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As in video: videocassete (pronounced veedjeeocassetjee) ('VCR').

X

1 At the beginning of a word this is pronounced like sh in push: xale
(pronounced shal) ('shawl').

2 In the prefix ex when followed by a vowel, it is pronounced like z in zoo:
executivo (pronounced ezekootcheevoo) (‘executive').

3 Within a word and between two vowels, it can be pronoucned either like
like sh in push: roxo (pronounced hohshoo) (‘purple'’); or like the cks in
racks: téxico (pronounced tokseekoo) (‘toxic').

4 Followed by ce or ci, it is not pronounced: excelente (pronounced
eselentchee) (‘excellent’).

Z

1 At the beginning and in the middle of a word, this is pronounced like z in
zoo: zanga (‘anger'); dizer (pronounced djeezeyr) (‘to say')

2 At the end of the word it is pronounced like the final English s: faz (‘he
does'). In some parts of Brazil it is pronounced like the s in pleasure: faz
(pronounced fazh) ('he does').

Once again, if you find any mistakes either in terms of the above
explanations please contact me as | will update the file. Thanks!
Email me at gowithwhatisATyahooDOTcom

Acknowledgements:

e The consonant, vowel and dipthong section were taken from
http://www.beribazu.co.uk/forum/index.php?showtopic=608. If
you are the writer of that forum post, please contact me so |
can credit you!

e The various tables slotted into the pronunciation section are
taken from www.sonia-portuguese.com
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Songs that reflect special roda moments

Camugere
Start of the Roda to welcome a new capoeirista, especially a Mestre.

A Bananeira Caiu
When someone in the roda falls after doing some kind of handstand, this
song is often sung, especially if he who fell is a tough guy.

Ai ai Aide

This song is frequently directed at players who are making mistakes or
generally playing sloppily in the roda. It can also be sung as a celebration
of a great game in progress.

Apanha a laranja no chdo, tico tico

This song reminds players to use their feet and "beaks" instead of hands.
It may also be used in the "money game," where a handkerchief full of
money is spread in the middle of the roda.

Devager, Devager
This is a reminder for players to slow the game down when an Angola
game is getting too fast or intense

Dona Alice

A song well suited to a game in which one capoeirista is getting a little too
"clingy" with the other. For historical informations, Dona Alice was one of
Mestre Bimba's mistresses! This song is about resisting temptation to fall
into another woman's arms. A parallel is easily made with the capoeira
game.

Gunga é meu
This is a song intoning the importance of the berimbau gunga, or the bass
berimbau, which controls the game and sets the pace for the roda.

Jogo de Dentro Jogo De Fora
This song is a reminder to play "inside" (towards the opponent) as well as
"outside" (backing away). Frequently a beginner will back away most of

the time, but surprising things happen when one goes into an attack.
Usually played in Angola games.

Moleque E Tu
A playfully confrontational song accusing a player of being a moleque
("street urchin") deserving of punishment.

Nhem, Nhem, Nhem
This song may be sung when a player is being particularly "bratty."

Oadaei
This song suggests a certain fighting spirit in the roda, expressed in the
joy of seeing the opponent fall.

Olha Pomba vo6u

This song may be sung at a crucial time during the roda. Perhaps a player
has frustrated an opponent so much that it's time to escape from the roda.
Or, perhaps the game escalates to a level of "fighting" where the dove
(perhaps signifying peace) has flown away.

Quem jogo
This song is sung towards the end of a roda — to remind people who
haven’t played that this will be their last chance

Quebra Gereba

This is the last name of a popular person whose name children would call.
It can also refer to "melon," and slang for the male sex organ. Gereba
also means someone who is hard to take down.

Sou Capoeira e pego naviola
Often sung towards the end of a roda, if the energy has gone down.

T6 dormindo T6 sonhando

The mestre will often make fun of a student who plays badly, saying:
"what, were you sleeping in the roda?" An oft-told anecdote is of one
mestre getting a student to wake up by hitting him over the head with a
berimbau (!).
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Uma Volta So
This song may call attention to a player's bad (or good) turns in the game.
Sometimes, all one has to do to change the nature of a game is to turn.

