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CAPOEIRA

Mestre Nenel: 

· When someone seeks me out to train Capoeira, I ask about his goals, in order to find out if my philosophy is in tune with his purposes. There are those who seek Capoeira because of love for the art; others because they want to fight; and still others in order to release stress or lose weight. There exists a corresponding Capoeira group for each of these types.

Mestre Curió:

· "Capoeira is art, dance, malícia, philosophy, trickery, theater, music, and choreography, but not violence. It only becomes dangerous at the necessary moment."

· "The student is the reflection of the Mestre and the Mestre the reflection of the student."

· "The student does not compete with the Mestre and the Mestre who has respect does not compete with the student."

· "The capoeirista doesn't have to hit in order to show his skill."

· "When I die, I give my soul to Capoeira."

Mestre João Pequeno 

· Capoeira is the fight of the weak against the strong, and this is why it has been repressed even until today. 

Mestre João Grande 

· Capoeira is for the whole world. It is for men, women, and children. It is for black, red, blue, and yellow. It is in our blood.

Mestre Decânio 

· Capoeira is the great expression of human individuality.

Mestre Pastinha

· Capoeira is malícia, it is cleverness, it is everything the mouth eats. 

Carybé

· Capoeira is just one.  Capoeira is a fight of dancers. It is a dance of gladiators. It is a duel of comrades 

Mestre Bimba

· "Fruit only comes with time."

This booklet has been developed to introduce the student to Capoeira. It contains a brief explanation of the philosophy and theory of Capoeira.  This booklet is meant to be a guide to the student as they begin his or her Capoeira career.

Cordel Verde Student Goals

-To learn to play Capoeira.

-To learn general knowledge about Capoeira and it's History.

-To develop motor, cognitive and social/emotional abilities.

-To develop skills for using the instruments in the Capoeira Roda.
This Manual and the material it contains is the creation and express property of The Afro Brazilian Cultural Center of New Jersey.  Any reproduction of the material contained without written permission is prohibited.

© 2012  All Rights Reserved
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"I wished to be a dancer and I could not be. Today I dance in Capoeira.  

I wanted to be a fighter, so I fight in Capoeira.  

Because I want to be an artist and express myself, have self-esteem, 

and be a real human being,

I am a Capoeirista."

Capoeira is an Afro-Brazilian martial art, and is a unique blend of movement, song, and music created by enslaved Africans in Brazil over 400 years ago.  The slaves originally used Capoeira as a form of self-defense against their captors, disguising it as a dance.  The practice of Capoeira involves a circle of clapping onlookers, musicians playing instruments, and singing choruses in Portuguese to traditional call and response songs.  In the center of the circle, two Capoeristas move in what looks like a competitive dance.  There is an acrobatic avoidance to contact.  Songs rich with oral traditions are sung, and references are made to what is occurring at that moment in the game.  In short, this gathering of musicians and artists forms a community of expression that has been passed along through the generations.

The musical soul of Capoeira, the Berimbau, leads an orchestra of instruments including drums, tambourines and bells.  The rhythm of the instruments governs the speed and type of games played.  One rhythm calls for beautiful acrobatics and graceful movements, another rhythm calls for close-quartered guarded movements with sneaky deception to trap the opponent.  Many moves involve improvisation including headstands, handstands and cartwheels.  There are small rituals and gestures that flavor the games.  Everyone's style of play is very individual, and develops with their experience in the art.

In training, we often play competitively with our partner.  Rather than block an oncoming blow, we evade it with a flight or an acrobatic dodge, and trip them up as we leave.  At its best expression, there is never any actual contact between players.  Skill is cultivated to pull blows, and it is enough to show that a kick could have landed, without striking the other person. In class you learn all the physical elements of Capoeira, but this is only one facet of Capoeira.  There is much more than physical training involved. You learn to sing, to play musical instruments and possibly to speak a whole new language!

