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Bsedenue. B craThe paccMaTpuBaeTCs MpenoJaBaHue TaHIa, OCHOBaHHOE Ha
MeTo/le TOJIMKYJIbTYPHOTO TaHLA-UCKYCCTBAa-06pa3oBaHus, Ha3piBaeMoM «Teso
U MpeaKU», KOHLENIUU «ICKpesuseHYus1» (=«icugoll onvlm NUCbMa») U YCTHBIX
3HaHUsAX Hapoza Haro, BO3HUKIIKX B mpejeJiax 06J1acTel, Ha3blBaeMbIX mepeli-
po - 06s1aCcTH pacnpocTpaHeHust appobpasuabckux pesauruil. [lpegsaraercs aB-
TOPCKOEe OCMbIC/IeHHUEe NpeloiaBaHus TaHLa Kak cnocoba c6JIMKeHHs], B KOTOPOM
3HaHUs, MPUCYTCTBYIOIINE B UHUBU/IYATbHOM U KOJIJIEKTUBHOM BOOOPaKeHUH,
YBaOXKAOTCA U GOPMYJUPYIOTCS KaK MPeAJIOKeHUs], CTUMYJNPYIOLIe 0CO3HAHHE
Cy6bEKTHBHOCTEH U «CyO'beKTUBHU3AI[UH» HapPaTUBOB JIMYHOCTH. BbIIBUrAIOTCS
adpo-opUeHTUPOBAHHbIE NEPCIIEKTUBbl 00yYeHUsl TaHLy, A06aBJeHHble K yxkKe
CYLIECTBYIOLIMM CTpaTerusM B COBpeMeHHOH cdepe npenojaBaHus TaHLa: TaKUe
KaK y4uTeJIb, CIOCOOHBIN BOMJIOLIATD Y IPe/CTaBASATh MHOXeCTBEHHbIE HappaTH-
Bbl B 06J1aCTH TaHIla U 06pa3oBaHUs.

Memodosozus u memoduka uccaedoeaHus. iccnenoBaHre OCHOBAaHO Ha OIbI-
Te NMepBOT0 aBTOpA - Y4YeHUIbl adpoAuacnopuiecKux TaHLeB Ha meppelipo U3
ropozaa Puo-Knapo (wrat Can-Ilayny, Bpasuaus), npoBeJjeHO B paMKax u3yye-
HUS JUCLUILUIMH NporpaMMbl 6aKajaBpyaTa TaHla B YHUBepcuTeTe KamnuHaca.
Hamu cocrtaBJsieHa 6ubauorpadus, koTopass Morsa 6bl cTaTb QyHAAMEHTOM AJIs
TEeOpEeTUUEeCKUX UCCIeJ0BAHUHN, HAPUMep, Pa3MbIIIJIEHNUS] O BAXKHOCTU BKJIIOYe-
HUS 3HAHUM Hapoza Haro B mporpamMmy o6GydeHHs pPa3JMYHBIM KJacCaM TaHIA
B bpasuinuu (0T Ha4a/IbHOTO YPOBHS 10 BhICLIET0 06PAa30BaHUs), IOCKOJIbKY TaM
MMeeTCsl 3HaYMTe/IbHOe KOJIMYeCTBO NIOTOMKOB Hapoza Haro.
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Pe3ynomambl uccaedosanus. AHalu3 JIUTepaTypbl N0 0603HAYEHHOU TeMe
MT03BOJIMJI BBIZIEJIUTh TPU OCHOBHBIX BOIIPOCA, KOTOPKIE, 10 HALlleMy MHEHHUIO, 3a-
CIy’>KUBAIOT TLIATEJbHOTO OCMbIcaeHus: 1) «M3 BOMJIOLEHHON MaMsITU: 3HAHUS
Tepelpo B MepCrHeKTUBe TeJia, I/ie MepBbli aBTop, 6a3Upysch HA COOCTBEHHBIX
BOCIIOMMHAHUAX U COUYMHEHUsIX NIpe/icTaBseT 060CHOBaHMe BbIOOpA TEM HACTO-
s1ed paboThl (COOTBETCTBYIOLIMX NHUCbMEHHOM KypCcoBOM paboTe nepBoro aBTo-
pa); 2) «3cTeTHuKa JN1oAel ahprUKaHCKOr0 NPOUCXOXKEeHUS], Pe3KOCTH U TOHKOCTH:
MocT Mexay “TesioM U nmpeskaMu” U COUMHEHUSIMH O cebe U BpeMeHU», TJle MbI
06Cy’K/1aeM MOJUKY/ABTYPHYIO Ueto fokTopa Uualcupsl @anbkao aym CaHTyiia
0 TaHLe-UCKYCCTBEe-00pa30BaHUN U KOHLENLUI0 «ICKPEBHUBEHIUS», CO3JAHHYIO
nucateneM KoHcelicao dBapucTO, NPOBOAS NMapasljieJld W yCTaHaBJMBasl CBSI3U
MexAy 3TUMH nogxogamy; 3) «Jyay Ave: apprUKaHCKUE pa3MbIILJIEHNUS B 06yde-
HUM TaHLY U My3bIKe», IJle Mbl BO3BpalljaeMcsl K 3HaHUAM HapoJa Haro u o6cyx-
JlaeM BKJIIOYEHHE UX IOTOMKOB B MpOLlecC 06yYeHUsT TaHLy, KOTOPbIA CIOCOOeH
BMECTHUTb MHOXKeCTBEHHble HappaTHUBHI JIIOJIel B TaHIle.

