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began studying Capaeira with my father in Brazil at

the tender age of four, and 22 years later | am still

hooked. Today Capoeira is plaved all over the
wiorld, and | often stop to reflect on what atbracts
people to this art. Since moving to London in 2000, |
have taught many students from all walks of life and
have travelled throughout Europe and the LSA to share
my passion. |t is through my teaching that | have fully
understond the appeal of Capoeira, People ask me whiy
| practise it when | can never win a "game’, and | tell
them that Capoeira offers much more than simply
scoring points, | have seen Capoelra tramsfarm people’s
lives; It takes them on a journey of el development,
giving them an outlet to express their individuality
within the traditional framework of a martial art.

In the following pages | will outline the extraordinary
history of Capoeira, from its African roots to the
present day. | will also outline its development and
introduce you to its most famous Mestres, Mestre
Bimba and Mestre Pastinha, Masic s wital within
Capoeira, but confises many who are new to the art,
50 | have included a section on the music and culture of
Capoeira, as well 25 an introduciion [o the instruments
| play. As a beginner the rules and etiquette of Capoeira
may seem alien, 5o | have also included a section on the
rada [the circle within which Cappesira is played) and
the hierarchy within Capoeira. | also explain the nature
of the jogo ('the game’);, what it entails and how it is
played, With the help of my students from the Cordao
de Ouro school in London, | have broken down some of
the basic moves, from the fundamental gimga, kicks,
ground movements and sequences, to simple acrobat-
ics. | have also included a brief insight into some of the
maore advanced moves to inspire your progress,

It would be impassible for me to cover all the possi-
ble moves within Capoeira, as these often differ from
group to group. Capoeira is always growing and devel-
oping and due to the spontaneous nature of the game,

NTRODUCTION

new moves are developed all the time. This book is
simply a guide for those wishing to explore the world of
Capoeira, and | hope that it will inspire yow o find a
class in your area, As an instroctor | can teach students
the mowves, the music and the tradition, but it is only
by playing the game of Capoeira that you can truly
egprass your individuality. Each Capoeirista will find
their own game, and this is what makes it swch a unigue
art. Due to the expressive nature of the art, no two
schools are exactly the same, and there can sometimes
be disagreements over the way Lhings are done, | have
simply shared the knowledge, experience and tradition
| have been lucky enough to accumulate within Cordao
de Quro over the last 22 years. | have aimed to be true
to the spirit of Caposira, and | hope that this book
inspires you, In the words of Mestre Bimba, one of the
founders of modern Capoeira, "Take what | teach you
and develap it into your own reality®,

Mestre Poneianinho (Poneiano Almeida)
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What 15 Capoeira ?

S0 what is Capoeira? | am often asked to describe
Capoira, o clarily the confusion between whether ar
not it is a dance of a martial art. Is it a martial art for
self-defence or a dance created for street perfor-
mance? | will answer that it i neither, bul rather a
unigque art that can be seen as a dance that simulates
a fight, or a fight that simulates a dance, Capoeira is
an expressive art and difficult te pigeonhole, as it
encompasses music, fighting and fluld movements akin
to a dance. A& common misconception about Capoeira is
that it is a non-contact sport, and some argue that it
cannat therefore be a martial art, Contact does not
feature heavily in Capoeira and this does indeed distin-
guish it from other forms of martial arts.

Each Capoeirista develops his or her own style of
play, with many chaoosing to awoid contact altogether.
& Capoeirista can choose to make contact if there i a
failure inm their opponent’s defence, bul a3 Capoeira
does not place an emphasis on rules and poifl SCofig,
contact is not an obligatory part of the game. The way

In Capoeira one does not train alone, and the social
aspect of Capoeira is one of the most appealing
features of the art. Capoeira transcends all social
boundaries and in Brazil, for example, vou will find
Capoeira academies everywhere from exclusive gyms
Lo Favelas (shanty towns), Capoeira is a democratic art,
and all Capoeiristas can play together within the roda
regardless of level or ability. The spirit of Capoebra can
be extremely playful and does not rely on physical
strength. This enables men, women and children to
train and play together regardless of ability. Capoeira
can accommodate both a fierce and awe-inspiring
‘game’ between two strong adults, or a playful
exchange between father and son, Capoeira has a place
for everyone who s willing to leam,

the game is played in Capoeira — the interaction “aribbean o a0 g TOBAGD

between the Capoeiristas — is considered to be more {f’ *‘23'"' i
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The benefits of Capoeira are endless. Mot only does it BOLMA Ty ".. BRASILTA . ,

improve your physical strength, flexibility and reflexes, \ s ot el tirione

it also improves your musicality and encompasses a rich = u'v;"_"' 1 f"f% | A UEHNERD

cultural and historical heritage, Many students af E EE ‘:;.'e;, Sho muLD =

Caposira learn simple Portuguese, and others take the B Ry s a-n." "

opportunity to visit Brazil as part of their training. = 1f e g lloge

Capoeira s a martial art that embraces music, acro- & TI AN -E-ﬂ,_ ‘}\.‘g _k:-,l)

batics, fighting, sport and philosophos It 15 steeped in i 0 S?_

tradition and ritual, and works to develop the individ-

ual on both physical and mental levels.
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The history of Capoeira
Although Capoeira is a Brazilian martial art, it does not
ariginate from the Tupi people native to Brazil, but
instead has its roots firmly in African culture, There is
na question as to the African roots of the art, but there
is much debate as to whether or not it was imported
whalesale to Brazil or developed within the senzalas
{the slaves’ quarters) on Brazilian soil. The argument
tends to favour the theory that Capoeira was devel-
oped by African slaves within Brazil, and not browght
with them as part of the cultural heritage of their
homelands. This & supported by the fact that the
history of Capoeira can only be linked to Brazil despite
the widespread use of African slaves worldwide. The
history of Capoeira, therefore, begins with the history
of African slavery in Brazil,

The colonization of Brazil began in 1500 when a
Portuguese fleet chanced upon ber shores. The leader

The history of Capoeira

A EEAUTIFUL GiMaE

of the fleet, Pedro Alves Cabral, promptly declared
Brazil to be the possession of the king of Portugal, and
for the next three centures she remained under
Portuguese control, Brazil was colonized and exploited
for ecanomic gain, resulting in a need for an extensive
labour force. Between 1540 and 1800 Brazil received in
excess of two million slaves, providing labour for the
coffee and sugar plantations, The first few hundred
vears of slavery within Brazil are poorly documented,
but what is certain is that they faced cruel and intol-
erable treatment. What is incredible e that, in the
face of such adversity and oppression, the African
slaves continued to maintain a strong level of cultural
identity. Ewen though their native songs and dances
were banned by the slave owmers, they still managed to
keep thelr own traditions alive, Capoeira therefore was
bom under the shadow of oppression, and can be seen
L represent the triumph of spirit over adversity.



The origins of the word Capoebra can atso lead to
miuch debate, and several theories exist to account for
how i1 got §ts name. Many believe that the word
Capoeira comes from the Tupi language and s derived
from the name given to an area of jungle that has been
cleared to make way for guilembos {an area of safety
and hiding for fugitive slaves). The Tupi words "caa’
meaning 'down" and ‘little’, and 'punera’ meaning
*grass’, are combined to create a word that guite lit-
erally means “hiding in the grass', This explanation
gives credence (o the underground and hidden practice
of Caps=ira by the early Alrican slaves,

Anather explanation fior the wse of the waord Capoeira
is that it is closely related to the word "capa’. A capa
‘was & basket waorn by African slaves to carry birds to
the market, A "capoeira’ literally refers to the person
wia wears the basket. It was at the market that games
of Capoeira were played, so this explanation also car-
ries much weight. The third theary is that Capoeira
finds its roots in the word 'kipura®. Kipura, meaning to
flutter, 15 often wed to describe the movemnents a
roaster makes when he fights.

It is often said that Capoeira was developed as a
form of self-defence against brutal slave masters, The
musical elements are said to have been added to fool
the masters into believing that the slaves were simply
dancing. Evidence suggests that this account is a myth
because even dancing was a forbidden practice. It can
also be argued that Capoeira was mo match for the
guns, knives and chains used by the oppressors, and
would not have been an effective form of self-defence.
Capoeira in effect was an expression of African culture
during a time when it faced the most oppression.
Despite this suppression, Capoeira continued to flowr-
ish as an wenderground movement, invalving secret
mesting places and initiation ceremaonies throughout
the colonial years.

The development

In 18388, the Golden Law was passed and slavery was
officially abolished i Brazil, In effect many slaves
were made homeless by this and, gaining no financial
pssistance from the povernment, were forced to head

to the cities in search of work, Competing for work In
such a prejudiced society often proved difficult for the
slaves and many turned fo petty crime for survival. It
was during this pericd that Capoeira gained its bad
reputation and became associated with the criminal
classes and anti-government movements. The name
Capoeira became synonymous with the bandit, the
thief and the vagrant. Ewentually it was banned, and a
Capoeirista could face the harsh punishment of having
thedr tendons cut iF they were caught playing it. Just as
it had survived slavery, Capoeira continued Lo thrive as
an outlawed practice. Capoeiristas assumed apelidos’
{nicknames) to avoid detection from the palice. This
custom is still used today where Caposiristas assume a
Capoeira nickname at thedir first 'batizado’ (baptism, or
grading ceremaony). This is another example of how
the traditions of Capoeira derive from its ability to
resist oppression,

By the twentieth century Capoeira was widespread in
Brazil, but still maintained its reputation as the art of
the mercenary and thief, Public opinion frowned wpon
it and Capoeira was driven further underground. The
suppression did not abate wntil the 19305, when Getulio
Vargas came o power, Vargas was eager to support all
forms of Brazilian cultural expression, including
Capoeira. The tide was finally turping in Tavour of the
art, It was during this time that Mestre Bimba jone of
the forefathers of modern Capoeira) was fnvited by the
State Governor General bo perfarm an exhibition of his
Caposira Regional for foreign dignitaries. Slowly
Capoeira was beginning to mowve away from its criminal
past and towards the respectability of a martial art.

It was during the 1930s that the foundations were
laid for modern Caposira. With the permission of
Getulin Vargas, Mestre Bimba opened his doors to the
first Capoeira schood in 1932, moving Capoeira onto a
news lewel of organization and respectability. Mestre
Bimba aimed to promate and teach Capoeira as a form
of self-defence and as a disciplined martial art. He
wanted to reclaim the art and free it from its criminal
past. The style he developed s referred to as Capoeira
Regional and is still practised as part of contemporary
Capoeira, A few vears Later Mestre Pastinha opened an



The development

CANPLE OF & CREATIVE ADVAHCED ESCAPE BY MESTRE POMCIANIMHD |IH THE AR,

academy teaching Capoetra Angola in an effort to
preserve what he saw as traditional aspects of the
game, and thus the two main styles of Caposira train-
ing were in place, Capoeira moved from being simply &
spantaneous, expressive art to becoming a structured
and disciplined martial art. During the 1%60s and 1570s
it became o structured that it was almast wunrecogniz-
able. The traditional style of Capoeira Angola began to
decling, and Capoeira saw the emergence of competi-
tions with nules and belt systems inspired by the Asian

rmartial arts.

The history of Capoeira is still evalving, Since the
19705, Capoeira has spread throughout Brazil and to
the rest of the world, Mestres have travelled abroad
and academies have opened in Euroge and the LISA.
Despite these developments, Capoeiristas still play
using the styles established by Mestre Bimba and
Mestre Pactinha during the 19305, The durability of
Capoeira, its adaptability and resilience are its history,
Capoeira was born from slavery and has survived
oppression and globalization, enabling it to become
i of the fastest growing martial arts in the world.



he development of contemporary Capoeira i

largely indebted o the work of Mestre Gimba

and Mestre Pastinha in Brazil during the 19305,
Through their work, two major styles of Capoeira were
developed that are still practised within Capoeira
today. Capoeira Angola is considered to be the purer
form of Capoeira, having moved less from the African
roats of the game. Capoeira Angola places less empha-
sis on acrobatic moves and high kicks, instead focusing
mare on ‘malandragem’, the guile and cunning of the
game. It is considered to be a slower game than
Regional and is played close to the ground. Developed
by Mestre Bimba, Capoeira Regional is more widely
practised in contemporary Caposira, and is seen to
place more emphasks on harder, faster moves, In con-
temporary Capoeira, it is vital that you have an under-
standing of their bwo distinctive styles,

Mestre Bimba and

Capoeira Regional

I 1899 Mance! Dos Reis Machado was born in Salvador,
Bahia. He is more commaonly known as Mestre Bimba,
Bimba being a nickname given to him by his mother
when he was a child. He began to take informal lessons
In Capoelra at the age of 12 under the instruction of an
African by the same of Bentinho, He dedicated the rest
of his life to Capoeira, developing a style he referred
ko as 'the Regional fight from Bahia®. The style and
tradition s now referred to as Capoeira Regional and
i= practised worldwide.

‘When Mestre Bimba began to practise Capoeira it
still had the reputation of being an art used by thieves
and wagrants. Practised in the strest or in workplaces,
it had no organized structure and was not really con-
sldered Lo = a serious martial art, During the 1930s,
hiowever, Mestre Bimba set out to change this, and in
1932 he opened the first Capoeira academy. Mestre
Bimba instil inta  his

aimed to discipline

DJEvELOPMENT

students — wvagrants were banned from attending
classes and anyone arriving late to class was fined,
Mestre Bimba famously displayed the rules of his
acadsmy on & notice board:

The nine commandments
of Mestre Bimba

W Stop smoking. Smoking during training is
forbidden.

