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Leopoldina, who introduced me to the mysteries and the

malandragens of capocira; and to all of the players past, present and
future.

e et

ﬁ his book is dedicated to Dermeval Lopez de Lacerda, Mestre
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took the hotel’s stage and proceeded to awe that child with moves
that until then I had thought were restricted to comic-book heroes—
and all of this done to the infectious beat of exotic instruments with
1 names like berimbau, reco-reco, pandeiro, atabaque and agi-gé.

As a college student, twelve years later, secking to enroll in a
martial arts class, I thought again about the exhibition that I had
scen in Bahia. Why not study a martial art whose roots in this hemi-
sphere were so deep and rich? But could it be that this unique art
£ form was being taught in the United States?

"To my surprise, I found that not only was capoeira being taught
but that a burgeoning capoeira “scene” was developing in this coun-
try under the vigilant eyes of some pioneering Brazilian masters.

Among the first to come to the States and teach regularly, around
1974, wete two young natives of Salvador with impressive capoeira
credentials, Mestre (Master) Jelon Vieira and Loremil Machado
(1953-1994)." Machado eventually gravitated towards performance
and dance, while Vieira embarked on the difficult path of molding
American capoeiristas on a par with their Brazilian counterparts.

A typical Vieira class in New York city during the 7os and ’8os
might include a Yale hockey player who could easily relate to this

1. Mestre Vicira was a pupil of Mestre Bobo, Mestre Bimba and Mestre
Eziquiel, and Machado studied with Mestre N, ’




mix of grace and muscle; an African-American jazz ch._n._m.: who
found capoeira’s African-structured songs a throwback 0 m:m own
roots; and a classical ballet dancer mesmerized by capoeiras cmmm-
tiful yet lethal movements. All seemed to find something in this
ique art form.
::_m”_ 1978, Mestre Acordeon (Bira Almeida), one Ow _mmmﬂ&mb\ Mestre
Bimba's (1900-1974) leading pupils, arrived in California and began
sharing his rich capoeira vision with E..m students ﬁrnwm. He rwm ?M.s
tcaching consistently in the San Francisco Bay Area ever sinee. is
book, Capoeira: A Brazilian Art Form North ?Ebn.n wowwmu 1986)
was one of the first mcvzmr& on the subject matter in m.:m country
and is still one of the best sources available for those wishing to learn
the history and philosophy of this art form. .
Soon there were many others, including the venerable >:mo._n:o
Mestre Jodo Grande, a former student of z.mmﬁn wmmczvm
(1890-1981), the foremost practitioner of mrn traditional n&ﬁemﬂ&
Angola style of his generation. meqn‘?mo Grande came to the
United States in 1990, undaunted by his age m.:& the QW::E_ and
language barriers he would face, and armed with the mm:..r that TM
would communicate in the universal language wm capoeira—an
he was right. With the opening of his academia in New York Q.Q.
where he continues to teach, he became one of the first capoeira
mestres to have a school in the U.S. dedicated solely to the teach-
capoeira. .
_Dm__mwammu those names Brazil’s first woman mestre, Edna h:ﬂw
(who also teaches in New York), plus several talented young m_.m.m__-
jan and American mestres and professors teaching all over mrm.C:;m.m
States, from Boston to Santa Fé, who have all nomwﬁ._r:ﬁm.m in their
own way, and all of 2 sudden we have a capoeira “scenc.

2. Today there are over a dozen people teaching capoeira 1n the Bay Area
alone. . . . -
3. The list of Mestres | have mentioned here is by no means compiete.
Many other calented mestres and teachers whom [ have not mentioned m.oa
lack of space have contributed and are contributing to the growth of capoeira
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to most Americans, not unlike many of the Asian martial arts in
this country in the early 1950s. Although Nestor Capocira resides
in Brazil, perhaps the publication of his Little Capoeira Book in Eng-
lish will be one more step in giving capocira the recognition it is
due.

With this book we have for the first time in this country a man-
ual that breaks down basic capoeira moves, with the help of easy-
to-understand diagrams combined with insights into the history,
ritual and philosophy of the game. Anyone who has studied mar-
tial arts knows that it is impossible to learn from a book alone—
you must also “do.” This is even more true of capoeira, which is so
much more than a martial art and which demands participation
on many levels. Nonetheless, this book can serve as an excellent
introduction, guide and reference for both the beginner and the
more advanced student.

Part athlete, part bohemian philosopher and part scholar, Nestor
Capoeira embodies traits that make him singularly qualified to write
on the subject matter. Nestor, as he likes to be called, is a former
student of the legendary Mestre Leopoldina (who in turn was a
pupil of Quinzinho and Mestre Arthur Emidio). Later he joined
the Senzala group where he studied under Mestre Preguica (Van-
dencolque de Oliveira).* In 1969, he obtained that group’s coveted

red-cord and later became one of Senzala’s leading members.

Nestor Capoeira combines the knowledge of one who has done
(and is doing) with that of a serious scholar and chronicler of the
art. He is a frequent figure at conferences on this art form, and has
been the official chronicler of several national and international
capoeira encounters. He has taught capocira non-stop since 1969,
has three books published on the subject, and was a pioneer in

in this country— people like Preguiga, Marcelo and Deraldo, to name a
few. For a more complete chronology of the early years of capoeira in this
country, read Bira Almeida’s book, which was previously mentioned.

4. Mestre Preguiga has been teaching in the Bay Area since 1984.

X1
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introducing capocira to Europe, where he first taught in 1971. A‘r.no:mr
Nestor’s eyes we can get a sense of the historical perspective of
capoeira as well as recent trends.

Hopefully, this book will help to inspire a new generation of
capoeiristas in this country. For those who doubt that this art form
can be transplanted to American soil, it is necessary only to see top
American capoeiristas in action. They have internalized the capoeira
vocabulary and philosophy, and have achieved the ultimate com-

pliment when Brazilian capoeiristas mistake them for one of their -

own. Their mastery is achieved through incredible hard work and
dedication. I hope that this book will play a part in helping to spawn
more capoeiristas like them.

'

—Alex Ladd (a.k.a. Graveto)

Alex Ladd was born in Rio de Janeiro, Brazil in 1964. He began study-
ing capoeira in 1986 with Mestre Jelon Vieita and later studied with
Mestra Edna Lima. He currently resides in New Jersey, where he works
as a free-lance writer and translator.

xii

PREFACE

=: 1971, while I was teaching capocira at the London School of

Contemporary Dance, I wrote a little manual and photocopied
it for my students. I felt they needed some information on the his-
tory and philosophy of capoeira in order to understand what the
Jogo (game) they were learning in my classes was all about.

Those pages were the beginning of something that has grown
in the last twenty-five years, which today is part of my relationship
with capoeira and the capoeira world: T have since published three
books on the subject in Brazil and now I am happy to see my first
book translated into English and published in the United States.

Of course, during all of this time a lot of new research and infor-
mation has been brought out, and many of my insights on the his-
tory of capoeira have changed. I have also grown a bit older and
more experienced in the game— of life and of capoeira—and have
had the chance to strengthen my links with players and mestres older
than myself, capoeiristas I had admired when young and whom 1
now call my friends. These friendships brought with them a rich-
ness of information— philosophical knowledge of the roots and
the ritual of the game—as well as shared experiences which spanned
many years. This, of course, deepened my understanding of what
capoeira is all about. I am happy to say that this new material is
present in this first English edition, and I hope it can transmit this
information that has enriched my vision of capoeira.

So my purpose in this “little book” is twofold:

1) to inform the reader about capoeira, its history, philosophy,
music, ritual, myth and significance; and

Xiif
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2) to provide a practical method of teaching and learning that
will properly introduce the beginner from a different culture to the

capoeira game.
Capocira has enriched my life, has opened many doors and given

me unexpected opportunities in these last thirty years. I have ob-
served that T am not the only one who has benefited from it, and

I hope that the reader will shortly join our roda (circle).

— Nestor Capoeira

THE HISTORY

’ Vd
Camard, donde ¢ que vens, camard;
camard, donde é que vens, camard?

3




INTRODLICTION

In 1500 the Portuguese, led by explorer Pedro Alves Cabral, arrived
in Brazil.

One of the first measures taken by the new arrivals was the sub-
jugation of the local population— the Brazilian Indians—in order
to furnish the Portuguese with slave labor.

The experience with the aborigines was a failure— the Indians
quickly died in captivity or fled to their nearby homes. The Por-
tuguese then began to import slave labor from Africa. On the other
side of the Atlantic, free men and women were captured, loaded
onto ghastly slave ships and sent on a nightmarish voyage that for
most would end in perpetual bondage.

The Africans first arrived by the hundreds and later by the thou-
sands. They brought with them their culture—vibrant and differ-
ent from the European one—a culture that was not stored away
in books or museums but rather in the body, mind, heart and soul:
a culture that was transmitted from father to son, from the initiate
to the novice throughout the generations.

There was candomblé, a religion; the berimban, a musical instru-
ment; vatapd, a food; and so many other things—in short, a way
of life. This book makes reference to a small part of that vast
whole—the game of capoeira.

ORIGINS

The origins of capoeira—whether African or Brazilian— are cause
for controversy to this day; different and opposing theories have
been created to explain how it all began. Unfortunately, the early
days of capocira are shrouded in mystery, since few documents exist
from that era regarding capoeira, and research on the matter is still
in its initial stages.
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But so that we may better understand the subject, let us also
embark on a terrible voyage similar to that of the slave ships as they
carried their human cargo to a life of slavery.

Let us imagine the landing of a flying saucer arriving from a dis-
tant planet. Tts crew members carry terrible and unknown weapons.
A great number of people, among general chaos and bloodshed,
are captured.