3akaryeHue. BkitoyeHre adpporaciopuiecKux 3HaHUH B NTpernoiaBaHue TaH-
11a IoMoraeT HaM 3a/lyMaThCsl 06 OTKa3e OT JesTeJbHOCTH JitoZiel appUKaHCKOro
MPOHCXOXK/IEHUS BO MHOTHX KYJBTYPHBIX U COI[MAJIBHBIX cdepax, KOTOpbIe MpeJ-
CTaBJISAIIOT 6€CKOHEYHble TPAeKTOPUM 3HAHWUM U AeWCTBUU B TaHle [1]. ITo paso-
6JIayeHHe KOJIOHU3AaTOPCKOTO MeXaHW3Ma, KOTOPBIN JleslaeT HEBUIUMbIMU Happa-
TUBBI JII0el apPUKAHCKOTO NMPOUCXOKAEHHUS U MOJABJsAET J1I06YI0 BO3MOXXHOCTh
UX NpeJICTaBJIeHNs B JII060H cpefie: OY/b TO XyJ0XKECTBEHHAsI UJIM COLlMaJIbHAs.

Karuesvle caosa: TaHel, o6ydyeHue, «Tesio U npegKu», 3CKpeBUBeHIUs (2KU-
BOM ONBIT NMCbMa), Hapo/ Haro, fuacnopa.

Jaa yumuposarus: AsHa Mapusa UoHnapa AnBec, Mapuana bapyko Mauyago
Anppayc. OkaH-apa-opH: pa3MblILJIEHHUs O MPENO/IaBaHUH TaHIA HA OCHOBE UJEU
«Tesno u npeaku», 3HaHUM HapoZa Haro u koHuenuuu «3ckpeBuBeHUs» KoHcelt-
cao dBapucro // ®unocodus obpasoBanus. - 2020. - T. 20, Ne 1. - C. 138-159.

OKAN-ARA-ORI: REFLECTIONS ON DANCE TEACHING FROM
«BODY AND ANCESTRY» PROPOSAL, NAGO PEOPLE KNOWLEDGE
AND CONCEICAO EVARISTO’S CONCEPT OF «ESCREVIVENCIA»!
Adna Maria Ionara Alves, Mariana Baruco Machado Andraus
(Campinas, Brazil)

Introduction. This work reflects on dance teaching driven by the pluricultur-
al dance-art-education method entitled «Body and Ancestry», by the concept of
«Escrevivéncia», and the oral knowledge of Nagd people conceived within what we
call terreiro, which is a place where Afro-Brazilian religions take place. It proposes
a reflection about dance teaching as a place of convergence where the knowledge
present in the individual and collective imaginaries are respected and articulated
as proposals that stimulate awareness of the subjectivities and «subjectivations»
of individual’s narratives. It suggests Afro-oriented perspectives to dance teaching,
added to the already existing teaching strategies in the current scene of contempo-

! The research that embased this paper is available in the Digital Library of University of
Campinas as a Course Conclusion Work, in Portuguese (http://www.bibliotecadigital.unicamp.
br/document/?code=108494&opt=1).
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rary dance teaching as a possibility of a pluralized teacher, capable of hosting and
representing the multiple narratives in the Dance and Education fields.

