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"Collecting essays by fourteen expert contributors into a trans-oceanic celebration and critique,
Mamadou Diouf and Ifeoma Kiddoe Nwankwo show how music, dance, and popular culture turn
ways of remembering Africa into African ways of remembering. With a mix of Nuyorican, Cuban,
Haitian, Kenyan, Senegalese, Trinidagonian, and Brazilian beats, Rhythms of the Afro-Atlantic
World proves that the pleasures of poly-rhythm belong to the realm of the discursive as well as
the sonic and the kinesthetic."---Joseph Roach, Sterling Professor of Theater, Yale University"As
necessary as it is brilliant, Rhythms of the Afro-Atlantic World dances across, beyond, and within
the Black Atlantic Diaspora with the aplomb and skill befitting its editors and contributors."---
Mark Anthony Neal, author of Soul Babies: Black Popular Culture and the Post-Soul
AestheticAlong with linked modes of religiosity, music and dance have long occupied a central
position in the ways in which Atlantic peoples have enacted, made sense of, and responded to
their encounters with each other. This unique collection of essays connects nations from across
the Atlantic---Senegal, Kenya, Trinidad, Cuba, Brazil, and the United States, among others---
highlighting contemporary popular, folkloric, and religious music and dance. By tracking the
continuous reframing, revision, and erasure of aural, oral, and corporeal traces, the contributors
to Rhythms of the Afro-Atlantic World collectively argue that music and dance are the living
evidence of a constant (re)composition and (re)mixing of local sounds and gestures.Rhythms of
the Afro-Atlantic World distinguishes itself as a collection focusing on the circulation of cultural
forms across the Atlantic world, tracing the paths trod by a range of music and dance forms
within, across, or beyond the variety of locales that constitute the Atlantic world. The editors and
contributors do so, however, without assuming that these paths have been either always in line
with national, regional, or continental boundaries or always transnational, transgressive, and
perfectly hybrid/syncretic. This collection seeks to reorient the discourse on cultural forms
moving in the Atlantic world by being attentive to the specifics of the forms---their specific
geneses, the specific uses to which they are put by their creators and consumers, and the
specific ways in which they travel or churn in place.Mamadou Diouf is Leitner Family Professor
of African Studies, Director of the Institute of African Studies, and Professor of History at
Columbia University.Ifeoma Kiddoe Nwankwo is Associate Professor of English at Vanderbilt
University.Jacket photograph by Elias Irizarry

About the AuthorMamadou Diouf is Leitner Family Professor of African Studies, Director of the
Institute of African Studies, and Professor of History at Columbia University.Ifecoma Kiddoe
Nwankwo is Associate Professor of English at Vanderbilt University. --This text refers to an
alternate kindle_edition edition.
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NWANKWOLocated simultaneously inside and outside Western modernities and aesthetics,
Afro-Atlantic peoples have used music and dance to continually represent and reinvent their
multiple bases of identity—physically, emotionally, and intellectually.1 Through the two genres,
these communities dramatize, articulate, and appreciate their historical narratives in relation to
their African, European, and American genealogies. As venues for the staging of these dramas
of contact, conflict, and synthesis, music and dance are crucial sites for the narration of Afro-
Atlantic modernities as well as key arenas in which Black agency, creativity, and dominance are
at once recognized by the West and claimed by Afro-Atlantic people.2Along with linked modes



of religiosity, music and dance have also figured prominently in scholars’ approaches to
documenting the results of the multidimensional cultural contact brought about by the Atlantic
slave trade. The focus of pioneers like Fernando Ortiz on these genres was not a coincidence
but, rather, a recognition of the fact that Afro-Atlantic music and dance simultaneously carry
history and memory within them and show the ways communities have blended past with
present realities, yielding wholly new cultures. Widely considered to be the most visible
contributions of African-descended communities to the making of the Atlantic world, music and
dance have been identified, along with orality, not only as the main modes of occurrence and
dissemination in the world of black culture but also as linked channels of black expressivity and
presence in the world scene.3 African music is “always music for dance,” and African dances are
“polymorphic music, with the upper and the lower parts of the body appearing to move to two
different, related clocks.” Not only are they “pleasurable and erotic,” but they are also powerful
spiritual grammars and rituals of socialization, languages of interventions in nature and society,
contributing to the expression of African religious and cultural beliefs and manifestations of and
engagements with historical (dis)continuities.4This unique collection of essays connects nations
from across the Atlantic—Senegal, Kenya, Trinidad, Cuba, Brazil, and the United States, among
others—highlighting contemporary popular, folkloric, and religious music and dance as living
evidence of the ironically productive potential of this age of consumerist globalization, especially
for Afro-Atlantic artists and communities. In this most recent era of financially driven flows of
culture and peoples within and among the nations of the Atlantic, Afro-Atlantic music and dance
have become prime commodities. As economic commodities they fatten the bank accounts of
multinational media companies and well-positioned artists. As cultural commodities they are
employed by individuals and communities to craft cultural and ideological weapons for their
battles against colonialism and neocolonialism, governmental corruption, and the inequalities
created and perpetuated by the same multinational/mercantile system that makes this
transnational weaponry possible. Religion and religious cultural products are key commodities in
the contemporary moment of globalization, commodities that inspire, illuminate, and
disseminate approaches to defining and enacting community and citizenship. Along with secular
music and dance, these traveling consumer products are constitutive elements of Afro-Atlantic
communities’ perceptions, expressions, and enactments of conceptions of identity, often even
when they appear to be wholly local. As such, they exemplify what can be usefully termed
“globalization creolization.”By tracking the continuous reframing, revision, and erasure of aural,
oral, and corporeal traces, the contributors to Rhythms of the Afro-Atlantic World collectively
argue that music and dance are living indices of a constant (re)composition and (re)mixing of
local sounds, gestures, epistemologies, and memories. These multiple and intersecting
itineraries are transformed by continuous movements across time and geography, becoming at
once more local and more transnational while also representing African and diasporic
communities’ economies of knowledge about the Atlantic world—particularly around issues of
citizenship, consumerism, and the social and political mission of arts and artists.Scholars have



long sought to map the circuits of Afro-Atlantic music and dance, tracing the travels and
revisions of specific sounds, forms, and gestures among sites. With regard to the role of drums
brought along (by slaves) from the African coast, 5 in particular, Ned Sublette notes that they
“allowed slaves to dance at a certain place on deck” during the Middle Passage and on
“Sundays and holidays or even at break,” because the planters “realized that dancing was
important for—it is not an exaggeration to say—keeping the slaves alive.”6 Although both forms
are vital, music has been accorded more attention than dance. As noted by Alexander G.
Weheliye, music, more than dance, “has and still continues to function as one of the main
channels of communication between the different geographical and cultural points in the African
diaspora, allowing artists to articulate and perform their diasporic citizenship to international
audiences and to establish conversations with other diasporic communities.”7 The plethora of
books and articles on African and African American music, more specifically on jazz8 as the
embodiment of American music, 9 is ample evidence of this perception.This valuing is not new.
Building on Frederick Douglass's identification of the magnetic and soul-stirring power of the
“sorrow songs,” as he termed them, 10 W. E. B. Du Bois, in The Souls of the Black Folk, 11
devotes “[an] unforgettable chapter to the songs created in the doldrums of slavery in order to
give them a serious and proper interpretation, just as later Mr. Henry Edward Krehbiel in his Afro-
American Folksong: A Study in Racial and National Music gave them their most serious
adequate musical analysis and interpretation.”12 Du Bois's musical interpretation focuses on
songs that “are indeed the siftings of centuries” and on “music…far more ancient than the words
and in it,” in which “we can trace here and there signs of development.”13 According to Du Bois,
music is the foremost accomplishment of the black humanity, ahead of slave labor and the
various modes and rituals of black religiosity.14 Alain Locke, editor of The New Negro —”our first
national book…representing a unified community of national interests set in direct opposition to
the general economic, political, and theological tenets of a racist land”15—dedicated an entire
section to music and dance, with articles contributed by himself on Negro spirituals, by J. A.
Rogers and Langston Hughes on jazz, and by Claude McKay and Langston Hughes on
dance.16 This tradition has been upheld and revised by scholars and activists, such as Amiri
(Leroi Jones) Baraka, 17 who are interested in the connection to African forms and/or the
transforming effect of colonial musical influence. Music and dance have been used to restore the
sense of humanity and rootedness that slavery took away, while participating very powerfully in
their reconfiguration and reinvention by modernist traditions.Edouard Glissant, by adding “the
gift of speech [orality] gesture and dance” as “forms of communication”18 to Du Bois's “three
gifts” of music, labor, and spirit, illuminates the historical connection between music and dance
and the interwoven dialogue about both forms embedded within discourses on African and
African American identity, memory, and cultural expression. Negritude authors Aimé Césaire and
Leopold Sédar Senghor have eloquently ascribed to music and dance the critical functions of
defining Blackness and Black presence in the world stage together or separately. In addition to
Du Bois's invitation to listen to the “souls of Black folks, ”19 Senghor stresses their physical and



