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Part 1: Prologue
I was raised by a single mother who immigrated from Chaguanas, Trinidad to America
when she was only 7 years old. She spent every summer in Trinidad with her grandparents and
often lived there for long periods of time, even after moving to America, as her parents worked
to acquire citizenship for her and her older brother. After giving birth to me, she worked hard to
ensure that I was connected to my Trinidadian roots by taking me on visits to Trinidad, more
times than I can remember, sharing Trinidadian cuisine, and passing down Trinidadian folklore
stories and spiritual ideologies that I’ve kept with me throughout my life.

When I was 8-years-old, I lived with my aunts, uncles, and cousins in Trinidad for the
summer and acquired a very painful stomach bug without a direct cause. My Great-Aunt Estlyn
attempted to nurture me to health by using teas, remedies, and salves until finally taking me to
visit a local medicine woman who used a form of chiropractic medicine, AKA stepped on my
back, to release the pain in my stomach. My aunt told me that I had “maljo” or “evil eye”. The
term derives from the belief that a look of envy or ill will can cause physical harm and/or pain.
From then on, I became aware of the importance of spirituality in my extended family and the
benefits of using religion alongside medical practices. Though I identify as Agnostic, Trinidadian
spiritualism has forced me to constantly explore my faith, question my religious beliefs, and
form a deep connection with Trinidadian folklore and its religious origins.
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Part 2: Introduction
Topic Overview
In the late 18th century, Trinidad, then British colonies, opened its borders to French
immigrants resulting in an influx of French Catholic planters and their enslaved peoples. The
French introduced the tradition of a pre-Lenten festival to Trinidad during which they would
hold masquerade balls and dress up as enslaved peoples. Simultaneously, French slave masters
would walk their slaves to various plantations to burn sugarcane in a harvesting ritual known as
Cannes Brûlées/Canboulay. This celebration would include masked rituals and dancing
ceremonies derived from African religions. This became a time notoriously known for slave
rebellion as slaves took advantage of the festive season and lack of supervision, making the
festival a symbol of liberation and freedom. After the emancipation of Trinidadian slaves in
1838, this symbolism was reinforced as now free Trinidadian people fought for independence
from British power, which worked to suppress forms of West African cultural influence.

Originally stolen from parts of Sub-Saharan Africa, slaves were stripped from their
homes, families, and communities yet carried with them a diverse array of cultures, languages,
and religions. They were forced to assimilate to French and British colonial ways, leading slave
communities to establish a hybridized form of spirituality that would be functional for their lives
in the New World. By the early 1800s, Trinidadian enslaved people adapted to British and
French colonial ways cultivating new religions that transcended the barriers of slavery through
two primary vehicles: folklore and festival.
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Passed down through generations from West African slaves, folklore and religion have
been interwoven into the fabric of Trinidadian culture. Commonly known mischievous folklore
characters such as the Jumbie and Duppies derive from West African spiritualism and are highly
respected and even feared in some Trinidadian communities. I will be sharing the nature of
spirituality and folklore in Trinidad and its West African influence and the effects of those stories
on present-day Carnival, an internationally known festival during which revelers dress up as
significant folklore and religious characters. The festival was permanently placed on the Monday
and Tuesday before Lent and has evolved into today’s renowned Trinidadian Carnival.

The Importance of Exploring Ritual and Religion Through an Anthropological Lens
In recent years, anthropologists have begun cataloging and studying myths and rituals
within religion, especially as they pertain to “social action” (Turner v). Social action takes into
account the actions and reactions taken by a community in response to a particular event. This
allows anthropologists the ability to observe the evolution of certain traditions within
ritual-based religion and connect it to the developmental patterns of communities. This shifts the
focus away from the belief that people have different modes of interpreting information but that
culture is what drives a community's cognitive evolution (Turner 3). In 1954, Monica Wilson
iterated that, "rituals reveal values at their deepest level” “men express in ritual what moves them
most, and since the form of expression is conventionalized and obligatory, it is the values of the
group that are revealed. I see in the study of rituals the key to an understanding of the essential
constitution of human societies" (Monica Wilson 1954) (Turner 241).
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Part 3: Sub-Saharan African Religious Context
History of Yoruba in Africa
Sub-Saharan Africa is composed of a multitude of different countries, communities, and
civilizations which each carry their own set of religious beliefs and practices. In this paper, I will
focus mainly on the Yoruba people, an ethnic group that has resided in countries such as Nigeria
and Benin dating back 5,000 years. The Yoruba religion follows the traditional structure of West
African religion by celebrating “rites of passage” such as birth, marriage, death, and sometimes
puberty (Aiyejina 37). These celebrations would largely include masking rituals such as the
Eguiguri ceremonies for ancestors, one of the more popular forms of masquerading (Aiyejina
37)(Olupọna 252). These ceremonies have lent insight into the importance of witchcraft and
ancestry in Yoruba communities (Olupọna 252). Within Yoruba, religious witchcraft is not solely
practiced with malicious intent, as Western literature often suggests (Olupọna 252). In fact, the
Yoruba frequently practiced witchcraft with good intentions for things such as healing and
understanding the concept of life after death (Olupọna 252).