W Stop drinking. Drinking affects the muscles.

W Do not use Capoeira to impress your friends.
Always remember that surprise is your best
friend in a fight.

B Do not talk during training. Use the time you are
paying for to observe others,

B Always use the ginga.

Practise the basic exercises daily.

B Don't be scared to get close to your opponent.
You will learn more from closer play.

Eliminate unnecessary tension from your bodhy
B You're better off being beaten in the roda than
in the streets.

Mestre Bimba was quite an eccentric character, and the
first time a student attended his academy they would
be expected to undergo one of his infamous tests.
Patential students were subjected to a test of physical
ability, which involved beimg held in a neck lock by
Mestre Bimba without utbering a word of complaint. On
the second visit he would hold their hand and teach
them the ginga (see section five, pages 34-35). He

Ol iapinHO DEMDMETRATES A

TESOLAN
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Mestre Pastinha and Capoeira Angola

believed that the ginga was of fundamental importance
within Capoeira, and that without its characteristic
sway there was no Capoeira, Mestre Bimba had a hard
and disciplined training style, using variouws techniguees
b toughen up his students — part of his training
involved throwing stones at his students to improve
their reflexes. Students were trained to fight with con-
viction and to leave their fear at the door. Mestre
Bimba himself was a tough fighter and was often
described as "Bimba e bamba' ("Bimba & tough'),

Part of the process of formalizing Capoeira was the
distnction made between the beginner and the gradu-
ate, Before Mestre Bimba's era, students wauld pick up
Lhe mowes by watching other Capoeiristas play in the
street. Mestre Bimba introduced a training system that
involved eight sequences of attack and defence
{'=equencias’) and beginners were expected to perfect
these before they could enter the roda. They were also
expected to learn the ginga, the fundamental, basic
move of Capoeira. They would go on to learn sweeping
kicks and the "cintura desprezada’ (a sequence of flips
culminating In the Caposirista landing on their feet).

Mestre Bimba was an adept of Batugue — a now
extinct African game that involved players attempting to
knock each other down with sweeps — and Regional
Capoeira’s standing sweeps are formidable. He was a
competitive man who wanbed Capoeira bo rank alongside
the Asian martial arts that were being introduced into
Brazil at the time. He also introduced Capoeira to the
world of organized fighting, challenging other martial
artsts to bouts in the ring. In order to be effective
against other martial arts, he introduced grappling tech-
niques and carme wnder heavy criticism for changing the
fundamental nature of Capoeira. Mestre Bimba knew
that Capoeira would have to change. He must either
adapt Caposira 1o the rndes of the ring or move away
from it, finding a mew place for Capoelra that fused tra-
dition with the fight,

Although Mestre Bimba Maced criticism from some for
westernizing the art, he is largely respected for helping
to bring Capoeira into the modern era. By formalizing
the training process and introdwcing uniforms and rules
of conduct, he contributed to the improved image of

Caposira as an art form, Capoeira not only shed its
shady image, but began to stand alongside other mar-
tial arts a5 a serious discipline, Although tradition was
important to Mestre Bimba, he knew that by emphasiz:
ing the fighting aspect of Capoeira he would open it up
to a broader audience who would not automatically
relate to the traditional elements that were based in
African culture. He did continue to wse the music tra-
ditianal to Capoeira but removed the atabaque (drum)
fram the bateria (orchestra) due to its connection to
candonble (the religion he practized]. Mestre Bimba
moved Capoeira into the modern era while retaining
many of the traditional elements of the art, Without
this modernization, it is difficult to say whether or not
Capoeira would have been lost to obscurity.

Mestre Bimba continued to practise Capoeira until
his death in 1974, Even in old age, when his limbs were
bent and covered in varicose wveins, he could kick a
younger, fitter man out of the roda, He was a strong,
unbending character who moved away from his home-
town of Bahia shortly before his death, feeling that the
authorities had not given Capoebra the recognition it
deserved, He died alone and penniless, away from the
students who loved him, and gave cxpress wishes that
he would not be buried in Bahia, Throughout Brazil,
academies closed their dooes for seven days as a mark
of respect. The respect for Mestre Bimba within the
wirld of Capoeira continues to this day.

Mestre Pastinha

and Capoeira Angola

Born in Salvador, Bahia in 1BB9, Vicente Ferreira
Pastinha is most commonly known Tor preserving the
sivle of Capoefra Angola. He was small and slight from
birth and was bullied as a child, He was taken under
the wing of an African named Benedito, who taught
hirm Capoeira a5 a method of self-defence, Althowgh he
continued to have a slight build, Mestre Pastinha held
his own against tough men, gaining a job as a bouncer
in a local casing, He was also known to carry a sickle,
which could be attached to his berimbaw {a masical
instrument), enabling it to become an offensive
wieapaon for street fighting. Although he used Capoeira
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as a fighting art to defend himsell on the streets,
Mestre Pastinha was not simply a fighting man, He i
mare commonly known as the philssophers and story-
teller of Capoeira, who dedicated his Life to the Love of
the art, He loved Lo analyze Capoeira, to muse on its
meanings and moves, and was the first popular
Capoeirista to write a8 book on the subject.

Although many Capoeira Mestres respected the work
of Mestre Bimba, others were opposed to the extent to
which Capoeira had been modemized, Many resisted
the changes made and looked back towards the origing
of Capoelra, its African roots. Mestre Pastinha opened
his acadermy a few years after Mestre Bimba and sought
ta teach what he believed to be a purer form of
Capoeira. This form of Capoeira became known as
"Caposira angola®, The name Angola makes reference
to the African slaves who first practised the art, mary
of whom oniginated from Angola.

Like Mestre Bimba, Mestre Pastinha saw Capoeira as
a discipline and tried to distinguish it from the wiolent
forms of Capoeira played on the street. He also want-
ed Lo improve the image of Capoeira, and by maving it
away from the streets and in to the academy he could
provide some discipline. By adding a level of hierarchy
and structure, he aimed to stop the use of violeat and
uncontrolled conduct, He placed great emphasis on the
role of the mestre within the roda, believing that it was
his duty to keep control. He also befieved that his role
of mestre gave him the respansibility to ensure that the
traditions were continued. He aimed to keep Capoeira
pure, Moves from other martial arts were banned, as
wiere high kicks and any form of grappling. He also
placed much emphasis on the music of Capaeira, com-
posing many of his own rhythms and songs. Mestre
Pastinha recognized the beauty and elegance the music
added to the art, and even today you will not see
Capoeira Amgefa played without the music. Mestre
Pastinha also introduced uniforms to his academy. The
colours black and yellow were taken from his favourite
football team, Ipiranga, and are still wsed by many
Angoleires today.

Mestre Pastinha understood the fighting nature of
Capoeira, but firmly believed that it could never be

purely competitive. He placed much emphasiz on the
process and nature of the game and not on winning and
losing. He promoted fair play, manners and loyalty,
placing great emphasis on the "jogo de dentro® (the
"inner gamea'). The inner game is essential to Capoeira
Amola, demonstrating the students' guile, cunning and
inner strength, Mestre Pastinha took & holistic
approach to Capoelra, believing that a student’™s dewel-
opment could be more than just physical, He acknowl-
edped the psychological and spiritual aspects of
Capoeira and believed that it could be of benefit to all.
He iz most famously quoted as sayineg 'Capoeira is for
men, women and children. The only ones who don't
learn Capoeira are those who don't wish to'.

Mestre Pastinha®s approach to Capoeira attracted the
attention of intellectuals and artists, many of whom
became his friends. These connections helped him to
open & school in a colonial building, establishing him-
self as the principal Angoleire of his day. 5o successful
was Mestra Pastinha’s Capoeira Angola that in the
19605, tourists visited his academy to witness displays
af "authentic Capoeira’. In the 1970s, however, his for-
tunes took a tumn for the worse, His acadermry was
repossessed by the Foundation for Artistic and Cultural
Heritage and was never returned. He lost all of his pos-
sessions and even though he opened another academy
it never matched the scale and prestige of his former
years. Mestre Fastinha eventually lost his eyesight and
died penniless in an institwtion for the elderly. Like
Mestre Bimba, he felt let down by the authorities.

It was assumed after his death that Capoeira Angola
would fade into obscurity, being eclipsed by the maore
dynamic style of Regional and seen simply a3 a dying
art for old men, With the growing swccess of the
Regional schools in Rio, it would appear that Anpola
had seen better days and that the traditions it
embraced were being pushed aside, During the 1980s,
however, there was a renewed interest in Afro-
Brazilian culture, leading to an increased interest in
Capoeira Angola. As the Angola style was perceived to
be a purer form of Caposira, it was thought [o embody
more of the traditions passed down from its African
ariginatars. In arder to revive the dying art, the Grupo
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de Capoeira Angola Pelourinho was formed. They called
old Capoeira Angola mestres cut of abscurity to train
with them and, in defiance of the faster, acrobatic
forms of the art, encouraged younger men to practise
Caposira Angola. It ceased to be an old man's games,
with younger Capoeiristas, such as Mestre Cobra Mansa,
proving that it could be just as efficient a fighting tech-
nigue as the Regional style,

Cordao de Quro

Since Mestre Bimba and Mestre Pastinha opened their
academnies o the 19305, countless groups have devel-
oped throughout the world. One of these is the schoal
| belong to, Cordao de Quro ["Golden Belt'). Cordao de
Ouro was Tormed in 1967 by Mestre Brasilia and Grand
Mestre Sugssuna. Mestre Reinalde Rames Suassuna was
barm in Itabuna, Bahia in 1942, He began Capoeira

G 14 POPULRRITY. IT IS TALAGHT K GYMS, DuMCE ST

Corddo de Qure
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following doctor's orders to fmprove the health of his
joints. He was not & natwral Capoedrista and found the
ginga difficult to master, After years of dedicated
training he became a mestre In Capoeira and devel-
oped & new style called Mivdinha, He felt that there
was something missing in Capoeira, that the game
lacked a closeness and that Capoeiristas were playing
taa far away from each other. When he watched the
games of mestres such as Mestre Joao Grande and
Mestre Joat Pegueno, who played the joao de dentro,
he Teared the style would be lost Lo younger genera
tions, He developed the Miudinho style in order to
revive the inner gams, common in Caposira Angola.
The word miudinho guite literally means ‘smaller’, and
Mestre Suassuna could often be heard instructing his
students to “play smaller' and to "pet closer’. Many of
his trainirg techniques were developed to help his



students play together more closely. He would place a
berimbau (@ monochordic musical instrument] across
b chairs and ask his students to play Capoeira under-
neath it, almost ina limbo fashion, They had no choice
but 1o play & lower game, Mestre Suassuna alss admired
the expressive maoves of the old Capoeiristas and devel-
oped ways of training students in the expressive aspect
of Capoeira. He added ormamental aspects to the ginga,
making it more dance-like, and encouraged students to
mimic animals in order to find new ways of expression
within thelr game. Mastre Suassuna also composed vari-
ations of the ‘toques” (rhvthms) played on the berim-
bau. One toque instructed the players to bring the level
of the game up and to use higher movements. Another
toque was used to call the players back to the foot of
the berimbau if a game was not proceeding well. Mestre
Suassuna was conscious of the need to appeal to young
peaple, so he created challenging moves such as back
bends and twists, He incorporated these moves into the
game %3 that they were not simply an exhibition of
acrobatics. Thraugh the hard work and dedication of i3
founding members, Cordao de Ouro went on (o become
one of the most successful schools in 530 Paulo.

A family affair

My own mestre is my father, Jose Antonio dos Santos de
Almedda, a student of Mestre Suassuna. He was bars in
Brazil in 1938 and is mestre of Cordio de Ouro in vy
home town of Guaratinguetd, 580 Paulo. He has been
teaching Capoeira for 25 years. Through Capoeira he
also works with homeless children, helping them to
imprave the quality of their lives. Mestre Antonlo
supervises Cordao de Ouro in London {where | am cur-
rently mestre under the name of Poncianinbo — ‘Little
Ponciang') and he visits England several times a year to
teach workshops and o supervise “batizados” (grading
ceremonies), | was bor in Guaratingurs-té in 1980 and
began pdaying Capoeira at just Tour years old. | look Lo
it like a duck to water, and by the age of 15 | was
teaching within the group, Corddo de Ouro respect and
valug the traditions and styles of the past, and we
sludy and preserve the roots of bath Capoeira Angola
and Capoeira Regional,

Contemporary Capoeira

In 1972 Capoeira was officially recognized in Brazil as
an official sport, and by the 1980s it had spread from
Bahia, Big de Janeire and Sao Faulo to the whole of
Brazil. By the 1990s Capoeira was being taught on all
the continents af the world, and was represented in
eeery stale in the USA, 1T 5 estimated that several
million people play Capoeira worldwide. Capoeiristas
come from all ethnic backgrounds, socio-goonomic
groups and genders. Waomen now make up a substantial
number of students, fulfilling Mestre Pastinha's wish
that Capoeira was for all who were willing to learn
the art.

Contemporary Capoeira can no Longer simply be split
into Angola and Regional styles, with many groups using
elements of both iiyles to teach their sfudents,
Although there are core moves and traditions within
Capoeira, the style can vary from group bo group, mak-
ing contemporary Capoeira a rich and varied art.
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L s very important to Lake a serious approach dur-

ing training to enswre saleby Your spatial awareness

will improvee in time, but it is important to try to be
aware of the existence of others around you. Capoeira
is & very safe sport, but you should be aware that most
accidents happen while training and not while playing
or fighting, Accidents and injuries tend to happen when
students are not aware of the speed and the correct
positicn of the foot while kicking, oF aré not paying due
attention while attacking. Extra care must be taken
when practising spinning kicks, the au (cartwheel) and
other tumbling movements.