corporeal exposition. They are not only sung but danced, blending sensuality and spirituality
through rhythm; thus they have to be seen. For Senghor, rhythm is “the architecture of being, the
internal dynamics that gives it form.” He explains, “Rhythm is the vibratory shock, the force that,
through the senses, strikes us to the root of our being and expresses itself in the most material,
sensual ways: lines, surfaces, colors, volumes and architecture, sculpture and paintings,
accents in poetry and music, movements in dance. But, in doing so, it orders all this
concreteness toward the light of the spirit.” 20 In conversation with Du Bois, 21 Senghor
opposes rhythm, considered the defining feature of African musical and dance practices, to the
two significant attributes of Western music, harmony and melody, thereby connecting the gifts of
work, music, and spirituality. He describes the physical, oral, and aural enactment of rhythm as
“constructing the last and only vestiges of the corporeal, sonically folding the body into the voice
and vice versa.” “In this process of folding,” he continues, “the ear is directed toward the sound
process itself, that is, the way in which a black voice performs and constructs its
corporeality.”22Paul Gilroy's The Black Atlantic: Modernity and Double Consciousness is
credited by many scholars with inspiring a vibrant discourse on the narratives of selfhood,
community, and race embedded in the cultural products born of the movement of people of
African descent throughout the Atlantic. He attempts to account for the place of music in modern
black culture, affirming it a privileged place in diaspora cultures through the interactions of the
performers and the audiences, and the intimate relationships to modernity, “beyond ethnically
coded dialogue.” In addition to explicating the Atlantic dimensions of the work of intellectuals
such as W. E. B. Du Bois, Richard Wright, and Martin Delany, Gilroy sought to pay particular
attention to the import of the creations of musical artists such as Soul II Soul. Houston Baker, in
Modernism and the Harlem Renaissance, explores how music and certain black vernacular oral
expressions are inscribed in African American literary works, in particular how certain sounds
are replayed in literary artifacts. The work of music historians and musicologists such as Robert
Bennett, Ingrid Morrison, Elijah Wald, and Alexander G. Weheliye also reveals an increasing
attentiveness to the musical products of the Black Atlantic. New approaches in literary as well as
in music and dance studies are attempting to attend to the complexities of the transactions
between instruments (including the body and the technology of production and dissemination of
music), sites of performance, innovations and repetitions, audience, and commodification, as
well as the politics of music and dance in different regions of the Atlantic. Much of the work,
particularly that published by major presses, has centered on U.S. African American music or
Cuban music and, to a lesser degree, on African, British Caribbean, and non-Cuban Latino/Latin
American music. Nevertheless, lacunae remain, particularly in terms of religious/ritual/spiritual
music. In addition, monographs published on other forms of music are often nationally
bounded.Rhythms of the Afro-Atlantic World seeks to fill those persistent voids by foregrounding
the traffic between and among communities, the cross-cultural and/or transnational movement
of Afro-Atlantic cultural products, their consumption by other Atlantic communities, and the
extent to which they result in new forms of and approaches to defining and enacting citizenship.



This moment has made it possible for communities to be even more aware of the strategies that
others are using to “talk back,” so that even when a community creates and/or enacts a form that
is “local,” it still has within it elements born of a translocal awareness, whether the signs of that
are easily recognizable or deeply embedded. Consequently, local forms cannot easily be
cordoned off or definitively distinguished from global ones. It is not that the local or the nation are
disappearing but, rather, that the national citizen himself /herself, like the national music or
dance itself, is constituted in part by a historical and present-day transnational. The essays in
this collection are case studies of modes and means of exchange in the contemporary Atlantic
cultural marketplace, more specifically of those that serve as a way for populations to empower
themselves, express their power, and move their struggles against local inequality forward. The
transnational traffic, therefore, becomes a medium for the production of empowered citizenries.
The developments in music and dance explored here, born of circum-Atlantic capital and
consumer goods flows, are responses to, critiques of, and consciously crafted alternatives to the
top-down contact made possible by this most recent era of globalization—markers of processes
of globalization creolization. Lateral engagements create an alternate route map for commodity
traffic, albeit cultural and ideological traffic, enriching the local rather than dominating or
silencing it or making it unrecognizable. As such, they demand greater attention from scholars
working to delineate Afro-Atlantic peoples’ places in and responses to this contemporary
moment of globalization, especially since these peoples were the core/basis of the previous era
of major trans-and circum-Atlantic traffic. Being attentive to the sorts of lateral engagements
addressed here allows further insight into their position vis-à-vis this contemporary one.THE
ESSAYSFor decades, the tracking of Africanisms and creolization, often through studies of
religious practice (i.e., syncretism), has been fundamental to studies of Afro-Atlantic culture,
particularly those done by Atlanticist historians and anthropologists (e.g., Sidney Wilfred Mintz
and Richard Price's The Birth of African-American Culture and Edward Kamau Brathwaite's The
Development of Creole Society in Jamaica). The essays in the first part of this volume illustrate
the extent to which this era of globalization creates a multidirectional cultural and economic
traffic in religious music and dance, fueling the creation of new forms of religious expression and
new approaches to linking the religious and the secular, genres that cannot be as easily
comprehended through traditional syncretism/Africanism models. They acknowledge the
foundational significance of the earlier scholarship on religious syncretism, particularly the
extent to which it helped to provide the language and conceptual tools for talking about the
cross-cultural dynamism inherent in Afro-Atlantic religious and cultural expression, while also
illustrating the ongoing and particular importance of religion to Afro-Atlantic peoples’ attempts to
reconcile their multiple cultural, epistemological, and psychological worlds and identities in this
era of consumer culture globalization.In her essay titled “The Economic Vitamins of Cuba,”
Yvonne Daniel argues that African diasporic dance and music practices in the Caribbean are
important parts of religious ritual but are also targeted economic commodities that many
governments use to boost tourism. As evidence, she discusses the ways in which Cuban



worshipers and dancers use their own African dance practices as a form of public display, as
spiritual offering, and as a national “guardianship” of the orichas, while the performers are also
keenly aware of the government's economic interest in these practices and so perform for
tourists in order to aid Cuba's struggling economy. Additionally, the large numbers of
instructional workshops and dance and music festivals held on the island have lured
international students to Cuba, thus creating a subtourist group that also contributes greatly to
the nation's economic welfare. Additionally, the revenue from students allows instructors access
to foreign goods and helps students form important professional connections, a greater
knowledge of Cuban culture, and more expertise in their art. Nevertheless, the seductive lure
that ritual performances like dance hold for tourists has also created some social problems, like
the rise in the sex trade, prostitution, and HIV/AIDS. Nevertheless, argues Daniel, ritual
performances are part of a secularization process that is inherent in Cuban communism/
socialism, and dance and music will continue to be used strategically by Cubans for the greater
benefit the national government, foreign visitors, and themselves.In contrast to Daniel's essay,
Melvin L. Butler's contribution to this volume discusses the ways in which African American and
Jamaican reggae-influenced music has been received and appropriated among Pentecostal
Jamaicans at home and abroad. He argues that music coming from the United States to the
island of Jamaica plays a complex and often contradictory role in how churchgoers identify
themselves in relation to religious and cultural outsiders. For example, younger Jamaican
Pentecostals are now drawn to African American gospel music styles, often characterizing them
as “black,” though not necessarily “Jamaican.” In fact, for many urban congregations, African
American gospel styles provide a means of expressing a “modern” Pentecostal aesthetic while
counteridentifying against the “white” hymnody and “white-sounding” traditional Pentecostal
music of earlier generations. At the same time, “black” styles are also associated with the
traditional “clap-hand” choruses that are characteristic of indigenous musical genres like ska
and dancehall. Despite their global and local cultural connections, some Jamaican preachers
are vehemently opposed to either of these influences and criticize contemporary church
practices, which they contend have strayed too far from those of traditional Pentecostalism.
Butler argues that for them, worldliness, “African Americanness,” and gospel reggae all seem to
be interchangeable terms. For many Jamaican churchgoers, though, gospel music with African
American and island influences is a means of expressing both religious authenticity and cultural
distinctiveness. Additionally, for Pentecostals living abroad, it can often serve as a source of
personal strength and a foundation for minority group consciousness, allowing Jamaicans to
partake in cathartic acts of cultural solidarity and celebrate a common national identity, even
when they are far away from home.Deborah Smith Pollard's “The Women Have on All Their
Clothes” shows how the financial, lyrical, stylistic, and market infrastructure created by hip-hop's
success (evidence of the new ways and places capital circulates) opened doors for the creation
and popularization of the gospel hip-hop hybrid, “holy hip-hop.” Smith Pollard's chapter focuses
almost exclusively on holy hip hop, the term she uses to discuss Christian rap music. She begins