Improvisation in songs

The lyrics to most of these songs have been compiled from various
sources, including websites, CDs, workshops, live performances, and
other sources. Every attempt has been made to provide a "definitive"
version averaged from these various sources.

However, in compiling these songs, it became clear that, while many may
tell a specific story or conjure a specific mood, most of can also be greatly
improvised.

Mestre Caboquinho once suggested that when the basic lines of a corrido
are known, students can just look in a Portuguese dictionary and sing
anything that makes sense (and, presumably, stays in the rhythm of the
music). So the lyrics listed here are to be used merely as suggestions.

Example:
The song Camunjeré is often used as a greeting song, because it

includes lines such as Como vai, como t4 ("How's it going, how are you?").
This means that any and all similar types of greetings may be added:

» Tanto tempo néo te vejo ("It's been so long since I've seen you")
* Eu tu bem de saude? ("Are you in good health?")

 Eu vim s0 pra saber ("l came just to see")

* Vim aqui pra lhe ver ("I came here to see you")

Other examples: if a song is about Senhor S&o Bento, it's a safe bet that
anything having to do with snakes is okay. If the song is about the sea (as
in E na Areia do Mar, Maré, Maré, or Saia do Mar,

Marinheiro), anything about the sea can be mentioned. Some lines, such
as Puxa puxa, leva leva ("Pull it pull it, take it take it") have a specific
function (in this case, to "push" the song onto another singer) but other
lines, such as anything having to do with capoeira (i.e. Eu quero jogar /
jogar de angola, etc.), can be used in almost any song.
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Improvisation and melody

As if the challenge of improvising in a new language isn't enough, these
songs are often sung with different melodies! However, it must also be
said that many capoeira songs share very similar melodies (in fact some
are exactly the same), and many may be alternated with each other.
Below is just a partial list of possibilities.

Songs with the same melodies

Apanha a Laranja no Chao, Tico-tico
A Onga Morreu

Deus Que Me Deu, Deus Que Me Da
Gunga é Meu

Pomba Voou

Tem Dendé

Valha me Deus, Senhor Sio Bento

Cadé, Cadé
Maré, Maré

Parana é
Saia do Mar, Marinheiro

D4, Da, Da no Négo
Quebra, Quebra Gereba

Dona Maria do Camboata
Santo Antbnio é Protetor
Santa Maria Mae de Deus
Ai, Ai, Aidé

T6 Dormindo, t6 Sonhando

Devagar, Devagar
E Dona Alice Nao Me Pegue Nao

Jogo de Dentro, Jogo de Fora
Eu Tenho que Ir-me Embora
Eu Vi a Cutia com Cbco no Dente

Eh legal
Dona Maria Como Vai voce

Quem Joga
Eu ja vou beleza, eu ja vou m’embora

Pomba vou
Gunga meu

olha negro senhor
Uma Volta So
Chora Menino
Bate Palma pra ele
Moleque E Tu

68



Senhor Sao Bento

Abalou Capoeira, Abalou
Santa Barbara que Relampué

Similar melodies

E de Manha, Idalina t& me Chamando
Eu Sou Angoleiro

Joga na roda da bantus

Para roda capoeira

E Dona Alice Ndo Me Pegue Nao
Dona Maria, Vai Voce

A canoa virou, marinheiro
abalou Capoeira

Pisa, Caboclo
Adeus, Santo Amaro
Vou Me Embora, Vou Me Embora

Interchangeable melodies

Tem Dendé
Valha Me Deus, Senhor Sao Bento

Da, Da, Da no Négo may be sung as
Ai, Ai, Aidé



Why Sing In Portuguese?
Y e 30,5,
wa .sf M_%_m\g
il 2 S
Gl 2o 4.

Menino eu estou dizendo
Kid, I'm telling you
Aprenda se quizer
Learn if you want to
Pastinha tem academia
Pastinha has an academy
Todos pode aprender
Everyone can learn
Homem, menino, e mulher
Man, child, and woman
—FROM THE MANUSCRITOS DE PASTINHA

It was the Portuguese who first colonized the area now known as Brazil.
Slaves, taken from their African homeland, had to learn the language of
the masters in order to survive. At the same time, many African (and
some indigenous Tupi) words were introduced into the lexicon of
Portuguese, adding an indelible African touch to the Brazilian Portuguese
spoken today.