Approach to training

Positive thinking is essential during training, as you will
often finding the
maovements and correct bechnigue difficult to master.

nat perform well in every class

Persistence is the key. Hever allow wour frustration to
get the better of you, For the more esperienced
Capoairista there are different phases in your Capoeira
training, and you may face thmes where vou feel that
wou are making slow ar very minimal progress, whether
in your technigue oF in your game. There anre rmanmy
challenges within Capoeira with so many things to
learn. When you get to a certain level you will notice
more movernents within the game, but you may not
hawve reached the level of flexibility or strength to
reproduce these movements, At this stage yvou might
begin Lo put more pressure on yoursell and have high-
er expectations, but it is betker to have a clear under-
standing of the moves and approach them step by step.
Each mestre will have their own way of teaching, and
systems within each group may wany. By paying close
attention to your particular mestre ywour game will
improse immensely, It is also important to share the
knowledge you gain within Capoeira, as this will devel-
op your future ability to teach and to clarify in your
own mind the mowves your body makes. A student that

R RAINING

never shares may become an egotistical Capoeirista
who will never reach his full potential,

Mo one approach will enable you to achieve waur
gaoals, as Capoeira is a halistic art. | believe that only a
combination of elements can lead to progress, and my
mestre taught me three basic rules of training:

Three basic rules of training

M Quality in the technique and appropriate
amount of training,

B Good nutrition.

B Rest.

Combining a good amount of training hours with a bal-
anced diet and sufficient rest will make a considerable
difference to your perfarmance.

The ming will also play an important fole in your per-
formance, skill and ability to succeed in Capoeira,
Capoira can help you to be a more pesitive and ener-
getic person, but you must be strong at difficult
moments and show strength of character. The way you
Live your life outside of the class, in your daily life and
an the streets, will reflect in your game. Be aware of
your fears and insecurities and be careful that they
daon't into  submission or  ag@ression.
Capoeira is the art of being able o fiht with a smile
an your face.
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How to tie the Capoeira belt

The Capoeira belt is called the "cordde' (cord). Some
aroups may call their belt the 'corda” [rope), depend-
ing an how it is made. There are a few different types
of belts in Caporira, and the Capoeira cordac differs
from belts in other martial arts because it is a cord
shape and not flat. The cordao is made from woeol and
is woven with the colour, or colowrs, of the grade. The
corda is a rope that is dyed to the colour of each grade,
My own group, Cordao de Ouero, uses cordaos that are
woven in the traditional way by the students of the
academy in the lead up to the batizado. The weaving
of the belts is time-conswming, 0 some groups buy the
belts pre-woven. All of the beits for my London group
are hand-woven by students of my father's scademy
in Brazil.

A Double up your belt, making sure the ends are at
equal lengths.

B  Feed the middle part of your belt through the
first B=lt loop to the left of your Capoeira trousers.

C  Take the belt through the first three belt loaps.
D  Continue to feed the belt through all of the
belt loops.

E  Once your belt has been fed through the last belt
loop and & back round to your eft side, take the end
of the Delt in your right hand.

F  Fold the belt back and put your fingers throwsh
the loop to hold the lower part of the belt, which you
can see through the loop that has just been made.
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How te tie the Capeoeira belt

G Pull the doubled up part of the belt you have just
taken with your right hand and take it through the
top end of the belt that you had first folded back, in
order to create a new loop, Hold the new loap in your
Left hand.

H  Take hold of the other end of the belt, holding
thie loop open with wour right hand.,

|  Feed the ends of your belt through the loop and
pull it throwgh.

J  Pull the end of your belt tight.

K A corectly tied belt will stay tied while you
are practising and playing Capoeira, and will also be
easy (o untle,

Uniforms

Most groups wear white uniforms consisting of trowsers
and a t-shirt or vest. The white uniform comes from an
old tradition where the Capoeiristas would play wear-
ing white suits — a highly skilled player would emerge
from the game with an unmarked suit. The group logo
is normally emblazoned on the front of the uniform.
Capoeira trousers are made of fabric that stretches to
allow maximum movement.,



Warming up
The warm-up is the first part of any Capoeira class and
should be taken as seriously as the actual learning of
the movements. The warm-up raises the body temper-
ature and improves the owygen supply to the muscles.
This stimulates blood sugar and adrenaline levels,
preparing the body for action, The preparation of the
heart muscle for rigorous exercise 15 particularly impor-
tant to individuals who have cardiovascular problems.
Warm-up reduces the workload on the cardiac mauscle
and helps to provide it with an adequate blood supply.
Always talk to your doctor, though, before beginning
any exercise regime. The warm-up also prepares your
body for the stress of activity and will help to improve
your performance. |t also helps to prevent or reduce
muscle soreness, strains, and the teanng of muscle
fibres or tendons.,

The basic moves of Capoeira can also be used in the
warm-up section. It is very important for your joints to

be warmed up tharoughly b prepare yaur body for the
impact of kicks, falls and the hyper-extended move:
ments that they will endure. A Caposira warm-up
bBegins with small movements to mobilize your jaints.
These will be incorporated into base moves such as the
girga and cocorinha to a relatively stow riwthm, and
will usually run straight throwgh to the first part of your
technical trainimg, A safe and efficient warm-up should
have a gradual build of intensity and last no less than
ten minutes. It is always a good idea for you to arrive
early and find a space for you to start warming up
before the class — this way you will gain more from
your training.
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N Warming up

~

A

L

Mobilizing the neck and shoulders -"’r .
A Start in a relaxed position facing the front with
your feet shoulder-width apart and your knees soft.
B—C Look to the left and right over your shoulders,
kegping the abdominals firm and the spine long. Repeat
this several times.

D—E Maintain the same posture and bring your ear
bowards your shoulder to the right and left. Gently
stretch the side of your neck and keep the spine long
&5 vou go through the central position of the head.
F—G—H From a standing position, bring your shoul-
ders Tarward and up towards your ears and Back round
in a clockwise motion, creating circular movements
with both shoulders, l\.

(Continued |
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[Continued)
| Start from a standing position wiath your abdomi-
nals firm, facing forward.

J Bring your head and shoulders forward and start
to roll down through your spine towards the floor

K Roll through your spine all the way down to the
floor and let your upper body hang over,

L Roll back up through your spine leaving your head
relaxed forward,

M Return to an upright standing position and repeat
the exercise several times.




Warming up your wrists

Warming up the wrists is vital in Capoeira, You will
need to bulld up a lot of strength in vour wrists, as
many of the movements practised Lake a lot of body
werght onto them. Strong wrists play an important role
in supparting your bady in handstands and enduring the
impact of landing from acrobatic moves.

A—B Keep your arms in front of your body and make
circular movements with your hands from the wrists.
Perform this exercise both clockwise and anti-clock-
wise, and repeat it both ways several times,

Warming up




e Warming up the knees and
- hip flexors (front of the hip)
4 This exercise will help you to find your centre and bal-

ance at the beginning of the class, as well as warming
up the hip area.

: ] A Start from a standing position and bring your right

i. L | knee up towards your chest. Hold the knee gently in
this position for several seconds,

B  Repeat this exercise with the other leg.

Remember to keep your supporting knee straight and

your spine long.
g € Start in a wide stance with your knees bent and

[ & arms ta the side.
. “kl D Swivel your feet and body to the left, keeping

your knees bent into a low lunge with wour right arm
folding in.

E—F Turn back to face the front and repeat this move-
ment on the other side. Repeat all these small gentle

g movements several times keeplng relaxed and at ease,
’ ’
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Warming up

»®s »®e
Rises A Start in a standing position and rise up on to the
Rizes are a gentle way of warming up your calves and  balls of your feel, Keep the knees straight and start to
are also good for finding your centre balance at the  rafse your arms wp at the sides,

start of the class, B while rising, bring your arms all the way up
and over your head. Retern to the standing position
by reversing the carriage of the arms back down
by your sides as wou lower your heels. Repeat this
several fimes,




Preparatory stretches

Preparatory stretches are small, gentle stretches that
should only be held for a few seconds at a time, They
are good for releasing tension duning the warm-up,
before you move on to the more physically demanding
section of the class, These stretches should only be
attemnpted at the end of the warm-up section when
your muscles are already warm.

Lunge stretch

A  Tostretch both the buttocks and the hip flexors,
take a long, low lunge position with your back leg
straight and your frent leg bent by your right side. Keep
your fingers pointing towards your back leg to stretch
wour wrists and the inside of your arms. Repeat this
stretch with both legs, keeping it gentle and relaxed,

Inside thigh stretch

A~B Lunge down to the floor, keeping your left knee
pointing to the front and your right leg out to the side
and slightly turned out. Place both hands on the floar
and lean your upper body slightly forwards heeping
yoursell slightly off the floor Repeat this stretch on
both sides.,




Waornming up
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Side stretch

A Start in a wide sguat position with your feet
turmed out and knees pointing over the toes, Clasp your
hands together and stretch your arms above your head,
keeping the abdominals firm and the spine long.

B—C Keep the abdominals firm and your lower back
lengthened. Move your upper body to the right, keep-
ing your kegs in the same pasition, Hold this stretch for
several seconds and repeat Lo the other side, This posi-
tion will give your sides a good stretch as well as warm-
ing up your legs.




The ginga

The gings (pronounced "jinga') & fundamental to
Capoeira and is the first movemnent you should learn, It
is the ginga that creates the natural swing or sway, and
combined with the music makes Capoeira a unbgue
martial art. Its use is vital within Capoeira, as it helps
viou to develop spatial awareness and a keen sense of
riwthm, Many movermnents derive from the ginga and it
should never be neglected within your game.

The ginga 5 an important part of your training and
wou will usually start to ginga as part of your warm-up,
gradually incorporating other mowves as you progress,
You can wse the ginga within the game to escape,
attack, counter-attack, and confuse your opponent.
Your aim 15 to develop a strong base in your ginga and
work towards achieving your own natwral swing or

"f-. SIDEVIEW] i

g




sway, this will help you to develop expression within
your game, Each Capoeirista will have their own style
of ginga, and it 1s important to try to find your own way
of expressing yourself through this basic movement.
When you begin to practise with the music, you will
start to conmect your body to the rhythms that are
being plaved by the bateria, and this will allow you o
feel the swing of the ginga.

The gimga will enable you bo move around the roda.
This is the movement used to change direction within
the game, according to the position of your opponent,
The speed and style of the ginga will depend on the
nature of the game — the ginga may be fast or slow,
sharp ar smoatk,

The gingn

A Stand with your feet parallel and shoulder-width
apart. Look straight ahead, keeping your knees soft,
and maintain a strong sense of grounding.

B The ginga starts by bringing your right foat back-
wards, towching the floor with the ball of your foot.
Bring the same foot back to the initial position ipicture
A) and repeat with the left leg, making a triangle shape
on the floorn Repeat with each leg in & continual
motion. Mobe: Your hips must be facing forward the
whole time.

C As you bring the right leg backwards, bring the right
arm forward and across your chest, leaving the left arm
out to the side, Repeat this movement with the left leg
and combine them to produce a simultaneous move-
ment, You will switch the arms as you switch the legs
simultaneasusly,
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Cocorinha

The cocorinha {a squatting escape movement ) is a basic
maove that has many uses within Capoeira, It can be
used to avoid offensive movements, such as kicks, and
can alsa enable you to get closer to your oppanent, You
can also launch a counter attack quite smoothly Trom
this position.

A Start from a standing position facing your fellow
Caposirista, Den't forget to keep your body relaxed,

B Squat straight down to the floor as far as you can
go, Keeping your heels on the floor, Place your right
hand on the floor and protect your face by folding in
your left arm. Do not allow your elbow to relax and fall
too far down. fou will need to keep it up and ready to
protect your face from an oncoming attack.

Return to the standing position from the cocorinha,
Fram the upright pasition you can return to the ginga
ar 2o straight into another move. This will continue the
fluidity of your game.



Queda de rins

‘Jueda de rins’ guite literally means a fall onta the
Kidneys., It's a grounded movement that brings you
close to the floor, Your body is lowered onto your
elbow, which is locked into the side of your body just
around the hip. Queda de rins & another classic
Caposira move that clearly differentiates Capoeira

Quedao de rins

from other martial arts. This movement can be wsed to
defend yourself when the knees are brought in close to
your body. The gueda de rins techrigue can also be
used during a kick, such a5 a mela lua de compasso,
thus lowering the level of the kick.

The queda de rins increases upper body strength
tremendously, and It will also increase your agility and
help you to gain more body control. The use of this
technique, once perfected, can be useful in many
moves and sibuations to balance and tum. There are
many varieties of fall that stem from the basic queda
de ring, and highly skilled movements using it can be
found frequently in a game of miudinha, This techmigue
can be wsed to balance and hold & position, or can be
used as a transition from one move to another,

A We have shown this movement from the back to
give you a clear idea of where exactly you need to lock
your elbow into the side. Start from a small sguat posi-
tion facing the front.

B shift your bady weight to the right by placing your
right hand on the floor, Bring your left arm up over your
head and keep your focus forearnd,

C  Bring the left arm up all the way over your head
and place it on the floor. Coming up off of your heels,
push your body weight into the right foot.