After the frightful voyage, we arrive at our new home. There we
are sold into slavery, and after the first days of arduous work we are
taken to rest in the common slave quarters. We get to know our
companions in this calamity: an American guitar player, an Eng-
lish boxer, a Brazilian samba percussionist, a Chinese tai-chi prac-
titioner, and an African swat player—among many others.

Time goes by, and during the rare moments of leisure we begin
to absorb each other’s culture. Qur children, and the children of
our children, are born and raised in this environment of heteroge-
neous cultures and enslavement. Let us imagine that gradually, over
several decades, a new form of cultural expression is born—a dance-
fight, a game that is a mixture of boxing, tai-chi, samba, American
music and the swat.

Now we have an idea of how capoeira was born and what its
origins were: a synthesis of dances, fights and musical instruments
from different cultures, from different African regions. It is a syn-
thesis created on Brazilian soil, probably in Salvador, the capital of

the state of Bahia, under the regime of slavery primarily during the

nineteenth century.’

5. Capocira developed in other parts of Brazil also, particularly in Rio
de Janeiro and in Recife, where strong capoeira traditions could be found
in the nineteenth century. In those cities capoeira maintained only its orig-
inal fighting aspect and did not develop the synthesis between ritual and
fight found in Bahia. Later, in the beginning of the twentieth century, the
capocira traditions in these two cities were extinguished by the police.

[rrats

T

2

deh e AL T S

Condemned to a whipping in the public square. Debret, 1834

DURING SLAVERY

Startin i I

g around 1814, capoeira and other forms of African cultural
expression suffered repression and were prohibited in some places
by the slave masters and overseers.

Cm until that date, forms of African cultural expression were
wn:d_:n&. and sometimes even encouraged, not only as a safety
MN.CMm mmm:wmﬁ the internal pressures created by slavery but also to

ring out the diffe I I i iri
ng o differences between various African groups, in a spirit
of “divide and conquer.”
5 But with the arrival in Brazil in 1808 of the Portuguese king
ot T : .
, .M.Qmo ./b and his court, who were flecing Napoleon Bona-
wmﬁm% _ﬂﬁﬁo: om. Portugal, things changed: The newcomers under-
stood the necessity of destroying a people’s culture in order to




Jogar capoeira or danse de la guerre (Rugendas, 1824)

dominate them, and capoeira began to be _menn.Emn_ in a process
which would culminate with its being o:ﬁ_win& in 1892. |
Why was capoeira suppressed? The motives were many:
It gave the Africans a sense of nationality. | ,
« It developed sclf-confidence in individual capoeira
practitioners.
» It created small, cohesive groups.
o It created dangerous and agile fighters.
o Sometimes the slaves would injure themselves during Hrn.
capoeira game, which was not desirable from an economic

point of view. |
15
The masters and the overseers were probably not as consciot
as the king and the intellectuals of his court of all of these motives,

THE HISTORY

but intuitively— by that intuition which is inherent in any domi-
nant class—they knew that something did not “smell right.”
How was capoeira practiced, then?

* In a violent form in Rio de Janeiro and Recife.

*Asa ritual-dance-fight-game in Bahia, where capoeira
progressively absorbed other African elements.

* Sometimes in hiding, and in other places openly, in
defiance of laws designed to abolish it.

Capoeira at that time had little in common with the capocira
that is practiced today or during the last one hundred years.

Take, for example, a description by the German artist Rugen-
das. His drawings of what he called “Capiiera, danse de la guerre”
(“Capocira, war dance”) and his written description of what he wit-
nessed (Voyage Picturesque et Historique dans le Bresil, Engelman &
Co., Paris 1824) are some of the first records we have of capocira:¢

The Negroes have yet another war-like past-time, which is much
more violent—capoeira: two champions throw themselves at each
other, trying to strike their heads at the chest of the adversary whom
they are trying to knock over. The attack is avoided with leaps to
the sides and with stationary maneuvers which are equally as skill-
ful, but in launching themselves at each other it so happens that
they strike their heads together with great force, and it is not rare
that the game degenerates into a fight, causing knifes to be brought
into the picture, and bloodying the sport.

Absent from Rugendas’ description are the acrobatic jumps, the
ground movements, the leg blows, and the musical instrument
called the berimban, which had not yet been incorporated into the

G. Oo:mﬂ:m:m this version of a more violent carly capocira, we have a
letter from 1821, from the Military Commission of Rio de Janeiro to the
War Ministry, complaining of “capoeira Negroes arrested by the military
school for disorderly conduct.” The letter recommends public punishment
as a deterrent, and states that “there have been six deaths attributed to the
before-mentioned capociras as well as scveral knife injuries.”
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i wwan of capocira. The berimbau is a one-stringed instrument with

a gourd attached; its simplicity belies Hr.n. range of ma.u:.:& MB mxva
rienced player can summon from it. Ironically, today it is o n_m: con
sidered indispensable and indeed dictates nr.n rhythm an :mmﬂm
of the game—slower or faster, more combative or playful, treach-
harmonious, etc.
Q,o”_“ H.omn days, capoeira was mnnoﬁﬁmﬁmm o:_%.vw.ﬂrn a&ﬂa&:m
(similar to the conga drum), hand-clapping and singing, as shown
i " drawing.
3 Mm:mmﬂ_w MEME _dwmﬁrmm early capoeira described by W:mm:mmm
evolved and changed, partly through the mere passage o.m MEml
everything changes with time—and @m:_.% through ﬁr.m in Eﬂ.nn
of other forms of fighting and dance coming mnoa.: Africa, such as
this dance described in a passage by Curt Sachs in World History

of Dance:

i i in the center of the cir-
Two dancers and a singer take their places in t ) :
cle. One sings praises to the old chiefs and maybe m._mo to his favorite
bull, and marks the rhythm with hand claps, while the other two

dancers execute acrobatic moves and flips.

Musicians and acrobat during an African burial in Brazil (Debret 1834).

THE HISTORY

It must be stressed that there are many other theories attempt-
ing to explain the origins of capoeira.

According to one prevalent theory, capoeira was a fight thac was
disguised as a dance so that it could be practiced unbeknownst to
the white slave owners. This seerns unlikely because, around 1814,
when African culture began to be repressed, other forms of Aftican
&mﬁ&:m suffered prohibition along with capoeira, so there was no
sense in disguising capocira as a dance.

Another theory says that the Mucupes in the South of Angola
had an initiation ritual (efundula) for when girls became women,
on which occasion the young warriors engaged in the Ngolo, or
“dance of the zebras,” a warriors fight-dance. According to this the-
ory, the N'golo was capoeira itself, This theory was presented by
Céamara Cascudo (Folclore do Brasil 1967), but one year later Walde-
loir Rego (Capoeira Angola, Editora Itapoan, Salvador, 1968) warned
that this “strange theory” should be looked upon with reserve until
it was properly proven (something that never happened). If the
N'Golo did exist, it would seem that it was at best one of several
dances that contributed to the creation of carly capocira.

Other theories mix Zumbi, the legendary leader of the Quilombo
dos Palmares (a community made up of those who managed to flee
from slavery) with the origins of capoeira, without any reliable
information on the matter.

All of these theories are extremely important when we try to
understand the myth that surrounds capoeira, but they clearly can-
not be accepted as historical fact according to the data and infor-
mation that we presently have. Perhaps with further rescarch the
theory that we have proposed here, i.e., capoeira as a mix of vari-
ous African dances and fights that occurred in Brazil, primarily in
the 19¢h century, will also be outdated in future years.”

7. We say that the mixture of the capoeira described by Rugendas (1824)
with other African clements happened in the nineteenth century, but when
this original capocira began to be practiced we do not know,
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THE EREEING OF THE SLAVES

With the signing of the Golden Law in 1888, which mvo___mrna mﬂ_wﬂ
ery, the newly freed blacks did not find a place mo.n ﬁrﬁm.mw <Mm sm "
the existing socio-economic order. Hrm capoeirista, M&n m__mn_ mm_:o
ing skills, self-confidence, mnn“ wn&ﬁ.n_ﬂ&m.g quickly descende

iminali ; i ng with him.
n:nm__.“:m”wmlgwwmp”“w “ﬂ”nmowﬁm&_.m had developed nxn_cm.?o_% as
a form of fighting, criminal gangs were Qmmﬁwﬁ.w that HEWENM& &w_m.
population. Soon thereafter, during H.rm transition from the HMM&
ian Empire to the Brazilian Republic in 1890, these gangs énhovnnmw
by both monarchists and republicans to exert pressure on an {break
up the rallies of their adversaries. The club, the &m%mma M e
switchblade were used to noaw_n:.um:ﬂ &Hrw &mh““www one by

1 e arraia and the 7 :

nm_uwm_mwraﬂ% Mmh MMMNM_.M\MW NMML_ capoeira continued to nmnﬂw_om w:.ﬁo
a H:”&-mmsuonlmmr?mmaﬁ and the berimbau began to Wm ﬂ: __HM“”
pensable instrument used to command the redas, which alway

A capocirista delivers a deadly blow with bis razorblade (Kalixto, 1906).

THE HISTORY

took place in hidden locales since the practice of capoeira in this
era had already been outlawed by the first constitution of the Brazil-
ian Republic (1892).

We now arrive at the year 1900.

In Rio, the capoeirista was a malandyro (a rogue) and a crimi-
nal—whether he be white, mulatto or Emn_ﬁ;lman: in the use of
kicks (golpes), sweeps (rasteiras) and head-butts (cabecadas), as well
as in the use of blade weapons. In Recife, capocira became associ-
ated with the city’s principal music bands. During carnival time,
tough capocira fighters would lead the bands through the streets
of that city, and wherever two bands would meet, fighting and
bloodshed would usually ensue.