So why must we sing in Portuguese if we are not Brazilian, or
Portuguese? What if we are learning capoeira in an English, or Spanish,
or French speaking country? Is it really essential to the art? If we sing in
Portuguese, aren't we limiting our audience? And aren't we just
perpetuating the imposition of a European language on Africans and
indigenous peoples anyway?

Obviously, there are no simple answers to these questions. But for some,
it is enough to say: "that's the way it's always been done."

Others may see it differently. They may argue that capoeira has changed
with the times, taken on new influences, and indeed become a global
phenomenon. So why not add other languages to the mix, to help
proliferate and celebrate the art? Besides, if capoeira is the universal
"fight hidden as a dance," then it shouldn't we be able to use it to
comment on our own "oppression," no matter where we are?

Well, | believe this is a very "postmodern” take on capoeira.

Because the fact is, that even as the outward expressions of capoeira
(the movements, the form of dress, styles of teaching, etc.) may have
appeared to change, its inner workings have changed far, far less.
Capoeira remains a unique mindset that is both universal in scope and
extremely local in its origins in Brazilian, and specifically Bahian, culture.

As such, it might perhaps be better for capoeiristas outside Brazil to
pretend these songs offer us access to a "secret cult" of sorts, much like
the secrets of candomblé (an Afro-Brazilian religion) were originally
disguised as Catholicism.

For example, when a mestre sings "jogo de dentro, jogo de fora" ("game
of the inside, game of the outside") during the roda, outsiders may only
hear a pleasant tune, but internally, we know it reminds the players to
consider their game more carefully.

By shrouding ourselves in this "secret" knowledge (which is available to
anyone who comes to class), | believe we may better preserve the

"cultural integrity" of capoeira and let the very traditions and rituals tell us
about the present moment.

In other words, instead of changing capoeira to suit our needs, we may
ask how capoeira can change us to suit its needs.

[O] fim [da capoeira] é inconcebivel ao mais sabio dos mestres.

[Capoeira's] end is inconceivable to the wisest of mestres.
—MESTRE PASTINHA (1889-1981)
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A Note On Oral Tradition

The songs available in this document have been painstakingly translated
and formatted to make them easier to learn and sing with confidence.

However, it must never be forgotten that capoeira was (and still is, in
many circles) an oral culture, based on passing down information through
aural memorization, not written.

Mestre Caboquinho once reminded me with some seriousness that, in the
first 300 years of capoeira's development, "slaves didn't have time to write
things down." Nor did they have the means. Even today, many of Brazil's
steet children face a similar lack of formal education and resources.

So please accept these songs as a gift, handed to you on a silver platter.
Many mestres might frown on the practice of making these songs so
"accessible," but we have found it to be an invaluable tool for those of us
who are not native speakers of Portuguese.
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The different types of Capoeira songs

Like many African song forms, the songs of capoeira are generally
"call and response." The song leader begins, followed by the response
by the chorus.

In the traditional roda de capoeira angola, (this also applies to
contemporanea too especially during a batizado) there are four types
of songs: the ladainha, chula, corrido, and despedida.

Ladainhas

The ladainha (lah-dah-EEN-yah), or "litany," is the opening incantation of
the roda. It is usually led by the mestre, or by a player about to enter the
roda, and is begun with the cry of I1&! (ee-EH).

In more traditional settings, the opening ladainha is sung with only five
instruments playing: three berimbaus and two pandeiros. This is done out
of respect for the roda, and to allow the soloist to be better heard by the
audience.

Ladainhas often celebrate places in Bahia, legends from capoeira history,
or lessons from Afro-Brazilian folk wisdom. They may also be improvised
in the moment.

So to be clear — the Ladainhas are solo opening incantations.

Chulas

Chulas (SHOO-lahs, or "songs") are also variously called the cantos de
entrada (KAHN-tohs d(j)ee ehn-TRAH-dah, or "songs of entry"), and the
louvagéo (loo-vah-SAO(m), or "salutation").

