil, the herb 

will wash it out" (p.86). Another Rasta, interviewed by Barrett (1988), commented, "It 

gives a good meditation; it is a door inside, when it is open, you see everything that is 

good" (p. 130). The herb is used frequently in conjunction with "reasonings," or 

gatherings during which Rastas discuss the nature of Jah as well as any of a number of 

associated concems of Rastafari. The herb, as it is sometimes referred to, is consumed in 

any of a number of ways, sometimes being smoked in one of various kinds of pipes or 

rolledinto a "spliff," a sort of ganja cigar. Ganja is also sometimes eaten or made into tea. 

Vigorous enforcement of laws prohibiting the use of ganja was one of the first 

ways in which the Jamaican government sought to repress the movement. This threat has 

been a factor of Rasta life throughout the history of the movement. The use of ganja is an 

everyday occurrence for many Rastas. Thus, avoiding detection, too, is an everyday 

activity for some. Barret (1988) notes that a system of warnings and practices is often 

developed within a group to warn of the presence of police. In addition, Barrett has 

experienced frequent suspicion of outsiders (including suspicion of Barrett himself in his 
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own fieldwork) which he has observed to be the result of problems between the Rastafari 

and the enforcement of anti-dmg laws. Barret does note, however, that in some areas 

police tend to look the other way when the offense involves a Rasta. The incidences of 

ganja-related crime involving Rastas is very low and therefore has won them some latimde 

with some police. An interview conducted by Nicholas (1979) seems to support this 

argument. The Rasta says "They no trouble me so much for use herb, but I must hide the 

herb from them to show respect for their authority" (p. 52). 

Ital Food 

For the Rasta, eating is an extension of the philosophy which seeks hfe and denies 

death. Just as they believe that everything a person does becomes a part of him, they also 

beheve that everything a person eats becomes a part of him. Foods that symbolize death 

are avoided by the Rasta, just as Babylon, which is also an agent of death, is avoided. 

Accordingly, most of the Rasta diet is vegetarian. Rasta food which is believed to foster 

hfe, and not death, is referred to as "Ital." The Ital diet excludes most meat used in any 

great proportion because meat is dead. To eat death is to become death for the Rasta. It is 

to "make a cemetery of the stomach." Ital food practices forbid pork, scaleless fish and 

shellfish. SmaU fish, not more than twelve inches long, are a staple of the diet (Barrett, 

1988). Larger predatory fish, however, are not eaten, as they symbolize Babylon and 

death. 

Ital food is also usually bought or gathered fresh, as canned food is considered 

dead and buried. The Rasta also avoids canned or processed food because it is likely to 

contain additives or preservatives which are not natural. Rastas seek to eat foods grown 

from the earth in a natural form if possible. Ital food is also a moral issue for the Rastas on 

the level of justice. Nicholas (1979) notes that one Rasta view of eating is that if Ital diet 

were a universal phenomenon, a power shift in favor of the common people would occur. 
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Nicholas notes this through a statement from an interview with a Rasta who said 'Today 

there is a greater menace to civilization than that of war. The name of tiiis menace is 

malnutrition. We eat too much, and most of what we eat is poison to our system-half of 

what we eat keeps us alive, the other half keeps the physician ahve" (p. 59). Nicholas' 

interpretation of this statement is that 

The reference to the physician here leads to one way that economics, politics, and 
ital food mix. The people who cease to consume the additives will probably feel 
better and eat for less money, since they will no longer have to pay for the 
production of the additive. And the people who produce the additives will be out of 
business. Some money and some power wiU change hands—shifting the scale to 
the benefit of the people. Moral justice will thus increase simply through ital food, 
(p. 59) 

This argument shows the importance which Rastas assign to their actions. As everything 

one does becomes a part of a person, he must not participate in actions which have the ends 

of oppression. The Rasta participates in actions, like eating Ital food, which have the ends 

of hfe and resisting oppression. 

For similar reasons, alcohol and cigarettes are also avoided. Rastas avoid alcohol 

because it is not a sacred herb, as ganja is. Nicholas (1979) argues that the sensation 

resulting from the use of alcohol is not pleasant to Rastafarians. In fact, to be said to "reel 

and stagger like a dmnkard" is an insult to a Rasta (p. 62). The feehng resulting fi-om the 

use of ganja is preferred and the use of ganja is beheved to be beneficial to the spirit, 

whereas alcohol is believed to be detrimental to the spirit. The Rastafari also object to 

alcohol on moral grounds. The mm trade was one of the primary forces in the oppression 

of people of African descent in the colonial days of Jamaica's history. To use alcohol is to 

participate in one of the activities which was responsible for this oppression. Tobacco use 

is a similar case. Cigarettes are symbols of Babylon for the Rastas. They are called 

"blindjarets," the opposite of '^see-garrettes" (cigarettes), because Rastas beheve that their 

use contributes to the spirimal blindness which Babylon brings. 
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Vegetables, and rice and peas (the Caribbean name for rice and beans) are tiie real 

staples of the Rasta diet. Rice and peas are usually cooked in coconut milk to add flavoring 

to this Jamaican staple which is usually cooked by non-Rastafarian Jamaicans with meat to 

add flavor. Ital dishes are eaten out of coconut shells and without utensils by some Rastas. 

Nicholas argues that this is in acknowledgment of the African heritage of the Rastas. 

Physical Appearance 

Perhaps the most noticeable and well known element of Rastafarian dress is the 

wearing of the hair in dreadlocks. The practice is not, however, universal. Nicholas 

relates an interview in which a Rastafarian woman says "Dread and nondread is a matter of 

choice to the person . . . His Imperial Majesty is not dread, and he is a defender of the 

faith" (p. 82). This style is achieved by allowing the hair to grow as it will, without cutting 

it. The hair is washed and allowed to dry and take whatever shape it will. Among people 

of African descent, this process usually results in hair that appears to be matted into locks. 

This hairstyle is symbolic for the Rasta. First, it symbolizes freedom. The short hair of 

the "baldhead" (non-Rasta) is a symbol of control by the system. The Rasta is not 

dominated in such a way. One's hair is one's own business, and, though Rastas will often 

hide their locks under knitted caps in order to avoid trouble resulting from negative 

perceptions of Rastas, it show that the dreadlock wearer will not be controlled by Babylon. 

The length of the locks are a testament to a Rasta's faith. Thus, when the practice of 

shearing the locks of arrested Rastas was a frequent occurrence, this was a taken as a 

serious blow to the Rasta. He would wear the scar of oppression by Babylon for years 

while his locks grew back. 

The origin of dreadlocks is uncertain. Barrett (1988) argues that the practice may 

have begun at the Pinnacle estate where scissors may have been unavailable. Others argue 

that it was a conscious creation of a symbol by the Rastas. The locks were grown to shock 
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members of the middle and upper classes of Jamaica who styled their hair to look "White." 

Thus the name "dreadlocks" came to signify the dread with which these people regarded the 

Rasta. Regardless of whether the practice of wearing dreadlocks started consciously or 

accidentally, it is now defended by the Rastas with Old Testament Biblical references 

forbidding the cutting of the body, including hah. Whatever then* origin, dreadlocks are 

one of the most recognized symbols of Rastafarianism. 

Language 

For the Rasta, language is more than a mere means for communication. It is taken 

much more seriously than other culmres may consider it. As Nicholas (1979) notes, 

"Rastas concepmalize speech as a holy tool, which is certainly how it is viewed, and used 

in a variety of African culmres" (p. 40). Words are more than mere symbols for the 

Rastafari. Alleyne (1983) notes that "Rasta speech behavior is based on a philosophical 

view of language and the world in which words have an inherent power to evoke and to be 

the thing meant" (p. 15). This philosophy is "a categorization of the world into positive 

and negative forces and the need for languages to reflect inherentiy this categorization" (p. 

15)., Words are sources of power for the Rasta. Accordingly, their language changes itself 

and adapts to the goals of the Rasta. 

- Rasta language is an extension of Jamaican Creole or Patois (Pollard, 1980). 

Patois is a combination of Enghsh and several African languages which were mixed during 

the days of the slave trade. Slaves and slave owners had to communicate and the two 

languages developed from a pidgin language to a Creole language when second-generation 

slaves were bom and grew up speaking the mixture of the languages (Malmstrom, 1973). 

Since most early Rastas were from poverty-stricken areas of Jamaica, they already spoke, 

and were able to build on, the language of the poor in Jamaica, Patios. Rasta language is a 

conscious modification of Creole by the Rastas. It is organic to the movement because the 
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Rastas developed the language to better represent their beliefs (Pollard, 1983a). It is tooled 

as a language of protest. Bom out of the combination of Christianity and the tradition of 

exploitation, it is the language of a movement which has as one of its most basic goals the 

protest against oppression of peoples (Roberts, 1988). 

Pollard (1980) sees three categories of Rasta talk that make it distinct from Jamaican 

Creole. The first category is known items which have taken on new meaning. These 

words have been co-opted by the Rastas and assigned a new meaning. One example is 

"baldhead." This is used to refer to non-Rastas. The absence of dreadlocks makes the 

non-Rasta a "baldhead." Another example of this type of word is "chalice." Instead of 

meaning a cup used for Eucharist wine, the Rasta meaning for this word is a certain kind of 

pipe used for smoking ganja. The chalice is often used in "reasonings" which are 

discussions of a philosophical and theological nature. 

Reasonings are often intermpted by the exclamation "seen!" This important piece 

of Rasta language means "understood." The ideas of sight and blindness play an important 

role in Rasta language. Followers of Jah can see the tmth. Followers of Babylon are blind 

to the tmth. Thus a Rasta will often ask, "see it?" as a way of asking whether he or she is 

being understood by the listener. The foUowing portion of a reasoning was recorded by 

PoUard (1983a) and demonstrates the role of "seen" and "see it?" in a reasoning: 

Rasta (R): You know of Selassie I? Know of him? You know of him? 

Person addressed (P): Who? 

R: Of Selassie I, sister who ask the question 

P: Well. . . I . . . 

R: No, no, I mean me, I bom and grow in Jamaica. Look here. I bom and grow in 

Jamaica, which is roughly nine hundred miles from Africa, from Ethiopia. 

P: No, no, no, I know about Selassie . . . 
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R: Look, look here, I not offended by . . . first thing I want you to know, that I not 

offended by the reasoning; that is the first thing. So you can just cool, seen? 

Well what I want to ask you now. You know much of him? 

P: Well no . . . 

R: Well is what, you know, is really bad for as a Black person . . . now you have 

certain people . . . not even as a Black person, as a citizen of the world . . . for I 

know that these people here know a substantial amount about Emperor Haile 

Selassie first; don't you see? (Pollard, 1983a) 

Here we see the concept of sight applied to subjects of two different levels. First, note that 

the subject of discussion is not mundane to Rastas; the significance of Haile Selassie, 

demonstrate by the Rasta speaking in terms of sight. R believes that Selassie is important 

to P's life and P must "see" it in order to understand what is being said. In addition, 

"seen?" is also used to ask whether P understands that R is not offended by what P is 

saying and should relax. 

Other examples of Pollard's first category are "Babylon" and "dread." "Babylon" 

is an example of a Biblical term which is used by the Rastas to refer to Westem societies. 

"Dread" has been changed from its normal usage to indicate a dreadlocked Rasta. 

Pollard's second category includes "words which bear the weight of their 

phonological implications" (p. 36). Here the language is usuaUy changed to reduce 

"Incompatibihty and arbitrariness between linguistic sign and the thing meant" (Alleyne, 

1983, p. 15). An example of this kind of word is "downpress." This is used in the same 

way "oppress" is used in other Enghsh languages. The Rasta version has been changed to 

give it a more accurate negative connotation. Oppress sounds like "up-press." "Down" 

symbohzes the morphemic negative character to the Rasta. "Up" is identified with good 

things, and oppression is not a good thing, so the word is changed to "downpress." 

"Blindjaret" is another example of words in this category. "Cigarette" sounds like 

"see-garrette." Sight is identified with the ways of Jah for die Rasta, who does not 
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consider cigarettes to be consistent with these ways. In fact, they can inhibit spuimahty 

and so they are called "blindjarets" because they will make one "blind to the ways of Jah." 

An example of an UP/DOWN metaphor is present m this category in the word "overstand." 

This has been changed from the word "understand." The Rastas feel that when one sees a 

tmth, he does not stand under it, rather he stands over it, controls it. He is not below it, 

being controlled. 

One of the most noticeable elements of Rasta language is the use of "I." The third 

category PoUard outiines is the category of "I-words." This category spans almost any 

word the Rasta may choose to make into an I-word. This is because the concept of "I" has 

special importance to the Rasta. Nicholas (1979) notes that "I" is considered by the Rastas 

to be the most significant and powerful letter in the alphabet. "I" is tied up with the concept 

of sight. It is a homophone to "eye," which is the organ of sight. Some of its significance 

is the result of the name Haile Selassie I. Three "see" sounds are present in the name (See-

las-see eye). The "I" is not pronounced by the Rasta as "one" but rather as in the 

pronunciation of the word "eye." The letter "I" is used a great deal in the pronoun use of 

Rastas. 

For example, instead of saying "me see it," as one would in Jamaican Creole, the 

Rasta says "I see it" or "I and I see it." "I and I" is usually plural, used instead of "us." It 

is also-sometimes used as the first person singular. In this way, it means "I and Jah," 

indicating that the Rasta considers himself a to be part of Jah, who is present aU the time. 

Other I-words are made by simply replacing the first syUable of the word with "I." "Ital," 

meaning food that is spirimaUy beneficial, is used instead of "vital." "Idrin" can be used to 

refer to "bredren," or fellow Rastas. "Irate" is formed from the word "create." "lyahric" is 

used to mdicate die Amahric language, the ancient African language that which many 

Rastas leam. 
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One Rasta interviewed by Nicholas (1979) uses the I-language extensively in this 

quotation: 

Rastafari are people of upright quality. I and I manifest a spirimal accord. I and I, 
Rasta, was from Ethiopia, I and I come here to live a life of divinity to give people 
spuit that they could itum to the land where they were found. I and I would have to 
project a liberty of the people whosoever these people might be. Outside of dat 
divine respect, them is not going to find it. Still I and I know dat dese people who 
instUled colonialism, dey are not going to give up easily. And I and I decide dat we 
niust free from colonial links. I and I still don't come it gone. But even in dat 
divine manifestation, we will overthrow them, for de people wUl come with us. 
(p. 84) 

This quotation shows the speaker's elaborate use of the "I and I" constmction to be very 

extensive. Nowhere does the use of "I" or the patois "me" occur in his speech. The 

speaker includes Jah in every reference to himself or his brethren. This reduction in the 

distinction between Jah and self extends even to personal names. Roberts (1988) notes that 

the replacement of the initial syllable can extend even to its use in names. For example, 

"David" would become "Ivid." 

PoUard (1986) adds a fourth category of Rasta talk by which she addresses words 

with the most extensive changes. An example here is the word "deadahs," which means 

meat. Their emphasis on hfe focuses their concems on things which symbolize hfe. 

Hence, meat is dead, so it is "deadahs." Another example here is "satta," meaning "relax" 

or "have a seat." The word comes from "sit." Also included in this category is the word 

"dunny" which refers to money. As money is soon used up, or done, it becomes "dunny." 

Finally, the word "sphff' is included in this category. 

Roberts (1988) distinguishes four parts of Rasta speech which are distinct from 

Pollard's categories. The first is Biblical or apocalyptic speech. This is the area of Rasta 

speech which has been most influenced by the King James Version of the Bible. Since 

Rastas sometimes dichotomize concepts according to good and bad or consistent with Jah 

and mconsistent with Jah, Biblical language effectively relays their meaning. Examples 

include the oppositional concepts of Babylon and Zion, as well as the application of 
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"Pharaoh" as a name for the system and "Israelites" for the Rastas. Also included in this 

part is the habit of referring to Rastas as "brethren." 

The second part outiined by Roberts contains words related to Africa or thmgs 

African. Because Rastas hold Africa to be a sacred place, references to it occur frequentiy 

in their speech. Two of the most basic words in the Rasta vocabulary come from this 

category. "Rastafari" is taken from the original name of the African king, Haile Selassie, 

Ras Tafari. "Jah," the name for the Rastafarian god, is a shortened form of the word 

"Jehovah," which comes from the Hebrew word for God, "Yahweh." 

The third category contains puns or plays on words. This feamre of Patois 

becomes more pronounced in Rasta talk. As Roberts notes, "playing with the sounds and 

stmcmres of words has also been regarded by the Rastas as an attempt to make the words 

more logical or more consistent with progressive thinking" (p. 40). The tendency to use 

puns or plays on words can lead to idiosyncrasy and individualism in the use of language 

by Rastas. As manipulation of language is one of the primary elements of Rasta talk, the 

language becomes highly flexible and sometimes very specialized to specific groups. 

General examples, however, can be found. One example of this kind of word is the use of 

the word "downpress," discussed earlier in this chapter. SimUarly, the use of the word 

"forward" is used to refer to both coming and going. This play on the word is used to 

symbolize the constant progress toward their goals which the Rastas feel themselves to be 

making. The final category Roberts outiines is the category of I-words discussed by 

Pollard. 

Rasta talk is language with purpose. That purpose is to make speech more 

faciUtative of the celebration of Jah through changing words to reflect his presence, to 

better represent the Rasta worldview, and creating words when necessary. These changes 

make reasoning, one of the key ways to see the tmth, more effective for the Rasta. They 
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also reinforce the distinction between the Rasta and Babylon, one of the most important 

elements of Rastafarian culmre. 

Reggae 

Just as Bob Marley is probably the best known Rasta in the world, the force that 

took him to that position. Reggae music, is probably the most widely recognized element of 

the Rastafarian culture. Reggae is one of the primary vehicles for the communication of the 

Rastafari message (Campbell, 1987), and it represents the revolutionary position of the 

Rastafarian in a culmral form (Cashmore, 1983). Davis and Simon (1977) noted that it is 

unlikely that anyone outside of Jamaica would have heard of the Rastafari if not for 

Reggae. The music has developed as the movement has developed; many of its major 

players have been members of the movement. The reciprocal relationship between Rasta 

and Reggae is noted by Winer (1990), who writes that the spread of Rastafarianism has 

been both encouraged by, and responsible for. Reggae. Siimlarly, Campbell (1987) argues 

that the use of Reggae was a deliberate attempt to intemationalize the movement. He notes 

that Reggae communicated the message of Rastafari as well as giving the musicians 

strength to take their message to the intemational level: 

It was in the period of the development of Reggae that the masses reasserted the 
strong influence of culmral values in the development of the cultural values of the 
society. Reggae opened possibihties at the cultural, pohtical, and technological 
level, and was an inexhaustible source of courage and moral support, such that 
Reggae artists were able to enter the intemational arena and force onto the world an 
expression of oppressed peoples which had been considered culmraUy and 
artistically inferior, (p. 134) 

Reggae has grown since its beginnings through the efforts of artists such as Bob Marley. 

It has made a significant impact on other forms of music (Hebdidge, 1987). Gaining 

popularity throughout the world, including North America. In 1977, Bibly, m an 

assessment of the state of Reggae in North America argued tiiat Reggae was doing very 

weU in this unlUcely market. What all this adds up to is that, as die movement's voice, 
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Reggae is inexorably linked with Rastafarianism. As Kaslow (1975) noted, one would not 

exist, as it does, without the other. 

Reggae is the result of a combination of many different influences stretching from 

ancient African dmmming to American popular music of the sixties and seventies. Reggae 

is the culmination of Jamaican popular music which began with Mento and moved through 

Bluebeat, Ska, and Rocksteady to eventually become the music it is. These forms of 

music were influenced by American Rock and Roll, Rhythm and Blues, Latin American 

music, traditional Jamaican music, and African music (Mulvaney, 1990). 

