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in the techniques and sonic textures of Jamaican dancehall and North
American hip-hop as well as hardcore soca and rapso. The lyrics are, in
much the same way as gospelypso, directed toward evangelistic and edify-
ing purposes.

It should come as no surprise that these artists, like gospelypsonians,
find themselves enveloped in a critical discourse both from inside and out-
side the Full Gospel community. Theirs is a different approach to this com-
munity, however, because they do not desire to participate in worship ser-
vices or work toward legitimizing their style in the same way (or to the
degree) that gospelypsonians do. Rather, they create for themselves alter-
native sacred spaces, including the gospel concerts themselves, within which
they worship in the manner that they believe is fitting for contemporary
Trinidadian believers. In short, they take advantage of the spaces that exist
within what Norman Stolzoff has called “dancehall culture” in order to
overcome what they consider a lack of true worship within the church
itself.*

Many of these artists believe that they are anointed by God to bring
about a paradigm shift in worship and that the youth of the church is called
eventually to supplant current practices by their example. Sincerely believ-
ing that they have insight beyond the wisdom of the current leadership—
sight that transcends the myopic vision of the church—they believe that
the contemporary Full Gospel community suffers from a spiritual malady.
Convinced that they themselves have found a way of addressing this mal-
ady, their lyrics are often directed against the church itself and are of a more
cataclysmic and oppositional nature than the lyrics of gospelypsonians.

Jamoo

A final style is known as jamoo, or Jehovah’s music. This idiosyncratic style
is local in that Ras Shorty I (formerly Lord Shorty), one of the creators of
soca, coined the term and performed the style until his death in July of
2000. The style is a mixture of soca, calypso, jazz, and African popular
musics. In addition, Ras Shorty I consciously continued the project he began
in the early 1970s with his pioneering soca compositions, for he often incor-
porated East Indian materials into the already eclectic sonic texture of
jamoo.

His family band, called the Love Circle, continues to write and perform
jamoo today, and several aspects of the style warrant brief mention here.
First, while Ras Shorty I did convert to Protestantism, he never affiliated
himself with a specific denomination, choosing instead to remain the spiri-
tual head of his household and to study the Bible independently. This deci-
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sion fostered suspicion regarding the sincerity of his conversion—a suspi-
cion that extended to jamoo as well. Second, he continued to foster ambigu-
ity with regard to his spirituality by referring to himself as Ras Shorty I, by
characterizing his music as conscious, and by wearing togas, sandals, and
dreadlocks. Rather than clearing the matter up by making a definitive state-
ment or by formally joining a congregation, Ras Shorty I chose to remain
firmly entrenched at the peripheries of both nation and church and some-
what of a mystery to both. This afforded him a unique opportunity to influ-
ence both in ways that would not otherwise have been possible. Third, until
very recently, no one else even attempted to perform in this style. Jamoo,
then, is a gospel music that seeks neither legitimation by the church nor
praise from the nation. It is, in this sense, a voice quite other among the
musics circulating in Full Gospel Trinidad, and yet it is arguably the most
local of them all.

BENEDICTIONS

The sermon, which frequently follows special music, is often considered
the central element in the worship service. It is the time when the pastor
offers insight into the “Word of God.” Based on his understanding of
the congregation’s needs, the pastor variously challenges, chides, and
encourages the people, teaching them through explicating the scriptures.
A typical sermon might last anywhere from thirty-five to ninety min-
utes, and the congregants generally follow along in their own Bibles.
The links between music and word are very close indeed, and the style
of delivery, somewhere between song and speech, links the sermon to
the surrounding songs and prayers. This portion of the worship service
is by no means a static one for the congregation, whose almost constant
vocal affirmations and exclamations of agreement constitute yet another
example of the communal aspect of the service. After a concluding few
minutes of congregational singing, this time led either by the pastor or
the worship leader(s), the pastor often challenges the congregants to re-
member their mission in the world. He may remind them that believers
have the responsibility of sharing the “good news” with those who have
not heard it and of living lives that reflect the impact of the gospel in
their own lives. All that remains before ritual time dissolves back into
nonritual time are a few announcements and a benediction. The bene-
diction is the last pastoral action of the service, and it constitutes a bless-
ing for the coming week. After the benediction, the congregants are dis-
missed, and many spend another few minutes variously talking with
one another, hailing maxis [minibus taxis], or trying to get council from
the pastor. The time immediately following a service is interesting in
that it does not quite constitute nonritual time and is clearly no longer
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a part of ritual time. Many congregants deliberately take their time in
making the transition back into nonritual time, drawing out the benefits
of ritual time by remaining physically within or around the building
itself and spending time together as a community. Nonritual time will
take over soon enough.

This chapter has considered the complex religious histories and sociocul-
tural contexts that form the backdrop against which Full Gospel believers in
Trinidad worship, work out their identities, and live out their faith. Their
careful policing of Full Gospel boundaries should not, then, come as a sur-
prise, but it does make the roles that music plays within that community
very interesting indeed. Music represents both a balm and a threat to Full
Gospel identity, and the following chapters explore these two sides of the
community’s musical life by focusing on performance and reception.

In order to situate these explorations of performance and reception, this
chapter has also offered a general idea of the structure that prevails in a rel-
atively typical service in Full Gospel Trinidad—within the normative per-
formative context for worship. That said, individual congregations and
denominational groups, of course, incorporate idiosyncratic materials and
ideas into their worship services. It should also be clear that some congre-
gations remain much more open to musical experimentation than do others.
Jerma A. Jackson’s meditation on the strands of “exuberance” and “re-
straint” within African American churches can also be kept in mind in this
Trinidadian context.*” This normative context for worship (the worship ser-
vice), moreover, plays a major role in shaping the discourse surrounding the
value of musical styles, such as gospel dancehall, gospelypso, and jamoo. The
worship service, then, serves as a standard that has implications for the
“other” contexts within which gospel music is performed. Style and context
are, as such, linked not only through actual performance but also in and
through Full Gospel discourse. The narrative [ have incorporated through-
out this chapter should, then, serve the heuristic purpose of pointing out
some of the elements broadly shared among Full Gospel congregations
throughout Trinidad. But the narrative is also contextually important
because of the primary and legitimizing role that worship services play in
the discourse about musical style within this community.

Along the way I have also offered a brief introduction to the four princi-
pal musical styles with which the remainder of this book is concerned—
North American gospel music, gospelypso, dancehall, and jamoo. Each of
these styles occupies a very different place in the life of the Full Gospel com-
munity, and their positions vis-a-vis the community afford me the oppor-
tunity to raise questions of identity and to answer them in part through
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recourse to narratives of the past and dreams for the future. Before turning
to an exploration of each of these styles, [ will, in the following chapter, out-
line the ethics of style, the analytical model through which I interrogate the
spaces and contexts of music, memory, and identity that confront the Full
Gospel community in Trinidad.
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