IContinued)



[Continued]

D Lower your body to the right elbow, with the side
of yvour head resting on the floor and your left arm
placed in front of your body for support, In this exam-
ple the right knee i resting slightly on the floor with
the left leg extended out. MHormally the right knee
should not touch the floor, but as & beginner you can
put your knee on the floor until you are strong encugh
to maintain the position sufficiently to raise it.

E  Stay in the same position and bring your knees in
towardgs your chest, Motice how your elbow is locked
into the left side just abowve your hip

F Alm to balance with your elbow locked into your
side and keep your knees tucked in towards your chest,
Use your left hand on the Moor in front of you Lo
support vaur balance.




Passa pescoco
This queda de rins means "past the neck’ and is a maore
complex movement that can be practised once you are
comfartable with the basic queda de rins. It is a com-
bination of queda de rins and al using the former's
elbow technigue.

A Start in a small sguat position balancing on the
balls of your feet. Your arms should be relaxed to the
front of you.

B Fall into the queda de rins onto your right elbow
with your left arm placed on the floor in front of your
body, Keep the toes of your right foot on the floor and
start (o ralse the left leg up above you,

C  Continue to transfer your weight over to the
right, keeping your elbow locked into your right shde
with your head sideways to the floor.

D  Balancing on your right elbaw with your left arm
on the floor for extra support, bring your left leg up
and ower. Leave your right leg parallel to the floor with
your knee bent,

E To complete this movement, keep your upper
body balanced in the same position, Extend wour Left
leg over to the front right corner with the foot flexed.
Leave the right leg up above the movement with the
leg bent.

Cueda de rins




Defence and escape moves
Resistencia

Resistencia [“to resist’) is a classic Capoeira move and
an ideal movement for beginmers. [t will help to
strengthen your back and begin to give you an under-
standing of arching backwards. This mowement is also
an effective defence movement and is the root of many

advanced escapes. In trainimg for it, you will also
improve the flexikility of your lower back.

A Start from a relaxed standing position,

B Bring your right arm wp and across to protect your
face and allow your left arm o swing back slightly
Behind your body,

C  As your knees bend, arch your lower back and
push your pelvis forward. Your left arm continues to
swing back and vour right arm comes up higher to pro-
tect your face, with the elbow ready to angle itsell
higher 11 it ks mecessary to protect the face further,

D The resisténcia can go as far back as necessary;
howeever it is important for you o prevent your head
from tilting back, as eye contact needs to be main-
tained with your fellow Capoeirista.

E  Youcan practise this move alone to gain strength
in the lower back and alse with a fellow Capoeirista to
improve your reflex. This mowe can be practised with a
fow different kicks — here we have used a bencao.
Hotice how the resisténcia is allowing the Capoeirista
te escape the kick while maintaining eye contact, From
this position the Capoeirista executing the resisténcia
could attempt to transform the resistémcia inte a
disiqulibrante, such as & rasteira, to take his fellow
Capoeirista off Dalance,



Defence and cacape moves
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Esquiva

Ezquivwa is a basic movement that i used o estape
from kicks. The term means 'to dodge’, which is the
basic purpase of the movement, There are a few vari-
ations of this movement te enable you to adapt your
escape, depending on which angle an attack 15 coming
from and on the next movement you inbend ko exe-
cute. In order o connect the esquiva to other moves
or directions, it is impartant to knaw the various Ly pes
of esquivas. The general rule of any type of esguiva is
that one leg takes the majority of your body weight
and that you are wsing wour arms correctly to enable
you to protect your face and upper body,
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Esguiva balga (low escape)
A Start from the ginga position and make sure
that you have a good solid base with depth, Keep
your right arm up to protect your face and maintain a
forward focus.
B Slide your right foot back, allowing the ginga posi-
tion to becorme wider and deeper. As you do this your hand
reaches. for the floor to support your balance, your chest
vt towards your left thigh and your right arm comes
up to protect your Tace. You should feel well balanced,
grounded and strong in this position. Doa't forget to main-
tain eye contact all the way through. To return from this
movemnent you can either retum to a ginga position or
connect the esquiva baixa to a low floor movement.
C  Here the esquiva baixa is being used to escape a
mela lua de compasso, The Capoeirista in the
' asquiva balxa has a good, strong, bal-
anced base that will allow her to
*'5? v Lo any position she choos-

J% o5 at edse, whether it be an
4 'l\‘&"“.

upright or low move.




Ezguiva lateral (sideways escaps)

A Start from the ginga position with your right
leg back,

B Step sideways with your right leg so that you
mawe into a lunge position. Yowr right foob should be
twrned out and yvour right knee bent. Your left foot
stays parallel with the leg straight, the weight of the
body needs to be mainly on your right leg.

C  Lower your chest to your right knee and bring
your right arm behind youwr leg with your hand on the
floor. Fold your left arm in to protect your face,

From the esqiva position come straight back up to the
ginga position and continue to ginga. You can then
repeat this on the other side starting from the ginga
position. Repeating this movement to Capoeira music
will ereate a "swing'.

To come out of the esguiva baiixa you return to a par-
allel position ready to practise this mevement with the
other leg. Always practise on both sides, as vou never
know which side your opponent’s attack may come
from, In & class situation we would practise this move
both alone and with a partner. As a beginner, start
slowly with a partmer and very gradually increase the
speed. Take care not o anticipate the esguiva
before the attack, as the main point of the
exercise 5 to trabn your reflexes and not simply
Lo practise the move,

Defence and eécape moves




Megativa

The direct translation of negativa is "negative’, but the
actual significance of this word in relation to its pur-
pose would be "to reject’ — you would be refusing an
attack by allowing it to go over your body. The negati-
va 15 a very dymamic movement that enables you to
move in different directions and (o escape at the same
time, It is a basic movement that teaches you Lo move
on the fleor. Many floor movements start from this
move — not only can you protect yourself with the neg-
ativa, but you can also increase the fluidity within your
gdame with the uwse of this movement. Once you have
learnt the negativa, try to link it to other moves, such
a5 al de cabeca, In order (o make your game more
interesting, There are & few Lypes of negativa that we
the sarme name, but differ in form and purpase,

Hegativa 1
This type of negativa can be found in most of Mestre

Bimba's Regional-style sequences.

A Start from the ginga position, with the left foot
forward and the right fool back, Your right arm should
be up to protect your face with the left arm down to
your Left side,

B  Bring the back leg from the ginga position through
by swinging your leg forward. Keep your leg twrmed out,
with your foot flexed and your toes pointed forward. At
the same time move both your arms bo your right side
over your right leg, Bend the left knee, allowing you to
carry yourself to the floor, Your arms need to be well
over to enable vou to land on the floor before amy other
part of your body touches the ground.

€ s your hands reach the floor, your foot is kept off
the groumd and should be flexed with your toes padint-
ing towards the right. Your head is positioned so that
your ear is parallel to the fleor — this way you can
maintain your focus to the front.

D This is the full negativa position, Notice how the
Cappeirista s wing her strength 1o keep ber body off
the floor. Do not allow your Body o oollapse or your leg
to rest on the floor Your arms need to be ready to
spring your body back into action. Your right elbowr is
kept close to your right side and youwr left hand should
be in a good position, enabling you to SUpport your
body comfortably,

E Here you can see the negativa in action. The
Capoeirista has lowered hersell down with speed and
efficiency Lo hook her right Toot around the base leg of
her fellow Capoeirsta’s bencio kick. This enables her
o test his balance if desined.
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To return from this full negativa position you can use
the following saida (exit).

A Push your hands into the floor, bringing your body
up. Maintain the negativa position, but allow your arms
1o stretch and your right foot to rest on the floar.

B using your hands and the right foot that has just
been placed on the floor, bring your body around and
slightly rise onto your right foot bringing your left heel
towards your backside,

C  Place your left fool onto the floor until vou are in
A lunge position with your hands on the floor, and look
through your arms and legs at your partner.

D Return to an upright position by coming up
and swivelling your feet and body round to
fate your partner in the ginga position,
wiilh your right leg back.
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Hegativa 2

The following negativa fs more commonly found in a
game of Capoeira Angola. This movement can be exe-
cuted from a ginga position. It is a low escape and once
well-trained you can move from this position into any
other movement with speed and ease for an effective
escape. This negativa can also be used as a fall. If your
oppanent attacks you with a sweep it is an excellent
position to fall into, as you can land in a well-
balanced position, enabling you to make a

quick recovery into another movement,

Defence and eacape MOVES

A Start in a squat position, with your heels slightly
raised off the floor Your weight should be on the
balls of your feet and you should have a good,
balanced pasition.
B  Move your body to the side. Place both of your
hands on the floor to the side of your body, Stretch
wour left leg out to the side with vour right knee point-
ing forward, Your right heel remains off the floor,
[Continued)



{Continued)

C  Lower your body to the side to the full negativa
paosition. Your head stays parallel to the floor enabling
you to maintain a forward focus and your right elbow
comes in close Lo the right side of vour body, In this
position you are taking the Tull weight of yvour body on
your arms, preventing your body from collapsing on to
the floor.,

'  To come out of the negativa, push up your body
with your arms, keeping the right heel off the floor

E  Bring your right arm over your head as you
swivel viour body to the left using your right foot and
your left arm, Continue to maintain eyve contact with
your partner,

F Continue to swivel your body on your left foot and
place your free hand on the floor Start to bring your

right leg around.



Defence and escape moves

G Bring your right leg through into a lunge with
e knee close to the chest, Don't forgel to maintain
eye contact.

H  Using your arms to push your body up, swivel your
legs and body to face your partner. Start to bring your
arms up to defend your body, with your left elbow bent
in and your right arm bo the side, Your legs should be in
a sideways lunge position.

| Mext, transfer your weight aver to your left leg,
keeping your left arm protecting your upper body,

J  Finally, return to ginga by placing your right foat
back and bringing wouwr upper body up into an upright
position. At the same time, switch the position of your
arms until your right arm is protecting your face.

Oy TIONTEd |“|;|I



Hegativa recuada

The translation of the word ‘recuada’ means to go
backwards, An important aspect of this defence move
fs that you are moving backwards in order to glve your-
self enough distance to counter-attack. You can use
this position to fain momentum for another attack,
miaking this negativa a wery dynamic movement.

A Start from the ginga position, with your right foot
forward and your left foot back. Your left arm should
be up to protect your face with your right arm down to
your right side.

B From the ginga position, start to lower yourself
down to the floor by transferring the weight of your
body onto your back foot. Keep your Left arm protect-
ing your face and maintain eve contact,

C  Lower yourself fully to the ground and place your
right hand on the floor for support. Your left heel
should be off the floor, enabling you 1o sit on your back
heel. Do not collagse into this position, but maintain a
good balance. This will ensure that you are able (o
move easily if and when required.

0 To retwn from the negativa position you can
come back to ginga. You can reverse the movement by
usirg your right hand to push yourself off the floor,

E  Transferring your weight over the front les,
retun to the full ginga position and continue play.

F  Here is a front view of the negativa. Notice how
the Capoeirista has not collapsed on to the back
foot, but is supporting his balance and body weight
through the back foot with & good, refaxed, supporting
right hand.



Depence and edcape MOVES




Role

Rolé ("roll') is & movement that can be used (o escape
an attack and can also be uwsed to move around the
roda, Although 1t direct translation means to roll, you
are not actually rolling yvour body on the floor — wou are
using wour arms and feet to move low to the ground In
a continuous turning motion, stepping one leg over the
other. You can link this move 1o other moves, making it
a connecting transitional movement. It is similar to a
negativa, but a megativa that allows you Lo move across
the floor stdeways, making this a very wseful movement
within the aame.

A Start in a low pasition with your weight balanced
an your back right heel. Your left leg should be relaxed
to the front and your left arm placed on the floor sup-
porting your balance. Your focus should be forward
with your right arm folded across to protect the face.
B Pivot on your left leg and step over it with your
right leg while you bring your right arm over your head
and place it an the floor. Lift your right leg off the floor
by bringing your heel in Lowards the back of your leg.
Feep your focus towards your partner.
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C  Turn slightly further round to your left and place
your right leg onto the floor, wntil you are in a lunge
position with your left leg straight. Remember to keep
your focus towards your partner.

D Transfer your weight on to the back foot from the
luenege position and remove your 1eft hand from the floor
b fold in bowards your chest, Your left Leg stays out to
the front with a relaxed knee.

E  shift your weight back to the start position by
moving your arms - the left hand should be placed on
the floor supporting the balance and the right arm
folded in to protect your face.

Falling

Falling

The following movernents will teach you how Lo fall
carrectly. It i impartant to practisze these movements
in order for you to begin to feel comfortable with
falling on to your hands and feet, & Capoeirista should
avold amy part of ks body, other than the hands and
feet, from touching the floor when he is falling. IE is
inevitable that while playing and training Caposira you
will fall, The importance of Learning how Lo Tall well s
crucial in order to avoid injury, and it also enables the
Capoeirista to continue his game smoothly. Due o the
nature of the game we try to avoid staying on the floor
after a fall, as a Capoeirista needs to be ready imme-
diately to continue the game. There are no mats in
Capoeira and you will often find yourself playing on
hard surfaces, especially if, as an experienced
Capoeirista, you are participating in a street roda. &
fall can also often lead to another movement — if you
recover quickly enough, you can manage to use the fall
bz spring into another move and the fall cam pass unno-
ticed, bringing your game to another Llevel. There is a
farmows phrase in the Capoeira world that is wery rele-
vant here: 'a good Capoeirista doesn't fall, but when
he does he falls well'.
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These falling techniques are used by everyone from
beginners to the more advanced, but they require prac-
tise to enable you to support Your body off the floor, To
fall well can be considered as skilful as a successful
attack within the Capoeira game, and a great fall can
become a magical moment within the roda.