They consist of a series of call and response chants that end the ladainha.
They call out various people, places, images, and philosophies of
capoeira. The singer begins each line with the call of Ié. The chorus then
repeats the line and adds the word camara (derived from "comrade") to
the end of each line:

LEAD: |1€, viva meu Mestre

CHORuS: |€, viva meu Mestre, camara
LEAD: 1€, quem me ensinou

CHoRus: |€, guem me ensinou, camara

With the beginning of the chulas, all the remaining instruments may begin

playing, and two capoeiristas may set up at the foot of the berimbau
gunga, awaiting permission to enter the roda.

You have almost definitely heard chulas being sung after the
Ladainhas at the start of aroda or a batizado.
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Corridos

Corridos ("quick" songs) mark the beginning of the games. Corridos are
sung continually during the roda, commenting on the action or setting a
mood, unless another ladainha is begun, at which point the roda starts
over.

Corridos usually follow a call-and-response format. The song leader
begins with the chorus line, to remind all singers of the melody, and the
first line of the song. The rest of the song continues in a leader/chorus
fashion.

Just to make clear — these are the catchy, common songs that
are sung in aroda all the time.

Examples of Corridos

E Parana,
Ai, Ai, Aidé
Dona Maria como vai vocé?:

Despedidas

Various kinds of despedidas (desh-speh-D(j)EE-dahs), or "goodbyes," are
sometimes sung to end the roda. Often, these are accompanied by a
ritualistic procession, begun by berimbau gunga.

Participants may stand and walk in a circle, at which time it is permitted to
comprar o jogo (or "buy into the game"). The procession may also leave
the space in a single file, passing the gunga player (usually the mestre)
as they exit. The only instrument that remains stationary is the atabaque.
At other times, a roda may end with the toque de samba, after which a
samba circle erupts.

Examples of famous Despedidas

Adeus Corina
\Boa Viagem

Other songs

Various other kinds of songs exist in the context of capoeira. Of these, the
most important are the quadras, which begin like a ladainha,

but may happen in the middle of the roda, and do not have an
intermediary chula.

In Mestre Bimba's capoeira regional, quadras replace the ladainha
altogether. They are often four lines long, rhyme, and are (unlike the
angoleiro's quadra) followed by the chula (often called the saudacéo in
regional).

The martelo ("hammer") consists of ten-syllable lines and is infrequently
used.

Popular music continues to be an influence on capoeira songs. For
example, samba songs are often adapted for use in the samba de roda
that sometimes ends the roda de capoeira.

Numerous non-traditional songs are always being written, especially by

the younger generation of mestres, and more frequently in the
"contemporary" schools of capoeira.
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Syncretic Religious Practice in Brazil

Brief History

When the Portuguese began shipping slaves to Brazil the country already
had an amalgamation of religions. Catholicism was desperately trying to
rid the area of the native Indian beliefs. The slaves brought their beliefs in
spirits and magic. While the slaves outwardly worshipped under the
Catholic faith, they covertly carried on their religious beliefs since slave
owners prohibited slaves from practicing their African form of worship. So
the slaves incorporated their beliefs into the spirits and the magic of the
native faiths. The two religions merged. The God, Exu, became St.
Anthony; lansa became St. Barbara; lemanja became Our Lady of the
Glory; Nafa became Our Lady of St. Anne; Oba became Joane of Arc;
Obaluayé became St. Lazarus/St. Roque; Ogum became St. George;
Oxala became Jesus Christ; Oxossi became St. Sebastian; Oxum
became Our Lady of the Conception; Oxumaré became St. Bartholomew;
and Xango6 became St. Geronimo.

What was evolving was syncretic religion (the merging of different belief
systems) and this very much characterises modern day religion in Brazil.
Millions of Catholics continue to worship these gods or Orixas privately
while maintaining their Catholicism publicly.

Today the umbrella term for this religion is know as Macumba (which
confusingly is also used by non-practising Brazilians in a pejorative way,
meaning black magic or any religion or religion of African origin) and it is
categorised as a polytheist (many Gods) religion.

Religion and samba connection

The practionners of Macumba in Brazil (brought over as slaves)
summoned their Gods with, amongst other things, their
drums. Brazilian slave owners, unlike owners in the United States,

allowed slaves to continue to use their drums. Thus began the
rhythm of the saints, the samba, and it explains why Brazilian
"batucadas" reign unequaled today. Brazil got the samba, and the
U.S. got "the blues."