When the Trans-Atlantic slave trade hit West African coasts, in the mid to late 18th
century, Yoruba culture was thriving and popular within many communities as the Yoruba
Kingdom flourished and religious structures strengthened (Aiyejina 36). Yet soon, Dahomean
warriors and Fulani horsemen began raiding western and northwestern communities of the
Yoruba kingdom, searching for people to sell to British and French colonizers (Aiyejina 36) (See
Figure 1). The Oyo, or kingdom/palace for Yoruba, became compromised and wars between
Yoruba sub-groups ensued (Aiyejina 36). Enslaved West African peoples were stripped from
their homes and sold to planters in foreign countries which “ensured a strong Yoruba character in
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the artistic, religious, and social lives” of enslaved people as they grappled with their horrifying
realities in the New World (Henry John Drewal) (Aiyejina 37). Practices within Yoruba such as
communication between specific drum rhythms (Kalinda), religious ritual, and writing ensured
its survival (Scher).

How Yoruba Adapted to Colonization
When enslaved peoples were forcibly put into the slave trade system they would often be
purposefully placed on plantations with others that were not in the same ethnic groupings
(Aiyejina 41). This was to ensure that aspects of African culture such as religion and language
would be lost during or soon after the Middle Passage. (Aiyejina 41) Though simply living on
different soil surrounded by different people and cultures did have a great implicit impact on
enslaved peoples, there were purposeful rules and legislation installed to strip an enslaved person
of everything that would remind them of their former physical and spiritual lives in Africa to
negate the possibility of uprisings and contact between plantations (Aiyejina 41). For example,
particular drum beats used in traditional West-African drumming rituals could be used as means
of direct communication between different enslaved communities. (Aiyejina 41)

This negatively affected their ability to engage in a variety of their religious practices
(Aiyejina 40). For example, the tradition of public visitation to ancestors, ancestor veneration,
commonly took the form of pouring libation over or placing offerings on lost ones' graves yet
this was deemed illegal by various plantation systems in Trinidad (Aiyejina 40). Yet enslaved
people still relied on their religious origins to cope with the brutalities of slavery and had to do so
stealthily. Trinidadian slaves selected from a collection of cultural material “originating from
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European social, religious, and economic institutions” and used them to build their own religious
systems (J.D Elder) (Aiyejina 43). Trinidadian slaves were aware of the rules put in place that
barred them from practicing Yoruba and formed a new hybrid religion that capitalized on the
many parallels between Yoruba and Christianity (Aiyejina 42). This is a process known as
syncretism where different religions, dogmas, and practices are consolidated (Aiyejina 42). This
does not suggest that there are “one-to-one transfers” or similarities between Yoruba and
Christianity, but that forms of religious practices, such as dancing and masquerading, were used
in specific culture-areas as "resources" on which slaves drew in order to adapt to the restrictive
conditions of slavery (Nicholls 49). During times erected specifically for Christian worship and
prayer, the few times slaves were allowed to engage in any religious practices, enslaved peoples
would feign assimilation to Christianity while their inner mind or ori-nu would secretly pray to
the Yoruba God, Orisa (Aiyejina 42). The Christian chants and prayers forcibly taught to them
became verbal tools with which enslaved communities used to record the religious stories and
myths of Orisha (Aiyejina 42).