Cueda de quatro

The gueda de quatro (falling on all fours) teaches vou
how to fall on a strong base and it is a very safe way of
falling, This ks a movement that should never be taken
for granted, Although you may appear valnerable, you
are actually in & very safe and strong position.

A From standing, go through to a squatting pasition.
B Fall backwards, throwing both arms back behind
your body. Prepare your hands to land properly on the
floor to avadd landing on vour fingers,

C  Land on both your hands at the same time and
kesep your elbows supple. Do not lock your arms a5 you
land, Using vour arms and your feet, keep vour body off
the floor, halding a forward focus throughout.

Queda de trés

Queda de trés (falling on to three supports) & mainly
used when one leg has been swept away by vour oppo-
nent, knocking you off balance, As you will have lost
vour base from the sweep, you need Lo use everything
else you have available to land safely and efficiently.

&  From the standing position, squat and throw your-
self to the floor. Swing your right leg forward and both
your arms back, preparing your hands for landing,

B Continue to throw your leg forward as you are
falling.

C  Land on your hands with your elbows soft and
bring your right leg wp to protect your body from ;
attack. Your left knee will remain bent and your focus
held forward. Keep yowr body off the floor and main-
tain youwr balance in this position to enable you ta shift
to another move at ease, without allowing your body to
touch the floor, Remember to maintain eye contact
with wour partner,
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@ TRAINING

Stretching to

improve flexibility

Flexibility within Capoeira is a great asset. but not
everyone is bom with natural flexibility — in fact, mast
people have to work at it. Factors such as gender and
age also affect flexibility, with younger women gener-
ally being the most flexible. Genetic factors may also
play a part in flexibility and different areas of the body
will be more fMlexible than others.

It is important nok to be competitive when stretching
with others, as we all have our own strengths and
weaknesses. In order to increase your flexibility it is
wital to follow a good stretching routine and, if fol-
lowed sensibly. you will gradually notice a steady
improvement in the range of your movements.
Patience 15 vital when following a stretching pro-
gramme a5 it is better to stretch slowly and correctly
than to farce the body bao guickly, which can cause
injury. Stretching reduces the risk of injury to joints,
tendons and muscles. In order to stretch safely it is not
advizable to attempt stretches when your muscles are
cold. Even the most experienced Capoeirista can pull a
hamstring if their muscles are not prepared. An amaz-
ing kick may only take seconds to perform, but if it is
done when the muscles are cold the resulting njury
incurred could last months, if not a Lifetime.
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To prepare for stretching, you can follow both an
aerobic and joint rotation warm up. Joint rotations
should encompass the following body parts: wrists,
elbows, shoulders, neck, trunk/waist, hips, legs,
knees, ankles, fingers, knuckles and toes. For aerabic
exercises, simple and matural movements that do nok
overstretch your bady will warm you up sufficiently,
These are especially important in cold weather, or if
woug are Teeling particularly stiff. Fast walking, march-
ing or gentle joeging should do the trick. Any exercise
that increases the pulse rate also raises the core body
temperatuwre and this will prepare you to stretch. Most
people are more flexible during the afternoon and in
WRINTIET SnVironments.

There are different types of stretches, the two maosk
commonly used being static and dynamic, Static
stretches should be performed first, as dynamic
stretches are the most Likely to cause tears in your
muscles if you are ill-prepared. A static stretch
invalves easing the body gently into a stretch and hold-
ing it. Dynamic stretches are swings of the arms and
legs that gradually push the body beyond its normal
range of movements. These can be started at half
speed to ease the body into the movement.

Due o intense concentration, many people forget to
breathe during stretches, Make sure that you take deep




breaths — by exhaling when you go into a stretch you
may be able to push the move even further, It is also
detrimental to bounce during a stretch, and stretches
should only be held for a maximum of 30 seconds
before alternating, Also, don't forget to drink plenty of
wiler as defwdralion during exercise can cause the
muscles to cramp.

If you are serious about increasing your fMexibdility it
is advizable to perform a stretching routine every day,
although it may be sensible to rest after any extreme
activity. It is also important to stretch after Capoeira.
These stretches will help wou o make the most
progress with becoming more flexible. It will also help
Lo reduce the cramping and soreness of muscles the
next day, which s caused by lactic acid build-up
created by exercise,

Hever be tempted to overstretch, It i normal to feel
some discomfort like pins and needles, but sharp pains
and twinges are a waming sign to stop — always adhere
to the signals your body gives you. Never force a
stretch — pushing the muscles too far, too quickly will
only result ininjury and delay the pragress of your flex-
ibility considerably. When done sensibly, stretching
exercises can be a fun and rewarding part of a warm-
up routing and will improve your range of movements
within the game of Capoeira,

Btretching to improve flexibidity

Calf, hamstring and back stretch

A This streteh is excellent for the calves, ham-
strings and back as it helps to release the tension from
the spine. Aim to relax your body as far over as possi-
ble with your head relazed forward, and reach for your
toes with your elbows relased down to the floon You
may mot ke able to fold all the way down at first, but
g0 as far as you can keeping your Legs stralght and your
head relaxed forward.

Deeper combined inner
thigh and side stretch

A Start with your legs apart with your knees straight
and your body upright. Reach over to your right side
with yvour right arm bowards your foot as far as you can
o — you may need to place your left hand on the Tloor
for support.
(Continued)
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{Continued)

B  After holding this position come up through the
centre and take the side stretch to your Left.

C  Return from the side stretch and lower your chest
o the floor in the centre of wour legs. Your aim is (o
relax your whole upper body on to the floor in front of
you. This may take some time to master. Remember,
patience is the key.

D Once you are feeling confident with your upper
bady relaxed on to the floor, extend your amms out to
the front b achieve a deeper stretch in the hips,

Stretching to improve dlexibifiry

The hamstring stretch

A Place your right leg on your kneeling partner’s
right shoulder. This is the basic form of the stretch.

B For a deeper hamstring stretch, get your
partner to stand up slowly from the kneeling
position. You are aiming to keep both knees straight for
maximum stretch.




Stretching the leg in the martelo position
This stretch will improve line, height and all-round
flesibility in preparation for the martelo and
chapa kick,

A  Place your martelo kick on your kneeling
partner’s shoulder, You should feel this stretch in the
inside thigh of the kicking leg.

B To increase this stretch, your partner stands up
while you maintain the martelo position. You should
now feel the stretch in both of your inside thighs. This
position also works the flexibility of the hips.

Quadriceps stretch

The guadriceps, or thigh muscles, are wed extensively
for many movements in Capoeira, such as the ginga and
cocorinha, 1L i important to stretch these muscles ‘
after a Capoeira class, as you will require flexibility in b
your thighs. .



& Start from a standing position.

B  Take your foot and bring your heel towards your
backside. Keep your hips pushed forward and the knees
together, While stretching your thigh, push your shaul-
ders down and back to open your chest,

Shoulder stretch
This stretch |5 excellent Tor stretching the shoulders
while opening out the chest and hips.

A Start in a low position with your backside raised
off the floor.

B Push your hips towards the ceiling and straighten
your anms, pushing your shoulders back.

C  Push your hips further towards the ceiling, fully
straighten your arms and allow yvour head to relax Back,

Strefehing to impreve plexibility
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Cabecada

The cabecada (headbutt) is a very important classic
Capoeira attack, It is a raw, dangerous and delicate
movernent. A Capoeirista should never underestimate
the power of a head butt, Great skill B required to wse
it, as it can be a vulnerable position for you to be in if
you haven't judged your timing and distance correctly.
Cabecada is normally applied on the stomach area, but
some technigues aim towards the face, which can obyi-
ously be quite nasty. & Caposirista cam be famous for
glving & good cabecada — there are even songs in
Caposira that refer to cabegeiros (a person that is good
at applying the cabegada), The best cabecadas always
come as a real surprise.

Y

A Capoeiristas (1) and (ii) start in the ginga position,
Capoeirista {i} starts with her right leg back and
Capoeirista (i) mirrors her with his left leg back in
the ginga.

B Capoeirista (i) attacks Capoeirista (ii) with a
bencao kick. Caposirista (i) comes forward with his
left leg under her kick,

C  Capoeirista (ii] defends himself by attacking
Capoeirista {i) with the cabecada,

D In this example, the cabecada is performed by
placing the top of the head on the mid-part of the
apponent's upper body. In this way the cabegada is
wsed to knock the opponent off balance.



e cavegada
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Rasteira

Rasteira means "to sweep'. It 15 one of the most popu-
har and classic movemnents in Capoeira. There are many
types of Rasteira, but they all have the same purpase
— bo knock your opponent off balance. 1t is an impar-
tant movermnent that can rapidly chanee the atmos-
phere of the game. Once a player realizes the danger
of a rasteira they need to be aware of the fact that it
can happen ak any time, and be prepared to adapt their
game to prevent it knocking them off balance, It s
inevitable, howeser, that you will take a fall, and Tear
of the rasteira should not affect the freedom of your
fame. There i a saying in Capoeira that goes “Those
who have not fallen have never played in the roda®.

A Startin a low position, balancing on your left foot
that & slightly raised off the floor. Supporting your
body with your right arm, bring vour left arm up to the
side of your body and keep your right leg out to the
front of vour body.

B Transfer your weight by bringing your left leg out
to the front, taking your weight on your right arm and
right foot. Your left arm should continue to come up Lo
the side,

C  Lower wour body down to the floor, without
coflapsing, and bring your left arm up over your head.
Your right arm should Be behind your body with a soft
elbow and can be lowered down as far as you are able
bo support your body weight.

D  Place your right arm on the floor and start to
bring vour left leg across the floor, creating a sweeping
mation, Keep your foot flexed in order to hook your
oppanent’s base leg, Your foows should remain towards
your partner.
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your foot on the floor Your foot should be flexed and
your body off the floor the whole time. You are
supposting yowrself and controlling the movement
with your arms, your right foot and the momentum of
the rasteira.

F A& your left leg completes the semi-circle, use
your arms to push yourself up. Come up off the right
leg until vou are fn a small lunge position with your
hands on the floor in front of wou. Look through your
legs and arms at your partner,

G  Swivel the position of your feet around to the
front, back to a low position with wour weight centred
on your back left heel. Your right leg should be relaxed
in front. Finally, release the rght hand aff the flee: and
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Eaateira

>

Draw a complete half circle with the inside of H

Thiz 15 a close-up of how the foot is wsed to hook
the opponent’s base leg with the rasteira. The flexed
foot of the rasteira sweeps around Lo hook the foot of
the base leg to sweep the opponent off balance,

| Rastelra in action: Capoeirista () has attacked
her oppanent with a kick. Capoeirista (i) has seen the
opportunily Lo use a rasteira with the intention of
knocking Capoeirista {1} off her balance,

fdd 1t in to protect your face, You are now back Lo your “g 4

starting position after completing the rasteira.




Tesoura

The tesoura (‘scissors'] is a traditional mowement.
When performed in a Regional game it can be quite an
aggressive movement that can knock an opponent over
by trapping both the legs, leaving no other option other
than to fall safely. The following besoura can Dypically
b found in a game of Capoeira Angola where it can
also be used as a trap, bt allows the opponent more
freedom of movement, adding fluidity and interaction
to the game.

A Start in low position, balancing on your left foot
that is slightly raised off the floor, Support your bal-
ance with the right arm on the floor, keep the right leg
aut to the front with a relaxed knee and fold your left
arm in to protect your face.

B Bring your left arm up and over your body and
place it on the floor above your head. AL the same time
pivot around to the right, wsing your right foot, and
start to bring vour Left leg up and forward,

C  Supporting your body weight with your arms,
Bring both knees in towards your chest, keeping a
foreard focus.



Teaoura

D' Bring both your knees together into your chest
until you reach a gueda de rins position,

E  Extend both your legs out to the foor. Using the
support of your arms and feet, keep your hips slightly
twisted to the right. Your left heel should be off the
floor and your right foot beginning to plant itself fully
on the floor.

F Push your body up with your arms and stide your
feet along the foor, malntaining the direction of yowr
hips and keeping your legs open. Look over your left
shaulder to enable you Lo maintain ¢ye contact in the
tesoura position.




Golpes de Capoeira -

Capoeira kicks

Golpes ('kicks") play a huge part in Cappeira. Your
training for most of your attacks within the game will
come in the form of a kick, There are many varietbes of
kick within Cappeirs, with everything from frontal
kicks, side kicks, diagonal kicks and spinning kicks, to
aver-head kicks and low-moving kicks. There is
a kick for every direction, and they can come from
many starting positions. Some of the kicks in
Capoeira Regional were introduced by Mestre Bimba,
inspired by other martial arts swch as Savate. Mamy
of the kicks, however, can only be found within the
Capoeira game,

Kicks can also be incorporated into acrobatic maves.
These may intlude kicking somebody from a bananeira
(handstand), lowering the leg as the opponent
approaches to attack with a cabecada {head butt}, or
even a flying kick such as the parafuso (screw] which
is a jumping combination of the armarda and
martelo kicks.