Capoeira is a living testament to the durability of the human spirit that is practiced in dance academies, cultural centers and universities worldwide.  The evolution of Capoeira continues under the influence of each individual’s creativity and imagination.  With roots in Congo, Angola, New Guinea region of Africa, Capoeira was brought to Brazil by African slaves and became a tool for countless successful plantation rebellions.  Disguised as song and dance, Capoeira is one of the most deceptive and effective martial arts around.

Capoeira is a danced fight, a playful sparring that involves style, wit, flexibility and strength.  Capoeira weaves intricate movements, spirituality, mental and physical discipline, and philosophy into a unique "game" played in a circle.  Very often you will see feet stretched to the sky, a leg whipping around at lightning speed, a playful smile, or a glean in a players eye.
The Roots of Capoeira

The path of Capoeira (or Capoeiragem, Malandragem or Vadicao, as it is also sometimes called) can be traced back through the slave-quarters (Senzalas) of the colonial plantations, to the secret societies (Maltas) in Bahia, a state in northeastern Brazil.  For many centuries, Capoeira survived under persecution as an oral tradition, living in the streets and open spaces of Brazil.  It is now a flourishing cultural form in itself, and hailed as the National Sport of Brazil.

From 1535 to 1885, millions of Africans were subjugated into slavery, including people from what are today Angola, the Congo and Mozambique.  With roots in Congo, Angola and New Guinea, Capoeira was brought to Brazil by African slaves and became a tool for countless successful plantation rebellions.  Disguised as song and dance, Capoeira is one of the most deceptive and effective martial arts in existence.  Many of the important documents relating to slavery in Brazil were burned in the early days of the Republic, with the idea of cleansing the traces of slavery from the country's history.  Unfortunately, this has robbed future generations of valuable insights as to the development of the art of Capoeira. 

It is commonly believed that a form of Capoeira arrived in Brazil with the Africans and was further developed by their descendants.  However, while some say Capoeira was created by Africans in Brazil, others rigidly hold that its roots are Africa, but that it flourished and blossomed in Brazil.  Capoeira is a tradition of fighting with the feet, perhaps directly descended from tribal ceremonies of strength and ritual dance.

Capoeira was officially banned in Brazil from 1890 to 1930.  During that time, only street hoodlums(Malandros) and members of secret societies practiced the art.  Bandits used the steps of the dance as a weapon, sometimes with straight razors that were the popular choice of concealed weapon at the time.

In 1927, Manoel dos Reis Machado, Mestre Bimba, opened the first academy for training in the art of Capoeira.  Ten years later, in 1937, Capoeira was finally officially recognized and brought in from the streets to thrive in academies and other venues.
Afro Brazilian Cultural Center of New Jersey 

The Afro Brazilian Cultural Center of New Jersey is the Bloomfield location of Capoeira Guerreiros.  The Center is located in the heart of Bloomfield and offers classes for adults and children in the traditional Brazilian art of Capoeira as well as Samba, Maculêlê and other arts.

The Center is dedicated to promoting and teaching Capoeira as a living example of Afro Brazilian folklore and culture.  Capoeira is a martial art, a game, a dance, a Philosophy, therapy and a way of life.  Acrobatic leaps and dramatic movement, creativity, surprise, and strategy are all part of what the capoeirista uses every time he or she enters the roda, the human circle in which Capoeira is played.  Unlike most martial arts, Capoeira is accompanied by music, which is played on traditional Afro Brazilian instruments by the capoeiristas that form the roda.

Mestre Cigano

Mestre Cigano, Robson Ribeiro, was born in the Botafogo district of Rio de Janeiro, Brazil.  He was first introduced to Capoeira in 1972 and he graduated to the level of a Mestre at the age of twenty-one.  He founded Grupo Liberdade de Capoeira, which was formally inaugurated in Brazil in 1988.  Professor Gaivota began his Capoeira journey with Mestre Cigano at the New Jersey Capoeira Arts Center in 1999.

Contramestre George Palmares

Contramestre George , George Carneiro, also known as "Palmares", was born in Bahia, Brasil. At the age of seven, he began his capoeira training with Mestre Indio. Eight years later he met Mestre Valdir Axé, who introduced Contramestre George to the group, Angola Palmares. Soon after he joined the group he began his intense training with Mestre Lazaro who he trained with for many years. 