Reggae is an important part of the movement's stams throughout the world and this 

is due in large part to its importance to the movement as a culmral form which is celebrated 

within the group, not just outside of the group. Accordingly, the music reflects the 

language and beliefs of the Rastafari. Rasta talk as a language of protest, as discussed by 

PoUard (1983a), and Roberts (1988), is not only clearly present in much Reggae music, it 

is an essential part of it. Mulvaney (1990) writes that "When associated with Rastafari, the 

Reggae rhythm is accompanied by socially, pohtically, and rehgiously critical lyrics and as 

such function as a form of protest or resistance music" (p. 70). Wamer (1988) notes that 

Reggae communicates the phUosophical positions of the Rastafari. The predominance of 

Rasta language makes this possible. The language of Rastafari is clearly present in Reggae 

in the communication of the dichotomization Rastafari sees between the forces of good and 

evil. Regis (1988) sees several categories of dichotomization present in Reggae: The Rasta 

versus the baldhead, the system versus the suffering, the good versus the bad, and us 

versus them. Kaslow (1975) adds several distinctions to this hst: Babylon versus Zion, 

Africa versus the New World, police versus the masses, and exploiters versus the 

exploited. As one of the goals of this smdy is to discover themes in the music of one 

Rasta, Bob Marley. These kinds of concepmal distinctions will be explored in depth in 

Chapter IV. 
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Though Barrett (1988) argues that most Rastas do not listen to Reggae and that tme 

Rastafarians do not see Reggae as divine, the connection between Rastafari and Reggae 

would seem to be very intimate indeed. Reggae draws heavily on Burro and Nyabinghi 

dmmming. According to Hebdidge (1987), these forms were the first Rasta music. These 

ancient African dmmming practices are very important to the Rasta culmre, and are in fact 

firmly entrenched in it. Practiced apart from, and as a part of Reggae, these rhythms are 

present at "Grounation" ceremonies, one of the few organized large scale meetings held by 

the Rastas to celebrate the anniversary of Haile Selassie's 1966 visit to Jamaica (Hebdidge, 

1987). 

This intimate relationship is clearly demonstrated by examining an issue of Reggae 

Report, a magazine specializing in news about Reggae music. This magazine has a regular 

section devoted to the words of Haile Selassie entitled "So Jah Seh" as well as a passage of 

scripture accompanying this section. The magazine also has a regular section called 

"Marcus Seh" which is devoted to the words and teachings of Marcus Garvey. Letters to 

the editor of the magazine are often written by what appear to be Rastafarians, indicating 

that a significant portion of the magazine's readership is Rastafarian. These letters are often 

closed with Rasta sayings such as "One Love" or "Give thanks." The magazine also prints 

poetry sent in by readers who are often Rastafarian. For example, a poem entitied "Reggae 

Strong" by a reader caUed Sister Love (1995) was printed in a recent edition of the 

magazine: 

Reggae Music 
My love 

What would I do without you? 
How would I know what is tme? 
Ever since you shined your light on me in '82 
With the sphit of Bob Marley 
you've grown so big in my heart 
So big I had to take part 
You keep me in hne 
when I'm not feehng fine 
With the lyrics JAH sends me 
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and lyrics of others 
every song I remember . . . 
Selassie I strong 
One love and Peace strong 
Jah love strong 
Rasta strong 
I am blessed to live in this time 
when Reggae music is strong, (p. 9) 

This poem demonstrates several basic connections between Rastafari and Reggae. The 

reader's belief in the connection between Rastafari and Reggae is apparent. She feels 

blessed to live in a time when Reggae is strong and considers the lyrics to be sent from Jah 

himself. For her. Reggae is a spiritual music about Haile Selassie, Jah, Rasta, and Bob 

Marley. These are all central figures for the Rastas. 

Reggae Report also includes advertisements for Rasta-related literamre and 

merchandise as well as information sources for Rastas such as Intemet cites which may be 

of interest to the Rasta. This magazine demonstrates the close tie between Rastafari and 

Reggae in its content and advertising. 

A Short Biography of Bob Marley 

A major force in the intemationalization of both Reggae and Rastafarianism was the 

Reggae artist Bob Marley. Campbell (1987) notes that Marley was unique in his 

consistency in the use of the power of music to "inspire and mobilise" (p. 140). Part of his 

success in inspiring and mobilizing was the intemational appeal of his music. Marley 

enjoyed a great deal of intemational success and his recordings have continued to be 

successful in many countries even after his death in 1981 (White, 1992). In the Third 

World, Marley was seen as a spirimal leader as well as a pop star. In fact, in some parts of 

the Third World, he was regarded as a Mayalman, or one who has the power to repel evU 

(White, 1992). His messianic stams is evidenced in the invitation extended to him to 

perform at the first celebration of independence in Zimbabwe. 

36 



Bob Marley was bom Robert Nesta Marley on Febmary 6, 1945 in the mral 

Jamaican village of Nine Miles in the parish of St. Ann. He was the son of CedeUa 

Marley, a Black Jamaican, and Norval Marley, a White Jamaican. Norval left CedeUa 

before Robert's birth. After marrying CedeUa, he moved to another part of the island, 

remming to visit only twice during her pregnancy. In his childhood, Robert was caUed by 

his middle name, Nesta. He lived the first few years of his life in the village of Nine Miles, 

surrounded by his family. 

In 1949, Nesta made the first of two moves, to Kingston to hve with his father's 

relatives. This move came at the request of his father who made contact with CedeUa to 

suggest Nesta come to Kingston to take advantage of the superior educational system in the 

city. When Nesta arrived, he was not sent to live with his father's relatives but with an 

acquaintance of his father's who lived not in the part of the city where his father lived, but 

in the slum areas of Kingston. Nesta lost touch with CedeUa and his famUy in Nine Miles 

because of his father's deception. 

In 1951, a friend of Cedella's found Nesta and he was remmed to Nine MUes to 

hve with his faimly. A few years later, CedeUa, seeking a better life for her and her child, 

moved to Kingston, and Nesta made his second chUdhood move to the city. Here he grew 

up in the slum area of Trench Town, which had been buUt over a trench that drained the 

city's sewage, with many friends, among these were Bunny Livingstone and Peter 

Mackintosh, who would later become Bunny Waller and Peter Tosh, of the Wallers, the 

band which took Bob to stardom. The name, as Marley said in a 1972 interview, was 

chosen "because we started out cryin" (McCann, 1993, p. 12). 

Bob Spent his teenage years on the streets as a "mde boy" or a street tough. His 

street name, "Tuff Gong" was"a name which would stick with him throughout his life. In 

fact, it became the name of his record company many years later. After finishing school he 

worked at many jobs and evenmally became involved with the music scene which was 
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becoming an increasingly important part of ghetto life in Jamaica for two reasons, the 

music was becoming the voice of the people who lived in the tenant and government yards 

of the city, expressing their dissatisfaction and conveying their suffering, and, the 

possibility of making a hit record was motivating many mde boys and other youth of the 

ghetto to make music in hopes of finding a means out of their miserable conditions (White, 

1992). The yards were low-income housing that were overcrowded, and in which tiie 

livmg conditions were terrible. Government yards were distinguished from tenant yards by 

government ownership and administration, and, slightiy better living conditions. Trench 

Town was an enduring presence in much of Marley's music throughout his career. 

Bob made his first recording in 1962. The song was "Judge Not" for which he 

was paid twenty pounds. This song started him on the long road which took him from a 

mde boy with one record and twenty pounds to an intemational superstar. Through the 

1960s, Bob and his band. The Wallers recorded many singles which were released locaUy 

on the island. This was a time of financial stmggle for the young band. Records were 

expensive to make and most bands were paid only once for their services. The profits from 

the recordings sales went to the record label owner. 

Though the Wallers were getting a lot of exposure. Bob took a break and went to 

visit CedeUa, who had moved to Delaware and had remarried. Bob arrived in Febmary, 

1966. He worked at various jobs, trying to save money so he could start his own record 

label when he remmed to Jamaica, and thus avoid some of the problems of the local 

recording industry, which had restrained the WaUers' success. Bob left Delaware in 

October. He had been working under a pseudonym smce he did not have a work permit. 

He left after receiving a draft card from die U.S. government. He remmed to Jamaica with 

$7(X). This was barely enough to start the smaU label, WaU 'N' Soul 'M, which evenmally 

faUed. Bob wanted to create an authentic Jamaican music (Campbell, 1981) and wanted to 

be free from the influence of other record labels to pursue his vision of that music. 
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During this time. Bob started making a transition to Rastafarianism. His wife, Rita, 

played a significant role in this transition. She had become Rasta much earher than Bob. 

Consequently, he was exposed to the Rasta philosophy in his home environment. In 

addition. Bob noticed that there were many more Rastas in the streets than tiiere had been 

when he left. In 1968, he met another significant figure in this transition, Mortimo Planno. 

Curious about the changes he noticed after his retum from Delaware, Bob sought out 

Planno in order to leam all he could about the Rasta way of life which seemed to be 

becoming increasingly important to many on the Island. Planno was an important 

Rastafarian figure. He had been one of the delegation who met Haile Selassie when he 

visited Jamaica in 1966. Planno took Bob to many Rasta settlements, introducing him to 

the Rasta way of life. Through Planno, Bob leamed the Rasta ways and began to 

incorporate them into his life. 

Bob's Career also benefited from his relationship with Planno. It was through 

Planno that Bob met Johnny Nash, a successful performer who liked the Wallers' work. 

This association led to a contract with Nash's recording company which allowed the 

Wallers to record but also allowed them to write for Nash and work as his backup and 

sometimes recording band. This relationship continued into the early 1970s. 

The Wallers' first two full-length albums Soul Rebels (Marley, 1970), and Soul 

Revolution (Marley, 1971), did well and the Wallers were invited to do a short concert 

tour in Britain after Bob had been in Sweden for some months writing for Johnny Nash. 

The tour was unsuccessful and the Wallers were left stranded in London by Nash and 

Danny Sims who had put the tour together. This was acmally a stroke of good luck for 

Bob and the Wallers because as a result they met Chris BlackweU of Island Records. They 

negotiated a recording contract with Island and stayed in England to record Catch a Fire 

(Marley, 1973a). 
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The album was a critical success, but not as much of a popular success (Boot & 

Salewicz, 1995). After a brief tour of Britain to support the album. Bob and the Wallers 

remmed to the studio to record Bumin' (Marley, 1973b) which gave them the popular 

success they had been seeking. Natty Dread followed in 1974 and further increased theh 

intemational success. By this time. Bob was living in a house at 56 Hope Road in 

Kingston. This was an "uptown" house far removed from his beginnings in Trench Town 

and Nine Miles. By this time Bob was also a devout Rastaman. His time at home was 

spent living the ital life. The days started early with a mn in which several brethren 

participated. Afterward, ital food was eaten and time was spent in reasonings or at song 

writing or rehearsal (White, 1992). This was a good time in the hfe of Bob Marley. He 

had a major recording company to support his creative efforts and was gaining in 

intemational stams while living among those whom he loved. 

The good time Bob was experiencing was intermpted by a terrible event. During 

this time, he was also becoming an important figure in Jamaican politics. Just after the 

release of Rastaman Vibration (1976) 56 Hope Road was attacked by gunmen. Bob was 

preparing to play the "SmUe Jamaica" concert, a government-sponsored show to be given 

the next day. The gunmen broke into the house and shot Bob, his wife Rita, and Don 

Taylor, an associate of Bob's who had been standing between Bob and the gunman. 

Taylor inadvertentiy saved Bob's life by taking most of the bullets intended for Bob. Bob 

was shot in the arm, Rita was superficially wounded in the head, and Taylor was wounded 

in several places. All recovered. The shooting was presumed to have been done to prevent 

Bob from playing the concert, which would be viewed as Bob's supporting the People's 

National Party (PNP), the government party. His immense popularity in Jamaica might be 

enough to ensure a PNP victory and apparentiy someone was intent on stopping his 

performance. In an act of defiance of the power of violence. Bob and the Wallers played 
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the concert the next day, although Bob did disappear for some time after the concert in 

order to be safe from retaliatory attacks. 

In 1977, Bob and the Wallers recorded Exodus and toured to support it. Kay a 

(1978a) followed the next year, and with its release came another concert which, like 

"Smile Jamaica", was to be one for which Bob would be remembered. The "One Love" 

ilToncert was a Jamaica Labor Party (JLP)-sponsored event meant to be a step toward 

bringing an end to the political violence on the island. It was during this concert that Bob 

brought together the hands of Michael Manley, leader of the PNP, and Edward Seaga, 

leader of the JLP. The symbol of the leaders of the two warring parties joining hands on

stage, at the request of Bob Marley, has become one of his most well-remembered acts. 

The "One Love" concert began the first world tour for Bob and the Wallers and die 

biggest world tour in Reggae history (Steffens, 1994). The preceding albums had brought 

the band enough support to justify a world tour to support the Kaya album. Following the 

tour, and the release of Babylon by Bus (1978b), a live album. Bob and the Wallers 

recorded Survival (1979). On this album was a song which was to become part of another 

significant concert in Bob's career. "Zimbabwe" (Marley, 1979) was played at the 

independence celebration of the newly independent Zimbabwe. In fact, the first words 

heard after the raising of the new flag of independent Zimbabwe were "Ladies and 

Gentleman, Bob Marley and the Wallers" (Boot & Salewicz, 1995). 

The final album released before Marley's death was Uprising (1980). During the 

tour to support this album. Bob became ill and was diagnosed with cancer. Among the 

many cancerous areas in his body was a brain mmor. Bob was told that he had three 

weeks to live. The tour was cut short and Bob consulted several doctors who managed to 

prolong his life beyond this prediction, but evenmally he succumbed and died on May 11, 

1981. 
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Throughout his career. Bob Marley continued to grow in terms of commercial 

success and in terms of musical ability. Between his first single, "Judge Not" to his final 

album. Uprising, Bob made the journey from Trench Town mde boy to becoming the 

Thkd Worid's first intemational superstar. He also made the joumey from curious 

observer of die Rastafari to becoming their first intemational superstar and one of tiiek 

most weU-known members. His funeral services, held on May 21, 1981 in the Jamaican 

national arena, were attended by thousands. His final resting place is Nine Miles, the 

village where he began his incredible joumey. 

This chapter has sought to provide some context for, and insight into, the 

movement that is Rastafari and the man who was Bob Marley. The behefs of the Rastafari 

pervade Marley's music, and the connection between them is very intimate. Neither would 

be the same without the other, although neither one would refer to the other as the "other" 

but rather as "I and I." I next tum to the subject of language as an indicator of a speaker's 

perception of the world. In the next chapter I explore the phenomenon of metaphor as a 

rhetorical indicator of this perception. 
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CHAPTER m 

ANALYSIS OF METAPHOR IN THE STUDY OF MUSIC 

Metaphor pervades our language. Many have argued that our language and thought 

processes are essentially metaphorical in nature. Accessing these metaphorical processes is 

a matter of observing the language one uses and mapping out the metaphoric terrain of 

one's worldview. Language used in music lyrics is by no means exempt from the presence 

of metaphor. Indeed, Irvine and Kirkpatrick (1972), as weU as Francesconi (1986), argue 

that not only the language, but the form of music, is essentially metaphoric in namre, as 

differing styles and sounds are juxtaposed and the listener then makes comparisons 

between "the composition as a whole, [and] other compositions of a similar style," between 

the composition and "compositions of a contrasting style," or between "the composition 

and events in their [the listeners'] social environment (Francesconi, 1986, p. 37). Analysis 

of metaphors is the method used in this study. A metaphoric analysis of lyrics from Bob 

Marley's music should provide a tool with which to map his worldview and gain some 

insight into the mind of one of the Rastafarian movement's most powerful figures. 

The music of the Rastafarian movement is an appropriate element of their rhetoric 

for analysis because it is an almost indistinguishable part of the lives of Rastafarians and 

Jamaicans. Reggaecommunicatesthebeliefsand values of the Rastafarians. Wamer 

(1988) caUs Rastafarianism and Reggae "culmral twins" (p. 53). For Wamer, Reggae is 

the response to the social and political hostUity out of which the Rastafarian movement was 

bom. That the music is the music of the lower class is evidenced in the results of 

Cuthbert's (1985) survey of Jamaican youth. In this study. Reggae was found to be the 

top choice of music only in the group with the lowest socioeconomic stams surveyed. 

PoliticaUy, Reggae's power is noticeable in its use in the pohtical rhetoric of Michael 

Manley (Wamer, 1988; CampbeU, 1987). Through this kind of use. Reggae is the major 

43 



means by which the lower class of Jamaica affects the middle and upper classes. Noting 

the importance of Reggae as a rhetorical form, Mulvaney (1986) wrote "[Jamaica's] 

continued stmggle for racial, culmral, and national identity amidst contemporary and 

interrelated problems of class, race, and poverty has found no voice louder than that of tiie 

Rastas and their Reggae music" (p. 117). 

The loudest speaker in this collective voice was Bob Marley. His music played a 

smgularly important role in the intemationalization of both Reggae and Rastafarianism 

(Campbell, 1987). That his roles as a Reggae artist and a Rastafarian were not just 

complementary, but were, in fact, indistinguishable, give further support for the 

importance of Reggae to Rastafarians. Marley was the voice of, and a force for, 

Rastafarians, oppressed Jamaicans, and people throughout the Third World. Given the 

importance of Reggae as an expression of the Rastafarians and of oppressed Jamaicans, as 

weU as the importance of Marley within that expression, his music is at least a significant 

contribution to, if not one of the most important forms of, the rhetoric of the Rastafarians. 

Given his almost divine stams in the eyes of the Rastafarian movement, the smdy of his 

rhetoric independent of other forms of Rastafarian rhetoric such as public address, 

discussion at "reasonings," and printed material, is a very appropriate subject for smdy. 

Accordingly, the questions guiding this study are "How do Bob Marley's lyrics 

communicate his vision of the philosophy of the Rastafarian Movement?" and, more 

specifically, "What metaphorical concepts are present in the lyrics of Bob Marley?" 

This chapter lays out the foundation for such a smdy. First, the idea of music as 

rhetoric is explored. Arguments for this idea are presented, and a review of smdy done in 

this area is also presented. Second, metaphor as an insight into the a rhetor is discussed. 

Arguments are made for metaphor as a organizer of experience as weU as for its use in the 

study of rhetoric. Finally, the process of metaphoric criticism is explained along with the 

specific method used in this smdy. 
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Music as Rhetoric 

Research on music as a form of rhetoric varies widely in approach and research 

goals. In general, the literature may be broken down into four areas: Research on music as 

communication, research on performer, lyric analysis, and research on audience. Writing 

on music as communication and lyric analysis tend to be quahtative in namre, with the 

exception of content analyses of lyrics. Research on audience tends to be quantitative, 

focusing on reactions to, and effects of, music through responses to surveys. Here, 

research in music as communication and lyric analysis will be reviewed; research into both 

of these areas is important to the concepmal bases for this smdy. Smdy of music as 

communication provides a theoretical foundation for the smdy in terms of the legitimacy of 

inquiries into music as a form of rhetoric. Specific research on lyrics is reviewed in order 

to establish a need for a metaphoric approach to the smdy, as well as to highlight the focus 

on lyrics prevalent in past research. 

Early inquiry into the namre of music as communication began with Adomo (1941, 

1945) who argued for a distinction between "good serious music" and popular music (p. 

21). Adomo argued that popular music was characterized by standardization. The nature 

of the music business, along with the musical stmcmre of popular music resulted, for 

Adomo, in a kind of music which was inferior to music forms such as Classical and 

Baroque. In these forms, standardization played a very small role for Adomo. Repetition 

in form was at a vague level at best and did not dictate the form of songs in as significant a 

manner as in popular music. Nevertheless, Adomo does seem to argue that music is a 

form of communication. It is a form of exchange between speaker and listener in which the 

speaker selects differing approaches in order to affect the listener in some way. The main 

argument in Adomo's essay is that popular music is too simphstic to accomphsh a 

purposeful exchange between speaker and listener. 

45 



Irvine and Kirkpatrick (1972) make more concrete arguments for music as a form 

of rhetorical exchange. They see four reasons for viewing music in this way. First, music 

uses a symbol system in order to convey a message. Second, this message, dehvered 

through music, can affect the judgments of listeners, thus having a persuasive hnpact. 

Thhd, musical form changes the rhetorical message from its normal discursive state into a 

specific state which still serves to deliver a message. Finally, because music has been 

considered in terms of entertainment, it is insulated from moral and/or culmral restramts 

imposed on verbal discourse. Listeners do not necessarily anticipate persuasion. As a 

result, they might be less critical of the message, and, therefore, more easily persuaded. 