How Yoruba Flourished and Expanded In Trinidad
When the Yoruba, mostly Oyo-Yoruba, Yoruba peoples from the Oyo-Yoruba Empire,
were captured by the Dahomeans they ended up in Cuba, Brazil, and Trinidad making it the most
prominent religion within those enslaved communities (Aiyejina 36). In Trinidad, Yoruba
religion was the basis for the religious cult/community, Shango (Aiyejina 37) The Shango cult
follows the deity Sango, the god of thunder and lightning in Yoruba religion, whose qualities as a
protector and avenger proved attractive for enslaved communities who lived in perilous
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conditions, even those who were not originally Yoruba (Aiyejina 37)(Olupọna 260). Shangos
eventually became an important religious, Yoruba-derived, subcommunity in Trinidad.

As discussed previously in this paper, the Yoruba believed rites of passage and in
particular death to be something incredibly sacred. In parts of Yorubaland, there was believed to
be a respectful relationship between the living and the dead, particularly dead family members.
This relationship was celebrated and explored through masquerade festivals that were intended to
be watched by ancestors. These festivals were used to simulate a “ritual return”, reconnecting the
living with the dead by including songs/chants, specific dancing techniques, tangible offerings as
well as sacred blessings that could be seen and appreciated by ancestors in the heavens (Aiyejina
39).

Part 4: Trinidadian Carnival
French Colonization in Trinidad
By the late 1790s to early 1800s the French had established a strong social, and economic
foundation in Trinidad after the British extended (Pearse 177). In Trinidad, there were between
“1783 and 1797, 468 plantations, covering 85,000 acres, of which 37,960 were already
cultivated, with 159 sugar mills, and 130, 103 and 70 undertakings growing and processing
coffee, cotton, and tobacco respectively,” each manned by African enslaved peoples (Pearse
177). Though French-Trinidadian colonizers, in particular, members of the upper class, did suffer
from British immigration to Trinidad in 1802, they flocked to the country and urban areas where
their cultural influence would have the most lasting impact (Pearse 177). There the French found
solace in their fellow upperclassmen peer’s appreciation for elegance and sophistication (Pearse
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177). They engaged more vibrantly in the arts putting emphasis on the importance of dress,
music, and hospitality, according to local French norms (Pearse 177). They did not regard the
West Indies as “places to be tolerated for the sake of a quick fortune” which was often correlated
with British ideology (Pearse 177). In fact, the French would spend years trying to integrate their
traditional ways into Trinidadian colonial life as effectively as possible (Pearse 177).

Masquerading in Sub-Saharan Africa
African masquerades were considered “returnees” from heaven; they were adorned in
costumes made with special cloth all elaborated colored (Nicholls 57)(Aiyejina 39). In Southern
Nigeria, there is a masquerade called the Ekeleke of Western Urhobo (Nicholls 57). Also known
as Ikenike, the masqueraders wear a headdress, a veil, and use stilts up to nine feet tall (Nicholls
57) This height allows the audience, the edjdo edu, or spirits in the air and sky, the ability to
watch the elaborate acrobatic performances making Ikelike dancers not exclusively entertaining
for their mortal audience (Nicholls 57). You can also find stilt masquerades among the Ekoi and
northern Cross River groups in Western Africa (Nicholls 57). There, they were commonly
perceived as playful and youth-oriented as they performed for entertainment rather than for ritual
purposes. (Nicholls 57)

The French’s Introduction of Cannes-Brûlées
The French plantocracy took much pride in the various forms of entertainment, such as
balls, dinners, hunting parties, and "fêtes champêtres'', garden parties, that the French elite would
partake in. These divertissements were engaged most popularly during Lenten Season, which is
observed by millions of Christians throughout the world and lands on the days between Ash
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Wednesday and Easter (Pearse 176) (London 4). There were elaborate masked balls held at
St.Ann's which were given by the Governor, Sir Ralph Woodford, that French aristocrats used
during Cannes-Brûlées to march through the streets of Port-of-Spain masked visiting houses in
the area which were opened specifically for the occasion (Pearse 181). This would become one
of the more common forms of celebration during the Lenten season.

During the early 1820s, the éleite of the French-Trinidadian society took an active part in
Cannes-Brûlées (Pearse 181). Though a generally masked celebration, the French would take it
upon themselves to dress themselves in characters with their own cultural significance, one that
was often based on racism and malice. The most popular costume that was worn by women was
one that depicted "mulâtresse” or a female slave (Pearse 181). French men would then dress up
as "nègres de jardin'', in Creole "nègre jardin" and in English a black field laborer (Pearse 181).
French aristocrats would mimic the religious traditions and physical characteristics of enslaved
peoples and use them as a form of entertainment.