by outlining the controversy that often arises from the fact that, although its fans and
practitioners see it as one of God's many ways to reach the “post-civil rights, postR&B
generation,” many of holy hip-hop's opponents accuse the genre of being sacrilegious. However,
Pollard argues, a closer examination of the testimonies and lyrics of many artists reveals that,
even though their musical evangelism is generation-specific in its “packaging,” the general goal
of the music is the same as that of traditional gospel music: to bring Christianity to the masses.
Furthermore, Pollard argues, in several of its performative elements and lyrics, holy hip-hop
illustrates many cultural traditions of the African diaspora in general and of the African American
church and its traditional gospel music in particular. Such traits include call-and-response, vocal
intonation, testimony, and evangelical zeal.The second section centers on dance, foregrounding
the ways that dance inspires, reflects, and enacts the productive dynamics of cultural circulation
in this era of globalization. Significantly, the essays here focus variously on the specifics of the
body gestures born of cross-cultural and intercultural contact and on the politically and
epistemologically subversive possibilities and implications of dance as an art form.Linking Afro-
Atlantic religion with the corporeal intellect inherent in sacred dance, Yvonne Daniel's “Rhythmic
Remembrances” explicates how African-originated valuations of rhythm and ritual have
persisted in the African diaspora, particularly in the “danced, sung, and drummed knowledge”
that survived New World slavery and is now retained in the religious practices of Haitian Vodou,
Cuban Yoruba, and Brazilian Candomble. Daniel points out that although the general objectives
of such rituals are to gain personal strength, achieve spiritual balance, worship divinities, and
maintain the solidarity of the ritual community, some of their effects include the awareness of the
“stored knowledge” within the human body and the discovery of the vast knowledge that still
exists within the rituals of African diasporic religious performance. For example, some
traditionally African religious chants contain rich information about the religious and therapeutic
uses of herbs and plants, drum patterns exhibit sophisticated mathematical complexities, and
dance movements challenge and strengthen the body's physiological and psychological
capacities.The bridging of healing, education, and arts, and the affirmation of their constant
interactions with politics and resistance are central to Millery Polyné's chapter in this volume. He
examines the development of danse folklorique Haïtienne (Haitian folkloric dance) by Jean Léon
Destiné and Lavinia Williams, discussing the ways in which each dancer employed it to entertain
and educate their audiences on Haitian culture, as well as to better train Haitian dancers in the
1940s and 1950s. Polyné concedes that although they were not completely successful in
eliminating all of the stereotypes associated with vodou and its sacred dances, their “innovation
and transmission” of the art form educated dancers and their audiences on Haitian and West
African-based cultural heritages that helped attract tourists to the island and advance Haiti's
project of economic and cultural development. Through “cultural ambassadors” like Destiné and
Williams, popular dance became evidence of Haiti's cultural progress, even as government
officials and upper-class Haitians feared that Haiti's modern image was being challenged by
dancing's focus on the “primitive” elements of the Haiti's vodou religion. Indeed, by advancing



vodou -inspired Haitian culture, both the dancers who performed and the officials who
supported them were making a bold statement against a Eurocentric Haitian (and global)
society that ignored and demeaned African diasporic peasant art forms. By doing so, individuals
like Destiné and Williams used the “popularity and evolving representation” of Haitian folkloric
arts as a means to address both the economic and sociocultural challenges to modern
development in mid-twentieth-century Haiti.A similar quest for economic development, cultural
modernity, and a history and a historicity located in the performances, rituals, and reenactment
of remembrances has created an obsessive search for alternative forms to Western modernity,
and this quest has had a great influence on the Brazilian development project. In her
contribution, “Citizenship and Dance in Urban Brazil,” Lucía M. Suárez utilizes the concept of
anthropophagy in order to discuss modern Brazil's failed and ever-evolving attempts at
“aesthetic and economic progress.” By arguing that the modern Brazilian city is in a natural but
perpetual state of ruin, she contends that perhaps the dancing body can represent that city,
since it, too, is in constant movement. She goes on to argue that dance memory performed by
Brazilian artists celebrates a rich African musical, cultural, and religious past but is also an act of
rebellion that challenges the rigidity of the country's complex class, gender, and racial
hierarchies. For illustration, she examines the Grupo Corpo, a Brazilian dance company that has
performed over thirty original choreographies in the last four decades. She argues that the
company's technical style integrates ballet, African, and modern dance, thus mirroring Brazil's
complex sociocultural history, and that with its first major performance, Maria Maria, it became
one of the first “highbrow” dance troupes to do so on an “elite” national and international stage.
According to Suárez, such events are important because the violence committed against the
poor and other marginalized groups in a virtually lawless police state has placed Brazilian
democracy in grave danger. Citing the 2002 documentary Bus 174 as proof of the desperation of
the underclass, Suárez argues that groups like Grupo Corpo and its offshoot Corpo Cidadão are
crucial in modern-day Brazil—they serve as powerful examples of how art and community can
work together to better the lives of those most negatively affected by mid-twentieth-century Latin
America's failed modernizing projects and most heavily affected by today's neoliberal
economics and globalization. Suárez concludes by declaring that modern dance has become far
more than a “rebel movement” against classical European dance forms; it now serves as the
body's illustration of Brazil's “multiple narratives of tradition and progress” and as a tool for
sociocultural change.The line of inquiry opened by Du Bois and the Negritude authors on the
conversation between the African and the African American through dance, a “form of
[corporeal] communication” (Glissant), is at once recalled, revised, and restaged in this volume
by Susan Leigh Foster, who shows how two contemporary women choreographers—the
Senegalese Germaine Acogny and the African American Diane McIntyre—are able, through a
repertoire of corporeal techniques, to recover, (re)imagine, and rescript their African heritage in
order to index a range of experiences, emotions, practices, and narratives of the Black Atlantic.
By “choreographing” black bodies, they reenact and unveil the histories of joy, sorrow, worship,



war, pain, and pleasure, but they also (re)draw the geographies and itineraries carved in black
skins and cut deep into black flesh. Using Bourdieu's and Foucault's theories of the corporeal
memory in the oppressed, as well as scholarship on Africanist dance aesthetics, Foster explores
conceptual possibilities of “muscle memory,” the body's capacity to store and then evoke
personal, psychological, cultural, and historical memories by muscular movement. She
proposes that dancing has the capacity not just to remember but to reconnect the body to a
cultural heritage by using a set of actions to evoke past instances of bodily
movement.Undoubtedly, this line of queries identifies music and dance as both marker and
(re)enactment of black radical difference and alterity. Senghor, for example, considers musical
and dance notations and rhythms as the mediating devices interconnecting music, speech, and
dance as specific modes of representation recurring in specific strategies aimed at producing
“another reason,” emotional and affective, “the reason of the touch of the Negro-African” rather
than the “reasoning eye of the European.” This essentialism has a radical subversive function: to
deconstruct the ethnological invention of African cultural manifestations—dance in particular—
as primordial, primitive, and prelogical forms of communication and cultural expression and as
the privileged sites for the understanding of “primitive cultures.”The third section offers rich
contributions on contemporary expressive and performative genres, paying close attention to
emergent or totally ignored musical, discursive, or dance forms and particularly to the ways in
which they are used by their practitioners to address issues of race and identity. This volume's
concern with the organizing features and categories of the literature on the cultural expressions
of the Atlantic world is remarkably reflected in the fresh exploration of the historical and
continuing circulation and exchange that has shaped the poetics and politics of that world.
These essays remap the different routes of the musical and dance waves by examining the
multiple sites as well as the bridges between the performances, rituals, commodities, and
expressive art forms aimed at enjoyment and political claims. Through focused case studies, this
volume—particularly the third section—assesses the economies of knowledge and singular
black modernities, narratives, and modes that the artists and their work create, thereby
intervening in the debates surrounding “world music” and dance histories. Rhythms of the Afro-
Atlantic World distinguishes itself as a collection that focuses on the circulation of cultural forms
across the Atlantic world, tracing the paths trod by a range of music and dance forms within,
across, or beyond the plethora of locals that constitute the Atlantic world. The editors and
contributors of this volume do so, however, without assuming that these paths have been either
always in line with national, regional, or continental boundaries or always transnational,
transgressive, and perfectly hybrid and syncretic.It is precisely from such a perspective that
Raquel Z. Rivera examines, in this volume, the aesthetics of Puerto Rican and Dominican New
York-based musicians and dancers who embrace traditionally Haitian and Afrodiasporic culture
in their art. By doing so, she argues, they challenge the “hegemonic notions of Latin American/
Latino nationality/ethnicity/panethnicity” that, though it claims to promote cultural inclusiveness,
often ignores Latin Americans’ rich and undeniable African heritage. These musicians forcibly



introduce and celebrate their African heritage through various performances of bomba, the
musical genre that most scholars and practitioners consider to be the oldest known of Afro-
Puerto Rican forms, one that contains numerous subgenres and whose musical traits can be
found in Cuba, Trinidad, the Virgin Islands, the southern United States, and, most important,
Haiti. Indeed, bomba's use of Kreyól lyrics and devotional hymns to Vodun gods and its infusion
of other Afrodiasporic-identified genres like rumba and hip-hop have angered many members of
older generations, who want to retain bomba as a national product of Puerto Rico, not a genre
that links together the African heritages of Caribbean New Yorkers. Nevertheless, asserts
Rivera, bomba dancers and musicians “refuse to let their blackness be steeped in the bleaching
waters of Latino self-denial,” and this refusal allows for intercultural creativity and solidarity that is
impossible through most of the overtly Eurocentric concepts of Latinidad, using Haiti as a much-
needed bridge linking together the Afrodiasporic populations of the Spanish-speaking
Caribbean.Following the intensification of the music and dance traffic across the Atlantic
animated by the youth, Halifu Osumare, in her essay titled “Motherland Hip-Hop,” discusses the
social dynamics of African hip-hop, using two rap groups—Positive Black Soul of Senegal and
Kalamashaka of Kenya—as examples of hip-hop artists who have appropriated hip-hop music
and are using it in an effort to improve socioethnic conditions on the continent. Using her theory
of connective marginality, Osumare argues that overlapping global social spheres of culture,
class, historical oppression, and youth itself complicate the typical explanation of American
popular cultural imperialism for the perceived wholesale adoption of rap culture by global youth.
By looking at groups like Kalmashaka (K-shaka) and Positive Black Soul (PBS), one is able to
see that a large part of Africa's hip-hop movement is actually quite different from its
contemporary American counterpart. According to Osumare, African hip-hop's focus on social
critique, black liberation, and specific political challenges in various African nations is a far cry
from the “bling-bling booty music” currently popular in the United States. She contends that
African hip-hop, though comprised of a range of subgenres (many of which promote as much
materialism and hedonism as their American counterparts), often promotes a rise in
consciousness that actually has much more in common with U.S. hip-hop's earlier forms and its
current underground scene.This collection seeks to reorient the discourse on traveling cultural
forms around and between Atlantic enclaves by being attentive to the specifics of the forms—
their specific geneses, the specific uses to which they are put by their creators and consumers,
and the specific ways in which they travel or churn in place. In doing so, it connects the
attentiveness to music and trans-, circum-, and inter-Atlantic movements evident in the work of
Atlanticist literary and cultural studies scholars with the linked explications of form and culture
present in the work of ethnomusicologists and with the great emphasis on the particular nature
of particular movements and/or particular locales in the work of Atlanticist historians such as
Franklin W. Knight, Julius S. Scott, and Richard Price. This methodological blending widens the
intellectual conversation while also pushing the scholarly discourse within the individual fields.
For example, after giving a brief introduction to the origins and aesthetics of calypso, soca (the



