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“Warrior Cause” sets out a history of “warriors”—a roll call of bad men and their police coun-
terparts (“Leng,” “Bigga Ford,” and “Adams”)—unpalatable figures who would not qualify for 
Boyne’s narrative of positive national icons. “Warrior Cause” addresses communities rather 
than the nation, even while inscribing this dark side of national history into our memories. In 
their own way, songs like “Ghetto Red Hot” and “Warrior Cause,” despite their separation by 
a decade, elaborate a ghettocentric archive that fixes Kingston as a site of memory constituted 
by violence, a territory mapped by incessant conflict that blurs the lines between villains and 
victims, protectors and tyrants.

“Ghetto Red Hot” and “Warrior Cause” possess moral scripts and explanatory narratives 
for Kingston’s dystopia which invert the value schema of the dominant discourses of moral 
respectability and civic nationalism. In “Ghetto Red Hot,” Super Cat celebrates the codes of 
badness-honor: the refusal to “tek back chat” (unapologetic and uncompromising speech); 
the ability to respond to any challenge; the militaristic extolling of guns and firepower; the 
eulogizing of hardcore gangsters who walked the walk and talked the talk; and the dismissive 
ridiculing of fake gangsters (“full a pose and nuff big chat”) who had not experienced the 
internecine wars of Kingston’s slums (“Weh dem deh when Kingston run hot?”). Rather than 
rejecting violence, he affirms its tactical and strategic necessity as a means of economic survival 
(“looking food fe de pot”) and defending community (“guarding poor people head top”). Like 
the gangster dons of “Warrior Cause” the armed to the teeth rude bwoys of “Ghetto Red Hot” 
represent the other side of the politics of bare life, or rather a variant on the homo sacer, the 
outlaw whose very existence reminds us of the ubiquity of the camp, and the impossibility of 
a return to the ordered polis of civic consensus.

Agamben argues that “there is no return from the camps to classical politics,” and Brath-
waite’s Trench Town Rock and Kingston’s popular music articulate similar propositions.31 
Kingston, allegorized dystopic metonym of a fractured and traumatized Jamrock, the “camp 
where the thugs camp at” may one day become Buju Banton’s “magic city,” but until it can 
shed the pathological violence that justifies Peter Tosh’s excoriating label of “Killsome Shitty,” 
it will continue to serve as a trope for the agonies of bare life, a motif of social disorder, and 
toponym of the Age of Dis.32
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