The term Macumba also refers to the certain dancing and drumming
rituals that form part of the macumba religion, that are often seen at street
parties, carnivals and festivals in Brazil.

Macumba, Quimbanda and Umbanda Religions

Many initiatives, independent of hierarchical control, made possible a
rapport between elements of Catholicism, Kardecist Spiritualism and Afro-
Brazilian traditions. A new religious genealogy emerged from this
confusion, but showed that it was divided between the names "Umbanda"
and "Quimbanda" or, more popularly, "Macumba". Both involve worship
of multiple deities — Orixas.

Although Umbanda and Quimbanda share the same set of beliefs, the
two names reflect a difference in emphasis. Umbanda supposedly works
"for good", while Quimbanda is distinguished by its intention to work "for
evil". This is a simplistic interpretation, however, because the
ambivalence between good and evil seems, in reality, to be characteristic
of the fundamental myths of these religions, which conceives of the
cosmos as divided between different factions, which relate to each other
through mystical attacks and defences. As in the struggles of love and
other competitive situations, what is good for one party may be bad for
the other, and vice versa.

Candomblé

Candomblé is perhaps more well known to many non-Brazilian
Capoeiristas as this was the form of religion that developed around
Salvador Brasil, which is also the home of Capoeira Angola. Candomblé
is also a syncretic religion that evolves worship of the Orixas.
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The Worship of the Orixas (the Gods)

Orixas

Orixas worship, is common in Brazil (with an estimated 30 million
practitioners). There is a calendar celebration for all the gods, which
generally coincide with the Catholic celebrations of Lent, Advent, Easter
and the days of Saints John, Peter, Paul, Lazarus, Cosmos and Damian,
Anthony, Sebastian, George, and All Souls' Day, and Immaculate
Conception. Curiously, nothing coincides with Christmas!

Here are just a few of the most important gods:

Exu (hAY-shoe)
is the messenger to Oldumare. He must be appeased before any
commemoration can begin. He is the only god to have a indefinite amount

of locations. His main place is any street crossing. (Dates festival: June
13)

lemanja (ee-eh-mon-JAH)

The best known of the Afro-gods is the Queen of the Waters, especially
the sea. Identified with Our Lady of the Immaculate Conception, she
dresses in sky-blue satin and wears a string of pearls, a tiara, a richly
decorated fan and a long white veil with gold stars. Her statue, which is
the most common artifact of Candomblé, has alabaster skin, large breasts
and is sometimes in the form of a mermaid.

On December 31, many millions of Brazilians and tourists with no other
connection to the Afro-Brazilian religions dress in white and go to the
nearest beach to honor her. Miniature boats painted silver and filled with a
bar of soap, a mirror, a bottle of perfume, a comb and white flowers are
ritually prepared with much dance and song. At midnight they are
launched, accompanied by a massive fireworks display. Copacabana
beach on New Year's Eve in Rio de Janeiro is a remarkable scene and
worth the visit. If the winds or tide return the boats, a bad year is
anticipated. (festival date: February 2) In Salvador, the Festa de lemanja
is on August 15.

Ogum (oh-GOOM)

Associated with Saint George the dragon-slayer, he is the god of steel
and lives deep in the forest his colors vary but always include the red of
blood. His symbol is the sword and other wrought iron tools. Associated
with Wednesday, his food is red meat and palm wine, and his dance
imitates the march of a warrior. He is the most prevalent dominant god.
(festival date: April 23)

Oxala (oh-shah-LAH)

His colors are white, ivory, pearl and silver. His day is Friday and Sunday
and his nature tokens are the oceans, rivers, the sky, mountains and
peaks. His metals are silver and platinum, his amulet a necklace of white
beads. The great public celebration held in honor of Oxala takes place in
Salvador Bahia. It is the duty of the baianas (woman dressed in white
cloth who wear elaborate necklaces) to wash the front stairs of the
Church of Bonfin . The water used to wash the stairs is prepared in a
secret ritual. This washing is done at the beginning of the year to
symbolize the purification of sins. The baianas also sprinkle water on
those people present during the ceremony (festival date: December 25)