Irvine and Kirkpatrick see music in terms of amplificative meaning; insight coming as a 

result of listening to music is gained through a metaphoric process according to one of three 

pattems. Familiar musical patterns may be juxtaposed with unfamihar patterns, famihar 

musical variables may be combined with other famihar pattems, and unfamUiar may be 

combined with unfamihar. This argument is extended by Francesconi (1986), who argues 

that music functions rhetorically by juxtaposing frames of reference through utilizing sense 

forms and materials in order to create new and unique meaning in the form of a song. 

Francesconi also argues for the rhetorical form of music compositions, positing that Free 

Jazz, in emphasizing African aspects of musical form over European form, which had 

become dominant in Jazz, worked as a rhetorical statement of Black nationalism. LeCoat 

(1976) also sees music as rhetoric, arguing that logos, ethos, and pathos play a role in 

musical composition. The musical form, for LeCoat, is rhetorical and communicates 

consistentiy through the three appeals. 

Mohrmann and Scott (1976) argue that die persuasive abihty of music is limited. 

Examining songs from tiie World War n era, tiiey argued that "the nature of a group is one 

thing, tiie functions music may perform in that group is quite another" (p. 156). Gonzoles 

and Makay (1983) disagree, arguing that the entertainment element of music can be 
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separated from the persuasive element. For them, words and music are separate elements 

contributing to the overall message of the song. Words are the persuasive element and 

music is largely the entertainment element. Both perform persuasive functions, and the 

persuasive element of the words should be given more credence in terms of persuasive 

ability. 

This view is also presented by Thomas (1974) who argues, in an analysis of songs 

by Joan Baez, that music has significant persuasive ability. Thomas also adds that the 

settmg in which the music is presented, the context for listening, is important to the 

persuasive abihty of a song. Roth (1981), arguing from a symbolic interactionist 

perspective, more exphcitly argues that music is a socially leamed experience, joining 

Booth (1976) in arguing that music is a rimal by which the listener "enters into a common 

pattern of thought, attimde, emotion, and achieves by it concert with his society" (Booth, 

1976, p. 247). Booth argues that music can lead to identification between singer and 

audience and may, thereby, be persuasive. 

LuU (1985) posits that this process of identification occurs because music speaks to 

society as a culmral form. In unifying social collectives, music can act as an agent of 

socialization. LuU argues that music impacts people in three ways, physicaUy, emotionaUy, 

and cognitively. In affecting people on a physical level, music can contribute to 

sociaHzation through dance. EmotionaUy and cognitively, music affects people by inviting 

them to relate its themes to personal experience as a part of the act of processing the 

message of a song. 

The physical, emotional, and cognitive elements of music are also examined by 

Chesebro, Foulger, Nachman, and Yanelh (1985). Several basic principles of popular 

music are identified in this study. They conducted a cluster analysis of 392 songs 

comprising Billboard magazine's classification of hits for the years 1955 to 1982. Topics 

examined were human relationships, problems and solutions, values portrayed, and 
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changes in American popular music. Music was concepmalized as a form of epideictic 

rhetoric, focusing on the present. The study worked from three assumed feamres of 

popular music. First, the music is repetitive. Songs are played and heard many times by a 

listener. As a result, the same principle is restated many times. Second, music has an 

emphasis on the nondiscursive. The majority of the effect of music is physical in nature. 

Music has a noticeable effect on the body. Finally, music is an experiential form, an 

"experience about an experience." (p. 117). 

Lyric Analysis 

Subjects within the area of specific lyric analyses are very diverse. Methods of 

study are not quite as diverse, but are by no means rigid. Rein and Springer (1986) argue 

against separate analyses of lyrics. For them, music functions as a whole and to examine 

only lyrics fails to give a full representation of the impact and message of a song. 

Chesebro (1986) refutes this view, arguing that lyrics are a significant variable in the 

phenomenon of music and deserve separate analysis. Chesebro takes the position that 

studies incorporating analyses of both music and lyrics are fine, but lyrics represent a 

significant enough portion of a song to be examined independentiy. For Chesebro, fiiU 

representation is important but examination of one significant part of a whole may also 

yield worthwhile results contributing to an understanding of the whole. Booth (1976) 

argues that the separate element of lyrics in a song is more closely ahgned with poetic 

language than the language of public address. He argues that the language is written to 

coexist with music and is, therefore, significantiy different from public address in terms of 

redundancy and form. 

A number of smdies of lyrics have been conducted along thematic hnes or in terms 

of content analysis. Carey (1969) conducted a content analysis of 176 songs from the year 

1966. This study was aimed at establishing a connection between lyrics in popular music 
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and bohemian values. Mohrmann and Scott (1976) exammed songs from tiie Worid War 11 

era according to the themes of the war in general, the armed forces, and the home front. 

Smith (1980) smdied Country and Westem music according to geographical themes, trying 

to determine the geography according to which Country and Westem performers 

concepmalize the world. Smith studied the occurrence of geographical references in the 

songs to smdy which areas of the world which were not a part of the Country and Westem 

performers' conceptual world. Carter (1980) studied themes of songs used by the 

Industrial Workers of the World organization. Finally, Katz (1988) examined themes in 

Israeli protest music. 

Other approaches to lyric analysis have been undertaken using varying methods. 

Thomas (1976) smdied the music of Joan Baez according to the constmction of the songs, 

the setting in which they were performed, the historical and social context, and emotional 

factors in the music. Applying the ideas of Plato to the music of Stevie Wonder, Weisman 

(1985) analyzed lyrics according to the six hierarchical levels of love. The music of Bob 

Dylan was examined by Makay and Gonzoles (1987) through mythic criticism of the 

portraits Dylan paints of outiaws in his music. Finally, Gonzoles and Makay (1983), 

bmlding on Irvine and Kirkpatrick (1972) examined both lyrics and musical form in their 

analysis of Bob Dylan's gospel music. 

Music and Social Movements 

The role of music in the functioning of social movements has been argued to be an 

important one. Along with other functions, music serves to reinforce the movement among 

members and can be an important rallying point. Stewart, Smith, and Denton (1984) 

examined 714.American protest songs from tune periods ranging from the American 

Revolution to the 1980s. They discovered a number of characteristics of protest songs. 

First, in the area of temporal orientation, they found that most songs dealt with the present 
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for the movement. The present was most often treated negatively in the songs, highUghting 

the need for changes sought by the movement. Past and fumre were mentioned much less 

frequentiy, with the past treated negatively, again to point out the need for change. The 

fumre was treated, for the most part, positively, in prediction of the movement's victory. 

Nineteen percent treated that victory as close at hand. 

Stewart, Smith and Denton also found a number of trends with regard to 

movements' perceptions of society which were demonstrated in the songs. Over half of the 

songs examined identified what were regarded by the movement as devils, or concepts 

believed to embody what the movement opposes, with the majority of these described in 

vague or nebulous terms. Three percent referred to conspu-acies and most addressed the 

devils in mUd language. Just over a thhd dealt with the concept of the self and how it 

related to the movement and the problems faced by the movement whUe only a fifth of the 

songs sought to enhance the self-image of members of the movement. 

In the area of action, one half contained demands and solutions but most of these 

were ambiguous about what those solutions should be. Twenty-seven percent named those 

who should initiate or carry out the changes sought by the movement. Only nineteen 

percent articulated acmal strategies for achieving the goals of the movement. Though 

largely ambiguous about action, most (60%) did, however, make dhect calls to action. 

- Knupp (1981) examining "the power of protest music to create a social reahty 

through language, rhythm and tone" conducted a simUar smdy of thirty-two protest songs 

(p. 378). Knupp also found that protest songs tend to focus on the present and are 

ambiguous in their arguments about problems and solutions. Part of the reason for the 

focus on the present, Knupp argues, is that restating or explaining history can complicate 

the song and possibly bore the audience. Knupp also notes a pronounced appeal to action 

over ideology in his smdy. He argues that protest music circumvents critical examination 

of the movement and works to motivate toward action instead of thinking. FinaUy, Knupp 
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argues tiiat protest music is largely an in-group rhetorical device, not geared to attracting 

new members, but rather, to motivating present members. This is in contrast to Mondak 

(1988), who argues that one of the main functions of protest music is to utilize its unique 

qualities to generate outside support. 

Rhetorical Study of Reggae 

Social movement research has seen several methods of analysis utilized to smdy 

music but absent from these methods has been metaphorical analysis. This absence has 

also been felt in tiie study of the Rastafarian movement. While a good number of books 

and articles address the subject of Jamaican and Rastafarian history and culmre, very few 

have examined these areas through rhetorical analysis of music. 

Mulvaney (1986) examined Reggae as a specific form of movement rhetoric. WhUe 

the Stewart, Denton and Smith, and the Knupp smdies were on a large scale, Mulvaney 

examined one song in the context of a live performance from the perspective of explaining 

cultural imphcations and significance of the lyrics of "No Woman No Cry" (Marley, 1974). 

Both the musical form of Reggae and the significance of movement to Reggae were 

examined as nonverbal aspects of the rhetorical form. 

King (1990) smdied the music of Bob Marley in a manner simUar to the present 

smdy. King analyzed metaphors in forty of Marley's songs. The analysis took as its base 

a framework set up by Gibson (1990). The smdy functioned to refme Gibson's categories. 

The results of King's analysis will be discussed in Chapter V, where a comparison will be 

made between the King's results and the results of the present smdy. 

In terms of data selection and method, this smdy differs markedly from King's. 

This smdy analyzes more songs than King's smdy, but, perhaps more importantiy, 

attempts to examine a specific area of Marley's lyrics, the lyrics from Marley's central body 
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of work, recordings made on the Island label. This body of work also represents his first 

exposure to intemational audiences. 

The methods used by each study are also different. King seeks to buUd on what 

Gibson (1990) identifies as metaphoric clusters in Marley's work. Thus, King takes 

Gibson's work as a starting point. This study seeks to constmct a vision of Marley's work 

from the ground up, basing the interpretation on categories of metaphors shown in the 

artifacts. Additionally, this smdy seeks to gain some insight into the use of any Rastafarian 

language and culmral metaphors that appear in Marley's lyrics. King's smdy does not 

address this issue specifically. Thus, this smdy uniquely attempts to build a coherent 

picmre of Marley's work during a specific period, paying attention to possible cultural 

specifics in his lyrics. 

Winer (1990) smdied the inteUigibihty of Reggae lyrics among several North 

American groups. The smdy was not rhetorical in nature, but is important to note 

nonetheless because it has implications for the rhetorical smdy of Reggae. Winer presented 

people from several demographic groups with Reggae songs which utUized Jamaican 

Creole to differing degrees. Winer found that, generally, non-Jamaicans had some 

difficulty in understanding the Creole used in most of the songs which he presented. He 

found that many hsteners relied heavily on hmited previous knowledge of Jamaican culture 

to fiU in gaps in understanding. The results did, however, vary significantiy between 

different groups. Some groups understood more than others but, in general, the 

assumption that the singer in a Reggae song would be understood was "overestimated" (p. 

50). 

Regis (1988) commented on the dichotomization of humanity as portrayed in 

Reggae. This short discussion came within the context of his argument that the culture of 

less developed countries often gets reexported back to them by more developed countries. 

The article did not have the aim of rhetorical analysis of the lyrics beyond this short 

52 



discussion. Similarly, Wamer (1988) used song lyrics to demonstrate philosophical bases 

from which Calypso and Reggae work. This study reproduced and discussed lyrics from a 

number of sources in both forms of music, but did not analyze the work of one performer 

according to any particular method. In White (1992) and Hebdidge (1987), lyrics are 

reproduced and discussed, but not from a rhetorical perspective. These discussions are 

used demonstratively within the larger context of relating the history of Bob Marley's life, 

in the case of White, and within the context of examining Caribbean music in general, in 

the case of Hebdidge. 

Several arguments have been made in support of an interpretation of music as a 

form of rhetoric. This form of communication has a number of unique characteristics, the 

study of which has revealed significant insights into the worldviews of several performers. 

Its distinction from traditional public address in terms of language used, repetition of 

performances, and the additional aspect of the acmal music composition combine to make it 

a powerful form of communication. Further smdy of this form of communication seems to 

be warranted in order to leam how these elements work separately and in concert to make 

music such a powerful form. This goal can clearly be achieved through both more 

discussion of the rhetoric of music on a theoretical level, and by more case smdy of 

phenomena in which music appears to have played a significant and persuasive role. This 

study seeks to contribute to the general goal of increasing the understanding of music as a 

form of rhetoric. 

A case in which music appears to have played a very significant rhetorical role is the 

case of Reggae music in the Rastafarian movement. This area, however, remains a 

territory barely explored. The relative dearth of smdy of Reggae as a rhetorical form seems 

to indicate a need for further study. Reggae has played a substantial part m the Rastafarian 

movement, in terms of communicating the movement's message both in Jamaica and 

internationally. In addition, tiie music is an important part of Jamaican culture. Noting the 
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importance of Reggae as a rhetorical form, Mulvaney (1986) writes "[Jamaica's] contmued 

stmggle for racial, culmral, and national identity amidst contemporary and mterrelated 

problems of class, race, and poverty has found no voice louder than that of the Rastas and 

tiiek Reggae music" (p. 117). Certainly, such a significant indicator of Rastafarian, and 

Jamaican, belief and culture is worthy of further smdy as an example of music functioning 

rhetorically as well as for an increased understanding of the Rastafarian worldview. 

Finally, what study has been done on the rhetoric of Reggae has not taken as its 

method the analysis of metaphor. This seems to be a method for the analysis of Reggae 

which can be very revealing. The lyrics in Reggae make significant use of metaphor, 

especiaUy metaphor unique to Jamaican and Rastafarian culture, and an understandmg of 

the music without an understanding of the meaning conveyed through these metaphors and 

local usages is limited (White, 1992). This smdy seeks to increase understanding of the 

music of the Rastafarians through study of what is a significant element in their music, the 

use of metaphor. 

Metaphor and the Smdy Human Interaction 

Metaphoric analysis can provide a window into the concepmal system, or 

worldview, of a rhetor. The importance of metaphor as a powerful element in language 

and an organizer of perception has been argued for by many. Ivie (1987) suggests that one 

may determine a speaker's master metaphors by examining that speaker's discourse. How 

a rhetor frames arguments and descriptions highhghts what the speaker views as important 

and hides elements of the simation which are not as significant in the concepmal system of 

the speaker (Lakoff & Johnson, 1980a). Richards (1936) argues that all tiiinking is 

metaphorical in nature and that language shapes, and is shaped by, metaphorical 

concepmalizations. This argument is echoed and expanded by Lakoff and Johnson (1981, 

1980a, 1980b) and Lakoff (1986) also argues that the human concepmal system is 

54 



metaphoric at a basic level. As our concepmal systems define our realities, metaphor plays 

a significant role in that definition. What follows is a discussion of metaphor as one way 

of understanding the worldviews of rhetors as well as a description of the process involved 

in smdying artifacts through identification and discussion of metaphor use in the artifact. 

The drive to understand the self has spurred philosophers and rhetoricians to look 

inward at the internal processes of metaphor in moving toward an understanding of 

metaphor in this cenmry. Views on metaphor in rhetoric have been based largely in the 

interaction approach (Osbom 1967b). This view was first initiated in Enghsh by I. A. 

Richards and by Max Black (Mooij, 1976). Leff (1983) notes that the major works in this 

approach to metaphor are Richards (1936), and Black (1962,1979, 1987). While Leff 

includes Beardsley (1962), as weU as Lakoff and Johnson (1981), and Johnson (1981) 

also includes Beardsley as well as Ricoeur (1977), as major works in the tradition, it is 

clear that Richards and Black are representative of the approach. The theory is summarized 

by Leff (1983) who writes "interaction theory posits that metaphor consists of a 

juxtaposition of two terms normally regarded as belonging to different classes of 

experience" (pp. 216-17). 

These two terms define the principle subject of the metaphor and the frame into 

which it is placed. In Philosophy of Rhetoric (1936), Richards gives these terms the 

names "tenor" and "vehicle" (p. 96). For Black (1962, 1979, 1987) these terms are 

"focus" and "frame" (p. 543). In rhetoric, the terms tenor and vehicle are most widely 

used (Jordan and Adams, 1976) and have provided a basic terminology for the smdy of 

metaphor m rhetoric (Osbom, 1967b). To demonstrate the use of these terms, take the 

example "man is wolf" In the example "man" is tiie tenor, the subject of die metaphor, 

and "wolf is the vehicle, the frame into which "man" has been placed. The statement, 

then, attributes the qualities of a wolf to the man being described. A wolf is a predatory 
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animal, a hunter, often despised in history and regarded as a bad animal. Thus, the man is 

being described as an undesirable, predatory, and animal-like person. 

Meaning in a metaphor emerges from the interaction of these two terms. Jordan 

and Adams (1976) identify three functions of tenor and vehicle: Their interaction, the 

similarity or comparison on which that interaction is based, and the dependency upon 

context of the meaning which emerges from theh interaction. Leff (1983) identifies two 

stages of the acmal interaction. The terms are juxtaposed and the juxtaposition leads to a 

pattern of associations by the vehicle. It is these pattems which dhect the understanding of 

the tenor. The simUarity on which the interaction is based comes from common aspects 

shared by the tenor and vehicle. For Richards, this field of common qualities is called 

"ground" (1936, p. 117). For Black, the similarities are called "commonplaces," and the 

ground is called the "system of associated commonplaces" (1987, p. 544). Leff (1983) 

notes that meaning "emerges from the space between the two terms" (p. 218), or from the 

ground. Richards (1936) also comments, interestingly, that the ground may be easily 

found, or it may be difficult to discern; it may come from a direct resemblance or it may 

come from some "common attimdes" (p. 118). 

This comment holds important imphcations for the third function of tenor and 

vehicle. The grounds for constmcting and interpreting metaphors are based in commonly 

accepted notions (Leff, 1983). Leff also points out that this argument holds important 

implications for rhetoric since it makes many features of the metaphoric process 

fundamentally rhetorical. Leff argues that they are based in social knowledge. The context 

which determines the meaning of the metaphor may be immediate (bound to the audience or 

occasion) or it may be social. Certainly it may be both, and probably usuaUy is. This 

distinction in types of social knowledge is also argued for by Farrel (1976) who, in his 

discussion of social knowledge and rhetorical theory, argues that social knowledge may be 

audience-bound or broadly based. So, to derive meaning from the metaphor, the listener, 
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bound by context in the form of immediate context, and in the form of social knowledge, 

discerns meaning based on the ground. 

Osbom and Ehninger (1962) discuss the role of context in the metaphoric process 

and identify four levels of context, which they call "qualifiers" (p. 228), and which may 

affect the meaning of a metaphor. One deals witii the immediate texmal or simation context 

within which the metaphor is used, two deal with social knowledge as discussed above, 

and tiie last deals with associations provided by individual listeners. Contextual qualifiers 

refer to the context of a discourse in terms of its acmal text and the simation in which it is 

used. The contexmal level ranges from words immediately around the metaphor within the 

text to simation circumstances in which it is given. For Farrel, this would be audience-

bound social knowledge in its most restrictive sense. That is, it would be social knowledge 

bound to a particular audience at a particular time. 

The second level is called communal qualifier. This level extends beyond the text 

or audience but is culmraUy bound, relying on culturally-based social knowledge. It directs 

the meaning of the metaphor by drawing from '"the funded knowledge'-the common 

experiences, traditions, or folkways-of the public to whom the stimulus is directed" (p. 

229). Osbom and Ehninger note that this level provides meaning because members of a 

culture are disposed to react to certain common stimuli in pre-determined ways. This effect 

is dueto frequent use of the stimuh or "because an approved interpretation has been 

stamped upon them by authority" (p. 229). 

The third level of context is Archetypal qualifier. These quahfiers are not 

temporally or culmraUy bound. They supply meaning based on "experiences common to 

men of many races and ages-experiences relived by each generation anew" (p. 229). They 

are based on "pervasive and generic relationships—the contrast between above and below, 

light and darkness, war and peace, the land and the sea, etc." (p. 229). These qualifiers are 

often combined with communal qualifiers to provide a culmral reference with a deeper and 
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more powerful meaning. To explain this function, Osbom and Ehninger give the example 

'"Communism would plunge the worid into darkness'" (p. 229). This kind of context wiU 

be discussed more later as one of the frames from which a rhetor may shape her view of an 

issue. 

The final level outiined by Osbom and Ehninger is private quahfier. This kind of 

context affects the meaning assigned by a listener through "personal or subjective 

associations" (p. 230). This qualifier is important because even when contexmal, 

communal, and archetypal qualifiers share a "high degree of commonahty" (p. 230) in a 

metaphor, it provides an interpretation which is unique to the particular hstener. 