child of calypso), and go-go music, Deirdre R. Gantt presents her argument within such
parameters, insisting that, despite differences in location and sound, both genres share a
common goal: offering underrepresented populations the power to “negotiate and express their
African heritage” and to “revise, affirm, and project their collective cultural identities” through
music. Additionally, Gantt argues that both soca and go-go also share three African musical
traits: polymetric ensemble drumming, call-and-response techniques, and the use of allusive
repetition that can span the works of various artists over a number of years. After discussing the
nuances of each of these traits in each genre, Gantt makes illuminating observations about how
soca and go-go music have positively affected Trinidad's tourist industry and the public image of
Washington, DC.Patricia van Leeuwaarde Moonsammy, in her essay titled “Warriors of the
Word,” discusses rapso, an indigenous form of Trinibagonian music that, although it is a variant
of calypso, is often overlooked as a part of the earlier genre's musical legacy. She argues that,
like calypso, rapso artists often use their lyrics to enter into dialogue with the cultural, social, and
economic politics of identity in their native land. By tracing rapso's offshoot from calypso through
the experimentation of artists like Lancelot “Kebu” Layne, Moonsammy recovers the genre's long
history of political involvement in union activism, labor strikes, and grassroots community
development. Nevertheless, despite such a long activist involvement with the “downpressed,”
rapso is often ignored by Trinibagonian music lovers in favor of other, more popular (and, at
times, less socially conscious) genres of music, like dancehall and American hip-hop.
Moonsammy laments that cultural biases and unscrupulous owners of radio stations and record
labels encourage rapso's marginalization; however, she also expresses hope that burgeoning
technological advancements and a growing global cultural awareness will soon save it from the
threat of obscurity.In Timba Brava, contributor Umi Vaughan argues that timba is more than just
an Afro-Cuban genre of music—it is also a rich cultural site on which several of Cuba's most
heated social debates intersect, including those on economic policy, identity formation, gender
roles, and, most important, the island's long history of complicated race relations. He further
asserts that although it was born in the face of challenges posed by a radically changing Cuban
society during the “special period” of the 1990s, timba is also the culmination of a centuries-old
love-hate relationship between Cuba and its Afro-Cuban population. In fact, Vaughan dissects
timba into four main stylistic elements (structure, timbre and texture, content, and context) and
then focuses on the ways in which each area illustrates diverse musical influences—some of
them traditionally Cuban, but many more of them Afrodiasporic. Even more interesting, Vaughan
establishes very firmly that timba is heir to a long tradition in which Afro-Cuban culture persisted
in the face of very strong opposition nourished by an upper class that wanted to present Cuba
as a monolithic white country to the outside world. This history makes the genre most appealing
during a time in which black and mulatto Cubans must assert their identities inside the country's
rapidly changing culture and social structure. Vaughan concludes by stating that timba continues
to negotiate complex relationships with the nation's government and international markets,
maneuvering power and opportunity from a marginalized position to one of agency and



power.This volume closes with “Salsa Memory,” a collaborative production by scholar Juan
Flores and musician René López that enacts on paper the meeting of rhythms embodied in the
pioneering salsa bands that are the focus of the piece. As a bridge between two political and
musical eras (the 1970s and the present), René López and his bands enable an in-depth
comparative case study that illuminates the possibilities inherent in the contemporary
globalization moment. In tracing the historical and present-day versions of López's band and the
ways in which they parallel and carry within them signal moments in the history and present of
the conflicted story of salsa, “Salsa Memory” “amounts to an exercise in musical and cultural
memory.” Delving into the details of the bands’ music, the role of each player and instrument in
particular songs, and the very specific musical and cultural histories that rhythm and dynamic
invoke, the essay lays bare the mechanics of various sorts of memory making through the
aesthetic expressions explored throughout this volume. In this particular essay, the voice of the
practitioner whose production process is underpinned by the corporeal and aural connection to
the historical and rhythmic dimensions of the beats blends with the voice of the critic/historian/
fan who cannot resist the call of the rhythm.These interventions illuminate music and dance
forms that at once restage and revise aesthetic, corporeal, aural, cultural, and political
conversations about Africa, Europe, and America that have been going on at least since the
beginning of the Atlantic slave trade. Born of this era of globalization, though, these forms also
embody the distinctive tools available to Afro-Atlantic communities in this moment, not the least
of which is the global market.Notes1. V. Y. Mudimbe, The Invention of Africa (Bloomington:
Indiana University Press, 1988).2. M. Wright, Becoming Black (Durham: Duke University Press,
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view this chapter, refer tothe print version of this title.]Performing Pentecostalism: Music, Identity,
and the Interplay of Jamaican and African American StylesMELVIN L. BUTLERA growing trend
in contemporary African American gospel has been the incorporation of West Indian influences
in performances and commercial recordings. This trend is not particularly surprising, since for
decades, music scholars have recognized the transnational ties between Jamaica and the
United States. These ties have had a profound impact on the development of sacred and secular
musical practice in both locales. Kenneth Bilby, for example, has noted that a significant amount
of Jamaican popular music recorded in the 1970s is imbued with a hymnlike quality that
suggests the influence of African American church worship on Jamaican expressive culture.1
This essay discusses African American gospel artists and their music as a dynamically
recontextualized, African diasporic phenomenon and focuses primarily on the reception and
appropriation of island-influenced gospel recordings among Jamaican churchgoers at home and
abroad. I seek not only to emphasize the transnational flows of gospel music from the United
States but also to call attention to the ongoing negotiations of identity that occur as a result of
these flows. In ways that are understood to be controversial, young Jamaican Pentecostals often
strive to make this music by African American gospel artists their own, even as many religious
leaders vehemently protest its perceived negative impact on Jamaican youth and the
congregations to which they often belong.Pentecostalism has been developing steadily in
Jamaica since the 1920s, thriving along with belief systems such as Kumina, Revival (or
Pocomania), and Rastafarianism. In a Caribbean nation where this brand of Christianity is,
according to recent studies, now the professed faith of as much as a quarter of the population, 2
believers see the music through which they articulate their faith as intimately connected to their
religious and cultural identities. African American gospel music coming from the United States



plays a complex and at times contradictory role in how Jamaican Pentecostals identify
themselves in relation to religious and cultural outsiders. While in Jamaica in 2002 and 2003, I
became increasingly fascinated with how Jamaican Pentecostals were appropriating music
recorded by African American gospel artists. This music is transmitted to the island when U.S.-
based gospel groups tour internationally; through Jamaicans traveling to and from the United
States; and, most noticeably, by way of global cable networks, such as Black Entertainment
Television, and through Jamaica's gospel radio station, Love 101 FM. Among Jamaican
Pentecostals, television has traditionally been deemed an aspect of “worldly” living that is to be
avoided as church members seek to lead a sanctified life centered primarily on asceticism and
spiritual devotion. Although restrictions on television sets have loosened dramatically (since the
turn of the twenty-first century), TVs are still viewed with suspicion by older Pentecostals, and it
is only since the mid-1990s that radio has emerged as a significant medium for the transnational
spread of North American gospel styles.I therefore find it remarkable that many Jamaican
Protestants and Pentecostals with whom I spoke are now drawn to African American gospel
music styles and that they often characterize these styles as “black,” though not necessarily
“Jamaican.” For churchgoers living in the urban areas of Spanish Town and Kingston, African
American styles provide a means of expressing a “modern” Pentecostal aesthetic while
counteridentifying against the “white” hymnody and “white-sounding” imported gospel music that
some Jamaican congregations seem to prefer. “Black” styles are associated mostly with
contemporary U.S. gospel artists influenced by rhythm and blues and hip-hop, but also with the
traditional “clap-hand” choruses and the ska and dancehall rhythms characteristic of
contemporary Jamaican gospel music. Whether they emanate from Jamaican or foreign soil,
however, I contend that the use of gospel styles experienced as “black” significantly impacts the
experiential framework of church “local” musical-social activity.Gospel concerts in Jamaica and
the Jamaican diaspora often feature a variety of styles, including traditional hymns and gospel
reggae, as well as music recorded by well-known African American gospel singers such as
Yolanda Adams, Kirk Franklin, Donnie McClurkin, and Fred Hammond. These events offer youth
an opportunity to enjoy a Christian form of entertainment while socializing with churchgoers
outside of their regular congregations. However, gospel concerts are viewed by many older
Pentecostals as a recently acquired trend of which true believers should be wary. Thus, there
prevails a certain skepticism with regard to any musical practice that is seen as a departure from
established tradition.A fondness for the Jamaica of yesteryear resonates with the lyrics of songs
popular among older Pentecostals, many of whom converted during the 1950s and 1960s.
These Pentecostals often talk about the way things “used to be,” back when Jamaica was “such
a paradise” and when churchgoers took pleasure in singing classic hymns and Jamaican
choruses, many of which are unfamiliar to younger generations. Through verbal testimonies and
through hymns with titles such as “The Old Time Religion” and “Old Time Power,” believers retell
conversion experiences and express nostalgic sentiments brought on by the historical
consciousness of past events, as well as through a “re-membering” process that blends lived