In 1997, Contramestre George began to teach in Salvador, Bahia in several schools including those for children with special needs. In 2001, Contramestre George began his journey from Brasil to the United States to teach in many states finally returning to NYC in 2003. In August of 2007 Contramestre George united with Metstre Leo Corcorã of Bahia, and revived the group Capoeira Guerreiros, formed by his father.   In 2007 Contramestre George graduated Gaivota to the level of Professor.
Professor Gaivota

Professor Gaivota, David Morgan, has been practicing martial arts since the age of six. After training Tai Kwon Do as a child he took up Shotokan as a teenager.  In college he began training Enshin which is a full contact style of karate.  As a Black Belt in Enshin he opened a Dojo in Newark and competed in several bare-knuckle, knock down tournaments and placed in all of them.  He was first introduced to Capoeira in Bahia in 1999 and began teaching classes at the NJ Capoeira Arts Center in 2003.  

In 2006 Professor Gaivota opened the Afro Brazilian Cultural Center of New Jersey in Montclair, New Jersey.  During his career in Capoeira, Gaivota has traveled to many countries as well as throughout the United States sharing his love of the game at Batizados, workshops and events.  In 2008 he joined Capoeira Guerreiros.  Professor Gaivota currently teaches Afro-Brazilian Arts at William Paterson University and runs several Afterschool Enrichment programs.
Traditions of Capoeira Guerreiros Bloomfield
Famous Masters of Capoeira

Mestre Pastinha  (Pa-steen-Yah)

Vicente Ferreira Pastinha born in 1889, died in 1981

Mestre Pastinha is considered the greatest representative of Capoeira Angola.

Mestre Bimba  (Beem-Ba)

Manoel dos Reis Machado was born in 1900, died in 1974.  

Mestre Bimba is the Creator of Capoeira Regional.

Saudação (Salutation)


Lead






Response
Saudação Mestre Pastinha – Yea


Salve

Saudação Mestre Bimba – Yea



Salve
Saudação Capoeira Guerreiros – Salve

Au
Instruments of the Roda

	Berimbau - Beer-im-bow

Pandeiro (tambourine) - Pan-Day-Ro

Agogô (double cowbell) - Ah-Go-Go

Reco Reco (scrape thing) - Heco-Heco

Atabaque (drum) - Ah-Ta-Ba-Key
	Parts of the Berimbau:

Caxixi (Shaker) - Ka-She-She

Baqueta (stick) - Baa-Ke-Ta

Cabaça (gourd) - Ka-Baa-Sa

Verga (bow) - Ver-Ga

Dobrão (stone) - Do-Brown

Arame (wire) - R-Ah-Me


Basic Rhythms of the Berimbau

Angola - tricky game

São Bento Pequeno - medium pace, friendly game

São Bento Grande - faster game, more dynamic, high kicks and acrobatic movements
Dances of Capoeira

Maculêlê

In Santo Amaro do Purificação, Bahia, Brazil, in the early 1900’s an old dance was revitalized to preserve the memory of those who toiled and had their bodies broken harvesting in the sugar-cane plantations.  This city is characterized by having rich popular cultural manifestations, with African heritage.  Historically, Maculêlê, known as the dance of the sugar cane, was performed culturally, to traditional rhythms and songs. 

Maculêlê is a dance with sticks, sometimes performed with machetes or even fire.  The origin of Maculêlê is controversial. Some say that the slaves, who used to practice the dance to relieve their anger against slavery, originated Maculêlê in the sugar-cane plantation. Others say that the slaves used sticks and machetes to rebel against the slave masters punishment, and practiced Maculêlê in preparation for the rebellion. A different version suggests that it has native Brazilian Indian roots, from the Cucumbis Indian tribe. Maculêlê has steps similar to many other Brazilian dances such as "Frevo" from Pernanbuco, "Moçambique" from São Paulo, "Cana-Verde" from Vassouras-RJ, "Bate-pau" from Mato Grosso, "Tudundun" from Pará among others.