Methodology and methods of the research. This is a qualitative research based
on the experience report of the first author as an apprentice of Afro-diasporic danc-
es in her grandmother’s terreiro, at the city of Rio Claro, state of Sdo Paulo, Bra-
zil. Based on her experience report, together with the skills she developed within
the disciplines of the dance undergraduate program at University of Campinas, we
searched for bibliography that could be a basis for the theoretical research intend-
ed, e.g., a reflection on the importance of including the knowledge of the Nagé peo-
ple in the curriculum of diferent grades of dance teaching in Brazil, from basics
to the superior education, since we have a significant number of Nagd people de-
scendants in Brazilian lands.

The results of the research. After reading and analysing all the texts listed, we found
three main subjects that we considered that would deserve a thorough reflection,
which led us to structure our discussion in three topics: 1) «From memory incarnate:
knowledge of terreiro in a body perspective», where the first author presents, from her
own memories and writings, the justification for choosing the themes focused on this
paper when she first wrote a conclusion course manuscript regarding the same themes;
2) «Black aesthetics, scathing and subtleties: A bridge between ‘Body and Ancestry’ and
the writings of self and time», where we discuss the pluricultural dance-art-education
proposal of Dr. Inaicyra Falcdo dos Santos and the concept of «escrevivéncia» created
by the writer Concei¢do Evaristo, drawing a parallel and connectivity between the ap-
proaches; 3) «Dudu Iyé: Black Reflections in Dance-Music Teaching», where we return
to the Nagd people knowledge and discuss the insertion and performance of their de-
scendents in a kind of dance teaching that searches a plural space, capable of accommo-
dating the multiple narratives of individuals in dance.

Conclusion. Including Afro-diasporic knowledge in dance teaching helps us to
reflect on the dishonest renunciation of black performance in the multiple spheres
of contemporaneity and «modernity», which conceive of infinite trajectories of
knowledges and acts in dance [1]. It is to expose the hermetic and colonized gear
that makes invisible black narratives and stifles any possibility of representation
and representation in any medium, be it artistic or social.

Keywords: dance, teaching, «Body and ancestry», escrevivéncia, Nagd, diaspora.

For citation: Adnia Maria lonara Alves, Mariana Baruco Machado Andraus.
Okan-ara-ori: reflections on dance teaching from «Body and ancestry» proposal,
Nagd people knowledge and Conceigdo Evaristo’s concept of «escrevivénciax». Phi-
losophy of Education, 2020, vol. 20, no. 1, pp. 138-159.

Introduction. This research aims to reflect and discuss dance teaching in-
spired by the pluricultural dance-art-education proposal of Dr. Inaicyra Falcao
dos Santos (1996), also entitled «Body and Ancestry», by the concept of «escre-
vivéncia»? conceived by the writer Concei¢do Evaristo, and the Afro-diasporic
knowledges from Nagd® people, woven within what we call terreiro*.

2 Word used by Conceicdo Evaristo, composed by the fusion of the verb «to write» with the
substantive «experience».

3Term created by traffickers of enslaved Africans, Nagd is every individual coming from societies
that communicated with the Yoruba language.

* Terreiro is the place where the religious manifestations of Afro-Brazilian religions such as
Candomblé and Umbanda take place.

140



Mapuana Bapyko Mauyago Anapayc, l0aimana Tumu Aariac Tapymoro. OKkaH-apa-opH...
Adna Maria lonara Alves, Mariana Baruco Machado Andraus Okan-ara-ori: reflections on...

We intend to reflect on the composition of a possible space that allows peo-
ple to be able to know and recognize themselves in relationships, regardless of
issues related to religiosity, socioeconomic or ethnic-racial conditions. A pro-
posal, therefore, inclusive from the social point of view. For this, we will start
from a reflection on a dance teaching woven across aesthetics, knowledges and
concepts from Nagé people present in the imaginary of the individuals and the
routine of diaspora bodies®, together with individual and collective memories
formed before and after a teaching proposal like this one studied for this work.
As a methodology, it is not intended to develop and apply a lesson plan, but to
discuss the body vision in Nagé culture and to put this body vision in dialogue
with existing teaching strategies in the current dance teaching context.