Cannes-Brûlées
Cannes-Brûlées originated from a pagan custom practiced during the pre-Christian period
(a custom which was modified by the Church of Rome to become a two-day festival before Ash
Wednesday) (London 4). This was a time utilized by newly converted Christians to pay
“fare-well” to anything associated with the devil, vanity, and sex, before committing themselves
to a period of fasting and repentance during Lent (London 4). The word "Carnival" is derived
from the Latin words carne vale, which mean “farewell to flesh.” The carnival acquired some
fundamental features such as enacting the African pageant into Carnival, a practice named tres

10

passing, and parading through the streets blowing cow horns and conch shells in the middle of
the night (39 Elder). They would mock the ruling class using songs, beat African drums to
symbolize and portray savagery, carrying lit torches, and take the streets to duel or stick fight (39
Elder) (See Figure 2).

A popular practice during the Lenten Season in Trinidad, was the burning of cane sugar, a
step in the harvesting process to control bugs, animals, and other pests detrimental to a healthy
sugar harvest (Martin 223). Groups of Trinidadian enslaved people, accompanied by their French
slave owners, would be marched to various plantations and assist in the grinding of the burnt
canes before they spoiled (Pearse 182). When unwanted fires broke out on neighboring
properties “horns and shells were blown to collect [ enslaved peoples] and the gangs were
followed by the drivers cracking their whips and urging them with cries and blows to do their
work" (Fraser, Pearse 182). Often Trinidadian slaves were even allowed to engage in traditional
Carnival festivities such as dancing, ceremony, and parading (Pearse 179).

Post-Emancipation Canboulay
For years, enslaved Trinidadian people were required to engage in Cannes-Brûlées
cultivating an appreciation within enslaved communities for the freedom it allowed not only
physically but spiritually. On August 7th, 1833, the British Parliament passed the Emancipation
Act which deemed enslaved people apprentices to their masters garnering them more bodily
autonomy and social control; in 1838 they were deemed, free people. (London 4) The tradition of
Canboulay stood strong at the foundation of Trinidadian culture which was affected heavily by
the stark separation between class and race. The French, who continued to immigrate to Trinidad
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and migrate from rural parts of Trinidad to the cities, exerted much influence on the festival. As
French-Trinidadian economic culture began to idealize the advantages of money and upper-class
living, Canboulay developed into an elegant, extravagant, relatively exclusive, festive season
filled with dining, dancing, and hunting parties (London 4) (Scher). Yet Black Trinidadian
communities continued to traditionally engage with Canboulay, recalling the cultural and
religious importance it had to their ancestors and fully embracing and respecting the religious
origins of Cannes-Brûlées. They attempted to make their contribution in the form of song and
dance, to the annual festival. Cannes-Brûlées which was renamed Canboulay, in an attempt to
separate from French culture, soon became a celebration of resistance and freedom which
ironically reenacted the days when enslaved Africans were driven with cracking whips to put out
fires on sugarcane plantations “as a kind of commemoration of the change in their
condition”(Martin 223) (Fraser Pearse 182). It was during this time that the exclusive aristocratic
character of Cannes-Brûlées began to disappear. Planters, European officials, and other
upper-class colonizers did not want to identify themselves with the newly emancipated Black
communities (London 4). For this reason, much of the French’s influence on Cannes-Brûlées was
lost. The festival soon acquired a more African character with special emphasis placed on
Calypso, Calinda, Bongo, and Shango religious melodies of the black slave society (London 4).
Canboulay became a space where Black communities could outwardly appreciate their religious
origins, embrace religious characters, and overstep as many social boundaries that masking
would allow (Pearse 182).

After Canboulay lost its popularity within French the plantocracy, the French-Trinidadian
local government began enacting legislation that made it difficult for Black members of society
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to engage in Canboulay as well. In 1875, The Gazette called for a Vagrancy Law and a
Reformatory School, asserting that the Government had allowed Canboulay to run rampant and
"the present order of things [did] not permit our mothers, wives and sisters to walk the streets
and promenades without having their senses shocked by sights and sounds in the fullest sense of
the word "disgusting" (Pearse 188)(The Gazette). Shopkeepers began refraining from selling
masks, yelling and howling became outlawed, and people were often arrested for engaging in
masquerading (Pearse 187). In the Port-of-Spain Gazette, a police notice read “Any person being
found masked in the streets” “will be immediately arrested and dealt with according to the Law”
(Pearse 183). In 1881, the Canboulay Riots, a battle between the Police and organized
masqueraders, started grasping the attention of local and international community members as it
became a nationally recognized issue (Pearse 188).