Maculêlê is a fast and free form dance that is both a contest and play, as each player "shows their stuff".  The dancers each use a pair of sticks called Grimas (cut from sugar-cane), which are sometimes replaced by machetes.  It is performed to the beat of drums called Ingoma or Atabaque (amphora-shaped wooden barrels) to which the dancers carry a four beat pattern.

Samba de Roda

Samba is a traditional Afro-Brazilian dance that has been associated with Capoeira for many years.  Samba is a secular dance found throughout Brazil today, the Samba is a playful, sensual and flirtatious dance.  Samba, known as Brazil’s ‘national rhythm,’ its prime symbol of cultural nationalism.  Samba, since its rise to fame almost a century ago, has remained the most popular musical style in Brazil, despite the rise of Bossa Nova and other South American genres. It has remained in this position because of its deep roots in Brazilian culture and tradition. 

Samba has its roots in West Africa and comes from a word connected with the summoning of African deities called Orixas. The Catholic Portuguese masters tried to convert their slaves by force and so the ritual dances for the spirits were hidden under the guise of praising the saints.  To adherents of the Afro-Brazilian religion, Candomble, Samba means to pray, to invoke your personal Orixa (god/saint). The African rhythms enveloped in Latino music came from the Yoruba, Congo and other West African people, who were transported to the New World as slaves. In their homeland the rhythms were used to call forth various gods. Candomble preserves these rhythms to this day.  It is these rhythms that have heavily influenced Brazilian music making Samba a unique genre of music.

Where Samba's roots come from in Africa, mainly Angola, there is a dance called Semba which was a predecessor of Samba.  The origin of the term Samba has always been connected to Semba, a Congo-Angolan style of dance characterized by the bellybutton-bump which was reenacted in old afro-Brazilian dances. However, much more than bellybutton, the multilingual African term Semba also means "pleasing, enchanting" (in Kimbundo), besides "honoring, revering" (in Kikongo). From Semba originate Disemba and Masemba which means bellybutton-bump, respectively in Angolan Kimbundo and in Kikongo.  In the Angolan language of Kimbundu, the word Semba referred to a dance step in the Umbigada.
Though many of the details are disputed, most agree the roots can be traced back to the seventeenth century, with the African slaves of the region. The slaves used to perform dances used to conceal their religious rituals. The dances included an accompanying display of percussion, which the Portuguese called Batuques. These Batuques continued to evolve and spread to various regions. However, all of these offshoots had a common feature – “the Umbigada, or ‘bump with the belly button.’” 

Many of the slaves had been taken to Brazil into the state of Bahia. Around the late nineteenth century, with the “decline in the fortunes of tobacco and cocoa plantations in Bahia, and because of the Law of the Free Womb and the abolition of slavery,” many of the former slaves moved to an area of Rio known as Praça Onze ,“Plaza Number Eleven”. 

In Praça Onze, many older Bahian matriarchs (known as tias) hosted gatherings in their homes for music, dance, and worship. One such tia, Tia Ciata, is credited with helping form the new musical style known as samba. It was in her house that the formal founders of samba, all gathered and played Lundus, Marchas, Choros, Maxixes, and Batuques in jam sessions that must have been incredible to watch. It was also in Tia Ciata’s house where the first samba, “Pelo Telefone,” was created in 1916. It was these men who popularized samba, started developing its structure, and set it on its course toward becoming one of the world’s greatest musical genres. 

During the 1920s, Samba made a gradual split into two different classifications, categorized namely by those who created it. On one side was the Samba of the central area by the Sambistas. It was given the label of ‘Afro-Brazilian culture.’ On the other side was the Samba of the Morros (samba-de-morro), the poor musicians who had been forced out of Rio due to expensive cost of living and the increasing white, European presence. The Morros lived in the shantytowns surrounding Rio, and were subject to increasing police persecution.

However, the isolation of the Morros led to the creation of the first “Samba School,” Deixa Falar (loosely, “Let them speak”) in 1928. It was in this group, created by Ismael Silva and others that the Samba style began to take on a more formal, organized structure.