In turn-of-the-century Bahia, the capoeira® was also often seen
as a criminal. But the players and the game exhibited all of the traits
thar still characterize it to this day.

The persecution and the confrontations with the police con-
tinued. The art form was slowly extinguished in Rio and Recife,
leaving capoeira only in Bahia. It was during this period that leg-
endary figures— feared players, de corpo fechado® such as Besouro
Corddo-de-Ouro in Bahia, Nascimento Grande in Recife and Man-
duca da Praia in Rio, who are celebrated to this day in capoeira
verses—made their appearances.

It is said that Besouro lived in Santo Amaro da Purificagdo in
the State of Bahia, and that he was the teacher of another famous
capoeirista by the name of Cobrinha Verde, whom I met in Bahia
in the 1960s. Besouro did not like the police and was feared not
only as a capoeira player buc as an expert in the use of blade weapons,
and also for having his corpo fechadp. According to legend, an ambush
was set up for him. It is said that he himself (who could not read)

8. Capoeira can be used to denote the art form or, as in this case, the
practitioner of the art form (who can also be called a capocirista).
9. Corpo fechado (closed body): A person who, through specific magic

rituals, supposedly attains almost complete invulnerability in the face of
various weapons.
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carried the written message identifying him as the person to be
killed, thinking that it was a message that would bring him work.
Legend says he was killed with a special wooden dagger prepared
during magic rituals in order to overcome his corpo fechado.

Of all the rogues who led the carnival bands through the streets
of Recife, Nascimento Grande was one of the most feared. Some
say that he was killed during the police persecution in the early
1900s, but others say he moved from Recife to Rio de Janciro and
died there of old age. ;

Manduca da Praia was of an carlier generation (1890s) and always
dressed in an extremely elegant style. It is said that he owned a fish
store and lived comfortably. He was also one of those who con-
trolled elections in the area he lived in. He was said to have twenty-
seven criminal cases against him (for assault, knifing, etc.) but was
always absolved due to the influence of the politicians he worked
for.

Later on, in the 1930s in Salvador, Mestre Bimba (Manuel dos
Reis Machado—1900-1974) opened the first capoeira academy
(1932), a feat made possible by the nationalistic policies of Getulio
Vargas, who wanted to promote capoeira as a Brazilian sport.'?
From that moment on, Bimba began to teach capoeira in his Cen-

ir0 de Culsura Fisica Regional Baiano. In 1941, Mestre Pastinha
(Vicente Ferreira Pastinha—1889—1981) opened his capoerra Angola
school. For the first time, capoeira began to be taught and prac-
ticed openly in a formal secting,

10. Although Bimba opened his school in 1932, the official recognition
only came about in 1937, when it was technically registered. It must be noted
that the Getulio Vargas mo<n§5n:w@ma35ma the practice of capoeira, but
only in enclosed arcas that were registered with the police. Vargas believed
that physical education could be used to instill a sense of discipline in chil-
dren if taught at an carly age. He thought that capoeira, if transformed into
a “sport,” could help. In fact, much later, in 1955, he personally congratu-
lated Mestre Bimba for turning capoeira into Brazil’s “national fight.”

THE HISTORY

BIMBA AND PASTINHA

The tw i ira i

e vo Mm:ﬂm_ mmE,n.m in capoeira in the twentieth century were
p 1doubtedly Mestre Bimba and Mestre Pastinha. In fact, these two

C_,I - - - ’
ﬁrmn Mmm M:M mw important in the history of capoeira that they (and
egend that surrounds them) i
: are the mythical ancest

‘ ors of all
apoeira players, and much of what we are or try to be is d
what these men were or represented e

Me I ‘

o .mmwn wm:w&m was born Manoel dos Reis Machado in 1900. He
nitiated in capoeira when h .
e was twelve years old, i
s i . : years old, in an area
. .:rﬁomm% as Liberdade, in Salvador. His mestre was the African
. . ..

:_”5 ~ow a rnmnm:: of a maritime company in Bahia. Bimba opened

a school at the age of eighteen, bur i -
, but it was only in the 1 h

opened his first academ e
; y» where he started teaching what h

the regional fight fr ;" D o e

om Bahia,” eventuall /
R y known as Capoeira
E:m:m&w M,Sm %rmmmnma fighter who earned the nick-name “Trés
cadas (or Three Hits) which, i .
, it was said, were the maxi

P : . , aximum
: SM.Q Mm blows that his adversaries could take from him. Nonethe
ess, i . :
= EM a meo:m& the malandro philosophy of “brain over brawn.”

e was . “ |

ond of saying, “Quem aguenta tempestade é rochedo, ”(“Only

cliffs face the tempest”), which meant
that if you are faced by someone
much stronger than you, the smart
thing to do is to run; but if he were
to run after you, then you could get
him unexpectedly—a typical malan-
dro attitude.

With the opening of Bimba’s
academy, a new era in the history
of capoeira began, as the game was
taught to the children of the upper
classes of Salvador.

Bimba introduced
o . R uced sweeps from
estre Bimba in his thirties batuque, a form of fighting mm which
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his father was proficient, and new golpes ligados, or connected blows.
He also created a new teaching method based on eight sequences
of predetermined moves and kicks for two players, and on the cin-
tura desprezada—sequences of flips in which the capoeirista learns
to always fall on his feet (see page 86). He essentially sacrificed much
of the ritual and “game” aspects, as well as the slower rhythms, in
favor of greater aggressiveness and fighting spirit.

All of this, added to the very important fact that the majority of
his students belonged to another social class (meaning in turn that
they possessed different backgrounds and values, and a different way
of thinking than the traditional capoeirista, who belonged to the
underprivileged classes deeply rooted in Afro-Brazilian culture), con-
tributed to the creation of a new style known as Capoeira Regional.

In the years following the opening of his academy, Bimba had
great success. He and his pupils performed in Sio Paulo, Rio de

Janeiro and other major cities of Brazil. But in the beginning of the
1970s, dissatisfied with the official institutions of Bahia that had
never helped him, he decided to move to Goiana (near Brasilia, the
capital of Brazil). One year later, on February 5, 1974, he died in
that city. Up until the last day of his life, he was active and extremely
lucid. As a matter of fact, he planned to give an exhibition in a club
that same afternoon. Although he had asked to be buried in Goiana,
some of his former pupils got together and brought his body back
to Salvador, where he had taught and practiced capoeira all of his
life.

Many other individuals created and began to teach new forms
of capocira, but they did not possess Bimba’s breadth of knowledge
nor his personality, and these novelties disappeared just as quickly
as they appeared.

With the advent of the Regional style, the traditional capoeira
style became known as Capoeira Angola. During the time when the
Regionaland Senzala styles eclipsed Capoeira Angola, Pastinha and
his group were practically the only ones that still preserved the tra-
ditional style, although some other groups were still active.

Vicente Ferreira Pastinha, Mestre Pastinha, was born in 1889.

THE HISTORY

He is sai : ’ i
Hels w d :M ._Z<m “S_:o& capocira from an African from Angola
enedito, who took the youn i i
. ] : g Pastinha under his wine af;
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charisma and leadershj i ety
1p as well as his friend] . i
. y way of dealing with
ﬁ Mw he EMm MZn to attract a devoted group of pupils and Qﬁmm_.av
as that made his academy £ i .
: y famous as a gathering point f i
and intellectuals who oy
wanted to see the tradjtj .
. tional Cz A
pe € th ipoetra Angola.
i mwmnﬁ:n w:_oés as the Philosopher of capoeira” vmnm_ém
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were added to Bimba’s methods. Soon, in Rio as well as in Sio
Paulo, a new cord system inspired by the Asian martial arts was
adopted as a means of attracting more students by giving a “clean”
image of a new and organized capoeira.

For a while there was even an attempt to create capoeira com-
petitions with championships, judges and rules. Although, at times
during the 1970s, it scemed as if capoeira were going to lose its rit-
ualistic, philosophical and game aspects, and turn itself into another
among many competitive martial arts, after a few years the cham-
pionships stopped attracting many of the best capoeiristas, Although
such competitions still exist today, they are not generally consid-
cred to have any real significance in the capoeira world.

CAPOEIRA IN THE 1970§ AND 19809§

In the 19705 and 1980s, capoeira experienced great growth through-
out Brazil and for the first time began to expand beyond Brazil’s
borders. Salvador lost its hegemony or, more accurately, began to
share it with Rio and Sio Paulo due to the migration of its elite
young capoeiristas to these two cap-
ital cities and the development of
strong local capoeira groups there.

In Bahia, the era whose most cel-
ebrated elements were Mestre Bimba
and Mestre Pastinha came to an end
at last.

These two masters and their con-
temporaries were succeeded by an-
other generation in their sixties and
seventies, such as the Hnmmzn_mJ\
Mestres Valdemar, Caicaras, Canji-
quinha, Joio Grande, Jodo Pequeno,
Gato, Paulo dos Anjos, Leopoldina,
Suassuna, etc.— true connoisseurs
and representatives of the capoeira

Mestre Bimba ar seventy years

of age (drawing by Bodinho).
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practiced by the previous generation.

For a while, though, it seemed that the rich and valuable capoeira
which they had helped keep alive was rapidly disappearing. Their
values, knowledge and philosophy often did not jibe with the new
technological era and the new capoeira landscape in which they
found themselves, an era in which the individual is alienated and
television represents society’s highest form of cultural expression—
not to mention the drastic changes that occurred in Salvador in the
last thirty years, which have to some extent transformed the mys-
tical capital city into a center for consumerism and tourism.