These and other goals are inspired by the multicultural proposal of
dance-art-education, or «Body and Ancestry», created by Dr. Inaicyra Falcdo dos
Santos® in 1996, when she defended her PhD degree at the School of Education
of the University of Sdo Paulo (USP). In the proposal, published later as a book
titled «Body and Ancestry: A Pluricultural Proposal of Dance-Art-Education», in
2002 (1st edition), 2006 (2nd edition) and in 2014 (3rd edition), Santos dance
pedagogy permeates memories, movements and actions woven in the gener-
al and individual contexts of students, treating the cultural tradition with care
and, on the other hand, denying the simple appropriation of popular dances
without them being connected with the life history of the individual. Santos
(2014) points them as possible bases to the creative imagination of the dancer
or, as she says (meaning an expression of her grandmother, M3e Senhora)’:
«from the gate to the inside and from the gate to the outside» - e.g., what comes
into the scene is not what is inside the terreiros and the manifestations studied
or alive in the imaginary of the individuals, but an aesthetic re-elaboration of
the elements present in those traditions:

My object of research has been the cultural tradition and the creativity, but
properly understood as an expression of the corporeal diversity of people who
live in Brazil and who have collaborated in this complex, colorful, beautiful and

5 We consider «black diaspora» a term beyond the forced migration of Africans to other spaces,
but also a redefinition of identity, the construction of new ways of being, acting and thinking the
world. Memories of enslavement, physical punishment and suffering are part of the lives of their
descendants. But daily struggles, new links, resignifications and even family ties also, as Mortari
[2, p. 56] suggests.

®Dr. Inaicyra Falcio dos Santos is a lyric singer and researcher of African-Brazilian traditions in
the areas of Education and Arts of the Body. She is the granddaughter of Mae Senhora, Iyalorixa
of Candomblé of Bahia, and daughter of Mestre Didi, famous writer, plastic artist and priest of
Candomblé.

7 Maria Bibiana do Espirito Santo, or Mde Senhora, was the grandmother of Dr. Inaicyra Falcdo
dos Santos. Priest (yalorixa) of the terreiro 11é Axé Opo Afonja, located in Salvador- BA. Mae
Senhora was an exponent in what respects the preservation and resistance of African and Afro-
Brazilian culture.
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so misunderstood social fabric. The homogeneity of expression is destructive,
and it is therefore indispensable to understand the plurality of Brazilian culture
(SANTOS, 2014, p. 35, free translation).

The writer Concei¢cdo Evaristo (2008), in her turn, attributes the concept of
«escrevivéncia» to the «writing of a body, a condition, a black experience in Bra-
zil» [3, p. 12]. «Escrevivéncia» would be the biographical and memorialistic ex-
pression of the existence of a body in the world, that is, the writing of a body,
a condition, an experience. It is to trace and express the poetics of the traces and
memories of the being. In dance, within the clipping in reflection, it would be the
search for the attempt to trace a conscious body of its condition and experience
into its existence in the world and how much its reminiscences (memories) form
and empower it. In studying Concei¢ao Evaristo we began to perceive similarities
between the concept of «escrevivéncia» and the defense made by Inaicyra regard-
ing the importance of careful attention to the living connection between aestheti-
cally reworked traditions for the scene and the life history of the individual.

In the proposal «Body and Ancestry», developed by Dr. Inaicyra Falcdo dos San-
tos (2002), the dancer is guided to research his origins, his family histories,
manifestations of his city, in search of an affirmation of the identity, to begin
the creative process. Dr. Inaicyra usually points to the reading of Bisa Bia, Bisa
Bel, by Ana Maria Machado® (1982) to propel this step, since the book deals,
in a very brief way, with the relations between past, present and future in the
genealogical tree of the protagonist, the girl Isabel, whose past is represent-
ed by her great-grandmother Bia and the future, by her granddaughter Beta;
in the proposal «Body and Ancestry», it would be these same relations, ex-
changed with the myths involved in the history of the ancestors of the dancer,
these myths being able to become a channeling source for their imagination

[4, p- 231] (free translation).