Puxada de Rede

Puxada de Rede is a folkloric theatrical play, seen in many Capoeira performances.  This traditional Brazilian legend is about a fisherman that goes out to fish at night on a "Jangada" (handmade sea-worthy sailing craft used by fishermen of North Western Brazil).  His wife had a premonition that something would go wrong and tried to stop him from going fishing that night.  He went anyway, leaving his wife crying and his kids scared.  His wife waited the whole night for him on the beach, and around 5:00am, the usual arrival time, she saw the "Jangada".  The fishermen all had a very sad expression and some were even crying, but she did not see her husband.  The fishermen told her that her husband had fallen off the "Jangada" by accident.  As they started to withdraw the net, they found his body amongst the fish.  Then his friends carried his body on their arms, in a traditional funeral ritual on the beach.

Movement Vocabulary

	MOVIMENTOS

Ginga

Jogo

Giro

DEFESAS

Arrastão

Cocorinha

Esquiva

Esquiva de Frente

Negassa

Negativa Avancada

Negativa Requarda

Palma

Quebra de Ginga

Queda de Quatro

Queda de Três

Rasteira

Resistência

Vingativa

ATAQUES

Armada

Banda

Bênçãu

Cabeçada

Chapa

Chute a Lua

Galopante

Godome

Joelhada

Martelo

Mea Lua de Compaso

Mea Lua de Frente

Quexada 

FLOREIOS

Aú de Angola

Aú Normal

Bananeira

Bananeirinha

Chibata

Macaco

Meia Salto

Ponte

Queda de Rins

Rolê

Xangô
	TRANSLATION

Swing, Sway

Game

Spin

Drag

Small Coconut Tree

Dodge

Forward Negative Move

Negative movement

Advancing Negative Move

Backward Negative Move

Palm

Break the Ginga

Fall on all fours

Fall onto three

Foot Sweep

Resistance

Vindictive

Fleet

Blessing

Head Butt

Metal Plate

Kicking the Moon

Knee Strike

Hammer

Half Moon on a compass

Half moon to the front

Jawbreaker

Small Cartwheel

Normal Cartwheel

Banana Tree

Little Banana Tree

Whip

Monkey

Half Jump

Bridge

Breaking the Kidney

Roll

Orixa
	DESCRIPTION

Swing, Sway

Game

Spin

Grab back of knees

Escape by squatting

Escape to the side

Drop forward to the floor

Escape by swaying left to right

Drop forward to the floor in  attack

Drop backward to the floor

Block attack with forearm

Turn sideways from the attack

Fall backwards

Fall back with one leg up

Single Leg sweep

Escape by squatting and turning

Double leg sweep

Spinning Round House Kick

Foot Sweep

Front Snap Kick

Head Butt

Side Kick

Straight leg High Kick

High Hook Punch

Backfist

Knee Strike

Instep Kick

Spinning Crescent Kick

Crescent Kick

Axe Kick

Small Cartwheel

Normal Cartwheel

Handstand

Headstand

Landing Negativa on Opponent

Crouching Back Handspring

Back Handspring

Bridge

Sideways crouch on hands

Roll on the floor

Back Flip


Classroom Vocabulary

	OS INSTRUMENTOS

Berimbau

Gunga/Berra Boi

Viola/Medio

Violinha

Caxixi

Vaqueta

Cabaca

Verga

Dobrao

Arame

Pandeiro

Agogo

Reco Reco

Atabaque

OS PARTES DO CORPO

A Cabeça