There are kicks in Capoeira that are designed to
attack your opponent from any angle, There are kicks
to force your opponent backwards, sideways, in the air
and te the floor, The delivery of kicks is very important,

and the controd of speed, height and distance will be
gained through training regularly. A eood Capoeirista
can perform a kick without his opponent being able to
anticipate where the kick is coming from; this type of
deceit is common within the Capoeira game. 10 is



important to (ake care that you have good control over
your kicks when playing at this level, as many of these
kicks can lead to serious injury. You need to be awars
of where your leg is going and its intentions, so it is
best to concentrate on and train in the mone tradition-
al ways of applying a kick before adding trickery, While
training tn these kicks, try to start off with a slow
speed to achlewe the correct technique — it Is very
impartant that you concentrate on Lhe balance, control
and base leg of the kick,

Bencao

Bencao {"to bless’) is a frontal kick that is popular in
baoth Capoeira Angola and Capoeira Regional. It can be
used o push your opponent away from you and s
usually aimed at the chest of your opponent.

A Start from the ginga position. Your left fool
should be forward and your right foot back, with the
right arm wp protecting your face and your Left arm
down at your left side,

B Bring your right leg up from the back to the front
by lifting your knee towards your chest, As you bring
the knee up, Switch over your arm positian so that your
left arm is in opposition to your knee, thus protecting
wour upper body. Keep your base leg knee bent to give
yourself a good firm base with the supporting leg.

C  HKeeping your foot flexed, push yvour foot throwgh
the air until your kicking leg is fully extended. As you
do this, tilt your pefvis forward and allow your upper
body to counter-balance by tilting slightly backwards.
Don't forget Lo maintain a forward focus throughout,
[} The bencio can be wsed to push your partner
away from you in the roda. The Capoeirista in this
cxample is placing her foot on her partner's chest,

E The Capoeirista shown here is receiving the
bencao and is escaping using the resisténcia (see pages
40-41).

F Here is the result of a strong, well-used bengao.
Hotice how the pelvis is tilted forward and the sup-
porting leg has a strong base.

Golpes de Capoeira



Martelo

The martelo ("hammer') is a lateral kick that is quite
similar to kicks used in other martial arts. It & &
powerful kick that can be applied to the side of your
opponent's upper body and head.

A Start from the ginga position. The left foat should
be forward and the right foot back, with your right arm
up protecting wour face and the left arm by your
left side.

B Swivel your left foot to the right, bringing your
right knee up, Twist your pelvis around and switch the
position of your arms with your left arm in opposition
to thie kee that & protecting the body.

C  Extend your leg out with speed from the knee
without allowing your knee to drop. Keep vour left foot
turned out and your supporting leg slightly bent for a
strong base. Your upper body should tilt back slightly to
counter-balance, but your shoulders should not fall
back. Remember to maintain eye contact.



Chapa

The direct translation of the word chapa means “flat
surface” — if yvou look at the kicking foot it is angled
flat towards the opponent™s body, & chapa kick is a
front kick that is also lateral to the floor, This kick can
be applied to the front of the upper body from the
stornach to the head.

A Start fram the ginga position, with vour Left foot
farward and yaur right fool back. Your right arm should
be protecting your face and your left arm should be
down by your Left side.

B Swivel your left foot to the left and bring your
baody round wntil your pelvis is facing the left side. As
you do this, bring your right knee up and switch over
the position of the arms so that the left arm is in oppo-
sition with the hamd protecting your face.

€ Extend your leg fully to the front, keeping it par-
allel to the floor, Your body should be tilted back slight-
Iy to counter-balance the height of your kick, and your
supporting left (eg should remain turned out. The leg in
the chapa does not unfold from the knee, but unlike
the martelos the flexed foat pushes through the air.

Golpes de Copoeira




Meia lua de frente

Mzia lua de frente ("half moon to the front’) is anoth-
er classic kick of Caposira, and earns its name by
resambling the shape of a half moon. It is not only used
o hit wour oppanent, but to alse force them to go side-
ways and play lower to the floor, This kick adds fluidi-
by to the game.

A Start from the ginga position with your right foot
forward and your left fool back, Your left arm should
be up protecting your face and your right arm down
your right side,

B From the ginga position bring your left leg up and
across the front of your body around hip height, with
the fool flexed, While your leg comes up and across,
the arms switch position with the right arm in opposi-
tlon to the leg, protecting your body. The knee of your
supparting leg remains soft for a strong base.

€ Ering your kicking leg all the way across the front
af wour body to complete the shape of a half moon.
Hotice how the foot of the supporting leg is turned out
— this should happen from the start of the kick,

D' Once your half moon shape is complete, bring
your kicking leg down from the end of the half moon
shape to the right side of the body.

E  Tofinish the kick and retwrn to the ginga, start to
fold your Left Leg back in from your knee,

F Start to place your left leg back into the ginga
position by swivelling your body and supporting foob
back to the front. Continue to fold your left leg down
and back to the ginga position,

A Place your left foot, that has completed the meia
lua de frente, back into the ginga position, You should
now be ready to continse play.
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Quexada

Thee quexada kick is & powerful and attractive move. It
prepares you for other spinning kicks and, when prac-
tised continuouwsly, can be used to improve the speed
and eontrol of your leg.

A Start from the ginga position. Your left foot
should be forward and your right foot back with your
right arm up protecting your face and your left arm
dowm by your left side.

B Swivel your feet to the right and switch your
arm pasition, with the Left arm now
pratecting your face. Your legs should
b= in a wide squat position in prepara-
tion to kick.

C  shift your right leg forward to replace
your left leg, which in tuen Hifts of f the floor, Your arms
should start to open out to switch position and your
base foot should be turned out with a soft knee for a
strong base.

D Fanyour left leg up and out to the side, keeping the
foot flexed and the body welght central so that you have
4 good balance. our arms should now have switched and
the right arm is felded in to protect the body,



E  Open your leg fully to the side with your arms
open ready to switch Lo the ginga position. Allow your
left leg to fall straight from this pasition back ta the
girga.

F This is a guexada in action. The Capoeirista that
has just received the gquexada is about to give her
partner a rastelra. The firm base of the Capoeirista in
the guexada will prevent him from falling.

Beija flor

The beija flor (“hummingbird') is a beautiful and
impressive kick that can be egecuted with speed for an
effective over head kick, The beija flor kick is more
advanced and requires balance and cantrod to wse it
efficlently in the roda, The kick is commonly used with-
in Capoeirs shows — the name is inspired by the shape
of the movernent as the leg can be compared with the
beak of a hummingbird. Some groups may refer to Chis
kick as a0 batido, which means a cartwheel with the
leg beating the air.

Golpes de Capoeira
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Spinning kicks

spinning kicks can add speed and dynamics to your
game and can be wery exciting for the spectabor
Spinning kicks vary in speed according to the rhythm
aof the game and a fast kick can also appear in a
slow game.

Armada

This is & spinning kick unique to Capoeira. It develops a
student’s agility, balance and focus while they are turn-
ing at speed. IEis a dynamic and visually impressive move.

A Start from the ginga position. Youwr right foot
should be forward and your left foot back, with youwr
left arm up protecting your face and your right arm
down By wour right side,

B Bring your left leg from the back of the ginga
pasition Lo the side, keeping your arms in the same
pasition and your body facing the front.

C  Step onto your left leg and begin to turn youwrself
round towards the Left shoulder. At this point your hips
should be facing to the side. Your arms maintain the
same position and your focus remains forward,
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D Swivel yourself arcund towards your left shoulder.
During the turn your right foot should b= behind and
yourr Left foot in front. Youwr arms should have switched
over, with yaur right arm protecting your face and your
left arm to the side, Whip your head around to return
focus to the front as quickly as possible.

E Bring the right leg forward and transfer the
welght onto your right leg by lifting the left leg off
thie floor. Bring the focus forward as the upper body
starts to face the front, with the left arm leading
the way

F Bring your left leg up from the floor with speed.
Keep your base leg knee bent, as your left leg comes
up. ou are still in the middle of the continuous tem,
G Your left leg comes up from the right to the front
of your body Like an opening fan, Your base leg knee
resnains bent and your focus is forward.

H  Your leg continues to carry to the side, with vour
base leg firmly planted on the floor, Your foot should
be flexed.

| Your kicking leg comes from the side, straight
down to the back to complete the kick by finishing in
the ginga position,



Spinning kicks




Spinning kicks

Meia lua de compasso with cocorinha

A Capoeirista (i) applies the meia lua de compasso.
Capoeirista (i) uses the cocorinha to escape the
oncoming kick.



Martelo de chao

Martelo de chéo (a hammer kick on the floor) is a low
kick that = not only used to kick, but also to force the
opponent to escape, bringing colour and fluidity bo the
game, [ue to the fact that Capoeira has lower, more
grounded games, this kick is wed when bobh of you are
in a low game. It s & martels kick that = adapbed for
the lower game.

A Start in a low pesition sitting over your left foot.
The heel should be raised off the floor and you should
be balanced on the ball of your foot. Keep your right
leg out to the front with a soft knee, Place your right
hand on the floor to support your balance and bring
your left arm in o the air with the elbow bent. Keep
your facus forwards.

B Lower yourself to the right by bending your right
arm in 50 that the elbow comes in to the right side of
your body. Bring wouwr left arm further up above wour
head and start to move your body off your left heel.

C  Lower your body fully to the right, tuck your
elbow in above your hip and place your left arm on the
floor in front of your head, Start Lo bring vour back leg
off the fioor and don't forget to maintain eye contact
in this position,

D As you bring your left leg up and over to the
front, lower your head to the floor and keep the elbow
well inta the side of your body, Keep the left hand in a
strong position on the floor Lo suppart yoursell,

E Eeep the same position and bring your left leg
ower, aiming towards the floor to the right.

F  Allow your left leg to come down to the floor and
bring yourself up by using your arms and legs. Keep the
elbows supple and maintain eye contact throughout.
G Transfer your welght over to your left leg and
straighten the right, Start to move your focus round Lo
the right and bring your right arm off the floor to pro-
tect your face,




# Spinning kicks

H Come up and swivel your legs and body to face
the front in the ginga position with your arms and legs,
Bring wour right arm down to your side and your left
arm up to protect vour face,

I martelo de chéo (‘martelo on the floor)
in ackion,




Training combinations

The following training combinations have been put
together to enable you to incorporate some of the
moves leamt in this chapter, By practising these
sequences you will begin to gain an understanding of
how o interact with your partner esing attack and
defence moves. These sequences are to be practised
with two people and represent Capoeira in action.

Saida do berimbau

Saida do berimbau means “leaving the berimbau’. At
the start of a Capoeira game, both Capoeiristas crauch
down in front of the berimbau. 'When they have been
given permission to commence play they shake hands
as a sign of respect and usually enter the roda per-
forming the ad {cartwheel) movement.

A Crouch down in front of the berimbau and shake
hands with your partner, making eye contact.

B Both Capoeiristas prepare to enter the
roda with the ad movement, still malntalning
eye contact,

C When performing the au, both
Capoeiristas need to be facing each
other, Do not enter the roda with your
back to your opponent,

D goth Capoelristas descend from
the al movement inte the ginga
ready (o commence the game. This
is not a rule, but a suggestion.

Meia lua de frente with cocorinha

This basic combination will enable you to wnderstand
the we of cocorinha in escaping oncoming kicks.
Training in the cocorinha with meda lua de frente will
also start to prepare you for escaping spinning kicks,
such as meia lua de compasso and armada.

A Starting from the ginga position, one of the
Capoeiristas applies a2 meia lua de frente with the
right l=g.

B  The meia lua de frente is completed while his
apponent escapes it wsing a cocorinha.
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Meia lua de frente with negativa recuada

As previously described, negativa recuada is an escape
that enabdes you to move on the ground. This training
exercise will teach you bo escape by moving backwards
while ou are low to the ground.

A Both Capoeirista (i) and Capoeirista {ii) start mir-
roring each other from a ginga position,

B  Both Capoedristas ginga from left to right. During
the ginga, Capoeirista (i) begins to prepare himself to
apply a meia lua de frente.

€ Capoeirista (i) applies a meia lua de frente.
Capoeirista (i) goes down towards the floor with the
left foot behind, bringing the left arm up to protect the
face.

D' Capoeirista {ii) completes the meda lua de frente,
Capoeirista (1) escapes with a negativa recuarda.




Meia lua de compasso with cocorinha

In this combination yvou will gain an understanding of
the power of meda lua de compassa, Make sere that you
train for this exercise close together and that the
kicking leg is not much higher than the head of the
person that is defending. The person escaping with the
cocorinha needs Lo come in close and under the kick,
with their head just below the knee of the oncoming
kick. The power of the kick is in the foot, =2 coming
in closer will keep the defending Capoeirista in &
safer place,

A Both Capoeiristas start by facing each other in a
ginga position, with the left foot behind and the left
arm folded across to protect the face.

B  Both Capoeiristas step out to the side with the
back leg,

C  Capoeirista (fi) starts to apply the meia lua de
compasso Kick, turning anti-clockwise and maintaining
eye contact. Capoeirista (i) goes into the cocorinha
position, to escape the oncoming kick,

D—E Both Capoeiristas maintain their eye contact
while Capoeirista (i) completes the meja lua de
compasso kick.

On completion of the meia lua de compasso kick, bath
Capoeiristas return to the ginga pasition,

Training combinationa




C  Capoeirista (i} lifts his Left leg off the floor and
begins to execute the mels lua de compasso, turming
anti-clockwise, Capoeirista (i) lifts his right leg off the
floor, turning clockwise, Capoeirista {ii) is slightly fur-

. ther ahead in the movement than Caposirista (i). As the
| leg of Capoeirista (ji} starts to pass aver Capoelrista (i),
- % / Capoeirista (i) follows with his meia lua de compasso.
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Meia lua de compasso with rasteira

In thit combination it i very important to ensure that
your rasteira sweep moves in the same direction as the
oncoming kick. A common mistake made by beginners
is to move against the kick, thas leaving them vulnera-
Ble to attack,

A Capoeirtsta (i) applies the meia lua de compasso.
Capoeirista (1) escapes it and attacks Capoeirista (i) by
using the rasteira.