NB — | would really appreciate feedback on this section. If you have
any suggestions for changes or additions that should be made please

email me at gowithwhatisATyahooDOTcom

Acknowledgements — This article has been put together from a
number of sources -
http://religiousmovements.lib.virginia.edu/nrms/macu.htmi
http://www.meta-
religion.com/World_Religions/Other_religions/macumba.htm
http://en.wikipedia.org/wiki/Macumba
http://www.stirlinglaw.com/ea/macumba.htm
http://www.endangeredcoast.org/northeast%20culture.htm
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Capoeira Glossary

Verbs Of Capoeira

Nouns And Frequent Words Of Capoeira
Places Of Capoeira

Instruments Of Capoeira

Rhythms Of Capoeira

Games Of Capoeira

Movements Of Capoeira

Portuguése Characters

VERBS OF CAPOEIRA

apanhar to be beaten

bater to hit

brincar to play eg. children's games
cantar to sing

chamar to call

chorar to cry

chutar to kick

comprar to buy, to enter the roda by cutting in on another player
entrar to enter, to enter the roda
estar to be

fazer to do, to make

fechar to close

ficar to stay

fugar to escape, to exit

gingar to swing

jogar to play eg. sport

lutar to fight

morrer to die

pisar to step

praticar to do, to practice

puxar to pull

queda to stumble, to fall

saber to know
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sair
tocar
trocar
vadiar

to exit

to play eg. music

to change, to swap

to loiter, to be up to no good

NOUNS AND FREQUENT WORDS OF CAPOEIRA

abada
academia
acarajé
aluno
Angoleiro
apelido
arraia
aula

Axé

bamba
bantu
batizado
besouro
boca

boi
brincadeira

caiman

camara

capoeirista
candomblé
chamada

cintura desprezada
cbco

contramestre
coqueiro

coragao

white capoeira pants

gym or capoeira school

palm oil and prawn pastie pie
student

practitioner of capoeira de Angola
nick-name

stingray

class

positive energy

a master of physical sparring and wordplay, a capoeira expert
group of African tribes/peoples from the north west of Africa
the capoeira initiation ceremony, baptism

beetle

mouth, opening in the gourd of a berimbau

bull

playful game

small crocodile found in South America
comrades

practioners of capoeira

African mystic religion

call used in the game of capoeira angola, berimbau rhythm to call attention

acrobatic exercises to help capoeiristas land on their feet
coconut

one level below a master

coconut tree

heart



corda
costas

danado
dendé
deus
discipulo

ele/ela
escravo
eu

faca

faca de ponta
facao
fechado
filho/filha
floreios

forré

folha seca
fome

forca
formatura
formiga

forte

frente

frio
fundamentos

galo
gente

homen
hora

iaia, ioid
irmao/irma

colored belt awarded to mark advancement in some academies
back (anatomy)

smart

red palm nut to make palm oil

god

disciple, student of a capoeira master

he/she
slave
[, me

knife

the point of a knife

machete, large knife

to be closed, bulletproof

son/daughter

acrobatic movements

partner dance from the interior of Brazil

dry leaves

hunger

strength

graduation ceremony for a new capoeira master
ant

strong

front

cold

basics, used to describe the philisophical roots of capoeira

rooster
us, we, people

man
hour, time

terms used by slaves for daughters and sons of the master
brother/sister
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jogador
jogo
jacaré

leve
licao
ligeiro

macaco
macaquinho
mae
malandragem
malandro
malicia
mandinga
mandigueiro
manganga
mao

mar
marinheiro
mato
menino/a
mestre
molejo
moeda
morena
mulher
muzenza

nao
navalha
negao
nego/a

o
onga
outro

player of capoeira
game, a game of capoeira
alligator

lightweight
lesson
nimble, agile, fast

monkey

little monkey

mother

cunning

crook or streetwise person
sneaky, sly, deception, trickery, double-dealing
unique style

sorceror, healer, capoeira player
medicine man

hand

sea

sailor

jungle

boy/girl

master

smooth moves

coin

dark skinned woman

woman

force of the orixas

no

old fashioned cut-throat/straight razor
big strong black man

black man/woman

the
jaguar
other
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Orixas

pai
patua
pé

peixe
profesor

quilombo

rabo
raca

sabedoria
sangue
santo

sao

sem
senzala
sertdo
sequéncia
sim

sinal
sinh6/a

terra
vocé

xarél
xereré

gods of candomble

father

amulet worn around the neck for protection against evil and injury
foot

fish

teacher

fugitive slave community

tail
race, breed

knowledge
blood

saint

saint

without

slave house
plains

series of movements learned by players in regional style
yes

sign

boss man/lady

land, earth
you

type of fish from Bahia
another type of fish from Bahia
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PLACES OF CAPOEIRA