O Pescoço

O Ombro

A Braço

O Cotovelo 

O Pulso

A Mão

Os Dedos

As Costas

O Peito

O Tronco

A Barriga

A Perna

O Joelho

O Calcanhar 

O Pé

CHAMADAS

Chamada de Angola

Chamada de Berimbau

Chamada de Roda

Volta Ao Mundo

Pe Do Berimbau

Roda Aberta

AS CORES

Amarelo

Azul

Branco

Preto

Verde

Vermelho

O UNIFORME

Abada

Camisa

Cordel
	Ox Bellow

Medium

Small Viola

Shaker

Stick

Gourd

Bow

Doubloon

Wire

Tambourine

Cow Bell

Scraper

Drum

Head

Neck

Shoulder

Arm

Elbow

Wrist

Hand

Fingers/Toes

Back

Chest

Torso

Belly

Leg

Knee

Heel

Foot

Angola Call

Call of the Berimbau

Make a Roda

Walk in a Circle

Foot of the Berimbau

Open Roda

Yellow

Blue

White

Black

Green

Red

Pants

T-Shirt

Cord
	OS NUMEROS

0 -  Zero

1 -  Um/Uma

2 -  Dois/Duas

3 -  Tres

4 -  Quatro

5 -  Cinco

6 -  Seis

7 -  Sete

8 -  Oito

9 -  Nove

10 - Dez

11 - Onze

12 - Doze

13 - Treze

14 - Quatorze

15 - Quinze
A MUSICA

Ladadinha

Louvacau

Chula

Corrido

Martelo

Quadra
TOQUES DO BERIMBAU

Angola

Tricky Game
Sao Bento Pequeno

Medium Paced, Friendly Game

Sao Bente Grande de Angola

Fast Paced, High, Dynamic Game
Sao Bente Grande de Regional
Fast, Aggressive Game

Banguela

Medium, Tricky Game

Cavalaria

Warning Rythym

Iuna

Game for Graduates/Funerals

Santa Maria

Game for Performances/with Razors

Apanha Laranja

Game Played for Money


· Sequência 1
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	Aluno A

Meia Lua de Frente 
Meia Lua de Frente - Armada 
Aú Rolê
	Aluno B

Cocorinha 
Cocorinha - Negativa 
Cabeçada


· Sequência 2
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	Aluno A

Queixada 
Queixada 
Cocorinha

Benção 
Aú Rolê
	Aluno B
 
Cocorinha 
Cocorinha 

Armada 
Negativa 
Cabeçada


· Sequência 3
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	Aluno A

Martelo 
Martelo 
Cocorinha

Benção 
Aú Rolê
	Aluno B

Palma 
Palma 

Armada 
Negativa
Cabeçada


· Sequência 4
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	Aluno A

Godeme
Galopante 
Negativa
Cabeçada
	Aluno B

Palma
Palma

Arrastão 
Aú Rolê


Music

	Ai ai aide joga bonita que eu quero ver

Ai Ai Aide 

Joga bonita que eu quero aprender

Ai Ai Aide 

O Mestre mando eu jogar com voce

Ai Ai Aide 

Eu vim aqui foi par lhe ver

Ai Ai Aide 

Nesse jogo bonito tu vai aprender

Ai Ai Aide 

Olha jogo tão triste de se ver

Ai Ai Aide 

Minha Nossa Senhora vem me proteger

Ai Ai Aide 

Joga bonita que o povo quer ver

Oi sim sim sim, Oi nao nao nao

Oi Sim Sim Sim, Oi Nao Nao Nao

Oi a boca que disse sim Oi nao pode dizer que nao

Oi Sim Sim Sim, Oi Nao Nao Nao
Mais hoje tem amanha nao, Olha a pisada de lampiao

Oi Sim Sim Sim, Oi Nao Nao Nao
Ai ai ai ai Sao Bento me chama

Ai Ai Ai Ai

Sao Bento chamou

Ai Ai Ai Ai
Sao bento me quer 

Ai Ai Ai Ai
Capoeria do angola 

Ai Ai Ai Ai
E pra homem e mulher 

Ai Ai Ai Ai
E vai voce, vai voce

Dona Maria Como Vai Voce

Vai voce como vai voce

Dona Maria Como Vai Voce
Oi ja comenca, vai voce?