While metaphors are discemed by using social knowledge, they also affect and 

guide social knowledge. This extension of the interaction view has been written about in a 

number of places. Briefly put, the argument holds that there is a two-way connection 

between thought and language, language is metaphoric in namre, therefore thought affects, 

and is affected by, metaphor. The idea that thought is metaphoric in namre is central to 

Richards' theory of meaning (Foss, Foss, & Trap, 1991). Richards notes in Philosophy 

of Rhetoric (1936) that metaphor is "omnipresent" in language (p. 92). He extends this 

argument on the same page to include thought as a metaphoric process, citing discussions 

of abstract issues as generally relying heavily on metaphor as people stmggle to describe 

the coimections they see. He also writes in Principles of Literary Criticism, that "metaphor 

is a semi-surreptitious method by which a greater variety of elements can be wrought into 

the fabric of the experience" (p. 240). Bilsky (1952) abbreviates Richards' argument. 

"Here is [Richards'] argument. All thinking is sorting. To think about anything is to take 

it as a member of a class and not merely as a particular" (p. 131). 

This relationship between thought, language, metaphor, and social knowledge 

evenmates into a position positing that metaphor provides a framework for reality. For 

example, Hastings (1970) argues that language pattems are connected to metaphorical 
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views which stmcmre perception. For Hastings, metaphor is an experiential framework. 

Lakoff and Johnson (1980a) also argue that aU experience is shaped metaphorically. This 

shaping is called framing by Mumby and Spitzack (1983), who, drawing on Lakoff and 

Johnson, regard metaphor as providing frames through which the pubhc views, and forms 

opinions of, specific social issues. 

Lakoff and Johnson (1980a) argue that this concepmal system extends to the 

cultural level. The most fundamental values in a culmre wUl be consistent with the 

metaphorical system within which the culture is framed. Accordingly, problems and 

solutions within a culture will occur within consistent metaphorical systems. 

Finally, it is important to note Nelson (1986), who argues that the importance of 

mass media to the process of concepmalization and metaphor is great. In a smdy of print 

media. Nelson concluded that the channel of mass communication amphfies the effect of 

metaphors used in that channel. This is an amplification in the area where language may 

shape the concepmal system of receivers of communication and therefore is an important 

phenomenon to examine. 

Metaphor as a Method 

This smdy will make use of the levels of context in an analysis of the metaphors 

used in Bob Marley's music. This element will be added to the general method outiined by 

Ivie (1987), which wUl be discussed in this section. This method focuses on gaining 

insight into the worldview of a specific rhetor. The view that reahty is tied to language was 

initiaUy brought to the level of the individual rhetor in Edwin Black's essay "The Second 

Persona" (1970). Black argued that in judging a discourse, the critic must discover the 

character of the rhetor and is, in effect, also judgmg that character. The relationship 

between text and author reveals an implied persona which is important to the smdy of the 

discourse. Black argued that language is revealing; it is a sign of the language user's 
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views. These views are the ideology which determines the rhetor's view of the worid, or 

frame of reference. For Black, the most likely evidence of this frame comes in the use of 

"styhstic tokens" (p. 112) which "cue" (p. 113) the listener, telhng her how to view the 

world as the rhetor does. 

Identifying these frames of reference is die goal of metaphoric criticism. As 

Mumby and Spitzack (1983) argue, metaphoric criticism aims to "make exphcit the 

experiential and concepmal base which underlies discourse" (p. 164). This is achieved by 

identifying and analyzing the specific metaphors used by a rhetor. Examination of specific 

metaphors will lead to the discovery of master metaphors which point out a rhetor's view 

or frame of reference (Ivie, 1987). These frames will be the sources of argument for the 

rhetor, indicating what he views as important and unimportant, highlighting aspects of a 

situation and concealing others (Leff, 1983). In effect, to discover this frame of reference 

for a rhetor is to discover the ground, or set of assumptions, from which a rhetor builds his 

arguments. 

The Process of Metaphoric Analysis 

Actual methods, in terms of specific processes, for metaphoric criticism vary with 

the nature of the artifact being analyzed. Larson (1982) notes that the choice of tools for 

analysis should be guided by a "careful consideration of a philosophy of, or a model of, 

how persuasion ought to operate in the simation being explored" (p. 535). Accordingly, 

there is no one way to do metaphor criticism, only the goal of getting at the framework of 

reality from which the rhetor operates, or which the rhetor tries to present to an audience. 

Ivie (1987) presents one way of analyzing the rhetoric of an individual through metaphor in 

the form of a five stage metiiod for analyzing texts of speeches from a metaphor 

perspective. Ivie's method is well-suited to this study furst, because it has as its goal 

understanding the metaphorical worldview of a rhetor. It is general enough in that goal to 
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allow analysis of many kinds of discursive artifacts, yet specific in its focus on the 

language use of a particular rhetor. This study seeks to discover the woridview of Bob 

Marley through his use of lyrics in his music. Second, Ivie's method is appropriate 

because it allows for the analysis of the rhetoric of an individual who has generated many 

artifacts. The selection of representative texts from the large field of data allows one to gain 

access to the woridview of the rhetor displayed in that field. Bob Marley generated such a 

field in his long career. Third, the process allows for the logical addition of the levels of 

context for the metaphors. This addition, explained later in this section, will aid greatiy in 

the smdy of a rhetor within a movement in which culmre is cmciaUy important. 

Metaphoric Analvsis Through Ivie's Method 

Ivie's (1987) method for analysis of metaphors used in rhetorical artifacts is 

outiined here. The first step for the critic is to become familiar with the speaker, texts of 

the speeches of the speaker, and the context(s) in which he or she spoke. This involves 

gathering biographical information about the speaker and information about the time in 

which he or she lived to gain an understanding of speaker's background and influences. 

This research is done to determine the culmral framework within which the speaker 

communicated. The critic should also review a broad sample of the speaker's speeches, to 

become familiar with the style of the speaker. Scholarly work done on the speeches, in the 

form of analysis and criticism should also be reviewed at this stage. 

In the second step, representative texts should be selected for detailed analysis. Ivie 

notes that, with successive readings, more metaphors used by the speaker will be revealed 

as the critic becomes increasingly famihar with the style of the speaker and, as a result, 

more famihar with the preferred vehicles of the speaker. The text should be reduced to die 

uses of these vehicles and their immediate texmal context. In this smdy, vehicles were 

identified by the use of terms indicating metaphoric concepts. 
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hi the thkd stage, the critic should categorize the uses of metaphor by clustering 

them into subgroups which function from "entailments" (p. 167). Here, Ivie uses Lakoff 

and Johnsons' (1981) terminology for what Max Black (1962) calls commonplaces and 

Richards (1936) calls ground. Each cluster represents one of the speaker's "metaphorical 

concepts" and together the clusters represent the speaker's "system of metaphorical 

concepts" (Ivie, 1987, p. 167). In this study, categories were constmcted based on terms 

that work from common metaphoric concepts. In the fourth stage, files should be 

established for each cluster containing all uses of metaphors witiiin the cluster. 

In the final stage, each file should be examined to determine prevailing pattems 

used in the speaker's discourse. Pattems within the clusters as well as pattems among the 

clusters help to determine the framework from which the speaker operates and tries to 

persuade. Extending on Ivie, this is the stage in which the critic should examine the levels 

of context discussed by Osbom and Ehninger (1962). Specifically, the communal and the 

archetypal levels are examined here, since contexmal-level quahfiers would be examined 

earher in Ivie's process and the private qualifiers are not accessible to the critic through the 

speaker's text. Information, gathered in the first stage, about the audience(s) to which the 

speech(es) were given and the culmral and situational context in which the discourse was 

given should be helpful in determining culmral context in this stage, aiding the critic in 

finding culturally-based vehicles. 

In discovering archetypal frames, the critic may mm to Osbom (1967a) who 

expands the idea of archetypal vehicle presented, with Ehninger, in 1962. Here, Osbom 

identifies more characteristics of what he calls, in this article, archetypal metaphor. Such 

metaphors, he writes, are popular in rhetorical discourse, indicating that specific archetypes 

are used by many speakers. This popularity is immune to change over time, as these 

metaphors are "grounded in objects, actions, or conditions inescapably salient in human 

consciousness" (p. 116). Being so deeply "imbedded in basic human motivations" (p. 
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116), these metaphors will affect, or at least be understood by, most of the audience. As 

an example, Osbom identifies the Light-Dark family of archetypal metaphor as one of the 

most basic. Light and dark, used as vehicles, express positive and negative judgments and 

have other expressions, such as cyclical processes (e.g., day and night). These 

expressions form what Osbom calls "argument by archetype" (p. 119), indicating that the 

frame through which the rhetor views the worid wiU be the beginning point of his 

argument, and will actually achieve something in the way of proof This concept of 

argument-by-metaphor is explained in detail, though not as a specific extension of 

Osbom's concept, by Leff (1983) and is also assumed by Ivie (1987), who "begins with 

the premise that metaphor is at the base of rhetorical invention" (p. 166). 

The strong support for metaphor as a major indicator of a rhetor's worldview as 

well as the support for the specific method of metaphor analysis warrants the use of this 

method in the present smdy. Given the importance of the musical form to social 

movements, and especially in a case such as the Rastafarian movement in reinforcing 

support of members and urging then to maintain their faith in Jah, it seems clear that 

examination of the messages contained within movement songs is an important part of 

understanding movements. Since calls for support and action are communicated lyricaUy, 

examination of the words of movement songs would seem to be the best method for 

smdying movements through their music. Accordmgly, metaphoric analysis of song lyrics 

is lUcely to be valuable in revealing the concepmal system of one of the most significant 

rhetors of the Rastafarian movement, both in terms of perceived problems and solutions, as 

well as m terms the culmre of the movement and the larger culmre within which the 

movement operates. 
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Data Selection 

Data analyzed in this study are the songs making up eight albums released by Bob 

Marley and the Wallers on the Island label, in the U.S. and U.K. and on the Tuff Gong 

label in Jamaica. Though it is difficult to say with certainty what audience Marley wrote tiie 

songs on these albums for, it seems likely that they were written with both Rastafarian and 

intemational audiences in mind. The heavy Rastafarian content points to the Rastas as an 

audience, and the knowledge that these albums would be distributed internationally, along 

with Marley's belief that spreading Jah's message through Reggae was his role in the 

movement, points to a wider audience. Though Marley wrote and recorded a great deal of 

material in his career, these albums were selected for a number of reasons. First, these 

albums were all produced or co-produced by Marley himself A great deal of the material 

recorded before Marley's Island albums was not produced by Marley or any of the WaUers. 

The role of producer is one of great importance to the finished product of an album (White, 

1992). Decisions about engineering and mixing of songs affect the lyrical content of the 

finished product. In addition, track selection decisions are also heavily influenced, or made 

solely, by producers. It seems safest to assume that an album produced by Marley will 

constitute the closest representation of his intentions for the music. These albums are most 

likely to include what he wanted included and are also most likely to retain lyrical content 

intended by Marley. 

Second, these albums gained the most intemational exposure. Early albums were 

released only in Jamaica on smaller, local labels. Future research on Marley's lyrics may 

benefit more from an analysis of lyrics which were accessible to the world outside of 

Jamaica than from an analysis of lyrics heard largely within Jamaica. Thus, tiiis smdy 

places itself as an early study in the specific analysis of Marley's lyrics and in the smdy in 

the metaphoric analysis of the lyrics in general. 
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Thkd, the nature of the recording industry in Jamaica, especially where an artist 

with a long career is concerned, as is the case with Marley, is somewhat chaotic (White, 

1992). Specific songs are often found to be included on several albums fulfiUing 

commitments to various recording labels as well as other contracts. These kinds of 

albums, along with the large number of "bootleg" recordings and releases not endorsed by 

an artist, can amount to a great number of recordings available for the smdy of one 

performer. Origins of songs become clouded at this point and analysis may be misled 

when based on such material. 

The albums selected for this study are Catch a Fire (1973a), Bumin' (1973b), Natty 

Dread (1974), Rastaman Vibration (1976), Exodus (1977), Kaya (1978a), Survival 

(1979), and Uprising (1980). Of the Island releases, three albums. Live! Bob Marley and 

the Wallers (1975) and Babylon By Bus (1978b), are excluded because they are hve 

recordings of concerts and include material found on the eight albums mentioned above. 

Confrontation (1983) was released after Marley's death. Production and track selection 

were not carried out by Marley. 

Biographical research was done in the area of Marley's life, career, and culture. 

This research included leaming the defining events in Marley's life through biographies 

written about him and interviews with him. In addition, current research in the areas of 

communication in the Rastafarian and Jamaican culmres was reviewed. This research was 

aimed at uncovering culture-specific elements of Reggae lyrics. Hence, the language of the 

Rastafari was smdied, in addition to other culmral elements, in order to ensure a 

comprehensive understanding of metaphor use in the music. 

All songs from the albums were transcribed. Lyrics for a few songs were obtained 

from the Jammin' Reggae Archives, located on the World Wide Web, an element of the 

Intemet. Lyrics obtained from this resource were checked against the albums for accuracy. 
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Lyrics were then analyzed according to the method detaUed earlier, with metaphors being 

identified and categorized accordingly. 

The results of this analysis are presented in Chapter TV. Metaphoric uses are 

presented according to pattems of use. Each pattem is described in terms of the 

entailments, or ground, of which it is made up. 

This chapter has presented arguments for music as a rhetorical form, reviewed 

existing research on lyric analysis and specific analyses of Reggae lyrics, presented 

arguments for the importance of metaphor to our concepmal systems, and presented a 

metiiod for analyzing rhetorical artifacts through the smdy of metaphors used. This chapter 

is the theoretical and methodological foundation from which the smdy of Marley's lyrics 

proceeds. The results of that study are discussed in the next chapter. 
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CHAPTER rV 

ANALYSIS OF METAPHORS USED IN BOB MARLEY'S LYRICS 

This chapter explores the rhetoric of Bob Marley through the analysis of metaphors 

used in his lyrics. The analysis reveals several trends in Marley's metaphorical usage. The 

chapter begins with an overview of the worid Marley describes in his rhetoric. The chapter 

is then organized around major metaphors found in Marley's lyrics. Eight metaphoric 

categories are discussed: LIGHT/DARK, UP/DOWN, NATURE, JOURNEY, 

BABYLON, FREE/SLAVE, POVERTY, and metaphors from Rastafarian language. The 

results of the analysis, Marley's basic message, may by outiined in the foUowing way. 

Overview 

This section attempts to synthesize the results of the analysis presented in more 

detail in the sections to follow. The picmre Marley paints of the Rastafarians, their world, 

and their place in it is laid out here in order to provide a context for the discussion of the 

metaphors. 

For Marley, Jah is hght, and is associated with the upward direction. People who 

foUow Jah are given understanding, they are able to see the tmth about the state in which 

they live. That state is one of poverty and oppression. The state of living without Jah's 

guidance is described as a life in the dark. For Marley, those in the dark are the people of 

Babylon. They are deceived and unable to see the tmth about their hfestyles and the 

consequences of these lifestyles, so they live a misled life. FoUowing Jah is also seen as 

the natural way for people to live; those who do not foUow Jah are estranged from their tme 

nature. The Rastafari are the followers of Jah, but are sometimes described by Marley as 

estranged from Jah and are other times described as being with, or a part of, Jah. It may be 

this dual perception of the Rastafari that motivates much of Marley's appeals to the Rastas 
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to continue living for Jah and resisting Babylon. If he sometimes saw the Rastafari as 

estranged form Jah, and other times saw them as his people who have been shown Jah's 

tmtii, he may have wanted to aim some of his rhetoric at making sure that the Rastafari did 

not stray from foUowing Jah. 

Marley's rhetoric sees the Rastafari as being on a spkimal joumey toward Zion, tiie 

land of Jah. This joumey is made by living according to Jah's word and resisting 

Babylon. Zion represents the state of being with Jah. hi Zion, the Rasta wiU be traly free 

from oppression he has experienced in the worid. The joumey to Zion has an interesting 

relationship with light. The Rastafari are guided by Jah's light, but also seem to be 

journeying to a place where they will be fully in his light. That is, because they foUow Jah, 

they are given understanding and wisdom on their joumey, but they are journeying in order 

to reach freedom, understanding, and wisdom. Zion is described both as a home to which 

the Rastafari are remming, and as a home for which they have searched, but to which they 

have never been. Marley urges the Rastafarians to continue in the joumey, to continue 

moving toward their destination. 

The major impediment to the Rastafarians' progress toward Zion is Babylon, the 

misguided people who do not follow Jah. These people are in the dark, hving without 

Jah's guidance, and are, therefore, without his gift of wisdom and understanding. 

Misguided by their own false understanding, they destroy Jah's creation and alternately try 

to kUl the Rastafari or trick the them into serving their ends. Marley's rhetoric seeks to 

remind his people of the maliciousness of Babylon and to describe the relationship between 

the two peoples as a war between the good of Jah and the bad of Babylon. 

Marley sees the Rastafari as not much different from their ancestors, the African 

slaves. They are stiU oppressed in his view and are not yet tmly free. They continue to be 

used by Babylon and live in poverty as a result. Marley's rhetoric seeks to remind the 

Rastafari of these conditions and to urge them not to allow themselves to be devalued and 
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used by Babylon "like a stock on the shelf (Marley, 1980) to be bought or sold and used 

as deemed necessary by the user. 

Marley's rhetoric seeks to remind the Rastafari that tiiese are tiie elements of theh 

worid. Marley tells them that they must maintain their faith in Jah and continue on the 

joumey toward him. Much of Marley's rhetoric is aimed at convincing the Rastafari to 

continue their resistance to Babylon and continue following Jah. It is in the continuing 

stmggle against Babylon and toward Jah that will set them free from the problems he 

describes. 

This chapter explores how these messages are presented metaphorically in Marley's 

rhetoric. It begins with a discussion of metaphors Marley uses to assign positive and 

negative evaluations in LIGHT/DARK, UP/DOWN, and NATURE. Next, the JOURNEY 

Marley concepmalizes the Rastafari taking is explored, followed by a discussion of the 

source of the Rastafarians' trouble, BABYLON, and explorations of the concepts of 

FREE/SLAVE, and POVERTY. In the final section, the use of Rasta language in Marley's 

rhetoric is discussed, with an emphasis on the use of "I-words." 

Light/Dark 

LIGHT and DARK play an important role in Marley's rhetoric. These basic 

evaluative metaphors are used by Marley to describe the positive and the negative. This 

orientation appears to be based in the importance of sight to the Rastafari and in the concept 

of renewal. As discussed in Chapter H, sight is an important metaphor for the Rastafari. 

Marley's use of the sight metaphor indicates that he also values sight highly. Light makes 

sight possible so things associated with light are seen as good. Accordingly, hght and its 

associated concepts are positive for Marley. He is describing for the Rastafari the revealing 

nature of Jah's wisdom. In Marley's view, Jah provides light, and is light. In Jah's light, 

the Rasta can see and understand his or her condition of oppression and poverty. People 
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without Jah's light do not understand their situations because they can not see them. In the 

light of day, one is better able to see, thus day is used by Marley to describe the state of 

being in Jah's light. Morning is an end to the darkness of night and so mommg takes on a 

positive connotation for Marley as weU. Marley's message to the Rasta is that Jah is the 

light that allows one to see the tmth, the provider of knowledge and wisdom, and the one 

without which one wiU be left in the dark without the guidance of sight. 

This message is communicated through references to light and the use of three 

supporting metaphors: DAY/NIGHT, MORNING, and SIGHT. These metaphors are 

distinguished by the use of terms such as "light," "day," "night," "sun," "moon," 

"morning," "new day," and other terms dealing with the presence of light. Marley sees the 

hght as coming from, and being part of, Jah. He says in "Exodus" (1977) "many people 

wiU fight ya down when ya see Jah light." For example, the darkness of the world may 

encroach on his light as he says in "Concrete Jungle" (1973a): "darkness has covered my 

light." But Marley believes that Jah will prevail over darkness; in "Could You Be Loved" 

(1979a) we hear "in the darkness there must come out the light." Jah will overcome the 

darkness of Babylon to bring about the "bright fumre" Marley speaks of in "No Woman 

No Cry" (1974). 