Meia lua de compasso training

This exercise should be practised in pairs starting at a
moderate pace. It should be performed continupusly
and speeded up once you are comfortable with the
miovie, It i common to feel dizzy while practising this
move. If you experience dizziness, stop and rest before
continuing with the exercise. It is important to warn
your partner that you are about to stop as siopping
abruptly can cause accidents, You should never under-
estimate the power of a meia lua de Ccompasso — ewven
when performed at a slow spesd this kick can cause
serious injuries. Timing and precision are vital in order
ko master this combination and ba ensure yaur safety.

&  The Capoeiristas start by facing each other in a
ginga position, with the left foot behind and the left
arm folded across to protect the face.

B Both Capoeiristas move into the preparation posi-
tion for the meta lua de compasso, turning towards the
back leg. Their hands are placed on the floor and eye
contact 15 maintained.




Training combinations

Chapa with resisténcia

This exercise will give you a better understanding of
how to move backwards while escaping. At the end of
the resisténcia make sure that retum to your gams
swiftly.

A Both Capoeiristas start by mirroring each other in
the ginga position, Capoeirista (i) with the left leg back
and Capoeirista (i) with the right leg back,

B  Capoeirista (ii) attacks Capoeirista (i) with a
chapa kick, Capoetrista (1) begins to escape the kick by
bringing the leg forward from the ginga.

C Capoeirista {ii] fully extends the chapa kick
towards her opponent's head, Capoeirsta (i) escapes
the kick using the resisténcia. From this position
Capoeirista (i) could quite easily go down to the floor
and add a rasteira or simply connect a ground maove-
ment, such as & relé, in order to continue the game.
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Quexada training
This exercise should be practised in pairs starting at a
moderate pace. |t should be performed continuously
and speeded up once you are comfortable with the
move, This exercise b the best way to feach a
Caposirista [o escape from fast spinning kicks, as your
defence s not on the floor and you can counter-attack
easily, 1t is also teaches you to move forward towards
your opponent while he is kicking. Ensure that you
always maintain eye contact and that your head is
slightly backwards, which will make your esguiva
more efficient.

A Both Capoeiristas start with their feet parallel
with their left foot in front, They maintain eye contact
even though they are facing different directions.

B  Capoeirista (i} brings his right leg behind his Left
leg to prepare to apply the guexada. Capoeirista (i)
anticipates the kick by escaping with a small esguiva,
transferring the weight over to his right leg.

C  Capoeirista (i} applies the quexada kick with his
left leg. Caposirista (1] escapes the kick with an esqui-
v Lo the right, leaning slightly backwards.

D Capoeirista (1] starts his quexada kick by bringing
his right leg foreard towards the left leg. Capoeirista
{i} begins to escape the kick, transferring the weight
ower to his left into a small esguiva,

E Capoeirista (i} brings the leg higher into the
quexada kick, maintaining eye contact. Capoetrista (1)
lowers down info the esquiva, This low position also
aAllows hirm to prepare to apply a quexada with his other
leg, These quexadas can be practised continuously, and
are a good way of building up velocity and improving
WOLP SEAMIna.




Al with cabecada

This exercise should be practised in pairs, with each
Capoeirista taking turns in each position. It is a great
way to improve your ability to defend, as you are being
attacked while you are upside down. You are not
simpdy focusing on your balance, but also on yaur oppo-
nent wha i moving in to headbutt you. Make sure that
you keep close to your opponent and, once mastersd,
you will be able to add fluidity and interaction, Don't
forget that when applied in a game, the cabecada may
be applied with some force, resulting in a fall. You
must learn to recover from such a fall by using a queda
de guatro or gqueda de trés (pages 54-55].

A Start by facing your partner in a low, crouched
diown position,

B  Capoeirista (i) places his left hand on the floar
and begins to transfer his weight over to the left side,
bringing the right arm up,

€  Capoeirista {ii) begins to move into the al (cart-
wheel], Meanwhile, Capoelrista (i} places both hands
on the floor and prepares himsell to give a cabecada
{headbutt).

D cCapoeirista {ii} performs the ad movement,
keeping his focus forwards towards his partner,
Capoelrista (i) moves in Lo give his partner a cabecada
in the stomach.

Training cembinaticena




D Capoeirista (i) brings his left foot down from the
bencan, Capoeirista (i1) opens his legs into the tesowra
position, looking back over his right shoulder towards
his partner.

E Capoeirista (i) passes over the left leg of
Capoeirista {ii), connecting into the al movement,
Capoeirista (i} begins to raise his body off the floor
from the tesgura.

F  Capoeirista (i) executes the al movement over
the left leg of Capoeirista (1i). Both Capoeiristas have
maintained eve contact throughout, and complete
their movements by returming to the ginga position.
Hote that by the end of this sequence they have
changed sides.

Training combinaticna




Martelo with rasteira em pe
This exercise trains you for the rasteira from a stand-
ing position. The rasteira em pe ["sweep from stand-

ing"| simply means that the rasteira does not go all the
way to the floor. This move should be practised in the
same direction as the oncoming kick, Both Caposiristas
should take turng Lo practise both of the movements on
each side,

A Both Capoeiristas start in the ginga position.
Capoeirista {i} has his left leg bach and Capoeirista (i)
is mirrceing fis partner with his right leg back.

B Capoeirista (/i) brings his back leg from the ginga
position and beging Lo apply the martelo kick with his
right Leg, Capaeirista (i) brings his back leg from the
ginga position and begins to apply a rasteira to the base
leg of Capoeirista {if).

C  Capoeirista (ii) completes the martelo kick while
Capoeirista (i} knocks the base leg of Capoeirista (i}
with the rasteira, with the intention of taking him
off balance,

Both Capoeiristas return to the ginga position. From
here the Capoeiristas ginga to chamge legs and repeat
the exercize with the other lea.

Final notes on training combinations

As mentioned in Ehe previous pages, maintaining eye
contact is an important part of your braining, | normally
tell my students that if you are not focusing on each
other and interacting, there is no point in practising
combinations. Before beginning the sequences, ensure
that both you and your partner are ready by doing some
of the exercises shown in the warm-up section (pages
26—33). This can be followed by a five minute ginga,
Once you have learned the combinations you should
start o train in a more playful way by mizing, creating
and improvising. These combinations provide a bridee
from exercises to the actual game. Use the steps that
come naturally to you and do not simpdy wse the moves
as though they are dance steps. You are not engaging in
a solo performance — the most important part of the
game is the interaction,



Tralning eembinationa

Strength, balance and flexibility

The training exercises in this book will improve your
strength, balance and flexibility. In the art of Capoeira
these three components put together will increase
wouer range of mavement and allow you to move more
freely within your game, while also improving your sta-
mina. Htamina i an important asset within the roda,
enabling you to play to the best of your ability for
lenger periods, Flexibility, meanwhile, will improve
the efficiency of attacks, escapes and the execution of
advanced moves. Balance will add control and beauty
to the execution of your moves and minimize the pos-
sibility of falling. Strength will decrease the possibility
aof imjury and is the basis of flexibility, precision and
balance. A& well-rounded Caposirista will strive Lo
attain a good level of balance, strength and flesibility
and will not neglect any of these three aspects
of training.




[ Exerclaes to strengthen the upper body

C  Straighten your elbows and push your upper
back up.

D Lower your upper body back down to the floor
and then push yourself back up with your arms.

Return to the starting position, stretching out yaur
lower back. Repeat this movement several times.
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Exercise for queda de rins

Mamy movements within Capoeira invalve leaning and
balancing with your elbow in the side of your body. This
can feel uncomfortable at firsk, but once you gain suf-
fickent upper body strength to support yoursell with
the elbow in the correct position, you will find it mone
beneficial to assist you in perfecting the moves. Queda
de rins ('fall onto the kidneys') is demanding, but
with dedication and daily practise you will spon feel
the benefits. It will help to increase your movement
facility and bring an increased fluidity to your game.

A Start with your legs apart and your hands on the
floor in frant of your body, keeping your back strafght,
B Move your weight over to your arms as you start
to bend in the right knee.

C  as you continue to bend your right knee in, keep
the leg straight. Lower your upper body weight to the
floor by bending your elbows, bringing ywour right elbow
into wour right side just above your right hip. As you
levwir wourself down turm your head to the left. Do not
allow any part of your body to touch the floar, Hold this
position for a couple of seconds.

D Return to the starting position by using your arms
o push vour body away from the floor and straighten
your right knee. Once returned to the starting position,
repeat the exercise on the other side.
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Exercises to atrengthen the upper hody

Ponte training

Fonte ('bridee”) is a basic movement that can be per-
formed on its own. Practising ponte will improve a
whole range of movements and helps to add fluidity to
your game. There are many moves within Capoeira that
will benafit from training in the ponte,

A Lie flat on the floor with your knees bent and
your feet shoulder width apart. Place your hands up
abowe your head with your palms flat on the floor and
your fingers painting towards vour shoulders,

B Push your hands into the floor and raise your
pelvis to the ceiling. Start to bring your head and body
off the floor.

C  Achieve the full ponte by using your arms to push
your pelvis up as far as you can, aliow wour head to
relax back and your legs to straighten, Don®t forget to
keep the knees soft.
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Practising the bananeira

F  An important factor of the bananeira 15 to focus
forward towards your partner. Many people start to
practise it looking at the floor, but it 15 vital that you
start to train fior the bananeira with vour head refaxed
and the top of your head pointing towards the floar,
This way you will still be able to see what 5 happening
within the game,



) T

Al de cabeca Mutdinhe game of Cordio de Oura. It is a beautiful
Al de cabeca ("cartwheel on the head’) 15 a type of  movement that an advanced student can perform by
cartwhes!, but because you have your head on the  removing their hands from the floor and balancing on
Moo, it is classed as a ground movement rather than an  the top of their head. It is also a stylish movement,
acrobatic movement. A de cabeca is a comman move-  which, when added to your game, will allow you to
ment within a game of Capoeira Angola and the  move around the roda.
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A Start in a low position with your weight resting on
your back Left foot and your right leg out to the front,
Supporting your balance with your right hand on the
floos, bring up your left arm to the side, keeping yaur
focus forward,

B Onvyour right foot, pivet arownd to the right, bring-
ing your back foot off the floor and allowing the left
arm to come over and join your right hand on the floor,
Dan't forget to keep your focus towards your partner,

At de cabegpa

C  Place the top of your head on the floor and
bend your elbows so that your arms are in a good posi-
tion to support your body. Continue to lift your Left leg
off the floor.

D Balancing on your head, bring your left leg up
and at the same time start to bring your right leg off
the floor

(Continued)
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[(Comtinued)

E Bring your right foot off the floor, using your
arms and yaur head to maintain a steady balance.
F—G Bring your left foot down to the floar first and
then allow the right foot to follow to finish the maowve:
ment,

H  As your right foot comes down 1o the floor, swiv-
el your feet and body to face the front by bringing your
right fioot to the back. Pivot on your back foot to return
to the starting position, with your right foot behind you
and your left foot in front, IE is important that you
maintaln eye contact with your partner throughout,

Ad de cabepn




usic 15 a central and essential part of

Capoeira, setbing it apart from other martial

arts. It is a traditional part of Capoeira that
most groups strive to uphold. 1€ is perhaps the use of
music within Capoeira that leads to the common
confushon as to whether or not it s & fight or a dance.
The music sels the tempo and style of the roda, be it
an Angola game or a fast and dynamic Regional-style
fight. Music within Capoeira encourages the fluid
movements of the Capoeirista and enables them to
keep time, The use of music also encourages a sense
of belonging, where students sing together as they
watch others play. Within the roda, work and commit-
ments can be left outside — the powerful music of
Capoeira helps students to do this. Without the
music of the bateria (orchestra) one cannot experience
tree Capoeira,

The bateria is at the heart of every roda, 1t is ussally
made up of three main instruments: the berimbau {a
rmonochordal musical bow), the pandeiro (Lambourine)
and the atabagque {drum),

HE MUSIC

The berimbau

The berimbau b5 sometimes referred to as the soul of
Capoeira, and is often wsed as the symbol of the art.
Mestres have been known to say that the berimbau
s the real mestre of the roda, and its importance
canngt be underestimated within Capoeira, Learning
W play the berimbaw is an important part of a
Capoeirista’s training, especially for those aiming to
progress in the art.,

The emergence of the berimbau within Capoeira
i5 in dispute, but what Is certain is that it originated
from Africa. This musical bow was originally used to
accompany starytelling, poetry and chants. The berirm-
bau is one of the oldest known instruments. Modern
wersions are made up of a single string from
the wire of a wsed car tyre, which is attached to a
wooden bow, The bow i made from biriba, a strong
yet flexible wood that provides a good shape
and powerful sound. A cabaca (a hollowed gourd) B
attached to the bottom of the bow and serves to
arnplify the sound.
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The songs of Capoeira

Songs and chants are extremely important in Capoeira,
They add to the atmasphere of the roda and encourage
2 sense of community within the group. They reflect
the culture of Brazil in general, and the history of
Capoeira in particular. The themes of the songs range
from history to religion and can serve to deliver teach-
imgs and philosophies. They can be used to comment an
the game in hand, or to relate tales of famous teachers
from the past.