Dona Maria Como Vai Voce
Oi menino chorou

Nhem Nhem Nhem

O porque nao mamou

Nhem Nhem Nhem
O que menino chorao

Nhem Nhem Nhem
Cala boca menino

Nhem Nhem Nhem
Porque pai foi na feira 

E tu que e moleque

Moleque E Tu

Nao me chama de moleque

Moleque E Tu

Voce que e moleque

Moleque E Tu

O la oi lai

Quando eu bati quero ver cair

Oi la oi lai

Quero ver bater, quero ver cair

Adeus, Adeus

Boa viagem 

Eu vou 

Boa viagem 

Eu vou, eu vou 

Boa viagem 

Eu vou embora
	Play a beautiful game, because I want to see

Ai Ai Aide

Play a beautiful game, because I want to learn

Ai Ai Aide

My Mestre told me to play with you

Ai Ai Aide

I came here to see it

Ai Ai Aide

In this pretty game you go to learn

Ai Ai Aide

Look at the game that is sad to see

Ai Ai Aide

My blessed mother come protect me

Ai Ai Aide

Play well because the poor want to see

Oh yes yes yes, Oh no no no

Oh Yes Yes Yes, Oh No No No

The mouth that said yes. It cannot say no

Oh Yes Yes Yes Oh No No No

Today I have, tomorrow no, Look at Lampiao’s footsteps

Oh Yes Yes Yes Oh No No No

Saint Benedict calls me

Ai Ai Ai Ai
Saint Benedict calls

Ai Ai Ai Ai
Saint Benedict wants me

Ai Ai Ai Ai
Capoeira Angola

Ai Ai Ai Ai
It is for men and women

Ai Ai Ai Ai
How are you, how are you 

Miss Maria, how are you 

How are you, how are you

Miss Maria, how are you 

It has already started, how are you

Miss Maria, how are you

The kid is crying

Nhem Nhem Nhem
Because he was not breastfed

Nhem Nhem Nhem
Why is the kid crying

Nhem Nhem Nhem
Shut your mouth kid

Nhem Nhem Nhem
His father went to the fair

It is you that is a street thug

You are a street thug

Do not call me a street thug

You are a street thug

You are a street thug

You are a street thug

la oi lai

When I hit I want to see you fall

O la oi lai

I want to see you hit, I want to see you fall

Good bye, good bye 

Have a Good trip 

I go 

Have a Good trip 

I go, I go 

Have a Good trip 

I'm gonna leave

	MACULÊLÊ

Sou eu sou eu sou eu maculele sou eu

Sou eu sou eu sou eu maculele sou eu

Nos viemos de mata grosso

Pra corta cana do canavial

Sou eu sou eu sou eu maculele sou eu

Nos viemos de mato grosso

Somos assucena da mata real

Sou eu sou eu sou eu maculele sou eu

Sindorere aue cauias 

sindorere sangue real

Se se ele e filho eu sou neto de 

Aruanda

Sindorere aue cauisa

Cauias do onde veio?

Eu vim de angola e

Maculele de ondo veio?

Eu vim de angola e

Capoeira de onde veio?

Eu vim de angola e

Atabaque, de onde veio

Eu vim de angola e
	It is me, it is me, it is maculele, it is me

It is me, it is me, it is maculele, it is me

We were going to Mato Grosso

To cut sugar cane for Carnival

It is me, it is me, it is maculele, it is me

We were going to Mato Grosso

We are the decendants of the true land

It is me, it is me, it is maculele, it is me

Sindolelê auê Cauiza 

Sindolelê is real blood 

My father is a son, I am a grandson of 

Aruanda 

Sindolelê auê Cauiza 

Cauiza, where did it came from 

I came from Angola 

Maculelê, where did it came from 

I came from Angola 

Capoeira, where did it came from 

I came from Angola 

Atabaque, where did it came from 

I came from Angola


Traditions & Etiquette

· If you arrive late to class.  Wait at the side of the room to be acknowledged by the teacher.  Say "salve" when entering the floor.

· Line up in size order and cordel order when saying the Saudação.

· Train in class with higher Cordels in front of the room and going first for drills.

· The most experienced person in the batteria is the one in control of the roda. 