Out of these years of conflict, grew the contemporary Carnival movement that we know
of today. Terminology such as “factories'” which annually organized “bands” of people who
"played mask" each year was defined, and Carnival found a permanent and safe place in
Trinidadian culture (40 Elder). The fundamental features of Carnival included objects that were
not related to costuming such as lit torches, African drums (ka), and bull-masks (Elder 40). There
was also the portrayal of African royal kings, queens, and princes as well as musical parades
which included the blowing of cow horns and conch shells (Elder 40)(See Figure 3). Satirical
songs and poems written by the acrimonious Black poets were proudly recited in French Creole
and erotic dances were performed adding to the rebellious and free nature that Carnival quickly
adopted (Elder 40). (image) Each person had their own responsibility in Carnival and yet they
were all “perpetually in movement, hopping, dancing, and gyrating to the monotonous beat of
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the tambourine and the tinkle of the triangle” (American Folklore Society 117). From early
morning until late night dance and celebration never ceased, possessing the same vim at the
beginning of each day as they did at the end (American Folklore Society 117). Each march
would include “shantwells”/song leaders and composers, organizers of bands, mask-makers, and
craftsmen/women (40 Elder). The word "masque" indicates that the costumes worn by celebrants
are based on a theme from history, current events, Carnival tradition, or imagination; they were
even sometimes an amalgamation of all four (Crowley 194)(See Figure 4). Most commonly,
costumes were specially designed instead of adapted from existing garments or feed sacks as
they were in antebellum years (Nicholls 49). But in visual terms, the basis of the masks and
costumes brought from Western Africa survived as well as the beliefs associated with them
(Nicholls 49).

Part 5: African Folklore and Religion in Trinidad
Folklore and African Religious Influence in Carnival
Religious spirits, which have been given the general name “jumbie”, are widely respected
often by spreading victuals on the graves of those who have recently died so that their spirits
might return and reap the benefits of the gifts left (Nicholls 52). Jumbies are characters
incorporated into Carnival that parallel African notions of life after death and ideas of spirits that
inhabit natural phenomena such as trees and rocks (Nicholls 51, 52). Jumbies can also be restless
spirits who pass their time playing malicious tricks on the living (Nicholls 52).

One of the most important aspects of Trinidadian Carnival is the costuming and lore
associated with them. The style of Carnival masquerade consists of bands often of more than a
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thousand people dancing and dressed in a variety of colorful costumes (Martin 229). The
masking traditions of the Shango Bands, a Yoruba religious sub-group formed in Trinidad,
usually incorporated the costuming of five or six people, both men and women, who all wore
long satin pants that cinched above the knee along with a satin blouse and a hat made of tòshô, a
striped fabric (Crowley 198). Oftentimes they ridiculed government officials with stories that
were connected to their costumes, but the main function of costuming during Carnival was to
interact with spirits (Crowley 198). They believed particular costumes could attract good spirits
and dispel bad ones (Crowley 198). In Trinidad, he is played nearly always by men on stilts from
10 to 15 feet tall (Martin 230). The stilts are brightly painted in stripes, and the masquerader
wears a long skirt and a jacket made out of brightly colored satin or sometimes velvet (Crowley
198) (See Figure 5). The name "Mocko Jumbie'' describes both what the costume represents and
what it does (Nicholls 51). The word "Mocko” is derived from the word "mock," a verb which
means to mimic or ridicule while "Jumbie" refers to a ghost or spirit derived from the word
“zumbi” which was used by the Kimbundu of the Congo and is defined as a departed spirit
(Nicholls 51). A Mocko Jumbie is an effigy, a representation of a supernatural scarecrow that
ridicules ghosts and spirits to scare them away making it an amicable part of the Trinidadian
religious community (Nicholls 51). A Moko Jumbie represents the spirit of Moko, the Yoruba
God, of judgment, reckoning, and retribution(Martin 230). It is believed that though Moko has
endured centuries of brutal treatment it remains "tall, tall, tall. His head touches the sky, and he
stands astride the crossroads to waylay unwary late-night travelers”(Martin). Dr. Hollis
"Chalkdust" Liverpool, a lead calypsonian from Trinidad, conceptualizes the Mocko Jumbie as a
“diviner” who oversees the village due to both its ability to physically see over everyone and the
magical ability to see the future realities of a people (Nicholls 54) In addition to the Mocko
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Jumbie, Carnival includes animal representations such as the Bat, Donkey, and Bear and
monstrous figures such as the Dragon and Blue Devil. Sexuality and gender roles are also
explored as men would dress as women and women would dress as men (Nicholls 49).