Methodology and methods of the research. This is a qualitative research
based on the experience report of the first author as an apprentice of Afro-dias-
poric dances in her grandmother’s terreiro, at the city of Rio Claro, state of Sao
Paulo, Brazil. Based on her experience report, together with the skills she devel-
oped within the disciplines of the dance undergraduate program at University
of Campinas, we searched for bibliography that coud embase the theoretical
research intended, e.g., a reflection on the importance of including the knowl-
edge of the Nagé people in the curriculum of diferent grades of dance teaching
in Brazil, from basics to the superior education, since we have a significant num-
ber of Nagd people descendants in Brazilian lands.

8Born on December 24, 1941, in the city of Rio de Janeiro / R], Ana Maria Machado is a painter,
teacher, journalist and Brazilian writer. The writer is recognized for several prizes in the area of
literature (http://www.anamariamachado.com/biografia).
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The results of the research. After reading and analysing all the texts list-
ed, we found three main subjects that we considered that would deserve a thor-
ough reflection, which led us to structure our discussion in three topics:

- In topic 1, entitled «From memory incarnate: knowledge of terreiro in
a body perspective», the first author presents, from her own memories and
writings, the justification for choosing the themes focused on this paper when
she first wrote a concluion course manuscript regarding the same themes, and
we discuss the importance and potency of terreiro’s knowledge under a concept
of body that can add pedagogical perspectives in dance teaching;

- In topic 2, entitled «Black aesthetics, scathing and subtleties: A bridge
between ‘Body and Ancestry’ and the writings of self and time», we discuss the
pluricultural dance-art-education proposal of Dr. Inaicyra Falcdo dos Santos
and the concept of «escrevivéncia» created by the writer Conceicdo Evaristo,
drawing a parallel and connectivity between the approaches;

- In topic 3, «Dudu Iye: Black Reflections in Dance-Music Teaching», we re-
turn to the Nagd people knowledge and discuss the insertion and performance
of their descendents in a kind of dance teaching that searches a plural space,
capable of accommodating the multiple narratives of individuals in dance.

1. Embodied memory: terreiro’s knowledge from a corporeal perspective

We begin this topic by drawing a short memorial line in order to justify the
theme of this work and argue on how potent the knowledge of terreiros, from
a corporeal perspective, can be, though this knowledge is capable of adding visions
to the body from a perspective of dance teaching and its pedagogical relationships.
We clarify that this topic is a reflection made by the first author, under the guidance
of the second author;, on the occasion of her manuscript writing to complete under-
graduate degree in Dance at the State University of Campinas. That work had as
its guiding theme the importance of including Afro-diasporic knowledges in dance
teaching in Brazil, enriching its methodologies and epistemologies.

When the first author decided to throw her body into the world, she hardly
knew that she had been sentenced to scratch the infinite space with her move-
ments. When she chose to dance, she unconsciously determined possible fu-
tures and gifts of a past that her body carries / suffers / produces. Now then, the
body has always been and always will be the agent and causer of our stories of
sensibility®: it problematizes our modes of feeling, experiencing and relating.
The body is guardian and maintainer of living memory.

Her conscious and affective memory in the unfolding of her stories of sen-
sitivity comes in the first contacts with the dances of her mother and grand-
mother, in 1998, in her family’s candomblé terreiro. Her mother was her first
teacher and gave her dance lessons from the Orixas and Afro-diasporic perspec-

9 Term conceived by Nisia Trindade Lima when thinking about the body in its own historical
perspective, in the book «Body: identity, memories and subjectivities» [5, p. 9].
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tive - here called «Black Dances!%» - and Afro-Brazilian dances. She has learned
these dances throughout her life with her grandmother and groups of dances
and black arts from the city of Rio Claro, SP. She feels like her mother and grand-
mother are deep waters in her training, waking her up to weave ancestral femi-
nisms, often «darkened» in dance.

In the eyes of a girl, the terreiro, in its slow haste of the hours, was dilat-
ing, and also dilating the people. Everything was different in that space. Raised
in 1954, her grandmother had been the first woman in the city of Rio Claro
to take on the stories of her black ancestors and herald so many others. Being
black, peripheral, the mother of the ancestors and the «culturist» of the ances-
try has made the city of Rio Claro tremble and the hand of social scourge has
descended, at least ten times heavier - for if the weight of a black life already ex-
ceeds the body, imagine then the one who decides to carry so many other woven
lives in thousands of times? The burden here is paradoxical. The assumption
of blackness is both painful and liberating: it leads us to understand principles
and gives meaning to our multiple trajectories. However, awareness of the im-
pact and social damnation imposed on their skin is knowing that their body will
always be on the front line and seen as the basic instrument. An empty body of
experiences and feelings before the hegemonic gaze of whiteness - the black
body seen as manure and discard of injuries, incapable of producing and appre-
hending knowledge. The terreiro, however, was the place that softened all this.
There, unlike life outside, they were allowed to undress the garment from the
rear, taking away the need to «dance in the eye of the hurricane» - unless this
hurricane was Iansan''. Time was rife and they wanted nothing more than what
they had there: black bodies intertwined with affection, respect and devotion to
the common ancestors. The terreiro is time and house of ancestry.