· You must sing and clap with energy in the roda  

· You must learn the history of the art and how to play instruments in order to advance to the next cord.

· Never put down an instrument while the roda is in progress. It must be passed to another person.

· Take care with the instruments, a cracked Cabaça will never sound the same.

· Do not change instruments or buy the game during an Angola game, wait until the players change.

· Always be aware in the roda and maintain the shape of the roda.

· Never walk through the roda while the game is being played.

· Always keep your eyes on your partner while playing Capoeira. 

· Always Squat at the Pe do Berimbau (foot of the Berimbau) before entering the roda, and ask permission from the leader to enter the roda.

· If you are not smiling during the game, chances are you are playing badly. 

· Shake hands whenever possible after a game with the other capoeirista

· Never buy out a teacher, buy the game with them to allow them to play until they stop.

· If you just played a game in the roda, now is a good time to play an instrument.

· Do not wear street shoes in the Academy, an Au on a piece of glass is bad.

· Questions can be asked at any time during class or after the roda and there should be no talking to other students during the roda.

· Never be afraid to ask the teacher for help with a move or an evaluation of your progress.

· You should wear a clean uniform to class (Abada, Corda, and group t-shirt).  This is a requirement for events and workshops.
· Look before you flip or jump.  Make sure the landing area is clear.
· Any escape is better than getting kicked in the head.
· Everyone falls, good players get right back up.
· Make every effort not to hurt yourself or your partner.
· You cannot learn everything about Capoeira in the Academy.  You need to go to workshops, events and rodas; read books and articles; watch videos and DVD’s; listen to the teacher and always ask questions.
· Remember that this is our Academy.  If you see something wrong and you cannot fix it, tell someone who can.

· A true Capoeirista does not just play in the roda, learn songs, instruments & history.

To Be A Mestre In The Words Of A Mestre

Mestre Suassuna: "A Capoeira Mestre must be a special person, it can't be just anyone who gives Capoeira classes that becomes a Mestre. Mestre must be a person who is consecrated by the people, both the people in Capoeira and the people in general because of the work he does. The Mestre is someone who represents the father or mother of the student, the teacher of the student. The student trusts him a lot. It's the guy who coordinates a social life and has a very great influence in the maturing process of a boy, of a young person. There's no established time for a capoeirista to become Mestre. But if I had to describe a profile, a Mestre should be at least 50 years old, and have participated actively in Capoeira and in its problems." 

Mestre Ananias: "To be a Capoeira Mestre you have to have many years in Capoeira. One can be called Mestre when one is at least 40 or 50 years old. It's not overnight that you become a Capoeira Mestre. Today we see a ton of young kids who don't even know how to tune a berimbau, or even respond to the berimbau's call and they're said to be Mestres, they don't know how to play instruments at all! It's a shame, so I say that these people should return to the academy and re-learn everything that they forgot! You only see bravery inside them, trickery and nothing else. One must also have clean work with Capoeira." 

Mestre Nenel: In my opinion, this happens because in recent years becoming a "Mestre" has become a result of graduation. In the academy, the student rises through the cord system until he reaches the Mestre cord. In the old days, it wasn't like this. The old mestres didn't have the custom of "graduating" to Mestre. They would train until they naturally received the recognition of their work. I sincerely think that changing this situation is unlikely, because the cord system is one of the sources of income for Capoeira groups.

Mestre Burguês: The main reason, in my point of view, is the lack of humility and patience on the part of these capoeiristas; they can't wait for the right time to be Mestre. Their hurry is usually due to the seeking of status and the commercial side, where they imagine that they will be more successful if they are mestres. In the old days, capoeiristas had to have the recognition of the community in order to be Mestre. Today, in the big groups, there are other criteria besides this such as recognition, work developed, conduct, performance, etc. However, many capoeiristas don't agree and leave their groups, forming another group without the least preparation - and, what's worse, with the support of certain recognized mestres in our community. This problem could be resolved by the unity of the true mestres, even though they have their differences of opinion, but united around the same ideal: loyalty and ethics for our art - Capoeira.