For this reason, one could no longer find the traditional roda of
Mestre Valdemar in the Liberdade neighborhood. Many of the
other mestres, disgusted by this state of affairs, no longer taught,
and only very rarely did they play. The mentality had changed; even
in the street markets it was hard to see a good player performing.

On the other hand, parallel to this retreat of the traditional
Capoeira Angola style and its old mestres, the new generation of
Capoeira Regional teachers that had come from Brazil's middle class
were having enormous success in terms of money, number of stu-
dents, status and media support.

Although capoeira was beginning to experience unparalleled
growth and acceptance in Brazilian society, some argued that some-
thing was being irrevocably lost along the way.

Muniz Sodre (a.k.a. Americano), a capoeirista from the old
guard, warned against these changes in his article “A Brazilian Art
of the Body.” Capoeira, “as it was practiced by the old mestres from
Bahia, was an anti-repressive exercise. To play was a manner of over-
throwing the seriousness of the concept of art, established by a neu-
rotic system known as culture.”

He continued: “Capoeira today faces subtler and more power-
ful adversaries: tourism, which changes the ritual into show, and
the pedagogical obsession which tries to make of the game and art
a sport with rules and regulations.”
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CAPOEIRA NOWADAYS — THE 1990¢§

After the creation of Capocira Regional in Bahi
Mestre Bimba, and the great success of the Senzala group in Rio i
&n Gm.om and "yos, which paralleled the creation of nu_uommﬁ nrM .
pionships sw:r judges and rules, it seemed that the Qm&mo.:m_ ,MH
ues of capocira were seeing their final days, Although a few traditional
Angola mestres kept on teaching, they were completely eclipsed v&
the new style that had its origins in Bimba's Cupoeira mw%h.%xa\ ’
But ::.oxmnnﬂn&& from approximately 1985 onwards there .rm
been a revival of the traditional Capoeira Angola. _uc:::muﬂn_v\. moBM

ain the 19305 by
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~ of the old mestres were still around, and returned to the capoeira
scene with great strength, bringing back roots and values that had
seemed completely lost.

Today, we arc lucky to find a certain diversity that enriches the
capoeira movement. Besides the mmhn.aa&\m«xg\a style, which
brought great technical development in certain kicks and other
aspects, we can still find great Angola mestres who, along with their
own highly developed technique and methods, have added to the
deep knowledge of the ritual, music and philosophy of capoeira.
And among the new generation of capoeira teachers, who are now
around thirty-five years old, we find many of the best interested in
both the Regional/Senzala style and the traditional Capoeira Angola

style.

A game of Capocira Angola during the famous roda of the late Mestre
Valdemar (striped shirt).

© JOGO (THE GAME)

Menino escuta esta toada;
0 lance certo muitas vezes esta errady,
Na roda, guem ji esta classificado
leva sempre o sorviso que desanuvia

0 ldbio, ou entio um rosto

que é como uma charada.

Hey, young man, listen to this song;
what seems right is often wrong,

In the roda, those in the know
always come ready with a smile

that parts their lips, or with an
expression which is but a riddle.

(49 b
(“Menino escuta esta toada”— Nestor Capoeira)




YE, VAMOS EMBORA, CAMARA!

Imagine that you are in Sao Salvador, Bahia, Brazil’s mystical cap-
ital of Afro-Brazilian culture. As you walk through the cobblestone
colonial streets of the old part of town, you can feel the pulsating
cnergy that came from Africa centuries ago—an energy which
today is the basis for so much of Brazilian culture and everyday life.
The weather is hot, and the sun’s rays reflect against the blue and
green waters of Bahia de Todos os Santos (All Saints’ Bay). The
light blue sky serves as a stunning backdrop to the pastel-colored
houses that line the streets.

People are out in full force— after all, this is not a car-oriented
city like so many of today’s modern cities, Here the streets and side-
walks serve as a gathering place: a place where people meet, do busi-
ness, chat, flirt or simply hang out and watch the crowds from one
of the many bars that open onto the sidewalk,

As you walk along the streets, suddenly you hear an intriguing
sound, barely audible beneath the hum of conversation and laugh-
ter. You are lured by this hypnotic music in the distance, and you
decide to follow it through the crooked streets,

Suddenly you turn a corner and see a small crowd gathered in
a circle. Men, women, teenagers and children all seem to be
entranced by what is going on in the center.

You manage to squeeze through the crowd uncil you get to a
small open space in the center. Surrounding this open space are a
group of men who are clapping to the beat of the music. Some of
them are shirtless, and you can see from the well-defined lines of
their upper-body thar they are involved in the practice of a very
disciplined form of physical activity. At the same time, your intu-
ition tells you that, based on the way they carry themselves, these
men are involved in some sort of warrior culture or perhaps even
a martial art.
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Opposite them you sce the ﬁm_.n.:mm?m band Qmma:m &Mn“nm
sound that first attracted your attention: ,E:n.m men mﬁm:m m”_r ‘ mvn\n
side, playing long, bow like ._:mc.F._Emsa ( .wn::mwa:.cw Mw“m:: :w\mma
accompanied by four others m_@._:m an mmmo.:EnSM w uments
that seem to include a tambourine (pandeiro) and a cong
Qwﬁm MN.WOHT confused and intrigued. What is &:m you Em“wﬂ
nessing? Is this a dance, or some sort of strange nn_:m_m.wmwhka mo.a
Oo:mHmE_on:mv you have just stumbled upon a nﬁuwm

the first time.

A RODA (THE CIRCLE)

ins sing| son
Let us now move closer. Someone begins singing a soulful song,

and all listen carefully:

Boy, who was your mestre?

My mestre was Solomon.

I owe him wealth, health and duty.
I am a disciple who learns

[ am a mestre who teaches.

The secret of Sao Cosme,

is known only to Damon, camara.

i ardl"—
“The secret of Sio Cosme is known only to U.m:poP nm,BF -
ake no mistake about it: What we have here is a fraternal order,
m . ,
i ve mean
an association whose rites, although omm::w displayed, Um. el
ing only for those who have been initiated into the mysteries 0

game.

O JOGO (THE GAME)

Two men are crouched facing each other at the foot of the berim-
bau, with their heads bowed. They seem to be lost in their own

thoughts, or perhaps in some form of meditation. They lift their
heads and observe the singer as he continues to “lead” the ladainha.

The chorus responds accordingly as the energy level and the mag-
netism of the roda increase:

The rooster has crowed;

—Y8, the rooster has crowed, camard . . .
E, co-ro-co-co;

—Yé, co-ro-co-co camard . . .

The singing and the slow, hypnotic rhythm of the Angola beat
begin to possess the two crouching players. Their minds are free of
stray thoughts and ideas. Divested of all extraneous thoughts, they
feel as old as the ritual they are about to engage in.

The singer and chorus continue singing in call-and-response
fashion:

-

E, long live my mestre;
— Y&, long live my mestre camari . ..

A

E, who taught me;

—Ye, who taught me, camari . ..

A, the deceitfulness;

—Y¢ the deceitfulness, camard . ..

E of capoeira; 1
—Y¢ of capoeira, camard . . .

The two men touch the ground with their hands and trace mag-

ical signs—sketched lines that “close” the body and strengthen the
spirit. The singer continues to lead the ledainba, and then gives the

' arpuand? signal that the game of capocira is about to begin:

Suddenly you are surprised by the shiver that runs down your

m) — 3
mu Y m AWe w.
H
S

—Ye, lets go away, camard . . .
E, through the wide world;
—Y2, through the wide world camari . . .

singer’s call:

. Y? arruandé, camard . ..
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£, the world goes round; \
—Y¢, the world goes round camard . ..
£, it went round; . ..

—Y? it went round, camard . ..

E, it will turn again;

—Yé, it will turn again camard . ..

The two players pay their respects .mﬂ the foot of Hrm.u ﬂmzﬁﬁmw
From a crouched position, they lift their torsos onto ﬂ.rm#:. n_M: a »
while their heads almost touch the ground E.a ﬁrm.: nwm mzm_ "
the air. Slowly, with complete control over their U@%wwrﬁ ey Mn o
to the initial position and they face each other again. The ga

begun.

O JOGO (THE GAME)

They realize that it is no longer their friend or training partner
who is in front of them, but instead there stands before them a rid-
dle that can present dangerous and unpredictable enigmas in the
corporal dialogue that will follow. It is a dialogue made up not of
words but rather of movements—exploratory movements, attack
movements, defense movements, deceitful movements— questions
and answers in the mysterious language of capoeira.

The players glide to the center of the roda with only their hands
and feet touching the ground. Their relaxed and scemingly lazy
movements contrast with the alertness in their eyes. The singer has
finished the soulful chant known as the Leduinha: the medio and
viola berimbaus improvise and syncopate over the rhythm laid down
by the bass berimbau, or gunga.

The two players are conscious of all of this— the sound of the
three berimbaus, the beat of the atabaque, the pandeiro. They observe
cach other while they effortlessly stand on their heads, make moves
reminiscent of a cobra or a cat or a dolphin. They are totally in the
moment. Their present and past problems all cease to exist. They
observe the moment with a crystal-clear calm and the photographic
tranquillity of someonc seated on top of a cliff observi ng the sea.

One of the berimbau players leads a new song, still in the slow
Angola thythm, and the chorus responds. It is as if all of the energy
of the roda is channeled and propelled into the pair of players in
the center of the roda. The energy level continues to rise.

One of the players advances, slowly and carefully, and executes
a movement of attack; the other one dodges the kick by moving
under it. In spite of the movements that appear to be in slow motion,
both players are alert.

Suddenly, one of the players unleashes a kick as quick as a crack-

- ing whip. The other, however, anticipates the blow and dodges it

cffortlessly.