How Trinidad Interacted/Interacts With Folklore
Within Trinidadian religious culture, jumbies/spirits can be malicious and dangerous.
Children would be told stories of jumbies that were also depicted in Carnival gaining well
rounded religious context for each character. There are various means, within local Trinidadian
communities, of dealing with the spirits. Some stories describe people dispersing evil jumbies
with a whip or stamping their feet to keep away their evil intentions until they flee back to their
homes in the trees (Nicholls 53). My mother, Candace White, a Trinidad native, told me stories
as a child where people would pour a heap of rice on your doorstep so jumbies would be required
to sit and count each grain until the sun rose and they’d be forced to return to the underworld
(White). It is also believed that you could tell if a jumbie had been walking down a street if there
were footprints facing inwards as opposed to straight out. (image) Some people put their clothes
on inside out or walk into their homes backward so spirits would think they had left for the night.
There were also European and West-African ideologies surrounding ways of dressing to protect
oneself from spirits which included wearing little mirrors which were thought to dispel evil
(Nicholls 54). Moko Jumbies often wear these mirrors to symbolize their invisibility, so when
you look at a Moko Jumbie you will only see yourself (Nicholls 54). (image) Ejumba
masquerades of the Jola of Senegambia also wore costumes adorned with small mirrors that were
believed to reveal witches while the anti-witchcraft masquerades of the Banyang of southeastern
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Nigeria and Anogiri masquerades of the Okpella in Nigeria's Bendel State wore mirrors as
psychic "eyes" that detected and exposed witchcraft activity as well (Nicholls 54).

Part 6: Conclusion
Trinidadian Carnival is now one of the most renowned public displays of Trinidadian
culture and religion in the world. The religious ritual is practiced with vigor in Trinidad’s society
allowing people a historical perspective into a once persecuted society (London 6). Trinidad’s
diverse community has witnessed religious diffusion throughout Trinidad and infusion into their
everyday lives as a product of colonization and imperialism (London 6). To many, Carnival is
time without the restraints of political and social norms or the hardships of daily living and
societies need “to exist in the cult of efficiency” (London 4). It allows individuals to engage in a
form of escapism through an indulgence of carefree revelry and parading (London 5). Yet
Carnival has evolved into a cultural art form that assists in the growth and healing of collective
trauma experienced by generations of Trinidadians (London 5). To me, this signifies the
importance of religious and cultural strength as something more than a reflection of a
communities economic and social stance but as a tool to “understanding how people think and
feel about the natural and social environments in which they operate” (London 6).

“That their religion and their art withstood the horrors of the Middle Passage and firmly
established themselves in the Americas as the slave trade affected a Yoruba diaspora - reflects
the triumph of an inexorable communal will.”
- Robert Farris Thompson
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Appendix

Figure 1:
Odoabuchi, Luke. Fulani Horsemen, 25 November 2017,
https://dev.nigerianart.net/fulani-horsemen/.

Figure 2:
Greaves, Debra. “Hinkson’s Paintings on Show at Library.” Trinidad and Tobago Newsday, 30
July 2020,
newsday.co.tt/2020/07/30/hinksons-paintings-on-show-at-library/attachment/9950618/.
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Figure 3:
Elder, J. D. "Cannes Brûlées." <i>TDR (1988-)</i> 42, no. 3 (1998): 38-43. Accessed August
29, 2021. http://www.jstor.org/stable/1146678.

Figure 4:
Kwame. Untitled. Trinidad and Tobago, 26 February 2020.
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Figure 5:
Nicholls, Robert W. "The Mocko Jumbie of the U.S. Virgin Islands; History and Antecedents."
<i>African Arts</i> 32, no. 3 (1999): 49-96. Accessed August 29, 2021.
doi:10.2307/3337709.
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