The Nagé people culture, one of the many constituent roots of the Afro-Di-
asporic movement in Brazil, is broad and, in its totality, coming through the Af-
rican body: its re-signification was due to the memories of African individuals
and the crossings imposed by the «new context» , the «New World» - in this
case, Brazil. Juana Elbein dos Santos is one of the many intellectuals who have

10 The constitution of black dances as an area of dance knowledge in Brazil is still a challenge
that must deal with a series of obstacles and misunderstandings. I conceive the term «Black
Dances» much more as a concept than as a dance language. Established by a political poetics,
they aggregate different genres, building a multiple panorama capable of connecting their
expressions with the expectations of historical-social and political struggles around the negritude
of its protagonists. Their activities articulate themes, training, techniques, artistic procedures
and forms of production that may be linked to the most evident Afro-descendant traditions
present in the folkloric, popular, Afro-Brazilian, diasporic, African repertoires, as well as the
supposedly unmarked styles and approaches such as modern dance, classical experimental and
or contemporary practices [6, p. 116].

11 African divinity from the enslaved nagds and worshiped in some Afro-Brazilian religions, lansa
represents wind and storms, fire and feminine resilience.
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already developed or developed studies about the Nagd people culture. For
Santos (2008), with the black diaspora, the «geographic space of the parenting
Africa and its cultural contents were transferred and restored in the terreiro»
[7, p- 33]. Associations brewed in the black diaspora, they

occupy a certain terrain, the terreiro, term that ended up being synonymous of
the association and the place where the traditional African religion is practiced.
These terreiros are true communities that have special characteristics. [...] The
bond that is established among the members of the community is not due to
their inhabiting a precise space: the limits of the egbé society do not coincide
with the physical limits of the terreiro. The terreiro surpasses the material lim-
its (so to speak pole of irradiation) to project itself and to permeate the global
society. The members of the egbé circulate, move, work, have a link with global
society, but constitute a «floating» community, which concentrates and express-
es its own structure in the terreiros [7, p. 32] (free translation).

Thus, it is possible to affirm that the terreiros contributed significantly in
the qualification of a resizing of the enslaved African individuals and in the syn-
chronizations of new relations, thus forming new bonds, affective and familiar.

Immersing in a Nagé body perspective, the researcher Roberval Falojuto-
gun Marinho'? (2010) gives us a body vision from a mythological perspective.
According to the Yoruba myth of the creation of the world, Olorum?®?, in creat-
ing the universe, organized the powers that would govern the system into four
parts [8]. It was established:

- Eréle: considered a child power, first power or driving power. It is the initial
force at the beginning of any action or existence: the principle of all things. Eréle
is the meaning «of tomorrow, the future in elaboration: continuity» [8, p. 165];

- Agbalé: In counterpoint to the eréle, agbalé or old power establishes the
relational regency of the end of all cycles (eréle + agbalé). It is the concretion,
the end, the final strength. It marks «time, establishing its differentiations and
the sense of finitude of all periods» [8, p. 163];

- Okorinle: The male power. Connected to the knowledge of communica-
tion, death, life, joy, negotiation, okorinle narrates the impulsiveness, the force
of momentary doing, the immediacy;

- Obirinle: The female power. Linked to creativity and creation, obirinle is
the knowledge of fate, cunning, maturity and patience. It tells the process and
the development of ideas and matters, of what began before and will be con-
cluded in the future.

For Olorum, the junctions of these four powers moves the universe, being
able to give life from the micro to the macro-universe. Marinho (2010) points

120ga in the terreiro 11& Axé Op6 Afonj4, the researcher Dr. Roberval Falojutogun Marinho is
a professor at the Catholic University of Brasilia.