DAY, with the sun and its light, is one of the ways Marley describes the vital 

importance he sees in the light that is Jah's way. In "Sun is Shining" (1978a), he says that 

when the "sun is shining, the weather sweet," it "make you want to move your dancin' 

feet." Living without Jah's guidance is like living without the sun. Marley alludes to the 

people who are in darkness in "Crisis" (1978a) when he says "they say the sun shines for 

aU, but in some people world, it never shine at all." These people are in perpemal 

darkness, without the light of Jah to help them see. Marley sometimes gets caught in the 

darkness that their misguided hves bring. In "Concrete Jungle" (1973a), Marley describes 

the confusion of living without Jah's light. He sings "No sun will shine in my day today." 
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The only way out of such a condition is through Jah's guidance. When the Rastafari 

prevail over Babylon, as Marley describes in "Natty Dread" (1974), it wiU be "just lUce a 

bright sunny day" when "we're gonna have things our way." 

l^GHT is a negative metaphor for Marley. It is a time when light is minimal and 

sight is therefore restricted. For Marley, one is greatly disadvantaged at night, because one 

is without the aid of sight. In "Concrete Jungle" (1973a), he says "darkness has covered 

my light and changed my day into night." Here Marley says that the concrete jungle of the 

city disadvantages him because it is an area of darkness, a place that lacks the guidance of 

Jah. The people who live there have made this place of darkness; people of Babylon are 

described living in the darkness they have brought on themselves and are portrayed as 

hopeless in this darkness in "Midnight Ravers" (1973a): "for their problems it seems 

there's no solution; they become the midnight ravers." The term "ravers" communicates 

the confusion and delirium brought on by the absence of Jah's light in their world. 

Even at night, there is some light available. Marley appeals to the Rastafari to 

remember that even when the darkness of the world is all around them, Jah's light may be 

found. Marley remembers trying to bring light to the darkness in "No Woman No Cry" 

(1974): "and then Georgie would make a fire light; log wood bumin' through the night." 

Here, fire is used to help keep the darkness away. In addition to the efforts of humans to 

keep the darkness away, Jah provides a source of light for his people at night. The moon 

is as important to the night as the sun is to the day. In "Tum Your Lights Down Low" 

(1977), Marley asks "pull your window curtains oh let Jah moon come shining into our life 

again." The battle between light and darkness extends to night as well as day. The 

"Concrete Jungle" (1973a) not only blocks out the sun, but also blocks the light of the 

moon. Marley says of the concrete jungle, "the high yeUow moon won't come out to 

play." 
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Morning is a time when the darkness of night ends and the hght of day steadily 

drives it away. The MORNING metaphor supports LIGHT and also communicates hope. 

Thus, in using morning metaphors, Marley reinforces the positive value of light and tells 

his people to have faith that the darkness will end. hi "Three Little Birds" (1977), Marley 

describes the hope morning brings, saying "rise up this morning, smiled with the rising 

sun; three little birds pitch by my doorstep; singing sweet songs of melodies pure and tme, 
i » . 

saying, this 'this is my message to you: don't worry about a thing, 'cause every littie thing 

gonna be alright.'" 

Marley sees himself as a part of the hope morning brings when he says in "Sun is 

Shining" (1978a), "when the morning gathers the rainbow, want you to know I'm a 

rainbow too." This metaphor provides a littie insight into Marley's concepmalization of his 

role in the story of Jah and the Rastafari, as well as what he sees as the criteria for his 

success. He sees himself as part of the process that ends the darkness. His job is to help 

bring the light of Jah's word to the world. In "Rastaman Chant" (1973b) Marley says "one 

bright morning when my work is over man will fly away home," indicating that he will 

have been successful in spreading the message of Jah and reinforcing the spirit of the 

Rastafari when the darkness of Babylon and its concrete jungles are gone. Marley says in 

"Positive Vibration" (1976) that when the renewal Marley is working for is done he will 

say "make way for the positive day cause it's new, newdays, new time; and if it's a new 

feehn' said it's a new sign; oh what a new day." 

The importance of light, whether it is brought by the sun in the morning or by the 

moon at night, is that it makes sight possible. Marley uses sight as a metaphor for 

understanding. The SIGHT metaphor is an important part of the LIGHT metaphor for this 

reason. For example, in "Get Up, Stand Up" (1973b). Marley says "and now you see the 

hght, stand up for your right." Understanding given in the hght of Jah is linked by Marley 

to acting on that understanding. This is further shown in "Ride Natty Ride" (1979) where 
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the Rasta, understanding his situation of poverty and oppression, is motivated to change it. 

Marley says "dread he's got a job to do and he's got to fulfill that vision, to see his hurt 

will give him greatest ambition." Calling for such action, Marley sings in "Exodus" (1977) 

"exodus, movement of the people; open your eyes and let me tell you this." Opening one's 

eyes will reveal the reality of his or her situation. What Marley sees as the reality of the 

Rasta's simation is suffering. Marley says in "Survival" (1979): "every time I look 

around, the people suffering in every way." 

Without the full ability of sight made possible by light, one is deceived by illusion, 

as Marley says in "Crisis" (1978a), "they say the sun shines for all, but in some people 

world, it never shine at all. . . some people think life is a dream, so they making matters 

worse." In this example, because the people living in darkness do not have the sun to 

guide them, they are also contributing to problems that harm others. In being deceived by 

illusion, they do not see the reality of oppression and poverty. The ability to see that 

Marley describes is expressed not only in terms of external vision, but in terms of insight 

into oneself as Well. In "Exodus" (1977) Marley says " Open your eyes and look within; 

are you satisfied with the life you're living?" Thus sight is used to describe the 

understanding of self and environment. Marley claims that understanding given by Jah, the 

"light," wiU allow the Rasta to understand both of these elements of his existence. 

The LIGHT metaphor is important in the rhetoric of Marley. Supported by the 

metaphors of DAY/NIGHT, MORNING, and SIGHT, it demonstrates how the Rasta 

notion of "seeing" shows up in the rhetoric of Marley. Here, we see the use of the 

archetypal metaphors of LIGHT and DARK that Osbom (1967a) and Osbom and Ehninger 

(1962) argue transcend culmre and are recognized universally. The use of these metaphors 

by Marley shows the way in which the archetypes are used by the Rastafari. Without light, 

one can not "see" Jah's tmth. In darkness, one cannot see the even the problems 

immediately around him. Light is needed to help the Rasta get through life. Marley tells 
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the Rastafari that to change their circumstances, they must seek out Jah. His wisdom will 

provide the ability to see problems as they really are and work toward solutions. This is 

the way Jah will help them to help themselves~by giving them hght. 

Up/Down 

Metaphors dealing with the concepts of UP and DOWN appear frequently as 

another way of designating positive and negative in Marley's rhetoric. SimUar to the 

general orientational metaphor noted by Lakoff and Johnson (1980), UP is identified 

positively; DOWN is identified negatively. In seeking Jah's wisdom, the Rastafari are 

urged to direct their efforts upward. Marley translates his concepmalization of Jah and 

Zion as upward into rhetorical messages that paint that kind of picture for the Rastafari. 

UP metaphors are distinguished by the use of terms such as "higher," "lift," "up," 

"above," and "sky." 

Up is the direction of Jah and Zion. Zion is concepmalized as upward in orientation 

in the lyrics because it is described as being on a mountain. Zion is the name of the Bibhcal 

David's palace, which was on a hill. Thus Marley's concept of Zion appears to have been 

influenced by the Bible. Why Jah is concepmalized in terms of upward orientation is not 

indicated in Marley's lyrics beyond the idea that Jah resides in Zion, which is perceived as 

up. Up may also be interpreted in terms of hierarchy. It seems likely that Jah is described 

as being above humans because he is perceived as superior to humans. He was the creator 

of humans and will be their final judge. Another possible influence may be the biblical 

description of Heaven as being above the Earth, which is based in the same concept of 

superiority. Though the Rastafari do not really subscribe to the idea of Heaven as it is 

described in the Bible, it is likely that the upward orientation of Heaven in tiie Bible 

influenced Marley's concept of where Jah is. 
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That Zion and Jah are upward is shown in Marley's lyrics. In "Duppy Conqueror" 

(1973b), Marley says "I've got to reach Mt. Zion, the highest region." In this example, 

Zion is described as a mountain, the highest mountain. As Zion is where Jah resides, and 

possibly for the reasons discussed above, he is also described through the UP metaphor. 

In "Johnny Was" (1976), the main character in the song is killed and is described as having 

"gived up Jah his life" when he was killed. Thus his death took him Up to where Jah was. 

Jah gives his love and wisdom from above. In "No More Trouble" (1973a), Marley writes 

"What we need is love to guide and protect us all. We can hope it down from above." In 

an example of Marley viewing the Rastafarians as part of Jah, or at least closer to Jah than 

any other people, Marley sees the Rasta as part of a superior level of existence in "Africa 

Unite" (1979) when he says "We are the children of the Rastaman. We are the children of 

the higher man." 

It is interesting to note that the sources of light discussed in the previous section are 

also above in orientation. The sun and moon are in the sky (above the Rastafari) and are 

also positive in valence. Here we see the intersection of two major categories of 

metaphors. As the means by which Jah gives the ability to see, which Marley says is so 

important, the sun and moon are also associated with the upward evaluative orientation. 

The UP metaphor is also shown in the use of metaphors directing the Rastafarians 

to action that is aimed upward. For example, in "Sun is Shining" (1978a), Marley says 

"We'U lift our heads and give Jah praises." More generally, Marley says in "Survival" 

(1979) "We've got to lift up, 'cause the father's time has come." Additionally, in "Get Up, 

Stand Up" (1973b), he demands "get up, stand up, stand up for your rights." Finally, use 

of Ganja is described as an action that is oriented upward. In "Easy Skankmg" (1978a), 

Marley say "Excuse me while I light my spliff Oh God, I've got to take a lift," and in 

"Kaya" (1978a), he says "I feel so high, I even touch the sky." Marley says that since Jah 
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is above, part of seeking out his wisdom is acting in acknowledgment of that orientation, in 

acknowledgment of the superior knowledge and wisdom of Jah. 

UP is contrasted with negative qualities and actions through the use of DOWN 

metaphors. This category is distinguished by the use of terms such as "down," 

"downpress," and "fall." Babylon is concepmalized as down. This is concepmalized on 

two levels. First, since Babylon is a human civilization, it is necessarily perceived as 

below Jah. Second, as the namral opposite of Jah, it is also necessarily down. In the 

hierarchy between up and down, the Rastafari are sometimes described as on a level 

between Jah and Babylon, as in metaphors where they are described as estranged from Jah 

(lUce Babylon) but are still better off than Babylon because they are working toward 

rejoining Jah, and have his help in doing that. Other times, the Rastafari are described as 

being on Jah's level by virtue of their association with him, as when the Rastafari are 

described as part of Jah. This is not to mean that they are deities, but are divine in nature 

because they are part of Jah. Occasionally, they are portrayed as having been brought 

down to Babylon's level, when they stray from Jah's path or when Babylon succeeds in 

dragging them down to its level. 

Babylon does try to force the Rasta down. In "Exodus" (1977), Marley warns 

"Men and people will fight you down when you see Jah light." Having been fought down 

in the""Concrete Jungle" (1973a), Marley says "I've got to pick myself up from the 

ground." While this is also an UP metaphor, the state of being down on the ground as a 

result of the Concrete Jungle also makes this a DOWN metaphor. Finally, in a Biblical 

metaphor, Marley associates down with death, when he says in "SmaU Axe" (1973b), 

"whosoever diggeth a pit. Lord, shall fall in it; whosoever diggeth a pit shall bury in it." 

Downward orientation also plays a part in the use of one Rastafarian word which 

Marley uses. As discussed in Chapter II, one of the words specific to Rasta language is the 

word "downpress," which means "oppression." The word "oppression" has been changed 
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by the Rastafari to reflect what they feel is a more consistent approach to describing 

oppression phonologically (Pollard, 1980). Since "oppress" sounds lUce "UP-press", they 

have changed the word to give it a sound consistent with its negative qualities. Since 

downward is negative, the word becomes "downpression." It is Babylon that 

downpresses the Rasta. Surprisingly, this word shows up only twice in the lyrics analyzed 

here. In "Exodus" (1977), Marley says "Jah come to break downpression." It also shows 

up in "Guiltiness" (1977), when Marley says "woe to the downpressors." Marley indicates 

here that the downpressors, presumably because they force people down, away from Jah, 

wiU be punished by Jah and that he will end the downpression. 

UP and DOWN metaphors are used in opposition in the rhetoric of Bob Marley to 

indicate positive quality and negative quahty, respectively. Jah and Zion are described as 

being "up," while Babylon, oppression, and death are described as being "down." Marley 

tells his people to orient themselves toward Zion, which is up, and away from Babylon, 

which is down. He advises the Rastafari to acknowledge the superiority of Jah through 

their actions by doing things that are oriented upward and to avoid falling or being taken 

down to the level of Babylon. 

Namre 

• The metaphor of namre is typicaUy used to indicate a positive valence. Marley's 

rhetoric places great value in namre. He communicates this to his people through the use of 

metaphors dealing with namre and natural processes. Positive uses of the namre metaphor 

include Jah's wisdom, which is described in terms of namre in general, indicating that 

following Jah is the natural way to live, and in terms of hfe-giving water. Fhe, a 

destmctive element, is nevertHeless valued as the destroyer of Babylon. Negative uses are 

restricted to water metaphors. Bodies of water are described as obstacles. This use of 

water metaphor to describe an obstacle is distinct from description tiirough water as a hfe-
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giving element. NATURE is supported by the WATER category. FIRE and MORNING 

are also namre metaphors. Here we again see the convergence of major categories. As the 

sun and the morning are natural processes, their value is twice indicated as positive. That 

they are natural sources of light means they are positive as sources of light and positive as 

natural sources. Fire, as a natural agent of destmction, is a nature metaphor used to 

describe Babylon and its destmction. This metaphor is discussed in more detail in the 

Babylon section, but is discussed briefly here. Namre metaphors are distinguished by the 

use of words such as "namral," and references to namral phenomena such as fire, water, 

and plant hfe. 

Marley sees wisdom in namre in "Namral Mystic" (1977) where he writes "there's 

a namral mystic blowing through the air, can't keep them down; if you hsten carefully now 

you wiU hear." Here mystic knowledge is contained in namre. "Mystic" knowledge 

describes ancient and enigmatic knowledge, the knowledge of Jah. In addition, this 

metaphor may be interpreted as indicating that wisdom is the namral condition as a part of 

Jah. Marley appeals to the basic, namral state. If one listens to what is blowing in the air, 

one wiU hear the most basic element behind namre, Jah. The addition of the UP metaphor 

("can't keep them down") also points to the mystic knowledge as a positive for Marley. In 

addition to mystic knowledge, nature also contains reason. In "Forever Loving Jah" 

(1980), Marley writes "everything in life got its purpose; find its reason in every season." 

Again, Marley teUs his people that following Jah is the namral way for them to be, since it 

namrally leads to wisdom. Explanation of life may be found in nature, through the 

knowledge of Jah, Marley says. 

WATER metaphors are sometimes positive and sometimes negative in Marley's 

rhetoric. In "Could You Be Loved" (1979), water is positive; it is life-giving and is taken 

for granted. It is the guidance of Jah. Marley says "You ain't gonna miss your water untU 

your well mns dry." When a weU mns dry, the water that was once available on demand is 
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gone. It IS then that the person who has been using the well realizes her loss. Here Marley/I >A . 

may be telling the Rastafari not to take Jah's guidance as a given; they must contmue to 

follow the ways of Jah in order to continue to receive his guidance. A similar metaphor is , 

used to address Babylon in "Rat Race" (1976); Marley says that "in the abundance of 

water, the fool is thhsty." Though the wisdom of Jah is all around them (it is even / 

'blowing in the air') the fools of Babylon continue to live without it. It is here that tiie 

concept of deception (which is described in the section on Babylon metaphors) is used with 

the water metaphor. The fool is thirsty because he has been deceived into seeing illusions 

instead of the reality of his need for Jah. Here, Marley refers to Babylon as it rejects the 

"water" of Jah. The water of Jah is so powerful that it only takes "One Drop" (1979) to 

give life. In this song Marley says "reading the revelation, you'll find your redemption and 

find the keeping, the teaching of his majesty . . . feel it in the one drop." 

Other water metaphors use the vehicle to communicate negative association or both 

positive and negative association. In "Bumin' and Lootin'" (1973b), rivers are obstacles in 

the path of the Rastafari and are therefore negative. Marley says "how many rivers do we 

have to cross before we can talk to the boss?" In a case where water may be positive or 

negative, Marley says in "Misty Morning" (1978a) "don't jump in the water if you can't 

swim." Here the water may be negative if you can not swim, or positive if you can. 

Marley's point here is that what he calls the "power of phUosophy" may be negative or 

positive depending on the mind that is engaged in it. That is, reasoning (not "reasoning" as 

the Rastafari refer to it) may be used for good or evil. Presumably, the mind that is able to 

"swim" in philosophy, and use it for good, is the mind that has the aid of Jah. 

Fire is seen as a namral agent of destmction. As wiU be discussed in the Babylon 

section, fire is, treated positively because it is the means for destmction of Babylon. The 

category of nature seems to take as its ground elemental vehicles. Water and ah are natural 

79 



elements. So is fire. This is the rationale for mentioning FIRE as a category in the namre 

section. 

In the use of nature metaphors, Marley describes Jah's wisdom as a namral 

phenomenon and in terms of life-giving qualities of water, phUosophy is described in terms 

of the potential hazards water poses, and Babylon is described through its destmction 

wrought by fire. These metaphors are used to describe the power and wisdom of Jah, 

which he uses to give life to the Rasta and to destroy Babylon. Marley paints tiie picture of 

Jah's wisdom as life-giving water and Babylon's destmction as hfe-taking fu-e. These 

metaphors help reinforce the natural quality that Jah, and the lifestyle that is following Jah, 

are given. Marley tells his people that the natural way for them to be is followers of Jah. 

Joumey 

Marley sees the Rastafari as being on a joumey to Zion to be with Jah. The name 

Zion is important. As discussed earlier in this chapter, it is the biblical name for the place 

where King David, from whom Haile Selassie claimed to be descended, had his palace. In 

addition, Zion is sometimes used to refer to the city of God. Thus, in choosing the name 

Zion, Marley indicates that the joumey is to God. Marley urges his people to keep moving 

along in their search for this holy place. The treatment of Zion in Marley's lyrics takes two 

forms.- It is sometimes treated as a home to which the Rastafari are remming. In other 

places, it is treated as a new place, where the Rastafari are going for the first time. Either 

way, they are portrayed as searching on their joumey. They are searching for Zion. The 

JOURNEY metaphor is supported by MOVEMENT and SEARCH metaphors. 

The JOURNEY metaphor plays a prominent role in Marley's lyrics. This vehicle 

uses many metaphors such as"one thousand mUe away from home," "don't try to hold me 

up," "moving," "leaving," "road," "trod," "forward," ride," "along tiie way," "carriage," 

"mn," "train," and "fly." 
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Marley sees the Rasta as estranged from Zion, the place where the Rasta will be 

with Jah. Marley says in "Natty Dread" (1974) "dread me one thousand miles from home, 

and tiiat's a long way to be from home." Marley reminds the Rastas that their heritage is 

important cargo on their joumey. He says in "Exodus" (1977) "we know where we're 

going; we know where we're from." This may also be interpreted, along with the example 

from "Natty Dread" above, as Marley viewing the joumey as a remm to Zion, not 

necessarily a joumey to a new place. The Rastas are reminded that they are remming 

home. Marley wonders "which way will we choose?" in "Survival" (1979) but, whether 

they are remming home or going to Zion for the fu-st time, the point of departure and the 

destination are certain for Marley. In "Africa Unite" (1979), Marley says they are makmg 

their joumey "right out of Babylon . . . going to our Father's land." This land, as Marley 

says in "Duppy Conqueror" (1973b), is "Mt. Zion, the highest region." 

In "Exodus" (1977) Marley metaphorically describes the joumey. He says the 

joumey takes them "through the roads of Creation" and is a difficult trip, forcing them to 

"trod through great tribulation." In "Could You Be Loved" (1980), the road is "rocky, and 

you may stumble, too." Here, Marley refers to the trouble the Rastafari have encountered 

on their joumey toward Jah, such as slavery and oppression. The trip is not an easy one, 

and the Rastafari have lost much on the joumey. The joumey has aheady taken a heavy toll 

on the-Rastas. Marley (1974) tells of "good friends we've lost along the way." 