Angola

Bahia

Belo Horizonte
Guinea

Iltabuna

Itapoa

Luanda
Mercado Modelo
Minas Gerais
Mozambique
Pelourinho
Salvador
Terreiro de Jesus

former Portuguese colony in the south west of Africa

state in the north east of Brazil, traditional home of capoeira

capital of Minas Gerais

former Portuguese colony in the west of Africa

city in Bahia

famous beach in Salvador

capital of Angola

famous market place in Salvador

state in the east of Brazil where Grupo Bantus Capoeira was founded
former Portuguese colony in the south east of Africa

the cross in the centre of Terreiro de Jesus, once used as a whipping post for slaves
capital of Bahia

historical centre of Salvador

INSTRUMENTS OF CAPOEIRA

agogb
arame
atabaque
baqueta
beriba
berimbau
cabaca
caixixi
dobrao
gunga
medio
palmas
pandeiro
reco-reco
viola
verga
vintém

two toned african bell

wire string used for the berimbau

large straight sided wooden drum

stick used to strike the wire of the berimbau
type of wood to make the berimbau

bowed instrument that controls the roda
resonating gourd attached to the berimbau
shaker or woven rattle played with the berimbau
old Brazlian coin used to play a berimbau often substitued with a rock
the deepest toned berimbau

medium sized berimbau

hand claps

Brazilian tambourine

ribbed bamboo scraper

the highest toned berimbau

main shaft of the berimbau

an old coin
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RHYTHYMS OF CAPOEIRA
toques

Amazonas

Angola
Banguela
Cavalaria

Idalina
luna

Sao Bento Grande (de Angola)

Sao Bento Grande de Regional/Bimba
Sao Bento Pequenho

Santa Maria

Barravento
Maracatu
Samba

Chula

Corrido
Ladainha
Quadra

the various rhythms played by the berimbau, see below

a rhythm rich in subtle melodic variations used at Batizados to welcome Mestres and
students from other groups

slow rhythm played during the game of Angola
medium paced rhythm used for a calm game without physical contact, including floreios

developed to warn capoeiristas of arriving police, representing the sound of a galloping
horse

slow but strong rhythm used for a high, loose game that includes cintura desprezada or
use of the faca or facédo

rhythm played for gradutated students allowing them to demonstrate capoeira skills, no
singing or palmas

medium paced rhythm most often used in the roda

fast paced rhthym created by Mestre Bimba, based on Sdo Bento Grande

medium paced rhythm for a fast, agile game, also known as Angola Invertida

rhythm allowing students to demonstrate capoeira skills and reflexes, sometimes includes
the use of the navalha

trance like rhthym leading to spiritual possesion used in candomblé ceremonies
rhythm and dance form from the north east of Brazil
a lively Brazilian rhythm and dance often played after the roda of capoeira

often sung or improvised before the ladainha or corrido, in praise of a specific person,
mestre or place

rapid call and response song
narative song, sung at the start of the roda of capoeira angola
short ladainha composed of 4 - 6 lines sung in a call and response format
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GAMES OF CAPOEIRA

Angola slow, playful game played low to the ground, including specific rituals and techniques

Apanha laranja no chao tico-tico game in which the players use only their mouth to pick up an object off the ground, often
a bank note

Batuque violent game that inspired Mestre Bimba, Mestre Bimba's father was a champion of this
game

Benguela calm game without physical contact, combining elements of angola and regional,
including floreios

Contemporanea the modern form of capoeira, a modified version of regional

Regional a fast, loose game invented by Mestre Bimba

Samba de Roda danced within the circle of people, often after a game of capoeira

Samba Dura a rougher version of samba de roda, where the dancers force out other players in order
to dance with a member of the opposite sex