13 Also known as Olodumaré, he is the supreme god in Yoruba mythology. Lord of the Orun (sky),
Olorum, for the practitioners of candomblé, is the creator of life and everything that exists.
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out the existence of these four forces as an energetic formation of the human
being in unmanned levels: different percentages of eréle, agbalé, okorinle and
obirinle present in each human being.

Transposing to the sphere of education, what would such an energy com-
position be able to add in dance pedagogies? Rethinking the body in differ-
ent layers and levels at first gives us the assertion that all bodies depart from
a common matrix, but differ in their degrees of power. Thus, distinguishing and
pointing out that each individual is unique helps us to justify students because
their actions and choices differ in the different directives of dancing and their
creations. However, it is necessary to point out that they start from common
compositions, from the same body principles.

According to I1é Yia Omi Asé Oiya Bocossun, the terreiro of the first author’s
grandmother and her own culture legacy - or her own «escrevivéncia», as Con-
ceicdo Evaristo would say -, the Nagé culture considers the human body subdi-
vided into six parts:

- Ara™: is the material body - is the image and matter that lives and shares
the physical plane;

- Ara ti: is the internal composition of Ara; its systems and organs;

- Ojiji: is the shadow - it is believed that one of the ways of differentiating
a living person, body connected to Ayé (Earth), from a person connected to the
spiritual plane (Orun, also translated as heaven, sacred space, enchanted) is the
presence of its shadow;

- Ort: is the head. It is responsible for Iye (thought, mind, reflection). To-
gether, they make up the immaterial and incorporeal part of the individual;

- Mi: is the breath. Linked to the beginning and end of the passage of the
individual as energy and living matter - it is the first and last action of the indi-
vidual in Ayé;

- Irantf: is the memory.

The Irantiis the foundation of Nagé culture: it is the principle of ancestry. In
one of its multiplicities, the ancestry works from orality and the body transmis-
sion of memories. For the Nagé people, ancestry is the principle that life does
not end with death: it is manifested in the descendants, then in their bodies. It
refers to the beginning of a people and the revival of it. The cult of the ancestors
occurs in the practices and especially in the perspective of learning, exalting
and giving continuity to the memory and legacy of the ancestors, through inher-
itance and oral transmission.

How would it be if, in a classroom, we had the opportunity to think the body
in six minimum structures combined according to this Nagd vision? What body

1* All the words transcribed from the Yoruba language according to the knowledges learned in
the terreiro 11é Yia Omi Asé Bocossun had their meanings consulted in the work of José Beniste,
«Portuguese Yoruba Dictionary», 1st edition. Rio de Janeiro: Bertrand Brasil, 2011.
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narratives would we be able to leverage with this body view? It is important to
note that the subdivisions, whether those proposed by Marinho (2010) or those
the first author learned in her «escrevivéncia» in her grandmother’s terreiro, are
not presented hierarchically. Thus, observing and embodying them®® is to give
senses and perceptions to each body configuration:

Each Body System expresses a different quality of movement and stimulates
an identifiable change in feeling, perception, and state of awareness [...] When
we experience directly the anatomical systems and structures of the body, they
might be felt to embody inner «characters», the sub-personalities or constella-
tions of energy that coexist within us, acting and interacting with each other in
patterns unique to every individual [9, p. 15].

This Afro-diasporic interpretation leads us to understand that it is possible
to conceive, through the connection of subdivisions (together with their percep-
tions and senses), a unique and individual experience of movement, embodying
concepts through bodily experience.

Analyzing the body from an African worldview, the researcher Fernando
Ferraz (2017) takes up the proposal of education philosopher Eduardo Oliveira.
According to Ferraz, the body starts from the existence of three fundamental
principles: diversity, integration and ancestry.

Tradition is expressed by the black body as a dynamic element which can not be
reduced to a static concept, since the body is the territory of culture and place of
experimentation. In this way the body means and is signified, represented and
represented simultaneously. The student states that «the body is an alterity by
definition, since it escapes the trap of identity repressed to open the adventure
of contact and transformation» [6, p. 120](free translation).