Wondering how long the joumey will take, Marley asks "how many rivers do we have to 

cross before we can taUc to the boss?" (1973b). In a place where biblical influence is 

present, Marley asks in "Exodus" (1977), that on this joumey, Jah "send us another 

brother Moses gonna cross the Red Sea." Here the metaphor of Moses leadmg the 

Israehtes out of Egypt is important. Marley asks Jah for the same kind of guidance during 

his people's joumey that was given to Moses' people. Marley does find some guidance in 

the song "Crisis" (1978a), in which "love" which is a "stream that will find its course." 
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This spiritual joumey to Zion is made by several means in Marley's lyrics. In "No 

Woman No Cry" (1974) Mariey says "my feet is my only carriage . . . so I've got to push 

on through." The Rasta sometimes "rides" along in the joumey. In "Ride Natty Ride" 

(1979) Marley says "Natty Dread rides again . . . riding through the storm, riding through 

the cold." The trip is frequentiy portrayed as one made by train, as in the "Zion Train" 

(1980): 

Zion train is coming our way 

oh people get on board 

you better get on board 

thank the lord, praise Fari 

I gotta catch this train 

'cause there is no other station 

The Zion train is the only hope, so "you gotta get a ticket" (1980). The world is portrayed 

as being on the wrong train, headed away from Zion. The Rasta finding himself on board 

says, "stop this train I'm leaving" (1973a). In addition to travel by train, the Rasta also 

travels to Zion by air. Marley says that "one bright morning when my work is over man 

will fly away home . . . to Zion" (1973b). 

Movement 

As a joumey involves movement, metaphors emphasizing movement may be found 

in Marley's rhetoric. Keeping with the JOURNEY metaphor, Marley prefers to move 

forward toward his destination. In "Redemption Song" (1980), he says "we forward in 

this generation triumphantly." Here we see the use of the Rasta term "forward" in Marley's 

rhetoric. Most movement can be described with this term, as discussed in Chapter E. 

Here, Marley sees the Rastafari moving forward toward theh goal. "Forwarding" the 

Rastafari seems to be one of Mariey's goals. In "Lively Up Yourself (1974) he wams 

against slowing forward movement when he says "you're gonna lively up yourself and 
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don't be no drag." To be a drag is to have the qualities of dragging, to slow progress. 

Even worse, remaining still is partly responsible for the Rasta's simation, as Marley says in 

Redemption song: "how long shall they kill our prophets while we stand aside and look?" 

To get out of theh current situation, the Rastas must move forward toward Zion. This 

forward movement involves "moving right out of Babylon" and "going to our Father's 

land" as Marley says in "Africa Unite" (1979). Moving forward out of Babylon involves 

rejecting Babylon's way of life and continually following Jah's way. It is the continuation 

that makes the difference. Simply acknowledging the authority of Jah and living according 

to his will for a while will not get the Rasta out of his situation and to the wisdom and 

knowledge that comes from being with Jah. 

There are also some metaphors that generally emphasize movement as being 

positive, but not necessarily in any specific direction. In "Lively Up Yourself (1974), 

Marley sings about dance: 

You rock so, you rock so, 

like you never did before. 

You dip so, you dip so, dip through my door. 

You come so, you come so, 

you skank so, you skank so. 

Be ahve today. 

Movement to music is also displayed in "Them Belly FuU (But We Hungry)" (1974), 

where he says "we're gonna chuck to Jah Music," and, later, using dance as an escape: 

You're gonna dance to Jah music, dance. 

We're gonna dance to Jah music, dance. 

Forget your troubles and dance. 

Forget your sorrow and dance. 

Forget your sickness and dance. 

Forget your weakness and dance. 
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In order to reach Zion, the Rastafari must move and keep traveling toward theh 

goal. Marley's use of the movement metaphor demonstrates how he saw this need for 

progress toward Zion, as well as the need for movement as an escape from the trouble the 

Rasta encounters on the way to Zion. Movement is seen as important no matter what form 

it takes. 

Search 

Part of the joumey Marley envisions the Rasta taking involves the concept of 

searching. The Rastafari are searching for Zion, searching for Jah. Marley refers to a 

number of different kinds of searches in his lyrics conceming the Rastafari's search. The 

SEARCH metaphor is displayed in a number of places. He sees love personified and 

searching in "Crisis" (1978a) where he says "they say love is a stream that wiU find its 

course, and every river mns to the sea." Elsewhere, other search metaphors may be found. 

In "Stop that Train" (1973a), Marley looks for happiness. Here he says "even though I've 

tried my best, I still don't find no happiness." He looks for hfe in "Concrete Jungle" 

(1973a) where he says "life must be somewhere to be found." He also looks for love in 

the same song, asking "now where is this love to be found, won't someone tell me?" In 

"Get Up, Stand Up" (1973b), he indicates, in a reference to Haile Selassie, that one 

looking for life should look on Earth: "but if you know what life is worth, you would look 

for yours on earth." This metaphor is important. Here Marley indicates that the search is 

also an earthly one. The search in this metaphor is not dhected toward Zion but toward 

Selassie, who is on Earth. Elsewhere, in "Namral Mystic" (1977), Marley searches for 

knowledge when he says he has "tried to fmd the answer to aU the questions they ask." 

Though the search is for many things in the lyrics, Jah is usuaUy the goal of the 

search. The Rasta belongs in Zion. Outside of Zion, the Rasta may search but will not 

find another place where he belongs. In "Running Away" (1978a), Marley says 
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"Rastaman, something wrong; you must've done something wrong; why can't you find a 

place where you belong?" 

The joumey Marley sees the Rasta on is a joumey to find Zion. The Rasta are 

sometimes described as estranged from their home and sometimes as looking for the home 

they have never had. Marley urges the Rastafari to move to make progress toward Zion. 

Action is necessary to carry out their search and reach the homeland of Jah. These 

messages may be aimed at providing the Rastafari with a sense of hope in Marley's lyrics. 

A joumey needs a destination and a search needs a goal toward which the search 

progresses. This goal provides the motivation for continuing to move along toward tiie 

goal. The goal Marley describes is the goal of Zion. Marley describes this goal on many 

levels. Zion represents the state of being free from Babylon's oppression, being one with 

Jah, obtaining the gift of wisdom from Jah, and possibly, living in the namral state of 

being a part of Jah. 

That Zion is seen as the home to which the Rastafari are either remming or travehng 

for the first time is important. The idea of Zion as the place where the Rastafari belong 

makes it stronger as a motivation for the Rastafari to continue their joumey. The Zion 

metaphor might also be interpreted as a residual from the repatriation rhetoric of early 

Rastafarians. If repatriation remained a strong theme even after Selassie visited Jamaica in 

1966, when he told the Rastafari to improve theh simation at home before going anywhere, 

then repatriation might have been translated into a sphimal repatriation, a retum to Zion. 

Whatever the case, Marley uses reaching Zion and Jah as motivation for the Rastafarian to 

follow Jah, who will lead the Rastas out of oppression, and to continue foUowing him. 

Babvlon 

On then-joumey to Zion, one of the things the Rastafari are escaping is Babylon, 

the land of the oppressive people who live without Jah's guidance. "Babylon," taken from 
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l^??^?P^^°"^i:^£EHELP^5P^? ^^"^^ i" the biblical Revelation of St. John, is often tiie 

White worid, largely Westem civilization, responsible for the oppression of Blacks and 

other people throughout history. Babylon is described by Marley as destmctive in many 

ways. It consumes the earth, kills the innocent, uses people, and is then proud of the 

things it has accomplished through destmction and death. 

The relationship between Jah, the children of Jah, and Babylon is shown in 

metaphors describing the relationship in many ways. First, the basic division between the 

Rastafari and Babylon is described in "Crazy Baldheaded" (1976) as the division between 

love and hate. Addressing Babylon, Marley admonishes "Hate is your reward for our 

love, telhng yourself you're God above." Here Marley says he believes that the Rasta has 

tried to approach Babylon with love but has been rejected by the overly-proud and hateful 

Babylon. Later in the same song, the Rastas reject Babylon in mm. Marley says "We're 

gonna chase those crazy baldheads right out of town." Marley predicts that Jah wUl treat 

Babylon simUarly in "Rastaman Chant," (1973b) when he says "I hear the words of the 

Rastaman say Babylon throne gone down, fall down; I hear the words of the Nayaman say 

Babylon throne gone down." This passage uses several metaphors. The down metaphor 

is used, as is the metaphor of the Nayaman, the Nayabinghi. Here Marley evokes the 

memory of ancient African warriors who in the song predict the fall of Babylon. In 

addition, the "throne," from which Babylon has mled, is predicted to faU in this royalty 

metaphor. 

The category of BABYLON is complicated. Several metaphors support the general 

metaphor. These metaphors describe the qualities of Babylon, the actions of Babylon, and 

the Rasta's relation to it. Categories included here are DECEPTION, DEATH, FIRE, and 

WAR. These categories are treated here according to the divisions of quahties, actions, and 

the relation to the Rasta because some of the supporting metaphors are used only a few 
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times and it seems to make more sense to treat them according to these categories instead of 

devoting very brief discussion of the categories which would then be repeated. 

Babylon metaphors are distinguished by the use of terms such as "Babylon," 

"system," "baldhead," "evil men," "high society" (where Marley is using a commonly used 

metaphor but does not mean to assign positive value as in the UP metaphor), and "pimper's 

paradise," as well as a number of varied terms indicating the enemy of the Rasta or that 

Babylon is being addressed. First, the general view of Babylon will be discussed. Marley 

sees Babylon and Rasta as two choices that can be made. In "Coming in From the Cold" 

(1980), Marley says "when one door is closed, another is open," indicating that rejecting 

the door that leads to Babylon will open the door of Rastafari. The undecided stands with 

this choice to make. Choosing the Rasta door means turning your back on Babylon. In 

"We and Them" (1980), Marley notes this, saying "we have no friends in a high society." 

Marley compares such people to rats in "Rat Race" (1976), when he says, of Babylon, 

"this is a rat race." 

Pride is a minor but important metaphor used to describe Babylon. In "SmaU Axe" 

(1973b), Marley asks of Babylon "Why boasteth, oh evil men, playing smart and not being 

clever?" This metaphor refers to the deception carried out by Babylon and of which 

Babylon is a victim. Babylon boasts about its civilization, but is fooled. It is only 

"playing" at being smart. In reality, Babylon is not clever at all. In "Pimper's Paradise" 

(1980), Babylon is described as being a prideful whore that is a "pimper's paradise." 

Marley describes the whore and how she "loves to model up in the latest fashion," and, 

later in the song he says "every need got an ego to feed." Here, in a consumption 

metaphor, Marley also describes Babylon as prideful. This metaphor describes Babylon 

negatively through the description of it as committmg die biblicaUy proscribed sin of pride. 

Despite the disdam Marley feels for Babylon, he still calls on the Rasta, in "One 

Love " (1977), to "Have pity on those whose chances grow thinner. There ain't no hidmg 
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place from the Father of Creation." Here a growth metaphor is used in "chances grow 

thinner" to portray Babylon as a people to be pitied and who will not escape the judgment 

of Jah. Similarly, Marley wonders in the same song "Is there a place for the homeless who 

has hurt all mankind just to save his own?" Here, Babylon is portrayed as harming all 

humankind, but is stiU deserving of pity. 

Deception 

Deception is one of the ways Babylon has hurt all of humankind. In the deception 

category, we see a place where Babylon and light metaphors converge. Without hght, one 

may be deceived and will seek to deceive others. Babylon is described as being without 

Jah and, therefore, in the dark. Because they are in the dark, the people of Babylon live a 

life based on falsehood and seek to deceive the Rasta as one of the results of their 

misguided understanding of hfe. Though Marley seems to mean that Babylon is literaUy 

deceived, he communicates this through the use of metaphors. Thus, this category is one 

of metaphors that describe the general deception of Babylon. The DECEPTION category 

of metaphors demonstrates this basic position in Marley's rhetoric. First, a few metaphors 

show that Marley believes Babylon to be in such a state. In "GuUtiness" (1977), he says 

"they hve a he, a false pretense every day." This pretense gives Babylon a feeling of safety 

from the judgment of Jah, as Marley says in "Rat Race" (1976): "When you think is peace 

and safety, a sudden destmction. Collective seemity for surety." In addition, Babylon is 

deceived into thinking their life is valuable away from Jah. Marley says in "Get up. Stand 

Up" (1973b) "is not all that ghtters is gold and half the story has never been told." The 

apparent value of Babylon is contrasted with the real value of Rasta in "Survival" (1979): 

"some people got heritage, some people got nothing; some people got hopes and dreams, 

some people got ways and means." In these last two examples, an overlap between tiie 

metaphors of Babylon and trade is seen in the use of words dealing with value. The value 
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of Babylon is described by Marley as less than that of the Rasta. Evenmally, the reality, 

the tme value, of the life led by Babylonians will be shown to them. In 'Time WiU TeU" 

(1978a), Marley, addressing Babylon, says "time will tell; you think you're in heaven, but 

you're hving in heU." 

Babylon is filled with deception. In addition to being deceived, it also seeks to 

deceive the Rasta for its own gain. Mariey says in "Guiltiness" (1977), "they would do 

everything to make thee realize their every wish." hi "Ride Natty Ride" (1979), they also 

"build the worid in great confusion to force on us the devil's Ulusion." This effort is large 

in scope. Babylon mns: 

Ten thousand chariots 

and they're mnning without horses. 

The rider they cover their face 

so you couldn't make them out in smoky place 

Marley is concerned that his people will be tricked into joining Babylon in theh state of 

deception.'In "Zimbabwe" (1979) he says "I don't want my people to be tricked by 

mercenaries." Here we also see a war metaphor. Babylon's misguided state is the cause of 

their preoccupation with war and death. Against the deception of Babylon, he wams, in 

"Could You be Loved" (1979), "Don't let them change you, or even rearrange you. Oh no 

. . . don't let them fool you, or even try to school you, oh no. We've got a mind of our 

own." The inclusion of "school" points out another element of Babylon's deception. 

Education is seen as one way Babylon tries to deceive the Rasta. In "Crazy Baldheads" 
"MHIWIini ^ 

(1976), Marley says "We build your schools. Brainwash education to make us the fools." 

AdditionaUy, in "Babylon System," Babylon builds "the university deceiving the people 

continuaUy." Politics is also another area of deception. Marley wams in "Revolution" 
- - - - .« *-• , . -.... , 

(1974) "never make a politician grant you a favor, they will always want to control you i 

forever." In addition to politics and education, religion is also given as a specific area of 
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deception. In "Babylon System" (1979), Babylon is "building the church . . . deceiving 

the people continually." Education, religion, and politics are seen as specific, organized 

efforts at deceiving the Rasta. Perhaps the dislike for these instimtions is a result of the 

uses of each of these in the past by oppressors. Marley may be warning his people away 

from education because he sees it as part of the process of oppression, as brainwashing. 

Politics and religion may be similar cases. Politicians make laws and social pohcy and it 

seems fairly clear that Marley views these as oppressive and deceitful. It seems hkely that 

Marley would distmst religion because it would teach about a god other than Jah. 

But Marley sees the Rastas wiser than Babylon and therefore more able to avoid 

deception because, as he writes in "Get Up Stand Up" (1973b): "you can fool some people 

sometimes, but you can't fool all the people all the time," and, in "Revolution" (1974), 

"revelation reveals the tmth.'| The tmth is revealed to the innocent in "Forever Loving Jah" 

(1980): "what has been hidden from the wise and the pmdent been revealed to the babe and 

the suckling in every thing, and in every way." In "Babylon System" (1979), Marley says 

the Rasta is not fooled by Babylon's deceptions: 

we refuse to be what you wanted us to be 

we are what we are 

that's the way it's going to be 

if you don't know 

• you can't educate us 

for no equal oppormnity 

This example shows education as a means of deception that the Rastafari see through. The 

Rastafari are also predicted to avoid deception in "Ride Natty Ride" (1979): 

but we will survive in this world of competition 

'cause no matter what they do 

let the people come to tmth 

and no matter what they say 

it's getting sweeter every day 
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This example makes use of a game metaphor. Marley sees the Rasta avoidmg this 

particular form of deception in "Ride Natty Ride" when he says "no matter what game tiiey 

play, we've got something they can never take away." Marley says the Rastafari wiU not 

only avoid deception, but in at least one case they will destroy it. In "Bumin' and Lootin'" 

(1973b), Marley says they wiU be "burning all iUusion tonight." 

In Marley's view, Babylon both deceives and is deceived. Workmg from its own 

distorted view of reality, it seeks to deceive the Rastafari in order to gain control over them, 

and to use them for its own ends. Babylon wants to bring the Rasta into the realm of 

deception, and tries to achieve this thorough games and tricks. Marley indicates, however, 

that the Rastafari are too wise to be fooled by Babylon, and the deception will not work on 

them. 

Death 

Babylon is associated with death in several places in Marley's rhetoric. In "Crisis" 

(1978a), Babylon is described as a kiUer who enjoys his activity. Marley says "They stiU 

killing, kUUng tiie people and tiiey having lots of fim." hi "Tune WiU TeU" (1978a), 

Babylon "gone come cmcify the dread," indicating that Marley sees Babylon as not just 

killing the Rasta but killing him as Christ died, in a metiiod intended to impose a 

humiliating and painful death. In "Coming In From the Cold" (1980), Marley demands 

that the Rasta not "let the system make you kill your brotherman." Babylon kUls not only 

people but all forms of life. In the song "I Shot the Sheriff (1973b), the sheriff, 

representing Babylon says of Marley's crops "KiU them before they grow." In this 

example, a growth metaphor is used witii a deatii metaphor. The sheriff says to kUl the 

crops before they grow. This example may demonstrate that Marley concepmalizes 

Babylon as attempting to kill the Rastafari completely, so that they can not even grow. 
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Killing the crops in the song would lead to an absence of those kinds of crops, whatever 

they may be. Thus, Marley may be saying that Babylon is trying to eliminate the Rastafari. 

Along with kiUing, Babylon also consumes, hi "We and Them" (1980), Babylon 

is said to be "eating up all the flesh from off the Earth." Here, Babylon takes hfe and 

consumes the resulting death. As discussed in Chapter E, Rastafarian eating habits do not 

include meat, which is seen as dead flesh. The Rastafari do not consume anything that they 

perceive in terms of death. The believe only life can sustain life. This lyric may be an 

example of the Rastafarian culmre showing itself in Marley's lyrics. E Babylon "eats" 

flesh, it is consuming death. Since the Rastafari beheve that a person becomes what she 

consumes, this example likely is communicating that Babylon is death, since it consumes 

death. The predatory nature of Babylon is described in "GuUtiness" (1977), when Marley 

says "these are the big fish who always try to eat down the small fish. Babylon wants to 

consume the Rastas, who are not predatory, and decrease their numbers. Later in 

"Guiltiness," Babylon consumes even sorrow and are, therefore, sorrowful: "woe to the 

downpressors; they eat the bread of sorrow." The metaphorical imphcation of death is that 

it is the opposite of Jah, who is life. Thus, the association of Babylon with death places 

Babylon as the opposite of Jah and life. To join Babylon is to take part in others' deaths, 

to die, and to become death itself 

Fire 

In "Babylon System" (1979), Marley says "Babylon system is the bonfu-e," 

indicating that it is currentiy burning, and is a large fire. The description of Babylon as a 

bonfire is unportant. The nature of a bonfu-e is that, in consuming its fuel, it evenmaUy 

destroys itself Thus Babylon is concepmalized by Marley as self-destmctive. In addition, 

an intersection between the fire metaphor and tiie deatii metaphor may be seen here. Part of 

the description Marley makes of Babylon in terms of death is that is fully enmeshed with 
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death. The description of it as a bonfire also points to this view. As a bonfu-e, Babylon is 

its own death. The metaphor is continued in "Ride Natty Ride" (1979), Marley says "now 

the fhe is out of control... destroying and wasting their souls." Here the fire has grown 

so large as to be "out of control." As a part of the fne itself, the citizens of Babylon are 

being burned. In fact the fire is so destmctive that it is destroying their very souls. Later in 

the same song, Marley says Babylon is "buming down every day," indicating that Babylon 

is continually carrying out its own destmction, and, in a metaphor combining fire and water 

("no water can put out this fire") further indicating a large, out of control fu-e. It must be 

noted here that while fire is predominantly used negatively, fhe is also seen as positive, as 

wiU be discussed in the section on poverty, where fire is seen as a source of light and 

therefore productive instead of destmctive. In terms of Babylon, however, fire is seen as 

destmctive. 