There are several different types of song wsed in
Capoelra. The ‘ladainha’ {litany) is sung at the begin-
ning of the roda. Traditionally sung by a soloist, the
Iyrics demand a response that is sung by the rest of the
growp wiho make up the chorus. The mestre will sing of
hiz experiences, of we the ladainha to challenge
another player with @ provocative song.

Ladainhas derive from Capoeira Angola. This
example was written by Mestre Pastinha,

& maior & Deus

{God & greater)

Pequenao sou eu

(I am small)

0 que eu tenho foi Deus que me deu

{Everything | hawe, God gave to me)

0 que &u tenho foi Dews que me deu

(Everything | hawve, God gave to me)

Ha roda de Caposira grande pequend sou eu

(In the roda of Capoeira | am both great and small)

The ladainha is usually followed by the chula, or
louvacEn. This is a call-and-response song where
Capoeiristas repeat the words of their mestre word-for-
wird, The third type of song 1s the corrido, These songs
can be sung during the game, The chorus remains con-
stant and s repeated several tirmes, but the soloist can
be spontanecus and it can be used to provide a running
commentary of the game, or to bell a story.

The scngd of Capeeira

O, Sim, Sim, Sim

(Yes, yes, yes)

Ol, Nag, Nao, Nao

[No, no, noj

@i 5im, Sim, Sim

(Yes, yes, yes)

0, Nao, Nao, Nao

(Mo, no, noj

Mas hoje tem, amanha no
(Today there is)

Mas hoje tem, amanha no
(But tomorraw there is not)
O, Sim, 5im, 5im

(s, yes, yes)

i, Hao, Mao, Mao

(Mo, ne, noj

DOlha a pisada de Lampido®
(The steps of Lampiao}
0, Sim, Sim, Sim

i'fes, yes, yes)

04, Man, Mao, Nao

iHa, mo, nal

* Lampido was a fanous cutlaw from the northeast of Bragil in
Lhe 1900s,

AH AGOG0 BIIRG PLAYED 1K THE BODA




Capoeira as performance
One of the unique qualitkes of Capoeira as a martial art
i5 that it is entertaining to watch. Mot only do the high
kicks and back flips leave spectators dumbfounded, the
dymamic interaction between the Capoeirstas can also
leave them on the edge of their seats. Will they collide
or knock each other out of the rodaf Are they simply
playimg, or will thirgs get nasty? A good Capoeira show
will provide excitement, tension and above all demaon-
strate the humour common (o all good Capoeiristas.
The expressive nature of the art draws cut the person-
ality of the Capoeiristas, and audiences appreciate that
they are not simply watching a series of exercises. The
element of music and song, and the fluid and beautiful
maovements that this inspires, also enahle It to be wed
in a performance context.

The performance of Capoeira is not a recent devel-
opment — Capoeiristas of the nineteenth century would

Capeeira as perfjermance

also perform tricks for enthusiastic onlookers, During
thie 19305 and 1940s, demanstrations of Capoeira in
Brazil were performed for visiting foreign dignitaries,
and it has often been used in folkloric shows to pro-
mote Afro-Brazilian culture,

The performance element of Capoeira has often
been criticized for its reliance on flashy acrobatic
moves and its crowd-pleasing tendencies. It & argued
that this emphasis on acrobatics detracts from the
spontaneous nature of the game, especially when the
shows are choreographed for extra effect. Although a
Capoeirista cannot learn the true art simply by per-
forming, it may be that many a serious Capoeirista first
came into contact with Capoeira in a performance
context. If Capoeira was not perforrmed in such a way,
the beauty of its moves would not be shared with such
a wide public. Through performance, the beauty of the
art has touched and inspired many.
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Capoetrista should become more shrewd and expressive
in their play, and understand that the interaction and
the game is more important than simply winning or los-
ing. The third level is that of the mestre, Capoeira is
not simply a leisure activity at this stage, but a way of
life. The mestre still plays Capoeira, but has a greater
understanding of the game and a respansibility for oth-
ers within the roda.

The mestre

A5 in many martial arts, the mestre in Caposira is a
position that commandd respect — the mestre has an
understanding of all aspects of Capoetra and a commit-
ment to share his knowledge with others, The bitle of
mestre should be passed from another mestre, Lo
ensure that the standard of Capoeira is upheld and that
its traditions are carried forward. Even when awarded
this title, mestres should continue to be supervised by
their own mestre, ensuring that standards are main-
tained. The knowledge of the mestre s well respected
within Capoeira and they often travel across the woarld,
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The meatre

sharing their experience and styles with other groups.
Even for the mestra, however, the knowledge of
Capoeira is neverending. The more they learn, the
mre they discover what they do not know.

The mestre is in controd of the roda, directing the
speed of play with the berimbau. He is also responsible
for calming a game if it becomes too heated. The
miestre has the responsibility of ensuring the physical
integrity of his players. A rough game can D& accept-
able, but between  equals.  Any  visiting
Capoeiristas must respect the rules laid down by the

anly

mestre of the graup.

Different mestres practise different farms of
etiquette within the roda. A saying often used in
Capoelra is "Know where you step’; In other words, you
should leam and respect the customs of the group you
are playing with, For example, there are different ways
of entering the roda, different songs and warious styles
of uniform. Angolefros often wear shoes, and in my
group, for example, bare chests are not permitbed. A

Capoeirista must also observe the style of the group
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and be mindful of whether they practise a bough or
delicate game, 1T s also important to note that a level
of discipline exists within a rada that distinguihes it
from a dance class, It is a martial art, and players
cannat simply move in and out of the roda to sip water
or chat,

Respect for the mestre is also a respect for the dif-
fering styles and methods within Capoeira. This respect
enables all styles to flourish, thus preserving individu-
ality and beliefs. Capoeira has the room and flexibility
for varying styles and growth, and | believe this makes
the art unigue.

The grading system

Although Capoeira is steeped in tradition, you will
never attend two classes that are exactly the same.
Different schools vary on how they grade their students
and the belts they award to them. The system outlined
here & the ane | follow in Cordiao de Ouroe in Londan.

Batizado

The first step that one of my Capoeiristas will take
towards achieving their first belt is attending a batiza-
do (baptism). The batizado was created last century by
Mestre Bimba to grade students. It is & grading cere-
mony, and symbolizes your true start as a Capoeirista,
Ag the mestre, | will award someane’s grade according
to their level of discipline, skill, knowledge and musi-
cality shown in class, The batizado is a happy occasion
and resembles a celebration where a belt may be
awarded. Due to the fact that Capoeira is not simply a
physical game, the mestre will often withhold & belt if
the student does not have the right mental attitude, A
teaching grade, for example, cannot be awarded to
someane wha is too aggressive or egotistical, as this
may e dangerous for those he goes on to teach. The
belts awarded within Corddo de Ouro are as follows:

Belt one: green

It is at this grade that the Capoeirista attends his first
batizadn_ which is in effect his initiation into the art.
It is also during a Capoeirista®s first batizado that they
can choose a godfather. This can be a friend or special
person to them in the world of Capoeira. The godfather
15 often the one who presents the belt. To achieve this
belt, the student must have knowledge of the basic
moves, kicks and escapes from kicks, He must have a
basic understanding of the same, the etiquette of the
roda, and be must have learnt how to fall correctly.

Belt two: green and yellow

At the second lewel, a student must have a greater
understanding of the different styles of Capoeira:
Angola, Regional and Miudinto, They must also have a
basic knowledge of the instruments played within
the roda.

Belt three: yellow

By the third belt the student mast hawe learmned the
eight sequences of Mestre Bimba. They should also be
able to play the instruments competently and be able
to sing within the roda, not simply as part of the
charus, but at solo leved,
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Belt four: yvellow and blue

By this stage the Caposirista must have a deeper
wnderstanding of the styles within Capoeira. He must
display more expression within his game and show an
understanding of Miudinho, & student will also be
expected Lo visit Brazil at least once Lo gain an under-
standing of the cultural roots of Capoeira. They will be
expected to sing while playing the instruments, demaon-
strating a higher level of co-ordination. It is at this
stage that the Capoeirista will sing the ladainha.

Belt five: blue

AL this grade the student is approaching the instrecior
grade. They will be assessed on their general knowl-
edge and whether or nat they will pursue CaposEira as a
career. They will alsa be expected to begin to teach
within the group to gain experience.

Belt six: green, yellow and blue

This grade i the "formada’ (beacher), In order to gain
this bedt, the student must present a segoende of
advanced movements. They will be asked to play a
typical Angola, Regicnal and Miudinho game and be
able to demonstrate a cintura desprezada [a seguence
devised by Mestre Bimba involving acrobatic throws)

that demonstrates falling and landing skills.
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Belt seven: green, yellow, blue and white
This belt is the contra mestre belt |one level below
mestrel. & student must have experience of teaching,
AL this grade the Capoeirista will be judged not only on
s cwn skill and ability, but by the work they do with
their students.

Belt eight: green and white
The mestre belt,

Belt nine;: yellow and white
Mastre belt, second degres.

Belt ten: blue and white
Mestre belt, third degree,

Belt eleven: white

The Grand Mestre belt. This is the highest grade
in Capoeira, The Grand Mestre will supervise
other mestres,



Final words to the beginner

Although | have been practising Capoeira for 22 years,
there are times when | still feel like a beginner. For mae,
Capoeira is still a constant challenge. It is an amazing
art, helping to develop individuals into stronger,
healthier and more fooused people. In this art you have
Lo fight your insecurities, your fears, your anger and
miuch more besides, These qualities are what have kept
me gaing.

I was quite young when | started training in Capoeira,
but it didn't take me Long to know that | had something
in my life that would be there forever. Capoeira
becomes your skin and not some fashion accessory that
you can chamge. Personally it brinis me closer to my
ancestors and in contact with my roots. The music of

Capoeira can take you to a spiritual level, and there is
nothing quite like being in a Caposira roda with youwr
friends and surrounded by the bateria. The music
excibes vou, and as you start to interact the game can
take many forms, shapes, moaods and levels of danger.
For me, Capoeira has all the elements one needs: cur
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Final words to the beginner

job as Capoeiristas is to mix them correctly.

A5 my life challenges change, my Capoeira chal-
lenges may also change, | have been teaching Capoeira
in bhee LK for the past six years, and this experience has
shown me how my Belief in the art can change other
people’s lives, Teaching Capoeira is a real challenge
becawse it has such a rich culture and o many aspects
that are nok easy to demanstrate, or to put into words.
The physical aspects may be a real challenge for many,
but the hardest skill to perfect in Capoeira 5 to devel-
ap the feeling and expression within yaur game. Far my
students it is no different, This challenge is probably
ane of the things that keeps maost people coming back,
and the journey can be as enjovable as the destination,
In the process of becoming a better Caposirista, you
can learn %o much about yaursell, You will learn about
wour weaknesses and your strengths, and that is a great
discovery to make about oneself. | hope this book has
the power 1o inspire you in this new path and helps you
to achieve your own goals,




AGOGA
AMATOMAS
ANGOLE IRD
APELIDO
ARMADA
ATARACILE

Al

AL BATIDO

ALl DE CABECA

BaHIA
BAMANEIRA
BAMGUELA
BACIETA
BATERLA
BATIZADO
BEIIA FLOR
BENCAD
BERIMBALY
BERRA-BOM

BaRiBA

CABECEIRDE

CAPQAEROBICS

CAPOEIRA ANGOLA

CAPOEIRA REGEINAL

CAPOEIRISTA

Double gonged cow-bell
Berimbau togue within Capoeira
Practitioner of Caposira Angola
Mk e

Spinning kick

Drum

Cartwheel

Type af kicking cartwheel
Grounded cartwhesl on

the head

atate in Brail

Haindstand

Toque within Capoeira

Steck to play berimbau
Owchestra

Grading ceresmany

Type ol upside-down Kick, liter-
ally meaning "hunmingbird’
Type of kick

Marachardal musical bow
Large, lore-pitched berimbau;
also knawn a5 gunga

wood used to make berimbau

Hollawed gourd found

on berimbau

Headbutt

Practitioner of the headbutt
Basket worm on head to camry
birds to the market
Aerobics workout

using Caposira maves

Style of Capoeira denated by
Hestre Pastinha
Style of Capoeira created by
Mestre Bimba

Person who plays Capoedra
Berimbau toque used as waming
thiat. police were nearty
Wooden rattle

CHARL
CHULA
CINTURA DESPREZADA

COCORMHA
CONTRA-MESTRE
CORDAQ DE DURD
CORRIDOS

DESEQUILIERANTES
DICIPULD

ESQUIV
ESQUIVA BAINA

ESCAINMA LATERAL

FAVELA
FORMADD

GIHGA

GOLPES

GRAND MESTRE SLIASSLING,

GLAIGA

IDALIMA
IUHA

JOAD GRAMDE

JOAD PEQUERD

Thrusting side kick

g

Zarips of acrobatic movements
imealwing two Capoeiristas
designed by Mestre Bimba to
help stidents lose their fear of
flipping in the alr

Emall, squatting, defensive
mavemEnt

One level befare master

Balt of gold

Long

Unbalamcing technbques
Capoeira student/disciple

Escape movement
Low escape mowemaent
Sldeways escape movement

Shanty town
"Formed’ or graduated student

Basic sway-like movement; the
faundation step in Capoeira
Kicks

Grand master and founder

aof Cordéo de Ouro

Type of berimbau; another
name for berra-bol

Berimbaw toque within Capoeira
Berimbau tocue within Capowira
to which only formados and
abave may play

Famous master of Capoeira
Angola
Famous master of Caposirs
Angela

The game
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