One of the two players spins on his heels and stops with one
arm raised. The other one approaches him, swirling close to the
ground, and holds one of his adversary’s feet in check with his arms
S0 as to prevent any treachery. He cautiously rises and touches his
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hand. They walk backward and forward as if engaged in a strange
mating ritual, each touching the other’s hands . .. One of the two
breaks this passo-a-dois with a quick and sudden kick, but his adver-
sary has already dodged it and is far away.

Now the berimbaus start to play at a faster rhythm, called Sdo
Bento Grande, and the game unfolds standing up. The players swing,
break and feint. The blows are swift, violent and unexpected. The
defensive movements are dodges, which can be used in turn to set
up a counterattack in the form of a kick or a “takedown.”

Suddenly, without warning, one of the players spins, stops and
carefully approaches his opponent and shakes his hand: This game
has ended.

O JOGO (THE GAME)

, w:m another @.m: is already crouching at the foot of the berim-
au; they pay m.ﬁ: respects and a new game begins, with the ber/
bau commanding the thythm and pace. "

A GAME, A FIGHT OR A DANCE}

The i
o a:mM:o: you asked yourself when you first glanced through
cri I
: owd comes back to you: Is this a fight or a dance? Or perha
[t was just a jogo, a game? P
Tl : i it i
- 1€ answer, of course, is that it is all three, and much more
“apoeira is difficult to define. S )
ne. Somechow the les ,
e o ficul : ¢ examples just don't
:.wrt &m erly. >.:& it1s impossible to classify it in known and estab-
shed categories—dance, fight, martial art, etc.
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issecti classify-
To our Western minds, accustomed to dissecting Mzm mem. 3
, i i ries
ing objects, people and events into specific and mgnmm: rmmﬁnmo ; nm
} -
s at this thing calle
i - di sp and understand what
it can be difficult to grasp called
“capoeira” really is. But if we cut ourselves loose from ﬁWn de &
1 j 1 enter
of our intellectual minds, and just Smﬁnr.ﬁvm game in t rn c o
the roda, we will probably be able to intuitively grasp whatis g r.ﬂm
y ) h °
on here: It is something that we have mxmmﬂmsnmm Mmﬁ»onnm as ¢ -
| the games
. e completely absorbed by :
dren, when we played and wer .

i ativi
that we created with our friends. The key io.&m here are creativity,
improvisation, fantasy, beauty and _Bmm_:m.co:. ; —

But that is not all. Just as important are ritual, danger a
times even violence. . . ;
So now that we have seen a capoeira roda for the first time EM_
i . .
have begun to try to define it, let us delve a little further into t
matter and explore the three levels of capoeira.

THE THREE LEVELS OF THE GAME

Three seems to be a very popular way of dividing the parts of the
whole: .
Some speak of the ego, the m.:@nanwo /wsm the id.
Others speak of Brahma, Shiva and Vishnu.
Still o%%ﬁ. speak of the Father, the mo:.ms& the Eo_v.ﬂ Oromﬁ.
Let us then divide capoeira, for didactic purposes, into three
Is. . |
_nﬁmmmw in mind that these three levels occur m_Bz_S:mowm_%. EO«M
ever, in any given individual, due to his or her personality, _Soé. _._
m&mm of the game and level of maturity, one of the three aspects wi
i e others.
ifest itself more strongly than the ot
Emﬂrn first level is related to the wr%m_nm._ aspects: the mm?n. rﬁ_.:w
dance and the competition. At this level, it is important to be M wmm
ically fit, to have efficient and Emz-v_mnw& _nnwmﬂ to be quick an
have good reflexes. On this level, capocira is an exciting game among

riors. . . -
Emnzomﬁ of the players who practice Capoeira Regional have devel

O JOGO (THE GAME)

oped this aspect to a very high degree, often at the expense of the
other two levels.

The player who dwells almost exclusively on this level, though,
neglects the ritual of the game, and ignores the roots of capoeira.
He does not play the berimbau (or plays it poorly); he doesn’t sing,.
He is interested only in playing capoeira, usually in a very method-
ical way and often in an aggressive manner. He thinks in terms of
“winning” or “losing,” and he worries about his image and what
others will think about him.

As time goes by, the philosophy behind the game begins to seep
into the consciousness of the initiate, and he begins to notice a sec-
ond level to the game—which was always present but which only

- now can he see and understand clearly.

The first step in understanding this second level is to under-
stand malicia, the knowledge of humanity, of life, of the suffering
and the motivation and fantasies of human beings.

This is when strange things begin to occur. The sensation of
“being there” occurs during a game, shivers run down your spine
as you hear the sound of the berimban. The novice slowly begins
to learn about the ritual of capoeira: the music, the songs that have

been passed down from generation to generation, the philosophy
of life of the old mestres. Suddenly it shifts from being a hobby to
being part of your day-to-day life. Wining or losing doesn’t seem
that important anymore, and you are concerned about capoeira as
a whole and what you should do to preserve it in the future.

As time gocs by, you begin to be scen as an expert, but you real-
ize that you are only a beginner. You begin to see how the practice
of capoeira is changing you and your life, and the opportunities
that it offers—opportunities to meet new people and to be accepted
in new social circles, opportunities to travel all over not as a tourist
bur as a capoeirista. You also see how it protects you, and makes
demands of you as well.

You begin to think about the capoeiristas of the past, and about
the odd inheritance passed down from master to student. Some-
times it scems that the game represents something greater, as if it
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were a reflection of life itsclf, a reflection of the way different indi-
viduals interact with onc another, cach according to his or her own
personality. According to this vision, capoeira is a school where one
learns a specific kind of knowledge: how human beings behave
toward each other and play the game of life with one another. You
feel this odd sensation that something is about to be revealed to
you, the feeling you get when someone’s name you cannot remem=
ber is “at the tip of your tongue.”

And then ten, twenty, thirty years go by. You are now a master.
There no longer exists any Jistinction between you and capoeira:
You live it; you are one and the same.

You now possess the penetrating glance that is able to discern
what goes on between two players, not only on the physical level,
but also on the mental and spiritual levels.

You no longer feel the necessity or the urge to experience this
or that new or unknown roda, and you no longer feel the need to

measure yourself against someone who is said to be a great player.
You have been around and have secn the “world go round” again
and again, and you have established a network of camards, young
and old players who are spiritually akin to you and whom you meet
again and again throughout the world.

Or perhaps as a consequence of the unfriendly acts and attitudes
of wo:v«oﬁ? you have become a lone wolf in your later years,
admired and respected by the young and inexperienced, but avoided
by your peers who have no interest in doing any soft of business
with you.

Whatever the case might be, you will then have had access—

o to the third and last level, which had

to a greater or lesser degre
been present all along, since the first day that you heard the sound

of a berimbau, but which only now reveals itself . .. something that
can be called “the mystery and the deceicfulness of the game of life,”
about which the old mestres tell funny storics and jokes among
themselves, but about which they never speak with others because
there is nothing to be said to those who do not understand.

0O JOGO (THE GAME)

MALICIA

Hrm malicia which the capoeirista refers to is an indispensable trait
:m the game of capoeira. In capoeira, malicia means .m E?ER.Om
s .nméﬁ_:mmmg mﬂ.ﬂmnﬁ-mgmwau and wariness. It should not be confused
with the English word “malice.” o
It may be said that malicia has two basic aspects. The first i
W:oé:._m the emotions and traits—aggressiveness —nmm.ﬂ #En:m\ﬁ §
ity, n.on_ﬁ.,:ﬁ,.mu ctc.— which exist E:r,m: all _EEm:, vnm:.m_m Hr.o%.d.:-
ond is recognizing these traits when they appear in msoﬁ,r.nn _mvo.n-
and mrnzw.moﬁ being able to anticipate the other player’s 59&”4_ o
ﬁrmﬁvnn in the roda or in everyday life. The player who is §a&ﬁ.:m,
is able to dodge under an opponent’s kick and prepare for a .
terattack or a takedown before the assailant finishes what he noEMl
“_nﬁawﬁmﬂ.ﬂmﬁ he should be able to recognize the real MHMHH_L
n 5 1
Emﬁ.m that hides beneath the social mask of someone he has just
>:oﬂrma aspect of malicia consists of deceiving or faking th
omﬂwo:wcn into thinking that you are going to execute a certain wzo<M
when in fact you are going to do something completely diff
and unexpected. e
. The development of malicia is a never-ending process that i
mcE:_mmmm. by playing the game itself, by observing others as MM ;
play capoeira, and by observing everyday events in our li n
the lives of others. | e
Malicia sometimes is called mandinga, although the latter word
has an even broader meaning, since it also implies that on % _
mmS&.m the basic forces of nature and knows how to use M 0
certain extent by means of rituals involving magic meme
) _Eﬁro:mv an understanding of malicia mﬂn_ Sa:.&h.a.ma are essen-
“:m. to becoming a capoeirista, many players get carried away with
icin the greater scheme of things. They forget a popular mHMN._.
saying, ‘Malandro demais se atrapalha,” which means that _mm:
one tries to be too clever or smart, instead of confusing hi opo-
nent, he confuses himself. They lose their way as ﬁrn%UnomngmH
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contact with this type of knowledge. They get ovmnwmn_m iwﬁM Nﬂﬂm

ith being powerful, mor -
smart, smarter than others, and wit . : P

: : d with being famous and wit
ful than others; they get obsesse

M_NM:W status. And they forget that we all belong to the mmerw&ﬂamw
and that one has to have friends, one has to have fun, ODM as H
enjoy the company of other human beings, in order to get the mos

out of life.