War 

Marley concepmalizes the relationship between the Rastafari and Babylon in terms 

of warfare. In "Rastaman Chant" (1973b), Marley says "I hear the words of the Nayaman 

say Babylon throne gone down." As discussed earlier, the "Nayaman" metaphor in 

"Rastaman Chant" reveals the warlike relationship Marley sees between Babylon and the 

Rastafari. Marley says there is a war between the two, he describes several actions in this 

war that the Rasta takes, and predicts that the Rasta will be the victor. WAR metaphors are 

distinguished by the use of such terms as "Armageddon," "fight," "war," "battle," 

"victory," and other words related to war, battie, or fighting. 

Fkst, that there is a war is made clear by Marley. In "One Love" (1977), he 

describes the "Holy Armageddon" which is being fought between the Rasta and Babylon. 

Here he uses the biblical term for the ultimate war to describe the conflict between the Rasta 

and Babylon. Marley sees the stmggle between the Rastafari and Babylon in these terms 
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because it is a large scale war between those who are with Jah and those who are agamst 

Jah. War is the reality of the worid for Marley, as he tells the Rastafari in "Real Simation" 

(1980): "Check out the real situation, nation war against nation." The war between the 

Rastafari and Babylon is not necessarily a physical war, however. It is predominantiy a 

sphitual war. In "So Much Things To Say" (1977), Marley says "But I and I no come to 

fight flesh and blood," indicating that the war takes place not only on the level of physical 

violence but as a spirimal clash between competing ways of living. 

Marley also makes calls to action. He describes the action necessary for victory, 

and calls for the Rasta to fight. Making it simple in "Zhnbabwe" (1979), Marley says "we 

go fight; we gonna fight; we go fight, fight for our rights." Later in "Zimbabwe" he 

advises that only fighting will change theh situation: "arm in arms, we charge; we'U fight 

this littie stmggle 'cause that's the only way we can overcome a littie trouble." Marley caUs 

for the Rastafari to "bum and loot" in "Bumin' and Lootin'" (1973b). In this example, 

Marley does not indicate whether he means a physical action or a spirimal action. 

Elsewhere in the song he refers to "buming all iUusion tonight." Buming and looting is 

most likely a metaphor for resisting the iUusion that Babylon presents to the Rastafari. 

The Rastafari will be the victor in the war, as Marley predicts in "Jamming" (1977), saying 

"No bullet can stop us now," referring to both physical and physical war. Marley indicates 

that the Rastafari wiU resist Babylon on both levels; they are unstoppable. 

The metaphors used in the WAR category point toward a concepmahzation of the 

relationship between the Rastafari and Babylon in terms of war. That Marley sees the 

relationship in this way is suggested by the use of war metaphors to describe the 

relationship and the use of more of these metaphors to prescribe action to be taken by the 

Rasta in order to be victorious over Babylon. Through the war metaphor, Marley appears 

to be depicting the relationship between die Rastafari and Babylon as a weU defined 

stmggle, in which a person is either on one side or the other. It seems lUcely that his 
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message here is that the Rasta must choose the side of Jah and think of Babylon as the 

enemy. In order to end oppression, the Rastafari must defeat theh principle agent. 

The complicated Babylon metaphor appears in many diflerent forms m Marley's 

rhetoric. In general, Marley's view of Babylon may be broken down into description, 

action, and the relationship to the Rasta. Through these categories, we have found that 

Babylon is seen as an a killer, a cmcifier, an agent of consumption, boastful, and as hating 

the Rasta. Marley's rhetoric appears to seek to define Babylon in terms which facUitate 

opposition by the Rastafari. 

Free/Slave 

Though Marley indicates that he sees Babylon as a user of people, including the 

Rasta, he does not necessarily claim that Babylon is the only or main oppressor. 

Nevertheless, he does refer to the concepts of slavery and slave driver. The FREE and 

SLAVE metaphors are used to communicate the idea that the Rasta continues to be 

oppressed through many means, just as the ancestors of the Rastas were. Through these 

metaphors, Marley reminds the Rastafari that they are still subject to this oppression; they 

are not truly free. The FREE/SLAVE metaphor is supported to some extent by the TRADE 

and POVERTY metaphors. In tills metaphor, Marley describes the Rasta as more valuable 

than gold; he urges them not to be used as a commodity. The metaphors of FREE and 

SLAVE are used together often and occur as oppositional elements of Marley's rhetoric. 

This category is marked by the use of words such as "slave," "slavery," "whip," "chains," 

and "captivity." The oppositional FREE is marked by the use of the word "free." 

Slavery metaphors refer to both slavery in the past and the present. Referring to the 

past in "Redemption Song" (1980), Marley says tiiat phates "sold I to the merchant ships," 

indicating the historical selhng of Africans into slavery, and tiie consequent use of the slave 

ship to transport the slaves to the New Worid. In "Slave Driver" (1973a), Marley feels the 
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effects of slavery centuries later when he says "Every time I hear the crack of the whip, my 

blood mns cold; I remember on the slave ship, how they bmtalized my very soul." 

Marley's personalization of the slave experience is important. It shows the connection 

Marley sees between the past slavery and the present oppression. Marley refers to the very 

comphcated social and economic forces that maintained the oppression of Blacks long after 

their legal emancipation by referring to the slavery experience in the fu-st person. He says 

that those same forces are still oppressing him and his people, many years later. 

The modem-day form that physical slavery has taken is mental slavery, as Marley 

says in "Redemption Song" when he calls for people to "emancipate yourselves from 

mental slavery, none but ourselves can free our minds." Here Marley, excludes Jah and 

explicitiy tells his people that they are responsible for taking action to free themselves. 

Marley transcends slavery in "Duppy Conqueror" (1973b), where he says "the bars could 

not hold me." In the last two examples, both FREE and SLAVE oppositionals are used in 

the same passage to set off their opposite nature. 

Other places where these elements are seen show that they are not always used 

together. For example, in "Exodus" (1977), Marley predicts that "Jah come to . . . set the 

captives free," indicating that Jah will emancipate the victims of the slavery and oppression 

that has held the Rasta down for centuries. In other places, SLAVERY is included but 

FREE seems to be the dominant metaphor in the passage. The oppression mentioned in 

"Exodus" is denied by Babylon. Marley sees Babylon as telhng the Rastas that they are 

already free, but he does not believe them. In "Slave Driver" (1973a), he says "They may 

say that we are free; only to retain this poverty." Finally, in "Revolution" (1974), Marley 

compares the freedom sought by the Rastas to the freedom of a bhd when he says "LUce a 

bird in a tree the prisoners must be free." 

The oppositional concepts of FREE and SLAVE are used together and apart m 

Marley's rhetoric. Through these metaphors, he communicates his concepmalization of the 
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Rastafari's continuing slavery and oppression. He believes he and his people have been, 

and are, the victims of both the actual slavery and the present-day effects of it. Thus, 

Marley tells his people that, though Babylon may tell them they are free, they are not yet 

tmly free. Marley says the Rastafari, with the help and guidance of Jah, must work to free 

themselves. 

Trade 

Marley wams the Rastafari in his rhetoric against misjudging the value of theh lives 

and advises them about what he sees as tmly valuable. Metaphors in the TRADE category 

deal with the process of payment and the concept of value. Through these metaphors, 

Marley presents a delineation between what Babylon values and what the Rasta should 

value. The Rastafari are advised to value themselves above all worldly items of value, and 

not to be used as a means for another's profit. Trade metaphors are distinguished by the 

use of words dealing with value and trade such as "pay," "valuable," "cost," "silver," 

"gold," and "stock." 

Marley notes in "Bumin' and Lootin'" (1973b) that the Rastafari have lost much 

when he says "all we got it seem we have lost; we must have really paid the cost." Though 

the Rastafari have lost a great deal in the world, Marley advises the Rastafari through the 

use of-the trade metaphor to remember what is of real value: their lives. The value of life is 

shown in "We and Them" (1980), where Marley says "someone will have to pay for the 

innocent blood they shed every day." "Blood" is used as a metaphor for life here and it is 

described as having value for which compensation must be made. Babylon destroys life 

and therefore destroys something valuable and, accordingly, payment must be made. The 

Rasta is advised not to forget the value of life in "Jamming" (1977) when Marley makes the 

normative statement "Your life is worth much more than gold." Here the value of life is 

placed above what is regarded in most of the world, including Babylon, as the standard for 
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defining value. Spirit and wisdom are also valued at this level in "Zion Train" (1980), 

when Marley advises the Rasta "don't gain the worid and lose your soul; wisdom is better 

stiver and gold." Finally, Marley makes his point again in "Pimper's Paradise" (1980) 

when he advises the Rastafari against devaluing themselves and allowing themselves to be 

used by Babylon. Marley says "don't be just a stock, a stock on the shelf" 

In the FREE/SLAVE and TRADE metaphors, Marley tells his people that they are 

not for sale. They should remember the experiences of their ancestors and be mindful of 

the present injustices they are suffering. Marley makes a general appeal to the Rastafari to 

act in some way to free themselves, not allowing themselves to be used for others' ends. 

Here we see in Marley's rhetoric what is likely to be an example of the Rastafarian rejection 

of the economic system of Babylon. As Nicholas (1979) notes, many Rastafarians try to 

support themselves in ways that minimize their dependence on this system. While it is not 

evident that Marley is telling his people to live such a way (Marley himself was very much 

involved with this system), the general Rastafarian objection to being used by Babylon 

comes through in these metaphors. 

Poverty 

Marley lived much of his early life in the poorest areas of Kingston, Jamaica. As 

discussed in Chapter E, many Rastas come from simUar living conditions. The 

experiences Marley had with poverty seem likely to have affected his rhetoric. This 

category is made up of references to and synecdoches for poverty that support the general 

metaphorical category of FREE/SLAVE. References found in his lyrics point to the 

conditions in which he lived in the poor areas of Kingston as a significant part of his 

conceptual world for himself and for the Rastafari. He describes the world from which he 

and many Rastafari came and in which many continue to live in through the use of 

POVERTY references. References to life in the ghetto are used by Marley to communicate 
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what he sees as the effects of oppression. Metaphors used in the category of POVERTY 

are distinguished by the use of terms referring to its existence, practices associated with 

poverty, and the conditions resulting from poverty. These are terms such as "poverty," 

"ghetto," and "hunger." 

Marley sees poverty as a more concrete manifestation of the general concept of 

oppression that holds the Rasta down. Poverty is one way that oppression leads to 

suffering. In "Slave Driver" (1973a), he connects the concepts of oppression and poverty 

when he says "they may say that we are free; only to retain this poverty." It is the state of 

poverty and tribulation the Rasta has endured that Marley sees as the simation of the Rasta. 

In "So Jah Seh" (1974) Marley connects poverty and suffering when he observes "down 

here in the ghetto . . . down here we suffer." This metaphor also shows an intersection 

between the UP/DOWN metaphor and the poverty references. 

Several markers for poverty are present in Marley's lyrics which refer to poverty 

indirectly. In "Is this Love" (1978), Marley says "We'll share the shelter of my single 

bed," referring to the poverty that has him owning only a single person-sized bed such as 

the bed made from a board supported by boxes he slept on during his early career (White, 

1992). In "No Woman No Cry" (Marley, 1974), he uses the inadequate housing of the 

poor in Jamaica as a synecdoche for poverty when he says "I remember when we used to 

sit in the government yard in Trenchtown." This reference is to the government housing 

area where he lived much of his early life. Trenchtown, as discussed in Chapter E, is one 

of the poorest areas in Kingston. Also in "No Woman No Cry" Marley says "my feet is 

my only carriage," referring to the condition of having no transportation other then the 

abihty to walk, and "then Georgie would make the fire hght, logwood buming through tiie 

night," referring to the shortage of firewood in the ghettos of Kingston. Fhes are often 

used to cover the awful smell of the ghetto, but wood is not readily available, so anything 

that can be found is bumed in these fires (White, 1992). A "logwood" fu:e is valuable 
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because it will bum much longer than a fire made from garbage or other items that are 

usually bumed for this purpose. 

"No Woman No Cry" also contains a line that uses another synecdoche that Marley 

uses for poverty, hunger. Marley says "Then we would cook com meal porridge," 

referring to the meager food that the poor in Jamaica often eat. Of the persistent hunger 

situation in the ghetto, Marley says in "One Drop" (1979) "everyday the people are dym' 

for hunger and starvation," and in "Stop That Train" (1973b) "they just can't even find no 

food at all." Marley sees this situation as dangerous: in "Them Belly FuU (But We 

Hungry)" (1974), he warns Babylon of the danger of people motivated by poverty when he 

says "a hungry mob is an angry mob." 

In the SIGHT and FREE/SLAVE metaphors, Marley urged his people to see the 

reality of their situation. Through the SIGHT metaphor, he told his people to open theh 

eyes and see what he sees as their situation. Through the FREE/SLAVE metaphor he tried 

to help them to realize their current lack of freedom and to realize that they were stiU 

enslaved. Marley tries to help them further discem then real situation in the POVERTY 

category. 

Rastafarian Language 

White (1992) argued that much of Marley's lyrics could not be understood without 

knowledge of the Rastafarian language and Jamaican culmral metaphors. The present 

analysis seems to indicate that in some cases this is tme, but in much of Marley's rhetoric, 

though the use of culmral metaphor is present, the use of Rasta language is infrequent. 

This section discusses the use of some elements of Rasta language that do appear in his 

rhetoric. The use of "I-words*' is discussed here, as well as the use of "overstand," and the 

"duppy." Of the three, I-words appear most often. 
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Marley's rhetoric makes use of the category of "I-words" identified by Pollard 

(1980) and discussed in this study in Chapter II. I-words are words that the Rasta modify 

with the letter " f to acknowledge Jah whenever possible. This category also includes 

pronoun usage where "I" is used instead of "me," and "I and I" is used instead of "we" or 

"us." "I and I" signifies the omnipresence of Jah with the Rasta. He or she is never 

singular, Jah is always a part of the person. The I-word is used by Marley to include Jah 

in reference to self and in reference to other things. An example from "Natty Dread" 

(1974) demonstrates Marley's use of this pronoun. He says "don't care what the worid 

says, I and I could never go astray." Marley indicates here first that he and Jah are one (as 

would any other Rasta; Marley is not assigning himself divine status here), and that with 

Jah always present, they will not go the way the of world, which has gone astray. In a 

similar example, Marley says in "Jamming" (1977) "I and I wUl see you through." The 

distinction between the world and "I and F' is also shown in "So Much Things To Say" 

(1977). They are separate because "I and I no expect to be justified by the laws of men." 

In addition to "land I," Marley also uses the Rasta pronoun " f in "Redemption Song" 

(1980), when he says "Old pirates yes they rob I, sold I to the merchant ship," and in 

"Roots, Rock, Reggae" (1976) when he says "Play I some music." The "I" pronoun is not 

used as frequentiy as "I and I." 

- Modification of Standard English words into I-words also occurs in Marley's 

rhetoric. In "Natty Dread" (1974), Marley uses "Ildren" to refer to the children of Jah; in 

"So Jah Seh" (1974) he uses "inite" for "unite," and "imanity" for humanity; and in 

"Survival" (1979) he uses the verb "Isistring" for "resisting." In "Revolution" (1974) he 

uses "hie ites." The word "irie" describes the ultimate or tiie best of whatever category in 

which the attached noun is included. "Ites" is used for "heights." Here, "irie ites" 

combines irie with the UP metaphor to be descriptive in very positive terms. In "Positive 

Vibration" (1976) he uses "lyaman ibration" to refer to the message of the Rastafari. 
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"lyaman" is a modification of "Nayaman," which is a modification of Nayabinghi, the 

word for ancient African warriors. Thus "lyaman" joins the Rastafari, theh African 

heritage, and Jah all together in one word. "Ibration" is used for vibration. 

Two other language uses unique to the Rastafarian Language or Jamaican discourse 

were found in the songs analyzed, hi "Stop That Train" (1973a), Marley refers to 

"teaching people who don't overstand." A more complicated use may be found in "Duppy 

Conqueror" (1973b), where Marley refers to his own power when he says "So if you 

buUbucker, let me teU you this: I'm a duppy conqueror." Two language uses specific to 

Jamaica are found in this line. "BuUbucker" is a Jamaican term for a bully, and "duppy" is 

a term for a spirit that often does harm to the living. The metaphor is based on the concept 

of POWER. "BuUbucker" is a metaphor drawing on the physical power of a bull, the 

powerful force of will that a buU has, and its tendency to try to impose its wUl. A 

conqueror of "duppies" is a highly regarded figure in Jamaican superstition. He is 

generally known as an "obeahman" and is regarded as very powerful. Marley implies in 

the metaphor that he has such power and will defeat the bully; he has more power. He is 

describing himself as a powerful conqueror among the Rastafari. 

Though the use of Rastafarian language is limited in Marley's rhetoric, some 

important uses can be found. The use of the "I and f constmction, along with the use of 

"overstand," and the metaphor of "duppy conqueror," show important aspects of Marley's 

conceptuahzation of the world of the Rastafarians. "I and f demonstrates the 

omnipresence of Jah in all the Rastafarians do. "Overstand" and "duppy conqueror" show 

Marley's ownership of Rastafarian language in his rhetoric. 

Marley's infrequent use of Rasta language and metaphor specific to the Rastafari is 

surprising given the very strong Rastafarian message in his lyrics. One possible 

explanation for the absence of such language and metaphors is tiiat Marley sought to take 

the message of the Rastafari and Jah to an audience larger than the Rastas. Spreading the 
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message of Jah and his way of life seems clearly to have been a major goal of Marley's. 

He saw his music as "going about me Faddah's business" (White, 1992, p. 306) and saw 

spreading Jah's message as his work in the worid. This sense of mission was shown 

earlier in this chapter in the discussion of a metaphor from "Rastaman Chant" (1973b) m 

which Marley says "one bright morning when my work is over man wiU fly away home." 

In addition, Marley appears to have placed some importance on the process of selling music 

as a part of his work. In "Roots, Rock, Reggae" (1976), he refers to his success when he 

says "we bubbhn' on the top one hundred, just like a mighty dread." Here, the "top one 

hundred" refers to the record sales charts. The positive connotation used here seems to 

indicate that moving up on this chart is perceived positively. 

If spreading his message to audiences beyond the Rastafari was viewed as an 

important part of his work, Marley may have chosen to write lyrics that rehed less on 

specific Rastafarian themes and more on themes that would be more broadly recognized. 

This may explain his use of the archetypal metaphors of Light/Dark and Up/Down. In 

addition, some of the metaphors that Marley uses to describe problems specific to the 

Rastafari such as its relationship to Babylon, its continuing stams as a victim of 

oppression, and its joumey toward Jah, are framed in metaphors which, for the most part, 

do not require knowledge of the actual problems. The metaphors used still convey the 

meaning of the Rasta's simation and what Marley sees as the remedy for the simation and 

may be evidence that Marley sought to make his message accessible to more than the 

Rastafarian movement. 

Conclusion 

Marley's rhetoric seems at times to focus heavily on continuation. The Rastafari are 

urged to realize theh tme situation, a life of poverty and oppression, and to remain mindful 

of it. They are also urged to reahze that the root of their simation is tiie tradition of 
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oppression that started with the practice of slavery. Marley advises the Rastafari to seek 

Jah's wisdom through living according to his word and maintaining their faith in him. 

Along with this continuation of faith, Marley advises continued resistance to Babylon. 

Marley tells the Rastafari that they are at war with the enemies of Jah, and the Rasta should 

resist it whenever possible. He wams against underestimating their own value and 

allowing Babylon, the misguided people who live without Jah, to use them. He urges 

them to follow the light of Jah, the natural way of being, and to take action to bring about 

their freedom from oppression. Babylon must not be allowed, he says, to divert them from 

their search for Zion, and the wisdom and understanding that they will find in Jah. 
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CHAPTER V 

DISCUSSION 

This chapter discusses the analysis reported in Chapter IV. The analysis is first 

discussed in terms of how it answers the research questions and works toward the goals of 

the study presented in Chapter I, along with possible uses of any insight gained from the 

analysis of Marley's lyrics. Next, a comparison between King's (1990) smdy and the 

present smdy is made, emphasizing similarities and differences among major metaphorical 

categories identified by each. Finally, limitations of the smdy are discussed and 

suggestions are made for fumre research. 