experience with the biblical account of the day of Pentecost.The opposition that some Jamaican
preachers express toward African American cultural influence takes the form of a scathing
critique of contemporary church practices, which, they contend, have strayed too far from the
more “authentic” practices of yesteryear. One of the perceived dangers in moving away from
traditional practices is that Jamaican Pentecostal identities will be compromised as so-called
worldly influences begin to infiltrate congregations. The “modern” musical activities of many
Jamaican churches are deemed inauthentic or “artificial” to the extent that they rely on
emotionalism and entertainment rather than on the Holy Spirit for their affective impact. Church
leaders often express a desire for a return to old times characterized less by “emotional” musical
practices that “tickle the ear” and more by the transforming power of God's anointing. One
preacher's sermon lamented the many changes that he felt have moved the church away from a
genuine experience of the Holy Spirit. “What we need today,” he asserted, “is not more music
and emotional singing, but we need the old time anointing.” He added, “This generation has to
make so much music because they have to create an artificial joy! In the old times, the people…
didn't even have a lot of instruments. But when they sang ‘What a Friend We Have in Jesus, ’ oh
my! I don't need no organ to help me preach!”The significant point here is that worldliness and
“African Americanness” are conflated, at least implicitly, in the discourses of some Jamaican
Pentecostals. Indeed, most of the “changes” mentioned by the preacher are experienced by
older Jamaican churchgoers not only as more “modern” and “artificial” but also as evidence of
African American influence on traditional Jamaican Pentecostal practices.The preacher's
reference to the hymn “What a Friend We Have in Jesus” provides evidence of a Jamaican
preference for the meaningful lyrics of traditional hymns and “sober songs” over the “one-liners”
and simpler choruses whose appeal derives more obviously from rhythmic or melodic elements.
Although hymn singing is practiced by many African American Pentecostals, it is noticeably
more prevalent among Jamaican churchgoers. The emphatic statement “I don't need no organ
to help me preach!” refers to the organist's practice of interjecting percussive chordal attacks in
between a preacher's words during a sermon. This occurs most often when a preacher switches
to a singing or “intoned” style of sermonizing, which is more characteristic of African American
preachers than Jamaican ones. The use of the organ to complement or “help” the preacher is
not commonly found in Jamaica's Pentecostal churches, although I did occasionally notice it in
urban areas such as Kingston and Montego Bay, where churches often attract preachers visiting
from the United States.For many Jamaican churchgoers, island-influenced gospel music is a
means of expressing both religious authenticity and cultural distinctiveness. It can even become
a way of musically asserting, “Not only am I a Pentecostal Christian, but I am a Jamaican
Pentecostal Christian.” This type of assertion is most striking among Jamaican Pentecostals
living abroad in places such as New York and London, where religious, cultural, and long-
distance national identities become a source of personal strength and a foundation for minority
group consciousness.PERFORMING JAMAICANNESS: DONNIE MCCLURKIN'S CARIBBEAN
GOSPEL MEDLEYTo illustrate the way in which Jamaicans express cultural identities through



gospel music, I would like to focus on a gospel performance by African American gospel singer
Donnie McClurkin, using his recording Donnie McClurkin: Live in London and More (2000) to
underscore the relation between religious and cultural identity. The recording, which is available
in both audio and video formats, is McClurkin's second commercial release and was a hit among
both African American and Jamaican churchgoers at home and abroad. After the CD was
released, McClurkin made his first professional trip to Jamaica, performing a gospel concert at
Church on the Rock, a Pentecostal church in Kingston, in October 2000.3 Since then,
McClurkin's popularity in Jamaica has continued to grow. Throughout much of my field research
in 2002, one particular track from the recording, “Caribbean Medley,” was played almost daily on
Love 101 FM.McClurkin's performance takes place at London's Fairfield Hall before a
predominantly African Caribbean crowd of gospel music enthusiasts. A woman emcee
introduces him as “a native New Yorker whose second home is London” and expresses pride in
the fact that McClurkin has chosen London as the locale in which to make his live recording.
McClurkin and his group perform several selections before launching into a series of traditional
Jamaican choruses. As this track on the CD begins, McClurkin introduces the medley and
makes a verbal appeal to Jamaicans in the audience.4Well, then, we gon’ sing us some
Jamaican songs. But if we sing ‘em, you gotta get outta those seats. And you gotta dance like
you're really from Jamaica, or your parents were from Jamaica, or parents’ parents were from
Jamaica! But I want you to be true to who you are!McClurkin humorously exaggerates a
Jamaican accent, repeating the word Jamaica several times and placing emphasis on the
second syllable, which is drawn out and melodized to mimic the vocal inflection of a native
patois speaker. He uses the idiomatic expression “parents’ parents” in an attempt to draw on
colloquialisms familiar to Jamaicans in the audience. McClurkin also calls on his listeners to be
true to themselves, suggesting that participation in Jamaican-style gospel music and dance is a
way for his listeners to assert and confirm their island identities. As McClurkin speaks, the band
begins a reggaestyle accompaniment, with characteristic keyboard/guitar offbeats. The first
piece of the medley is “I've Got My Mind Up.” When the vocal melody begins, the bass guitar and
bass drum complete the sonic approximation of classic 1970s reggae accompaniment,
characterized by what is sometimes referred to as the “one drop” rhythm, marked by a stress on
the second beat of each measure.The second piece of the medley is “Goodbye, World.” The
keyboards, drums, and guitar continue the reggae-style accompaniment throughout this piece,
as the rhythm of the bass guitar changes somewhat to support the new melody and chord
progression. From “Goodbye, World,” the group moves into “Born, Born, Born Again,” which is
one of the oldest and best-recognized choruses in the medley. In the middle section of this
piece, McClurkin's voice becomes more forceful, taking on a rougher character as he imitates
the “dub”-style delivery of a contemporary dancehall DJ. He cries, “Born of the water, Spirit an’
de blood. T[h]ank God I'm born again!” which is sung four times against an accompanying
backdrop that has shifted into the more percussive and syncopated rhythm also employed in
contemporary dancehall performances.Next, McClurkin's rhythm section returns to the classic



reggae groove that underlies a repetition of the first medley piece, “I've Got My Mind Made Up.”
The recurrence of this chorus establishes it as the medley's unifying theme. The reggae groove
is maintained as the band segues into “I Am Under the Rock,” followed by the chorus “Jesus
Name So Sweet.” At this point, the bass line varies once more, switching to a simple arpeggio
pattern that, like the previous “one drop” bass pattern, accents the second beat of each measure
in typical reggae fashion.After repeating the chorus’ initial couplet, the rhythm section replays
the syncopated dancehall rhythm while McClurkin delights the crowd by adding the short patois
refrain “Every rock me rock upon Jesus, Jesus name so sweet!” This phrase does not translate
easily into Standard English. However, Jamaican churchgoers explained to me that the
repetition of the word rock and the idea of rocking “upon Jesus” suggest the idea of “movement”
with Jesus—literally, through holy dancing, and metaphorically, through life's ups and downs.
The chorus thus celebrates the “sweetness” of Jesus, who serves not only as a spiritual dancing
partner during collective praise but also as a guide and comforter amid the “rocky” road of
everyday life. This idea of movement is underscored by the chorus’ additional patois refrains,
which, although not performed by McClurkin, are sometimes sung in Jamaican “country
churches.”Me slip and me slide and me rock upon Jesus.Jesus name so sweet.Me dilly and me
dally and me rock upon Jesus.Jesus name so sweet.He concludes the medley by returning to
“I've Got My Mind Made Up.” However, before the final repetitions of this chorus, the
instrumentalists suspend the classic reggae groove as McClurkin tells one of his coperformers,
“Okay, Juanita, we sing it like this.” He then shifts gears by slowing the tempo and inserting the
chorus of the traditional gospel hymn “Oh, I Want to See Him.” During this hymn, the singer
reverts to his celebrated R&B-influenced contemporary vocal style, and the rhythm section
backs him with a smooth, understated accompaniment reminiscent of the sound of African
American church music. Although McClurkin's prefatory remark, “We sing it like this,” reveals to
the audience his awareness of the cultural difference between himself and the audience,
collective participation in the medley ultimately helps to foreground the common spiritual ground
between them. By sandwiching this hymn within the medley's reggae choruses, McClurkin thus
skillfully appropriates the contrast between Jamaican and African American styles of gospel
expression.Both the audio and video recordings of McClurkin's performance fade out on “Fire,
Fall on Me,” leaving the listener (or viewer) to imagine the continuing moments of celebratory
praise induced by the “Caribbean Medley” and heightened by its final piece. McClurkin
eventually introduces the next song with remarks that once again reveal his ability to manipulate
cultural musical difference and effectively evoke “place” through musical sound.Well, that's how
you all do it in England and in Jamaica. Now I gotta take you to my home. I'm a-show you how we
do it in Perfecting Church in Detroit, Michigan, where the pastor and founder is Marvin L. Winans!
McClurkin sings the last phrase, placing special emphasis on the church's pastor, a renowned
contemporary African American gospel singer who later makes a guest appearance during the
concert. After the short introduction, the band begins a bass-heavy funk groove, setting the
stage for McClurkin's next piece, “Hail, King Jesus.” Although McClurkin portrays this piece as