Maculele the game and dance played with sticks, or the faca or facédo

MOVEMENTS OF CAPOEIRA

BASIC MOVEMENTS

Au cartwheel
Base a low, horse-ridding-like stance with hands in front to protect your face
Ginga basic movement of capoeira which through continous motion allows an easy entrance to

either offensive or defensive action

GROUND MOVEMENTS

Euia defensive movement, similar to a negativa (see below)

Esquiva escape movement

Cocorinha squatting movement used to evade high kicks

Negativa variations on the cocorinha, with the upper body moving to the front, side or back
Troca changing sides while in the negativa

Rolé rotating from negativa to the base position
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ROUND KICKS

Meia-lua de frente
Meia-lua de compasso
Rabo-de-arraia
Armada

Queixada

FRONT KICKS

Bencgao
Ponteira
Joelhada
Escorao
Chapiado
Martelo
Gancho

FLOREIOS

Pido-de-mao
Pido-de-cabega

Au Batido (Beija-flor)
Queda-de-rins
Macaco

Xango

Mortal

Mortal de frente

Au sem méao
S-dobrado

Martelo Cruzado
Parafuso

Armada Dupla (Envergado)
Folha Seca

Reldgio

Au Esquisito

Au Cortado

Macaco em Pe

Raiz

Raiz sem méao

outside to inside front crescent kick (half moon kick)
spinning heel kick with one hand on the ground
spinning heel kick with both hands on the ground
spinning crescent kick

inside to outside crescent kick

front heel kick

front snap kick with the ball of the foot
knee strike

side kick

spinning back kick

roundhouse kick

reverse hook kick

hand spin

head spin

half cartwheel, with one hand on the ground

fall to ground, resting on one elbow into the kidneys
close to the ground back handspring

back flip handspring

backwards somersault

front somersault

cartwheel without hands

kicking from negativa into cartwheel

armada going into a spinning martelo in the air
similar to the martelo cruzado, landing on both feet
similar to the parafuso, taking off and landing with both legs straight and parallel
similar to the mortal, with legs split

spinning on queda-de-rins like the hands of a clock
inverted au with an open chest

forward walkover

backward walkover

side walkover

side walkover without hands
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SWEEPS, TAKEDOWNS, GRAPPLING

Rasteira

Banda

Vingativa
Arrastao
Tesoura

Tesoura de frente
Tesoura de costa
Montada
Raspagem
Guarda
Tridngulo
Chave-de-brago

HAND STRIKES

Galopante
Cotovelada
Asfixciante/escala
Dedo

Direto

Gancho

Cruzado
Mata-ledo

HEAD STRIKE

Cabecada

sweep
hooking kick to the ankles. similar to rasteira
shoulder tackle and hip throw takedown
shoulder tackle and grapple takedown
double leg scissor takedown

front scissor

back scissor

mount position

inverting the mount position using both legs
guard position on the floor

triangle choke

arm lock

open hand blow to the side of the head
elbow strike

palm strike, similar to a jab

finger strike to the eyes

hook

upper cut

crossed hook

choking the opponent using both arms hooked into the opponent's head

head butt



PORTUGUESE CHARACTERS FOR YOUR PC

In order to type in any of the various Portuguése characters, make sure that the Num Lock key is turned on. Press and hold the left Alt key, and type the

character code using the Numerical Pad, the number pad on the right side of the keyboard:

Alt+0224 = a Alt+0192 = A Alt+0237 = i Alt+0205 = |
Alt+0225 = & Alt+0193 = A Alt+0243 = 6 Alt+0244 = §
Alt+0226 = & Alt+0194 = A Alt+0244 = 6 Alt+0212 = O
Alt+0227 = a Alt+0195 = A Alt+0245 = 6 Alt+0213 ="
Alt+0231 = ¢ Alt+0199 = G Alt+0250 = Alt+0218 = U
Alt+0233 = é Alt+0201 = E Alt+0252 = ii Alt+0220 = U
Alt+0234 = & Alt+0202 = E

Acknowledgement: This section is based on an article entitled Portugese for Capoeiristas written by
Instructor Cagapa (Marcello Pietrantonio).
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