Answering Research Ouestions and Goals 

This smdy began with the questions "What are the metaphorical concepts present in 

Marley's rhetoric?" and "How does Marley communicate his vision of the philosophy of 

the Rastafarian movement?" Results of these inquiries may be found in the analysis 

presented in Chapter TV. Some further discussion is presented in this section. The 

analysis in Chapter TV may help to paint more complete picmres of the Rastafari, the Thkd 

World, and the history of the New World. A better understanding of each of these is 

beneficial. Through the eyes of the Rastafari we see the Thkd World and the history of the 

New World from the perspective of a people who were integral in building these worlds 

but have received the least benefit from them. Increased understanding of the worldview of 

the Rastafarians is important since they are an influential force throughout the Caribbean, 

affecting social and political processes there (Barrett, 1988). Also, understandmg of the 

problems in the Thkd World is important because its problems affect the United States in 

terms of humanitarian and military aid. Working toward a better understandmg may help to 

make these policies more effective. In addition, seeing the history of the New Worid 
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through the eyes of the oppressed, as Marley describes it, may increase our understanding 

of the problems in the Third Worid as well as help us better understand our own problems 

associated with racism. 

One of the aims of Marley's rhetoric is describing the worid of the Rasta as he sees 

it. This is presumably to remind the Rastafari of their condition of poverty and oppression 

so they will not be fooled into complacency by the deception of Babylon. The worldview 

presented by Marley sees an ongoing stmggle between Jah and Babylon, which is 

translated in the physical worid into the Rastafari versus Westem Society. This stmggle is 

seen in terms of war metaphors. Marley sees Babylon as an impediment to the Rastafari's 

joumey to Zion. Babylon oppresses and uses the Rastafari for its own ends. In addition, 

Babylon tries to deceive and kill the Rasta. Marley sees the Rasta as continually oppressed 

despite the freedoms they have gained. As a result, the Rastafari continue to hve in 

poverty. Marley sees Jah as the omnipresent guide for the Rasta. His rhetoric suggests 

that following Jah will bring freedom from Babylon. Jah's guidance will lead the Rasta out 

of oppression to Zion. 

The metaphors used to communicate these messages were not typically found to be 

dependent on Rastafarian language or metaphor specific to the culmre of Rastafari. Many 

of the metaphors appeared to go beyond the culmre to more general levels that might be 

understood by persons of many cultures. 

Marley's rhetoric describes this world evaluatively through three prevaUing 

metaphors: LIGHT/DARK, UP/DOWN, and NATURE metaphors which denote positivity 

or negativity. LIGHT, UP, and NATURE all communicate positive qualities whUe 

DARK, and DOWN communicate negative qualities. In Marley's vision of the Rasta 

worldview, positively valued matters or things are described in terms of hght, are upward 

in orientation, and as they ought to be (natural). Negatives are described in terms of 

darkness and downward in orientation. 
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Light is needed to see the tme situation of the Rastafari, which, for Marley, is the 

state of oppression, and to make the journey up to Mt. Zion. Thus, another aim of the 

rhetoric is to motivate the Rasta to follow Jah and resist Babylon. Marley tells his people 

that they must continue on their journey toward Jah. He says that they must be resolute in 

their search for freedom, wisdom, and tmth. 

The worldview presented by Marley provides some insight into how the Rastafari 

see themselves and their world. That the results of this analysis are lUcely to be applicable 

to the Rastafarians on a broad level is shown in the degree to which they identified with his 

rhetoric, as discussed in Chapter I and Chapter E. Marley's lyrics would suggest that the 

Rastafari see themselves as continually oppressed. Freedom from this oppression is linked 

to Jah. They have been on a joumey which has taken them through the stages of 

oppression from the days of slavery to the more recent time of economic disadvantage and 

cultural oppression. They see themselves as Jah's people who are on the joumey to thek 

home, Zion. They do not believe that they will be free from this oppression untU they have 

reached this destination. 

Marley's metaphors teU us something on a more basic level about how he saw 

himself and his movement. He saw himself as a person sent by Jah to strengthen his 

people's resolve about freeing themselves and to strengthen their faith in Jah. This role 

included helping his people achieve what he saw as his people's goals. WhUe Marley may 

have seen these goals in many ways and in vague terms, sometimes as spirimal goals and 

sometimes as physical goals, he believed that his role was to encourage the Rastafari to 

continue toward these goals. 

Marley saw the achievement of these goals as endangered by the efforts of the 

world outside of Rastafari. He feared that his people would become complacent, accepting 

thek current situation of poverty and oppression and not striving to change it. He sought, 

through his music, to remind the Rastafarians of their stams as Jah's people and to remind 
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them that they should be acting in accordance with that status. He feared that if he did not 

do this, Babylon would consume his people, taking them from Jah. They would then be 

left without Jah's guidance and without salvation. Thus Marley saw Jah as the enabler for 

the Rastafarians' goals, and he saw himself as part of that enabhng process. 

Marley's rhetoric also provides some insight into how the Rastafari concepmalize 

the world. Marley's description of Babylon may be seen as his critique of Westem culmre. 

The portrayal of Babylon as an oppressive, consuming, deceptive, and misguided society 

reveals the Rastafarian view of the society the Rastas believe to be thek enemy. 

As a citizen of the Third World, Marley communicates his view of hfe in that world 

in his rhetoric. Insight into this world may be found in his description of poverty and in 

the critique of Westem culture discussed above. If Marley's view is at all representative, at 

least some citizens of the Thkd World see thek current situation and place at least some of 

the blame on Westem culmre, including the U.S. The high degree of identification of the 

Thkd World with Marley's music discussed in Chapters I and E may be due in part to the 

strong messages describing the West as having the qualities Marley describes through the 

Babylon metaphor. 

This perspective may also be applied to our historical understanding of the New 

World. Marley sees the history of the New World from the perspective of the slave. The 

civilization tiiat has arisen in the West has come at a cost, the magnimde of which Marley 

reminds us through his lyrics. Through his description of the oppression that his people 

have endured through the years, we see the past and current effects of the practice of 

slavery and the subsequent attimdes and beliefs that have served to continue oppression 

long after tiie actual practice of slavery ended. Not only have prejudices been developed 

on the side of the oppressor, but also on the side of the oppressed. The descriptions of 

Babylon by Marley make very strong, sweeping statements about the citizens of the 

Westem culture as a whole. These statements cast the whole of tiie West in a very negative 
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light. Thus, we see the formation of beliefs on both sides that continue to exacerbate the 

problems slavery has created. 

Comparison With King's Studv 

In a metaphorical analysis of forty songs performed by Marley, King (1990) 

identifies five major metaphorical clusters. They are GOD/DEVIL, 

OPPRESSION/FREEDOM, WAR, UNITY, and PLANT/UPROOT. A comparison 

between the metaphors found in this study and King's smdy reveals some similarity. 

Major categories of metaphors are, for the most part, different. Also, few categories of 

metaphors occur on the same level of importance. Only the category FIRE is found in both 

smdies on roughly the same level. It is a part of the DEVIL category in King's study, 

which is his category dealing with metaphors describing Babylon. It is also a part of the 

BABYLON category in the present study. Two other categories are identified simUarly but 

interpreted differently. Both studies identify the UP/DOWN metaphor but King interprets 

it as a minor metaphor while this study interprets it as a major metaphorical concept. The 

case of the WAR category is similar. King identifies war metaphors on a more restricted 

level than this study. 

The major difference between the two studies is in data selection. The differences 

in results may be accounted for by the difference in songs analyzed in the two smdies. One 

goal in the data selection for this smdy was to select songs that would give as accurate an 

account of what could be considered to be purely Marley's rhetoric as possible. This was 

the rationale for excluding songs not produced or written by Marley. This smdy may be 

argued to present a more accurate account of Marley's rhetoric because the songs chosen 

are songs that were produced by Marley, written by Marley, and selected by Marley for 

release. These three qualities of the songs restrict the data selected to songs that, as 
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finished products, are probably as close to the way Marley wanted them as possible, and 

were songs that he intended the worid to hear. 

King's inclusion of songs not written by Marley such as "3 O'clock Road Block" 

(1974), originally written by Peter Tosh, and "War" (1976), the words for which were 

written, for a speech, by Haile Selassie, means that the metaphorical concepts of other 

authors are included in the analysis. Also, the inclusion of Confrontation (1983), adds 

songs that Marley wrote but may not have intended for release. Thus this smdy gives a 

more complete account of the rhetorical vision that Marley wanted to present to his 

listeners. 

The differences in data selection lead to differences in results. King's GOD/DEVIL 

category focuses on metaphors describing Jah as God and Babylon as devil. To support 

the GOD category. King cites metaphors describing Jah as love, as a guide, and metaphors 

telling the Rasta to be patient. The present smdy identifies common metaphors dealing with 

Jah in the categories of LIGHT, UP, NATURE, and the Rasta use of "I and I." LIGHT 

metaphors describe the guiding function King finds. WhUe King identifies guidance 

through terms dealing with guidance as a concept in itself, the present smdy identified 

guidance more in terms of the light provided by Jah and the sight made possible by this 

light. UP metaphors are found by King to be part of the GOD/DEVIL cluster and are not 

reported by King to be a significant metaphor. In contrast, the present smdy identifies 

UP/DOWN to be a major metaphor, not restricted to only the category dealing with Jah. 

Love metaphors are identified by both studies. Metaphors identifying Jah with love are 

reported in the present study but are not identified as a category. Specific metaphors 

dealing with patience were not identified in this smdy. The present smdy identifies 

metaphors which could be placed in a category under Jah. Elements of the NATURE 

category that describe Jah's way as the natural way for humans could be placed in such a 
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category. Also, the I and I category could be placed in such a category because it describes 

the omnipresence of Jah. 

hi the DEVIL category. King cites one supportmg example for each element of tiie 

category. The elements describe Babylon as down in orientation, invisible, animal or 

human, and also describe the destmction of Babylon. In an unclear argument. King cites 

the use of the term "soft" as indicating that Babylon is viewed by Marley as mvisible. 

Animal metaphors identified are Bat, Wolf, and BuU. Bat is supported by the example of 

Babylon "sucking the blood out of the sufferers" (Marley, 1980); Wolf is supported by the 

example of "don't be afraid of the wolf pack" (1983); BuU is supported by "if you 

buUbucker" (1973b). Human metaphor is supported by the description of the "slave 

driver" (1973a). The destmction of Babylon as a support for the DEVIL category is based 

largely in destmction by fire. 

The present smdy identified no trends describing Babylon in terms of DEVIL. 

WhUe Babylon is the concept identified as being in opposition to Jah, no terms identified 

here suggest DEVIL as a category. Babylon is suggested by this study to be down in 

orientation, as King does, but, in additional analysis, is also described as dark and 

deceived, adding a more extensive understanding of Marley's concepmalization of 

Babylon. In one area of simUarity, however, the FIRE category is identified in this smdy 

as a part of the Babylon metaphor. Finally, no animal metaphors are identified here with 

respect to Babylon. The "blood sucking" metaphor is treated as a DEATH metaphor here. 

BuUbucker is identified as a culmre-specific metaphor based in the concept of power. 

Slave driver is identified as a FREE/SLAVE metaphor. 

Some simUarities may be found between King's OPPRESSION/FREEDOM 

category and tiiis smdy's POVERTY, FREE/SLAVE, and JOURNEY categories, hi 

King's OPPRESSION category, one finds references to poverty and sorrow, along with a 

down orientation. These results are similar to the POVERTY metaphors found in this 

111 



study, although no metaphors showing sorrow to be a cluster were identified. King's 

FREEDOM category has some similarity to this smdy's FREE category. Both smdies 

identified metaphors dealing with ending oppression. While the Kkig smdy, however, 

interprets this freedom as coming through repatriation to Africa, this smdy only identifies a 

general appeal made by Marley to the Rastafari to act to end oppression, and to a remm to 

Zion. Finally, King identifies flight as a part of the FREEDOM metaphor while this smdy 

dehneated freedom and the joumey toward it. Flight was categorized here in terms of 

JOURNEY instead of freedom. 

In King's fourth category, WAR, we find some similarities to the war relationship 

identified in this study between Babylon and the Rastafari. King argues that war 

metaphors in Marley's lyrics refer to the stmggle for human rights and the political violence 

of Jamaica. While this study also identifies war as a category, it is a supporting category 

for the larger BABYLON category. This study found war metaphors to be descriptive of 

Marley's view of the relationship between Babylon and the Rastafari on a more broad level. 

It also found the war metaphors to encompass the general war between Jah and Babylon, 

or, those who follow Jah and those who do not. 

In King's fifth category, UNITY, few simUarities are found with this smdy. King 

argues for a category that sees metaphors in Marley's rhetoric urging the Rastafari and 

African peoples to unify. No significant clusters callmg for unity between African peoples 

were identified in this study. 

In King's final category PLANT/UPROOT we find some similarity between the 

two smdies. King identifies some metaphors that he interprets as Babylon preventing the 

Rasta from estabhshing roots anywhere. Though no plant or growth clusters were 

identified m the present smdy,'some commonality may be found between King's 

interpretation and this study's DEATH and SEARCH categories. Khig's 

PLANT/UPROOT category is based on the idea the idea that Babylon stops the growth of 
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the Rasta. This is similar to the basic idea in the death category in this smdy, where 

Babylon is interpreted as fully enmeshed with death, acting as an agent of it, consuming it, 

and being consumed by it. In this study's SEARCH category, the Rasta is seen as 

searching for a home or for a "place where you belong" (Marley, 1978a). 

The two smdies compared here take differing interpretations of the metaphors in 

Marley's rhetoric. While there are some areas where the two seem to agree, tiiere are more 

significant differences between the major categories identified by each smdy. The 

difference in results may be due to a difference in the songs analyzed. The two smdies 

analyzed many of the same songs but there were differences in data selection. While this 

study analyzed more songs. King's study analyzed some songs that were outside of the 

body of work analyzed here. King's analysis includes results based on lyrics from the 

Confrontation (1983) album which was not analyzed here. King's study also analyzed 

some songs that were released as singles only and were not included on any albums 

analyzed in this study. In addition. King's study includes analysis of some songs which 

were not released as albums or singles. It is somewhat difficult to account for the 

differences as a result of data selection because King's smdy does not make clear how the 

songs were selected for analysis. It seems reasonable, however, that much of the 

difference comes from the fact that the smdies analyzed different. 

Limitations 

In terms of artifacts analyzed, this study is limited in two ways. First, this smdy 

only looked at lyrics from eight of Marley's major-label smdio albums. A great deal of 

material recorded by Marley exists outside of this body of work. Early material, as weU as 

material released after his death, in the form of both albums and singles, was not accessed 

for this smdy since the goal here was to discover the metaphorical concepts present in 

Marley's first internationally released works. Second, the smdy only explored the lyrics 
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contained in studio albums. As an early effort in the study of metaphor in Marley's 

rhetoric, the study was restricted to these albums and excluded analysis of how the smdio 

songs were used rhetorically in the live setting. 

Limitations may also be found in the scope of analysis of the songs that were 

selected. This analysis only looked at the lyrics of Marley's songs. No analysis of the 

musical elements was done. Since the goal of this study was to discover the metaphorical 

elements in Marley's lyrics, this study focused only on the lyric element of Marley's 

rhetoric. As such, this study only partly accounts for the body of work analyzed. The 

musical, affective, dimension is not addressed. In addition, the analysis only focused on 

the language phenomenon of metaphor use. No other uses of language were analyzed. 

In terms of seeking insight into the Rastafarian culmre through analysis of Reggae 

music, the smdy is limited because it only examines the rhetoric of one Reggae artist. In 

restricting the smdy to the lyrics of Marley, many Reggae artists with strongly Rastafarian 

messages were excluded. As Chapter TV demonstrates, the analysis of just one Reggae 

artist yields a several kinds of results. Thus the analysis was necessarily hmited to the 

work of Marley. Additionally, the limited portion of Marley's work analyzed here may 

have constrained the ability of the smdy to provide cultural insight. It may be the case that 

other areas of Marley's work make more use of culmral metaphor and/or Rasta Talk. 

Directions For Fumre Research 

This smdy points out areas of potential research into Marley's rhetoric, the 

Rastafarian culmre, and the role of music in rhetoric and culmre. Initially, the obvious 

place where future research can be done is the body of Marley's work not analyzed here. 

A great deal of material exists that was recorded and released before tiie work analyzed 

here, in the form of both albums and singles. Analysis of the material covered here may be 
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augmented with analysis of the singles released concurrently with each album, hi addition. 

Material released after Mariey's death offers another area for analysis. 

The work in each of these areas might be productively smdied separately or 

togetiier. That is, on one hand, each time period would likely offer unique insights into 

Marley's rhetoric, while on the other hand, looking at the time periods together in a 

comparative way might also yield useful insights into Marley's rhetoric as his career 

progressed. Trends or stages may emerge as a result of such an analysis, that wiU provide 

further insight into his rhetoric. On a more specific level, individual albums might be 

productively examined as rhetorical works in their own right. Also, live albums might be 

examined to see if any lyric changes are present in the live setting. It may be that Marley's 

music is used uniquely in this setting; his rhetoric may change in tills ckcumstance. 

Two other areas for fumre research relating to the Marley's music exist. First, the 

analysis of songs not authored by Marley that he chose to record or perform. Exploring 

what he chose to "cover," along with any changes he may have made to the songs as they 

were authored, may be useful. Second, an analysis of the musical stmcture of Marley's 

songs would very lUcely yield valuable insight into how his rhetorical medium worked. 

An area of potential interest is the music of Marley's chUdren and peers. After his 

death, members of the Wallers and the I-threes continued to make music, as did his 

chUdren. Also, Peter Tosh and Bunny Waller had successful solo careers after leaving the 

WaUers early on in the band's career. A smdy of any of these groups might reveal 

simUarities to Marley's music in terms of themes or metaphors. It may be possible that 

they sought to continue his rhetoric in some way or that they crafted tiiek own rhetoric in 

much the same way. 

Another potential area for future research is tiie examination of Marley's rhetorical 

acts. Possibly as part of a study of Marley's rhetoric as it was used in live shows, 

someone might want to look at the rhetorical act of joinmg the hands of Seaga and Manley 
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(the leaders of the PNP and the JLP) on stage at the One Love Peace Concert or at Marley's 

concert at the Zimbabwe independence celebration. 

Culmral smdies of the Rastafari studying music as culmral artifact may benefit from 

examination of the areas of Marley's music not covered in this smdy for the same reasons 

rhetorical research might benefit from studying those areas. In addition, smdy of the music 

of other Reggae artists may yield more insight than the music of Marley, since this smdy 

identified fewer culmre-specific elements of the rhetoric than predicted. An interestmg 

project would be a comparison between Marley's rhetoric and the rhetoric of anotiier 

Rastafarian Reggae artist who has not gained such a high level of popularity as Marley. 

Such a smdy might look for differences in the use of culmre-specific metaphors or in the 

use of Rasta Talk. 

FinaUy, both rhetorical and cultural research might benefit from a smdy aimed at 

discovering how rhetoric and culmre converge in the music of a culmre, especially in 

another culmre, like the Rastafari, that is not well-known or widely understood. Such a 

smdy might try to determine whether the music is as vital to the culmre under smdy as it is 

to the Rastafari. 

Research into the rhetoric of the Rastafarian movement wiU likely benefit the areas 

of rhetoric and cultural smdies. As a case where rhetoric and culture converge in music, 

the Rastafari present a unique view of self and world held by those who beheve themselves 

to be oppressed in much the same manner as thek enslaved ancestors. Understanding of 

this perspective may help rhetorical scholars understand the rhetoric of the oppressed and 

cultural scholars understand culmres that arise out of oppression. In addition, looking at 

the history of the New World, our world, through tiie lens of the Rastafari is lUcely to help 

us understand more about how this history has resulted in the problems of racism and 

oppression in our own culmre. The problems of the oppressed in Jamaica are the result of 
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the same processes that caused many of our own problems. Because of this common 

history, the story of the Rastafari is one that must be explored. 
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