emblematic of African American gospel expression, the song's musical style is viewed by more
conservative African American Pentecostals as too worldly because of its perceived similarity to
secular hip-hop genres. In fact, the musical styles of McClurkin and other African American
gospel artists such as Kirk Franklin are often deemed wholly inappropriate for use in a
Pentecostal church context. While these styles, sometimes referred to as “hip-hop gospel” or
“holy hip-hop,” may succeed in expressing an African American cultural identity, they fail to
resonate with the religious identities of African American Pentecostals who fear the loss or
contamination of the gospel tradition that they experience as vital to their contemporary
practice.I mention the interplay between religious and cultural identities among African
Americans because it bears some resemblance to musical negotiations of identity among
Jamaican Pentecostals. There is indeed a fascinating tension that arises between the way in
which McClurkin employs musical style in his “Caribbean Medley” to signify cultural
distinctiveness and the manner in which many Jamaican churchgoers use it to assert their
Pentecostals identities. The Jamaican Pentecostals I interviewed express great pride in their
“Jamaicanness.” Moreover, they are adamant in their belief that their Pentecostal faith does not in
any way make them “less Jamaican,” even though their standard of holiness prohibits
involvement in certain quintessential Jamaican musical genres. Although many Jamaican
Pentecostals find the classic reggae style of McClurkin's medley entertaining in a concert setting
or for radio listening, such a style is rarely performed during actual church worship. The same
choruses are often sung, but the rhythmic accompaniment does not draw so obviously on a
classic 1970s reggae sound, because it evokes images of the contemporary dancehall (where
this style is still featured), Bob Marley, ganja smoking, and Rastafarianism.In Jamaica's
Pentecostal churches, traditional choruses are typically sung at a slightly slower tempo than that
employed by McClurkin, albeit with a denser, more quickly moving underlying accompaniment.
Pentecostal church musicians sometimes described their style to me as “old R&B” or “ska,”
referring to the commercial popular music genre that developed on the island during the late
1950s and 1960s. At Mount Olivet and Riversdale Pentecostal Church, I was often impressed by
the ska-like rhythmic accompaniment that characterizes most of the up-tempo singing.In some
cases, Pentecostals take issue with both the musical style and the use of Jamaican patois in a
traditional chorus. Although preachers do occasionally switch into patois during sermons, hymns
and choruses are nearly always sung in Standard English, which is viewed as the more
respectable language within Jamaican society. The tendency to steer clear of Jamaican patois in
sung expression may indicate a desire to avoid the social stigma historically attached to
Pentecostal musical and bodily expressions. To illustrate this point further, we need only
reexamine McClurkin's performance of “Jesus Name So Sweet.” While most of the Jamaican
Pentecostals to whom I spoke are familiar with the patois versions of the chorus, I rarely heard
these lyrics during church services. Some pastors to whom I spoke expressed negative views of
McClurkin's medley. For example, one referred to it as “a tacky Jamaican imitation.” Another
pastor took issue with the use of the phrase “Every rock me rock upon Jesus.” “It doesn't mean



anything,” she complained in response to my question about the significance of the lyrics. “It's
just some words they throw together!” Among conservative congregations, praise and worship
moderators choose lyrics closer to Standard English, such as “Every time I talk about Jesus,
Jesus name so sweet,” after which they generally repeat the initial couplet.Near the conclusion
of a service I attended at Mount Olivet, a group of teenagers began singing the chorus as some
congregants stood at the altar seeking the infilling of the Holy Spirit. They began with a
traditional rendition of the lyrics, but then, feeling uninhibited since the service was nearly over,
they switched into patois versions of the chorus. Picking up on this shift and being familiar with
McClurkin's recording, the instrumentalists began playing a dancehall reggae accompaniment.
By this time, the Spirit infillings and refillings had already taken place, and most congregants
were simply “rejoicing in the Lord,” enjoying the celebratory aspects of Pentecostal musical
praise. However, Pastor Orie, who had been trying for the past ten minutes or so to calm things
down and stop the musicians from playing so he could dismiss service with prayer, gestured
more urgently for the musicians to stop. “Okay, okay,” he admonished, “we're getting carried
away. Let's stick to the original. We want the Holy Ghost to always be in control.” For Pastor Orie,
as well as for many of the congregants, the musical style of the chorus had begun to get too
worldly, crossing the boundary of appropriate church music.FUN IN THE SON: GOSPEL
REGGAE, CONCERTS, AND POPULAR ENTERTAINMENTIn February 2002, when I arrived on
Jamaica's north coast to begin my fieldwork, I quickly gained a sense of the popularity of
discourses concerning worldly and holy expressive behavior. In the local paper The Western
Mirror, an article announcing the opening of a new adult nightclub called “Pleasure Dome” was
placed adjacent to a poem entitled “Christianity versus Heathenism,” which called for the
espousal of a holier, more biblically based lifestyle among Jamaica's citizens. The journalistic
juxtaposition of these two pieces indexed for me a moral dichotomy that is particularly
discernible among the island's evangelical Christians and also present within the broader
Jamaican society.What reinforced my sense of the pervasiveness of this dichotomy between the
church and the world was that Jamaica's tourist sectors were in the process of gearing up for the
annual return of “Spring Breakers,” many of whom would be college students from the United
States. According to the Jamaica Gleaner, “the spring break season usually lasts for six weeks
beginning in mid-February and attracts more than 50, 000 college students annually.”5 Each
year, this contingent of party-hungry foreigners faithfully descends on Jamaican resorts in and
around Negril, Montego Bay, and Ocho Rios, where all-inclusive resorts, such as Sandals,
Breezes, Club Ambiance, and Hedonism, cater to pleasureseeking young adults who crave fun
and romance in an “exotic” locale. While local news reports highlighted the positive impact of
tourism on the Jamaican economy, commentators expressed concerns felt by many Christians
that the tourists were having a negative moral impact on Jamaican society. Another article in the
Gleaner commented on the history of “lewd and excessive conduct” among visiting Spring
Breakers who reportedly “stripped naked and used their tongues to clean whip cream [sic ] from
each other's bodies, while a large crowd cheered them on at a popular establishment in



Montego Bay.”6 Following a great deal of public complaint, the Jamaica Tourist Board and the
Jamaica Hotel and Tourist Association issued a code of conduct discouraging sexually explicit
acts among patrons and threatening to take severe actions against establishments that allowed
them.By March 2002, the Jamaica Tourist Board launched the country's first gospel spring
festival, entitled “Fun in the Son.” This three-week festival is extremely popular among young
Jamaican Pentecostals. For foreign tourists, it offers a spiritually acceptable alternative to the
rowdy party scene usually associated with Spring Break. “Fun in the Son” features Jamaican
gospel artists such as Carlene Davis, Papa San, Stitchie, Grace Thrillers, Prodigal Son, and
Robert and Genieve Bailey, as well as internationally known African American gospel performers
such as Hezekiah Walker and Ron Kenoly. The festival provides a charismatic Christian
dancehall space in which participants enjoy intense bodily participation—jumping and waving
their arms to the sounds of gospel reggae. However, for some conservative Pentecostals, “Fun
in the Son” overemphasizes the celebratory aspects of musical praise, “tickling the ears” of
participants but failing to minister to their spiritual needs. It is wrong, they say, to engage in
musical practices that so closely resemble those of the secular dancehall.The music of secular
dancehall artists such as Beenie Man, Bounty Killer, Lady Saw, and Buju Banton is considered
too worldly for inclusion in either worship services or gospel concerts. However, since the
mid-1990s, a number of dancehall artists have converted to Christianity and begun recording
gospel reggae songs featuring dancehall rhythms set to Christian lyrics. Gospel reggae artists
such as Stitchie, Papa San, and Judy Mowatt have renewed their images and reestablished
themselves as legitimate gospel artists. However, as Stolzoff notes, some critics question the
sincerity of these conversions and suspect that they constitute nothing more than “a savvy
marketing ploy to capture the untapped demand for dancehall music among Christian teenagers
whose parents forbid them to listen to mainstream dancehall music.”7 Beenie Man's parodic
rendition of “Gospel Time,” conspicuously positioned as the first track on his CD, no doubt
represents both a marketing strategy and also a tongue-in-cheek response to dancehall artists
who, unlike him, claim to have converted.8Some Pentecostals to whom I spoke feel that certain
musical styles, especially gospel reggae, are simply too worldly and therefore unacceptable
irrespective of the contextual frame in which they are performed. Most Pentecostal pastors
simply view gospel reggae as too stylistically distant from the hymns and choruses of the
Pentecostal tradition to be used in the worship service. Cheryl, age thirty-two, serves as youth
president in her organization. When I asked her about the styles she felt were appropriate in her
church, located near Montego Bay, she replied,Churches use different styles. For example, we
use a lot of hymns for congregational singing…It's my personal conviction. There are a lot of
different styles churches use. It really depends on the focus you want to get. Reggae doesn't fit.
It crosses the line for me.Nonetheless, some Pentecostals deem gospel reggae appropriate
within a festival or concert frame because it helps to attract young people and keep them in the
church.Most Jamaican Pentecostal pastors I have encountered teach against wearing makeup,
jewelry, chemically straightened hair, and pants, establishing a set of prohibitions that have to do