THE ORIGINS OF MALICIAS
THE SLAVE AND THE BANDIT

) o3 . )
We have already given a poetic description of the city OM m.m?mnﬁm
; — :
and of the capoeira roda, and that gives us a moom insig &H ::M e
e i ing to begin to understand cap
“same.” But if we are really going : ! d :
smw must also have another picture of it and of its mﬁmmmrﬂn env :
isi 1 mos
ronment. Let us then visit the :m_mrvonroo& of one of the
famous mestres in Rio de Janeiro. -
Demerval Lopes de Lacerda, better known as mestre Hno_uo._&
1 eira
ina, is famous for his quick and very unique mQ_M of mww‘ﬂm.g%o ocw
v j s fam
1 he berimban. But above ei
as well as for his mastery of t ; ous
for the songs that he composes, which are sung wherever there is
capoeira roda. o )
whmomo_m::m must be well into his sixties, but nobody knows hi
1 1 s
exact age. If you ask him, he will tell you that he is exactly wmw Mnmﬁ
old and that Zumbi, who was the famous leader of a Q:&E\s_ 0 M
i ave
village built in the jungle by runaway >m:nw:m who M&R Mﬂm e
from the sixteenth to the nineteenth centuries), had .anv _m_u pup
- ' i
and that Besouro, a celebrated capoeirista who r.«d& in the beg >
ning of the century, was his second-in-command in a capoeira 7o
held in the city of Santo Amaro. o
Cidade de Deus, the part of Rio where Leopoldina lives, is quite
towns
a fantastic place. It is not exactly a \ae&.ﬁ. one of the mrm:n\ s
or slums that line the many beautiful hills mnzm@ squeezing ;
town against the sea. Cidade de Deus has certain mBnESmm_.H at
es.
one does not find in the favelas, such as sewer, gas and water lin
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Also, the streets are paved and it is not on a hillside. But other than
that, the social and cultural environment is pretty much the same
as in a favela. That means that authority here does not lic with the
state or federal government or even with the police, who must plan
a special incursion with at least forty or fifty heavily armed men
just to go into the area.

Law and authority here are concentrated in one person— the
man in charge of cocaine and marijuana trafficking—and the hun-
dred or more persons that he commands.

Although Cidade de Deus is a small part of Rio de Janciro in
the 1990s, it is a good insight into the slums thar exist in all big
Brazilian cities, not only in our day but also as it must have been
in the last century. Let us not forget that the gangs that rule the
drug scenes today live in the same favela that housed the capoeira
gangs at the end of the nineteenth century. The social situation has
remained very much the same since then.

At that time, a very small portion of society made up of the Por-
tuguese rulers and their descendants born in Brazil controlled nearly
all the riches and power. We also had a slightly bigger part of soci-
ety represented by what is today called the middle class, and finally
an enormous mass of slaves made up of free men and women cap-
tured in Africa, and their descendants who were born into slavery
in Brazil.

After Brazil became independent from Portugal it was the same
aristocratic group that maintained power; for it was Pedro I, son
of the Portuguese King Joao VI, who took his father’s advice to take
the power for himself before another opportunist could do so, and
made Brazil independent.

In theory Brazil was independent from Portugal, but in prac-
tice it was completely under the economic rule of England, Portu-

gal's European ally, which had a monopoly on imports and exports
to and from Brazil. In the early 1900s, after World War I, and later
on, after World War II, this same economic and political and social

model was maintained, although the domination was no longer
English but American.
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Now, in the final years of the twentieth century, we still have
the same basic model, with the domination exercised by the big
trans-national or multi-national economic groups. Nothing, in fact,
has changed much: Brazil is the tenth most powerful economy in
the world, and at the same time it is third in the list of countries
with the most unfair and perverted distribution of money and
wealth. A great part of Brazil's income from exports goes directly
into the hands of international and North American banks and
funds like the IMF (International Monetary Fund) to pay the enor-
mous debt that Brazil's government has accumulated since the 1950s,
the bulk of which was incurred between 1964 and 1984, during the
period that the military took power.

Why are we telling you all of this? It is only under this global
view that it is possible to understand the corruption and lawless-
ness that exist in the Third World. And it is only by considering
this perspective that we can understand the unwritten rules and
bizarre ethics of capoeira.

Capocira is the culture of the oppressed! It was created in Brazil,
sometime in the eighteenth or nineteenth centuries, by mer enslaved
in Africa and brought to Brazil. It was further developed by men
living in the underworld of banditry and on the margins of an
extremely unfair society during the 19th and 20th centuries.

Only after 1934 was the practice of capoeira permitted, and only
then did it begin to come out from underground and to be prac-
ticed by individuals from more privileged social groups. Even then,
there was a stigma attached to capoeira and its past, a stigma that
began to fade only in the 1960s and 1970s.

From the very beginning, capoeira had to struggle to survive,
since all African cultural activity was repressed in the 1800s. Fac-
ing a stronger opponent who controlled the power and made the
laws, capoeira had to learn to be flexible and avoid frontal con-
frontations, to go with the flow of things. Capoeira learned the

guerrilla way of fighting when faced by a stronger and more estab-
lished army. It learned the value of lies and deceit, of ambush, sur-

prise and treason.

O JOGO (THE GAME)

One .&On.m not block a kick in capoeira; on the contrary, one
w_o:m ,.SH_._ it, thus avoiding the blow, and then no::ﬁwwma _m.oa
if possible. One does not confront a man face to face. b . w:m
pretends to be a coward, to ask for mercy—and Hrﬁw HETH.E .
opponent when he lowers his guard. o hicthe

Capocira knows nothing of such words, valued in Western soci
ety, as honesty, truth and fairplay when facing the enem mmoﬁw._
concepts are luxuries that are not available when you are m_W\. r._n
master 4_5 goes to church in the morning and at night ra m.m<n e
women in the slave quarters, not even considering them to Mn ru\o::m
vﬁ:mm but simply pegas (literally pieces, or units with so -
nomic value). In the capoeirista’s world view, such conce s ate to
be employed only with those who have EoM& real Emsmﬂw.ﬁn N

>§Os the M&_ﬁn rw:mur: was clearly understood by the M:m_m?n&
cans, and later by the bandits, that or
pare o.:mm.&m to objectively win or E??MmMWM MAHWMMHQM“W%MM
wﬂﬂ“ﬁﬂﬂ“”“ﬂ:ﬁ:mi# m.biuﬁ.&m the joy of being alive. So all
| s mu -, dance, creativity, _::u.noimmmo? poetry, philoso-
phy, and having fun—is part of capoeira too.
rw:: what about ﬁ.rn First World? Has capoeira, with its special
Hm MM” m& Emm\ ow v.w:,._mv any value for Europeans or North Amer-
? Here the m:c.m:o: is quite different, for a good part of the
momf_m:o: has achieved an economic level that permits th
__Sm _M . reasonably comfortable way. But economic and BMMMJM
H.M.M ' cing are not enough. Life, as we said before, is far greater than
%: that sense, capoeira can be a tool in the First World |
against the forces that tend to turn people into robots that _mm no
think, n_.o.:oﬂ wish, do not have any fantasies, ideals, ima EM%OOH”
or n:_wmm_sg a tool against a civilization that increasingly mmv\m one
stmply has to work and then go home and sit in front of a TV with

a can of beer i ¢ e
hd eer in hand, like a pig being fattened for the slaughter-




THE MUS$IC

My berimbau . . .

whosoever should hear it play,

their sorrow, the sorrow they feel, will disappear.
You shall create a soul that is always new,
you shall create a soul that is always new!
My berimbau . . .

but whosoever should hear it play,

if it be a maid, she will become engaged.
My berimbau,

he only brings happiness, my comrade,
Yé, ¢é hora, é hora . ..

(“Louvagio do Berimbau,”by Mestre Leopoldina)

¥




MUSIC AND CAPOEIRA

# he capoeira roda consists of the following major instruments:
a berimbau, an atabaque and a pandeiro. Tt can also include
other instruments which are often present but which are not indis-
pensable for most rodas: the reco-reco and the agé-gd (cow-bell)."?

THE BERIMBAU

Thete is much lore surrounding the berimban:

* Mestre Pastinha tells how, in the old days, a small sickle
sharpened on both sides would be attached to the end of
the instrument in order to create a deadly weapon: “In the
moment of truth it would cease to be a musical instrument
and would turn into a hand sickle.” Thus the instrument,
like the game of capoeira itself, combined within it two
antagonistic poles: music and death, dance and fight, beauty
and violence.

* It is said that in certain parts of Africa it was forbidden
for the young who cared for the livestock to play this instru-
ment; it was thought that its sound would take the soul of
the youth—which was still inexperienced— to the “land of
no return.”

* In Cuba, where it is known as burumbumba, it is used-to
communicate with the spirit of the dead ancestors (eguns)
in ceremonies of necromancy (Fernando Ortiz, Los

13. The traditional Angola roda usually requires three berimbaus (high-tone,
mid-tone and bass), and one or more pandeiro, plus the atabaque, the reco-
reco and the agé-gé. However, depending on the roda and on the ritual fol-
lowed by the local mestre, some will do without these last three instruments.
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Instrumentos de la Musica Afro-Cubana, Direccion de
Cultura del Ministerio de Educacién, Havana, 1952).

e The berimbau was also used in many parts of Africa NM&
Brazil during the nineteenth century to mmno_d_,um:% chants,
storytelling and poetry (Debret, Vayage F&q@@&m et
Historigue au Brésil, Firmin Didot Freres, Paris, 1834).