mostly with the comportment of women and girls. African Caribbean Pentecostal women differ
from their African American counterparts in that the latter are much more likely to have
straightened hair. Beyond that, there is a great deal of variation in the degree to which
Pentecostal congregations adhere to specific rules concerning dress.Among the saints, there is
often considerable debate regarding the necessity of women abstaining from wearing pants,
cosmetics, and jewelry. Although Pentecostal organizations sometimes exert influence over the
way in which “holiness” is interpreted, it is typically the pastor who establishes the dress code for
his or her congregation. Liberal-minded Pentecostals sometimes view the dress code as old-
fashioned, too rigid, legalistic, and lacking a sound biblical basis. They argue that the code is
overly dependent on “man-made” traditions and has become an unnecessary hindrance to the
growth of Pentecostal churches. More conservative Pentecostals cite biblical mandates to “lift up
a standard” (Isaiah 59:19, 62:10), stressing that while holiness is a matter of one's heart and not
defined by dress, it should manifest itself through one's daily comportment, including outward
appearance. Moreover, it is largely through the dress code that Pentecostals seek to distinguish
themselves from the world of popular culture. Preachers often lament the fact that some saints
are too eager to adopt fashionable practices, many of which stem from the United States. Thus,
for many African Caribbean Pentecostals, upholding the standard involves preserving one's
island identity and maintaining a critical distance from things negatively associated with the
United States.Some women have told me that they follow a stringent dress code purely out of
obedience to their pastor. Others adopt the holiness standard wholeheartedly, particularly when
they view immodest apparel as an unwanted reminder of their preconversion lifestyle. I have
spoken to several Pentecostal women who adhere to the dress code because they feel a need
to maintain the Pentecostal tradition handed down to them by their mothers and grandmothers.
For these women, the standard of holiness is a sacrifice to God that they view as a sign of virtue
and humility.Given the fact that dress codes seem more prohibitive for women than for men, I
asked Sister Wright whether she felt holiness standards make it harder for girls than boys to stay
committed to the church. “No, it's the same,” she insisted, “because boys have more peer
pressure to get sexually involved.” One of the reasons women strongly outnumber men in most
Pentecostal churches may be that secular symbols of womanhood do not clash as harshly with
Pentecostal holiness standards as do symbols of masculinity, which include alcoholic drinking,
gambling, and sex outside of marriage. As Austin-Broos notes, “The moral signs indicative of
being a clean vessel…bear on why [Pentecostal] practitioners are more often women than
men.”9The disproportionately large number of males in church leadership roles no doubt reflects
a long-standing gender bias in the broader society. However, as Austin-Broos suggests, the
“assertion of a patriarchal status [through a leadership role] mitigates the inevitable denial of
[other] signs of masculinity.”10 I would add that musical participation, particularly instrumental
performance, is also a highly significant way through which Pentecostal men derive a sense of
empowerment, a vehicle for self-expression, and a vital means of male bonding within an
overwhelmingly female socioreligious context.Sister Wright also spoke to me about the



temptations of “worldly music,” which she defined as “the reggae beat.” She explained,
“Sometimes you hear it [on a sound system] and you want to start moving [imitates secular
dance moves]. And the children have it hard because the bus driver and the car driver could play
music loud, and you can't ask them to turn it down!” When I asked Sister Wright about the kinds
of gospel music she dislikes, she responded, “Calypso…I don't like the calypso.” By this, she
referred to the genre known as “gospel reggae,” which is enormously popular among young
Pentecostals but often critiqued by elders because of its dancehall-influenced characteristics.I
had the opportunity to speak with Pastor Orie on several occasions during my three-month stay
in Liliput. I was most struck by his commitment to the hard work of evangelism. “I never wanted to
pastor,” he admitted during one interview. “The most important thing is for people outside the
church to get saved. We spend too much time sitting down inside the church.” Noticing that there
were no Pentecostal churches in Liliput, he originally came to the area with the hope simply to
reach lost souls by teaching and preaching the Word of God. During one early-morning prayer
meeting in 1998, when a lady was filled with the Holy Spirit, Pastor Orie became inspired to
continue his work. The church land was donated by a man who lived nearby in a small, one-
room house. “I feel God sent you here,” the man had said, “so I'm gonna give you this land.”
Pastor Orie concluded that it was God's will for Mount Olivet to be established in its current
locale. The biggest source of frustration for Pastor Orie is that he lacks the money to “go out” and
preach like he wants. “There are a lot of areas,” he insisted, “that need to hear the gospel.”
Therefore, he prays for the means to purchase a truck so that he can carry the Christian
message to more people.Although Mount Olivet is considered a mainstream church because of
its nominal affiliation with the United Pentecostal Church (UPC), this U.S.-based organization
does not extend to Pastor Orie any financial support. In fact, Mount Olivet was built using money
mostly from his own pockets. “The saints here don't have much,” he explained. He noted that the
UPC churches in Jamaica are “not that well organized,” particularly in terms of actively
maintaining ties to sister churches in Jamaica and to the international headquarters in the United
States. Consequently, the construction of new churches, such as Mount Olivet, is often
undertaken without organizational oversight and sometimes lacks even local support from other
churches on the island.The Jamaican UPC churches meet twice a year, during February and
August. Pastor Orie dreams of someday attending an international UPC convention in the United
States and hopes that his ministry might receive a financial boost through organizational
channels. Despite serious difficulties, Pastor Orie expressed his plans to continue expanding his
work in Jamaica by building a new edifice in the upcoming months. “We have to go out and claim
the land,” he often preaches, referring to the Old Testament Israelites’ mission to occupy enemy
territories.11 “We have a lot of work that need to be done, just like in America.”Notes1. Bilby,
“Jamaica,” 170.2. Austin-Broos, Jamaica Genesis.3. Jamaica Gleaner, October 23, 2000,4. The
video version of the concert shows McClurkin first asking for applause from various African and
African Caribbean ethnicities. He solicits responses from Barbadians, Trinidadians, and St.
Lucians before finally asking the Jamaicans in the audience, whom he apparently knows to be in



the majority, to show themselves by applauding. After their enthusiastic response, McClurkin
proceeds to introduce the medley of “Jamaican songs.”5. Jamaica Gleaner, March 21, 2003.6.
Jamaica Gleaner, March 21, 2002.7. Stolzoff, Wake the Town, 268 n. 4.8. This kind of intertextual
dialogue across the sacred-secular divide goes in both directions, as gospel reggae artists
sometimes mention secular dancehall DJs on recordings and in live performances. I see the
musically embedded conversations that take place among Jamaican singers as a kind of
signifying practice common throughout the African diaspora. See Gates, Signifying Monkey.9.
Austin-Broos, Jamaica Genesis, 123.10. Ibid.11. Num. 13:26-30; Josh.
1:1-11.BibliographyAustin-Broos, Diane J. Jamaica Genesis: Religion and the Politics of Moral
Orders. Chicago: University of Chicago Press, 1997.Bilby, Kenneth. “Jamaica.” In Caribbean
Currents: Caribbean Music from Rumba to Reggae, edited by Peter Manuel. Philadelphia:
Temple University Press, 1995.Gates, Henry Louis, Jr. The Signifying Monkey: A Theory of Afro-
American Literary Criticism. New York: Oxford University Press, 1988.Stolzoff, Norman C. Wake
the Town and Tell the People: Dancehall Culture in Jamaica. Durham: Duke University Press,
2000.“The Women Have on All Their Clothes”: Reading the Texts of Holy Hip-HopDEBORAH
SMITH POLLARDHip-hop, a billion-dollar global phenomenon comprised of graffiti art, turntable
artistry, break dancing, and rap, has evoked some of the most complex and incendiary public
discourse of the last thirty years. With music and cultural critics citing rap music's role in
educating youth and in showcasing the “pro-woman” lyrical power of some female emcees, on
one hand, and the media focusing on the violence, misogyny, and materialism, on the other, it
would appear that the discussion could not possibly become more layered.1 However, the
inclusion of religious themes has added another, often more controversial element to the
discussion.While references to the tenets of the Nation of Islam and the Five Percent Nation,
Rastafarianism, and Christianity can be found within some of the lyrics of global rap music, the
goal of this chapter is to focus exclusively on Christian rap/holy hip-hop.2 The controversy arises
from the fact that its fans and practitioners view the combination of these seemingly disparate
forms—the gospel of Jesus Christ and rap—as providential, a means through which God
intends to reach the post-civil rights, post-R&B generation. In contrast, its detractors view this
amalgamation as sacrilegious. Despite what some view as the oxymoronic nature of holy hip-
hop, a closer examination of the testimonies and lyrics utilized by these artists reveals that their
approach to the ministry is generation-specific in its packaging but age-old in purpose, that is, it
mirrors, in several of its performance elements, as well as in text and intentions, many of the
hallmarks of the Black Church and the African diaspora.TERMINOLOGYThere are a number of
names by which these performers are known, including holy hip-hop artists, hip-hop gospel
artists, Christian rappers, gospel rappers, Christian emcees, and poetic evangelists. However,
there are others who prefer simply to be known as hip-hop artists or rappers. Because there is
no unanimity regarding the label, in this chapter, I use holy hip-hop (HHH) or Christian rap to
refer to the performance genre of all of the artists who use elements of hiphop, especially rap, as
a vehicle for disseminating the gospel message.The reasons why individuals gravitate toward



one label and shy away from another are almost as numerous as the artists themselves. Some
are reluctant to use anything that announces their affiliation with gospel, because they find they
are often dismissed before they can get a fair hearing, particularly by those who think Christian
rap would have to be, by definition, tedious and boring or by those who remember the awkward
early days of the genre. Others shun what they consider a limiting descriptor, not because they
are ashamed of their faith, but because their music often ends up in CD racks next to gospel
artists who sing quartet or choir music when they would prefer to be placed with performers like
Jay-Z, Kanye West, and other artists who are known for their verbal skills. The consumers that
buy that music are the audience they hope to attract.Among those who have embraced the use
of adjectives to designate the kind of rap they present is William “Duce” Branch. A native New
Yorker, Branch has been part of the holy hip-hop movement for more than fifteen years, first as
half of a Christian rap duo, Children of Life, and then as a founding member and primary
spokesperson for the Cross Movement, a highly popular and critically acclaimed Philadelphia-
based group.3 The Ambassador has perhaps taken more time than most to contemplate what
can happen when hip-hop and religion converge, having written his master's thesis, “The
Theological Implications of Hip-Hop,” at Dallas Theological Seminary. During an interview with
about his 2005 solo release, “The Thesis,” he explained why he finds using modifiers around the
word hip-hop a positive step for those who minister through this musical form.First of all, the
Bible has not called us to destroy everything in the world…Placing an adjective on it has altered
this Hip Hop. We have termed it Christian Hip Hop or Holy Hip Hop. That's our way of changing
it. So we don't change Hip Hop. That's just another earthly topic. We've modified it. Some people
don't want to place Holy or Christian in front of it. They just want it to be Hip Hop. We have done
it because we believe that the modification in light of what Hip Hop is makes you think. When
you hear it, you think of all the things that are not related to God. We gladly added the term
Christian to Hip Hop to let them know to expect something different from us.4The term Holy Hip
Hop has been attributed to two men, Danny Wilson and eDDie Velez (“Da Preachin Puerto
Rican”), who founded a conference and awards program in the late 1990s. On their Holy Hip
Hop Web site are the following words: “Our mission statement, since 1997, is to Take the Gospel
to the Streets through the global proliferation of Spiritually-Enlightening Holy Hip Hop Ministry,
Music & Entertainment Glorifying Christ.”5 Over the years, a number of Christian rappers and
fans, including many not officially affiliated with the organization, have come to embrace the
term. Since its founding, Wilson and Velez's Holy Hip Hop ministry has grown to encompass a
weekly syndicated radio program; a series of compilation CDs called Holy Hip Hop: Taking the
Gospel to the Streets, distributed by EMI and featuring Christian rappers from around the
country; and alliances with a variety of other individuals interested in promoting Christian
rap.6There are those who disagree with The Ambassador and the founders of the Holy Hip Hop
ministries about the use of adjectives to describe the genre. Among them is Detroiter Jason
Wilson, who previously performed and produced secular hip-hop as a member of Kaos and
Mystro. The duo was popular throughout the Midwest in the 1980s and early 1990s and even



had spot dates as the opening act for Public Enemy, whose music they sometimes sampled.
After rededicating his life to God, Wilson thought he would have to leave hip-hop behind, until he
heard, through the performance and ministry of The Ambassador, that rap could be used
effectively and artistically by Christians.7 Today, using the name Maji, Wilson is a founding
member of The Yuinon (pronounced “union”), which brings together various artists, producers,
and others who see rap as an evangelistic tool. He has produced gospel-themed hip-hop for
locally based and national artists, including The Ambassador. His response to the question of
nomenclature was this:I try not to use any terms besides Hip Hop. Because of those titles [“holy,”
“Christian,” etc.] “holy” hip hop has limited its territory and hindered its possibilities to be
effectively used as a tool for ministering to the unsaved. When Eric B &Rakim came out, no one
referred to their brand of music as “5 Percenter” Hip Hop. Or when Public Enemy came out, no
one referred to their music as “Black Power” Hip Hop. It was just Hip Hop. So I simply call our
genre Hip Hop. But the individuals who rap are Christians.8It is worth noting that while Maji
personally avoids using certain adjectives, the Web site for The Yuinon states that their
recording division strives to produce “quality Christian hip-hop music that will challenge,
encourage and address heartfelt needs and social issues.”9Still another Detroiter offers a
different perspective. Kimberly Williams, a seventeen-year veteran of the gospel music industry,
was introduced to presenting the gospel publicly as part of her family's traditional singing group
and as an instrumentalist for her father's church. The founder of G-Praize Music, a full-service
marketing and promotions company, she has represented a variety of national artists, including
Lisa McClendon and many performers who are part of Cross Movement Records. In the 1990s,
she worked for Crystal Rose Records; while there, in 2003, she coordinated the nationally
released compilation Pure Flava/Pure Gospel, featuring urban and hip-hop gospel
performances.10 Williams, who raps and performs spoken word under the name Kiwi, calls what
she performs “Christian hip-hop.”I think it flows better with any other genre we have—gospel
jazz, Christian rock. I think the term holy hip hop is over the top. Maybe it's my upbringing and
the whole “holier than thou” thing. I think your lifestyle and your lyrics and ministry will speak for
itself. That goes back to the argument that some present to “just call it hip hop.” After all, you
don't say “Christian boxer.”11CULTURAL AND HISTORICAL LINKAGESAccording to such
scholars as Teresa L. Reed and Anthony B. Pinn, there has always been an intertwining of the
sacred and the secular in Black music, despite the consternation that the fusion has often
created.12 Reed traces this melding to the African continent, where there was no sacred/secular
dichotomy prior to contact with Western mores.13 Religious themes have often surfaced in
Black secular music, whether one examines the lyrics of work songs, blues, jazz, R&B, or soul.
Similarly, the Negro spiritual and traditional and contemporary gospel music owe much to their
secular cousins, since each form has a nonsacred counterpart, including the “gospel blues” that
bluesman turned gospel pioneer Thomas A. Dorsey created and the contemporary sounds of
gospel made famous by Edwin Hawkins and Andrae Crouch, which were heavily influenced by
the R&B and jazz they heard as teens in California. Of course, the list of contemporary



performers who were trained in the Black Church and whose vocals reflect that influence
includes such notable figures as Aretha Franklin and Al Green as well as Beyonce Knowles and
Fantasia.14
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M. Dowden, “An Interesting Read. To be honest, if like me you have downloaded or are going to
download this it is probably due more to curiosity than a full grounding in music and dance. The
series of essays that we are thus given then are thought provoking and interesting, although you
will not necessarily come to the same conclusions as the writers of these. If you disagree with
some of the conclusions though that is perfectly okay, because at least we know where the
writers are coming from and what they mean.After an introductory piece which sets out what the
book is about and how it is set out, so we then move on to the three sections which incorporate
the essays, all of which make for interesting reading. This book is centred on the Atlantic region,
so we are mainly talking about West Africa, the Caribbean and the mainland Americas. Starting
off with the Christian religion so we read how changes have come about in the music and song
that are played in churches, to that which has become more of a phenomenon on the world
stage, given the moniker here of Holy Hip-Hop. Spreading the message of the Christian faith
then is shown to us by using the same type of music that younger people will know in various
guises. We have dance then and the music of different areas, and due to anthropophagy,
although not here meant as cannibalism but as the absorption of different influences thus we
have a fusion.We can see then how the traditions of those who were originally taken as slaves
across the ocean came together and fused into a slightly different style than that of the original
peoples, and then we can see what happens nowadays with this new style taken back to the
homelands of ancestors to create yet another slightly different style, all of which it does have to
be admitted creates something usually so much richer as time and this progress continues. We
also can see how capitalism has played a part in the dissemination of music, culture and dance
as when there is a need for something, so people are going to come up with ways to market and
sell things and thus further promote such needs.Not necessarily a book that all will want to read
but, in some ways, this does take us outside the subjects that are covered here, and reminds us
all that colour, class and your environment can have a much bigger impact than nationalism.
And whatever colour or race you are we all need roots, something we can identify with and have
as our own.  There are active footnotes here as well as an index and bibliographies.”

The book by Jacqueline McAssey has a rating of  5 out of 5.0. 3 people have provided feedback.

Title Page Copyright Page Contents Introduction Part One: Religion Part Two: Dance Part Three:
Contemporary Music Contributors Index



Language: English
File size: 1029 KB
Text-to-Speech: Enabled
Screen Reader: Supported
Enhanced typesetting: Enabled
X-Ray: Not Enabled
Word Wise: Not Enabled
Print length: 386 pages
Lending: Not Enabled
Simultaneous device usage: Unlimited

http://www.neutronbyte.com/api/Wa18oYTP/d