The berimban creates the mood and dictates the nru.a:d mﬁ_&

nature of the game taking place within the roda. According to the
Id mestres, “The berimbau teaches.” .
’ mm_o:m with the hand-clapping, the chants, the ﬁmx&&@ m:n_m HWm
atabaque, the berimbau influences the players’ actions inside of t Q\M
roda. Or, if you prefer, these attract forces and energies to the ro
= i hosen.
hich vary according to the beat ¢ .
" The wM&Ewm: is made of a wooden bow, mﬁwnwﬁﬂmﬂn_v\ seven
palm-lengths long and three quarters to one inch in diameter.

Berimbau player (Debret 1834).

THE MUSIC

At its widest end, a small peg is carved on which to attach a steel
wire. The other extremity is covered by a leather patch, which pre-
vents the wire from penetrating and cracking the wood. Nowadays
the wire is taken from the inner sides of old car tires.

A dry, hollowed-out gourd, called a cabaga in Portuguese, serves
as a percussive box to amplify the sound of the instrument. A wide
circular opening is made where the stem of the fruit used to be,
and on the opposite side there are two small perforations threaded
by a ring of string which is used to fasten the gourd to the bow.

The berimbau is usually held in the left hand along with a stone,
a coin or a metal washer (vintém), which produces one of two notes
produced by the instrument, depending on whether or not it is
touching the metal wire.

The sound of the berimbauis produced when the wire is struck
by a wooden stick (bagueta) approximately twelve inches long,
which is held in the right hand along with a small shaker (caxixi)
made of woven straw. The sound of the dried beans or pebbles
inside the caxixi enriches and adds texture to the berimbau’ sound.

By cither placing or removing the gourd on the abdomen, the
player can obtain different modulations of the same basic notes.
There are three types of berimbaus, and ideally all are present in the

roda"?

* The gunga, which has the deepest sound, plays the role of
the bass; it keeps the rhythm, and normally plays the basic
theme of a certain beat without variations.

* The berimbau médio, or de centro, also known simply as the
berimbau, plays over the basic rhythm of the gunga; it plays a

14. In the old days, animal entrails were used.

15. Mestre Bimba would generally use only one berimbau in the roda,
and he did so in his LP record “Curso de Capoeira Regional.” When he is
singing and the chorus is answering, we sce that he played his berimbau as
the médio that it was (he plays the basic theme of the S0 Bento Grande, fol-
lowed by the basic variation of that beat, again and again). But between
songs he improvises as if his berimban were a violinha.




The making of a berimbau. Wire is removed from the inside of a tire, E\M&. M
: ic
gourd is cut in the fashion shown above, to serve as a percussive box w

amplifies the sound of the instrument.

THE MUSIC

role similar to that of the rhythm guitar. For example, it can
play the basic theme of a certain beat, then a basic variation
on it, and then return to the basic theme, and so on.

* The viola or violinha is the berimbau that has the sharpest
sound; it is responsible for the syncopation or the
improvisation. The role that it plays is equivalent to the
solos of a lead guitar.'s

The richness and intricacy of the rhythms make up for what-
ever melodic limitations the berimbau might have—when it is in
the hands of an experienced player, one would never suspect it has
only two notes.

The movements by the players inside the rodz reflect the rhythms
played. Depending on the rhythms or beats being played, the game
can be either slow and treacherous, fast and aggressive, or open and
harmonious.

There are many beats to choose from. Some are universal, such
as Angola, Sdo Bento Pequeno, Sio Bento Grande. Others are pecu-
liar to one region or another, or were created by various persons.
That is the case of the rhythms played by practitioners of Capoeira
Regional, who play to the rhythms created by Mestre Bimba—Sz0
Bento Grande (de Regional), Cavalaria (de Regional), Iina, Ama-

zonds, etc,

THE ¢CHANTS

The chants are not merely an accompaniment to the rhythms cre-
ated by the berimbau; singing along with others in the rodzis essen-

16. The use of three instruments with deep, medium and high-pitched
sound is used in many African musical structures, We find it in candomblé
(Afro-Brazilian religion), where three types of drums are used, except that
the deep-sounding drum improvises (instead of the high-pitched erimbax,
which improvises in capoeira). We also find this structure in Western music
that has roots in African culture, such as rock-and-rol] (“grandson of the
blues”) with the bass, thythm and solo guitar.
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tial to creating the necessary encrgy level required for the games to
unfold and manifest themselves in the deepest and most complete
way.

Also, within the three basic types of chants or chulas—the ladainba,
the quadras and the corridos— there can be found a series of teach-
ings, a code of conduct and the basic premises of a philosophical
world view.!” The ladainha is sung by the “soloist” before the start
of a game, and is followed by a second part which is answered by
the “chorus.” Quadras are four-verse songs sung by the soloist and
answered by the chorus. Corridos are one- or two-Verse songs sung
by the soloist and answered by the chorus.

Ifit can be said that “the berimbau teaches’—as the old mestres
like to say—its teachings would be directed at the deepest reaches
of the human consciousness.

But with the chants we find another, more rational type of teach-
ing, based on the life experience of the elderly practitioners of this
game. Let us examine a few verses of the chulas:

No Céu entra quem merece,
Na Terra vale é quem tem.
Passar bem ou passar mal,
Tudo na vida é passar, camard.

You enter heaven on your merits;

Here on Earth what you own is all that counts.
Fare you well or fare you poorly,

All on this Earth is but farewell, comrade.

(Traditional capoeira song)

* ok ok

17. The ladainhas usually “open” or begin the roda. They are typical of
Capoeira Angola.

THE MUSIC

LI Maior é Deus!
E!' Maior é Deus!
Pequeno sou eu.

O que eu tenho Joi Deus quem me deuw.
Na roda da capoeira

Grande e pequeno sou eu.

m_ God is greater!

E!' God is greater!

Little am I.

What I have God gave me.
In the capoeira roda,

Both great and small am 1.

(Mestre Pastinha)

Man ig
N y songs are of unknown origin; others, however, are writ-
en by very well-known capoeiristas:

A lei de Murici:
Cada um trata de si.

The law of Murici:
I'm looking out for me.

(Mestre Leopoldina)

* k%

Nao seja vaidoso
Nem precepitado.

Be you neither vain

Nor be you rash.

(Mestre Pastinha)

* % %
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FEra Bimba, era Pastinha,
Era Besouro e Abérré
Que ?wmeaﬁ capoeira
Como seu modo de ver.
There was Bimba, there was Pastinha,
There was Besouro and Abérre,
All who used to play capoeira,
All in their very own way.
(Mestre Lua)

Other songs speak about the atmosphere of criminality in which
capoeira was born and developed:

Meu patrio sempre me dizia
Nio fume desse negdcio.
Se ¢ de madrugada,

¢ arma de fogo e veldrio.

My boss would always tell me
Don’t smoke any of that stuff.

If it’s late at night,
You're talking firearm and a deathwatch.

(Mestre Bimba)

i with
Then there are the songs that relate stories of n:noc%ﬁm_.,mr i
it
“enchanted ones,” with people who are mo%nmmn&, and w

devil himself:
Tava ld no pé da cruz
Fazendo minha oragdo
Quando chegou Dois-de-ouro
Como a figura do Cio.
There I was at the foot of the cross,

Saying my prayet,

THE MUSIC

When Dois-de-ouro'® arrived
Like the figure of the Dog."

In W. Rego’s excellent book entitled Capoeira Angola (mentioned
carlier) we find many interesting chants such as this one:

Riachio tava cantando

Na cidade de Acu

Quando apareceu um negro
Da espécie do urubu.

Riachdo was singing
In the city of Agu,
When a Negro arrived
Of the vulture kind.

In this song, the “Negro of the vulture kind” challenges Riachao
to sing and improvise verses with him. Later it is revealed that he
is the devil himself,

As is only natural for a game that is part of the vast and com-
plex whole of Afro-Brazilian culture, many chants allude to can-
domblé deities, many times by the name of their corresponding
Catholic saint. Candombléis one of the religions the Africans brought
to Brazil from their home continent, and it can be found in Brazil
in its almost pure African form as well as mixed with native Indian
and European cultures. Candomblé is the cult of the orixas (ori =
head, xd = strength), or orishas, the cosmic energies that rule humans,

. the world and life itself.20

These orixas constitute a pantheon of gods similar to the ones
we find in other ancient cultures such as the Scandinavian Viking

18. Two of diamonds; famous capoeirista.
19. Nickname for the devil.
20. Although candomblé is something apart from capoeira, in the past

most capocira players belonged to that religion. That is the reason we find
so many references to it in capoeira songs.
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culture or the classical Greek and Roman cultures. This song is an

example:
Santo Antonio ¢ protetor da wa&ﬁ.x\s de Noé,
é, da barquinha de Noé.

Saint Anthony is the protector of Noah'’s little ark,
¢, of Noah’s little ark.

Here the song speaks of “Saint Anthony” in the context of the
biblical ark, bug, in fact, it is referring to Ogun, the god of battles
and war who is also the deity associated with iron.

Ai, ai, ai, ai, Sdo Bento me chama.

Al, ai, ai, ai, Saint Bento is calling me.

Saint Bento is said to protect against snake bites, and it is also
the name given to two berimbau thythms, Sao Bento Pequeno and

Sio Bento Grande.
Among all the animals, the snake is the most celebrated one in

capoeira songs, maybe because of its flexibility, and the fact that
when it attacks it is quick, precise, treacherous and lethal. Here is
one of the many songs that make reference to snakes:

Olba a cobra que morde
Senhor Sao Bento.

Watch out for the snake that bites,
Senhor Sio Bento. .

It is very common for songs to guide the action of the players

inside the roda:

Ai, ai, Aidé, joga bonito que eu quero ver . ..
Joga bonito que eu quero aprender.

Al ai, Aidé, play pretty >cause I want to see . ..
Play pretty cause I want to learn.

THE MUSIC

. ?Ma to leave no doubt that the chants reflect the action inside
the 7044, one needs only to hear the lyrics to the following chant:

Cabra correu com medo de apanhar . .
correu, correu com medo de apanhar.

The guy ran, scared of getting clobbered . ..
He ran, he ran, scared of getting clobbered.

~ Another less obvious but equally important aspect of these chant

is to m:oé .Hra capoeira player who has just arrived at a roda to m
ily v.::m his energy in tune with the energy of those alread Hrnmm-
He is thus able to relax and unwind the tensions acc ) 1 el
throughout the day. e

A more subtle function performed by the chants is that th

allow .Em%m.? to catch their breath. Just like the swimmer who rai -
w:n_ dips his head in a rhythmic breathing pattern, the partici mmom
in a roda are also forced to enter a thythmic vREE:M mznmn:mm
.Hr&\ vao:@ in chorus fashion to the chants that oﬁ?n_.,w are _mmM
ing. After ms_m_::m a game, many times tired and breathless, singin

in chorus is a wonderful way to catch your breath! e




LEARNING ¢APOEIRA

Sou disipulo que aprende,
Sou mestre que d4 ligdo.

I am a disciple that learns,
I am a mestre that teaches
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“ I} am a disciple that learns, I am a master that teaches.” This quote .
from a well-known capoeira song reveals one of the most inter-
esting and unique fundamentos (philosophical roots) of capoeira: The
capoeirista always plays the dual role of both teacher and student,
regardless of whether he is a beginner or an eighty-year-old master.
He is always a pupil who is learning in the r0dz and in life, and he
is always a teacher who is teaching, both in the rodz and in life.

In fact, the real learning in capoeira occurs during the interac-
tion between players during the 7044, and not in the more struc-
tured instruction sessions. In the roda, players learn from each
other— not only moves and kicks, but also strategies that are used
in the game itself or in the bigger “game” that we play everyday in
“real” life.

The players learn from each other, and those who are watching
learn in turn from them. These varied observations of different per-
sonalities interacting with one another constitute an important
body of knowledge about human beings, knowledge which also
constitutes the fundamento or philosophical root called malicia.

In the “good old days™—which most likely were not so good —
capoeira was learned naturally and intuitively; one would observe
movements in the roda and try to imitate those movements. If one
was lucky, one would find a mestre. Wherever a mestre would go,
he would be followed by two or three apprentices. Now and then
the mestre would give a pointer, and teach something.

Nowadays, times have changed. People have very little free time
available. Mestres can no longer can be found wandering about.
There are not many street rodas left where one can learn by trial
and error in an intuitive, organic way. Capoeira nowadays is taught

in the academies, each instructor teaching according to his own
methods.
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In the Regional academies, the teaching methods 8:@ to be MQ.%
structured; this permits a rapid &oﬁw_owan_ﬁ of Hmnr:ﬁcmv.o nn:m
to the detriment of improvisation, spontancity and exploration o

’s individuality. .
' ﬁ_MW\MM MMMMM mnmmNmem, whose m:ao.:_dm:ﬁm have _omn.: m%é:_gm
since 1985 after many years of being eclipsed g.\ &m Regiona _ma\ mm
the teachings are more intuitive. Hrm. mx.w&whé is m_m:wﬁ a iw%-
more flexible, has more malicia, and improvises more. onet M -
less, in the short run, the Angoleiro has a disadvantage, E:nn.m M
standardized technique and teaching method represent a &mn_. e
advantage for the Regional players in the first years of _:_mﬁcnzo:.
With the exception of Qm&io:& \H:NQ.R mestres, p :M two M:
three pupils of Bimba who are now in HTQ.H fifties ms.a who HWM WM
teach the original Capoeira Regional, what is now being ﬂwc.m e
most academies throughout Brazil is a capocira that could H e nﬁ_ _M
Regional/Senzala, because they use teaching ﬂmﬂro&m ﬁ_*unxﬂmown HTM
the Senzala group during the 1960s. mﬂrw% in turn build on
teaching methods developed by Mestre Bimba. N
Thus, in today’s classes, we see a lot of sequences of pre anm
mined blows designed for two Emu\.m.a which resemble Bim mM.
sequence. We also see systematic repetition of blows and ﬂo,.&BMMM
done by many students at the same time as they follow t n.:w& v
tor’s lead (similar to what we observe in the Eastern :SQH_. mMﬁM..
And during the last thirty years or so, we have m_m.o seen N ¢ addi-
tion of calisthenic exercises, gymnastic mw& stretching tec E@:nﬂ
Nowadays we also see young \._mh&& instructors irw are M”mnﬁu
ing Angola but using methods similar to xm%aamm\w&mﬁ , éﬂ nﬂﬂ__
determined sequences of blows and movements as well as metho
R@%M“Mm& for a player who is already very advanced in his learn-
ing is to know and to practice both styles:

* to play Angola, with all of its ritual and malicia; and

* to play Regional (more accurately, Regional/Senzala), with its
objectivity and its fighting spirit.

LEARNING CAPOEIRA

The beginner, however, in order to aid in his development, would
do well to heed some of the pithy popular proverbs that are the
essence of the malandragem philosophy—sayings such as “Quem
ndo pode com mandinga nio carrega patiia.” (“He who can’t deal
with the mandinga doesn’t carry a patiia’”') In other words, every-
one should know his or her limits. Or: “Urubu para cantar demora.”
(“A vulture takes a long time to sing.”) Another version of this is:
“Bater papo com otdrio é jogar conversa Jora.” (“Chatting with a fool
is a waste of words.”)

Of all of the proverbs, though, perhaps the best one for the
beginner to keep in mind is that “valente nao existe,” which can be
translated as “There’s no such thing as a tough guy” or “the fear-
less do not exist.” It is important for the beginner not to be fooled
by the outward appearance of some “tough guys,” and to realize
that we all feel fear, and that we are all—rto greater and lesser
extents—insecure: “The fearless do not exist.”

The capocira player needs to see the human being hidden behind
the facade of physical strength, whether it be in himself o in oth-
ers. If this does not occur, then the beginner will guide his studies
by a serics of false precepts and stercotypical ideas, such as the macho
tough guy, the deadly blow, or the notion of the superiority of one
fighting art over another.

As time goes by, the beginner who guides himself by these false
notions will turn into an idol of clay feet, an edifice with a weak
base; he will have faith in the fighting techniques but not in the
fighter; he will have powerful blows but lack faith in the person
who delivers those blows; he will develop his muscles and his tech-
nique but not his spiritual strength. On the street, he will be able
to beat this or that guy—but he will have to do this ever more fre-
quently to reaffirm to himself and to others the image he is trying
to impose. And once he runs into someone with a hot tempera-
ment and a cool head, he will crumble with the fear that his great

21. Magic amulets usually worn around the neck as a protection against
evil and injury.
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farce will be revealed for what it is.
In this increasingly violent sequence of events, he might feel the

necessity to walk around with a gun, and he will then notice that
others are also carrying guns. And the painful progression of his
paranoia will be never-ending, transforming him into a coward
who kisses up to the strong and the violent. It will transform him
into the weakest of tyrants. All of this will occur because he didnt
have the courage to look within himself and those that he idolized, .
because he was unable to see the human being within, in all of its
manifestations both positive and negative.

~

PRESENTATION OF MOVEMENTS

ém now leave behind the first part of the book, which dealt
with theory. Let us now begin the section where beginning
students are given a method of learning how to jogar; or play capoeira.

What makes this method a bit different from the methods that
are being used nowadays and that have been used in the last fifty
years (since Bimba created the Regional teaching method) is that it
tries to combine the creativity and improvisation typical of Capoeira
Angola with the structured and methodical training techniques of
Regional/Senzala, which brought about great development in kick-
ing techniques but unfortunately often made a player’s movements
resemble those of a mechanical robot.

We propose to do this by introducing the reader to a series of
training techniques for movements of attack and defense through
the use of diagrams and specific, concrete instructions and expla-
nations.

When beginning any apprenticeship, the beginner often feels
clumsy and foolish. He is full of good intentions, but after the first
attempts he becomes discouraged. The student often rationalizes
his difficulties by saying “I'm not cut out for this,” and considers

giving up.
This is normal in any learning process. However, we should try

LEARNING CAPOEIRA

to nn_cnmﬁ.m ourselves so that we may overcome this inertia, this resis-
tance, this fear of the new. R
The vm.mwszma should allow himself ten initial lessons in which
he puts aside all rationalizations and excuses for not studyin ._n&
_nmﬁ::m. capoeira. I believe that after those first lessons &.ﬁ% mﬁmn_n”wﬂ
will v.mm:.w seeing things differently, and will realize that learnin
capoeira in order to play and be part of the rodz is much easier w
more fun than he initially thought. Of course, if he then wish o
achieve a high level of proficiency in capoeira, it will r m mw N
years of practice and dedication. v T
. Classes usually last one-and-a-half to two hours, three to
times a week. After the first six months the m:an:m should h e
no:n_:.mnmm the first level of learning— he is now nm@@o:‘u-:mmqwuo
[ highly recommend that in the beginning students start é:ﬂ
a master or a teacher who can guide them in the right directio
Mr_m is mmanme true outside of Brazil, where capoeira is just vmmmm..
: hmm hcwmw Nm .om.u and you cannot live and breathe capoeira as you
. It is also essential for the reader to keep in mind that capoei
is not merely the execution of moves and kicks. The final omﬁna“

.\ AW.
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THE MOVEMENT :

Movement is basic to capoeira. Most beginners, and many advanced
pla