The Nagé people culture, before any concept or axis of research, leads us
to reflect on the body as something beyond a single and massive unit. It leads
us to navigate beyond the pre-established colonized concept of body. And be-
cause this same body is built in the midst of relationships, it is permeated by
a series of crossings and impositions. The choice of starting from the pluricultural
dance-art-education proposal of Dr. Inaicyra Falcao dos Santos is because it takes
us beyond perceptions and thoughts already crystallized and even consecrated

15 The judgment developed by the subject on aspects of his body can be understood as
corporeality. In this understanding, corporeality affects, among others, the processing of
experiences accumulated by the body, over the years, that is: an arrangement of subjective
knowledge, also supported by human motive power. In the case of the subject who dances, the
corporeality succeeds in the cognition of anatomical, kinesiological, physiological, cultural, social
and emotional variables. Thus, contrary to common sense, in dance we unite the body with
thought and, in this way, the thought of dance becomes itself a thinking dance (Alarcon, 2009).
The construction of this body biography comes from the rhythmic and synergistic performance
between muscles, tendons, ligaments, joints and, mainly, the skin. [10, p. 2].
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within the area of dance teaching and training, particularly with regard to Afro-di-
asporic dances. For this reason, her proposal will be discussed in the next topic.

2. Black aesthetics, «escrevivéncias» and subtleties: A bridge between «Body
and Ancestry» and the writings of self and time

I considered, among other attributes, performance as a personal experience,
that one which gave me the body consciousness of my being and the history
of who I am. It was always in the Brazilian African tradition that I sought in-
spiration, information, in the professional aspect and as a philosophy of life.
I realized the importance of the contribution and at the same time the challenge
and the complexity of making myself understood, as an artist-educator. It was
necessary, to elaborate and disseminate the work, to know and to investigate
the reality of the universe that it wanted to study. It was a question of respect-
ing, in the creative adventure, the spaces, that is, reflecting on the function of
dancing in the rituals of the orixas terreiros and on what would be the dance
in the choreographic theatrical compositions. It was also necessary to discern
the intuitive-creative experience of religious experience in the studied universe

(SANTOS, 2014, p. 90, free translation).

The book «Body and Ancestry: A Pluricultural Proposal of Dance-Art-Edu-
cation» is part of a fundamental research on the theory, practice, reflections and
pedagogies of dances based on a historical-cultural perspective in education,
pointing to dance as a trainer of social transformation and empowerment and
awareness of the individual. Her research into the mythical universe of the Batd
drum of the Yoruba of Nigeria, added to her own writing in the Brazilian African
traditions, resulted in a creative process that began the script of the scenic as-
sembly «Ayan: Symbol of fire» and later a new methodological approach to the
dance-art-education field. The aspects of the traditions experienced in «Ayan:
Symbol of fire», when applied and reflected in pedagogical practices, were for-
mulated, later, in a proposal that seeks the singularity of the artist and the stu-
dent, being composer of constituent elements of a poetic of plural intersection
capable of entangling the contemporary, the essential, the ancestral, the memo-
ry, the individual. It is also essential to point out that his thesis is recognized as
a parameter in the application of the Brazilian laws No. 10.639¢ and 11.645"7

16 Established on January 9, 2003, during the first term of former President Lula, Law No. 10.639
was born from the amendment of Law No. 9.394 of December 20, 1996, which establishes the
guidelines and bases of national education, to include in the official curriculum the theme «Afro-
Brazilian History and Culture».

17This Law changes the Law No. 10.639 and includes: «Various aspects of history and culture
that characterize the formation of the Brazilian population, from these two ethnic groups, such as
the study of the history of Africa and the Africans, the struggle of blacks and indigenous peoples
in Brazil, black culture; The contents related to Afro-Brazilian history and culture and Brazilian
indigenous peoples will be taught throughout the school curriculum, especially in the areas of art
education and Brazilian literature and history» (http://www.planalto.gov.br/ccivil_03/_ato2007-
2010/2008/1ei/111645.htm).
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regarding the obligatority of including «Afro-Brazilian and Indigenous history
and culture» teaching in the area of Education guidelines.

The proposal «Body and Ancestry» is a teaching approach that considers
the human as a reference and identity, which could be associated with Con-
ceicdo Evaristo’s concept of «escrevivénciax». As presented before, Santos (2014)
points them as possible bases to the creative imagination of the dancer, empha-
sizing the importance of distinguishing the rites that occur «from the door to
the inside» and from the innumerable artistic manifestations that can derive
from them, «from the door to the outside»:

In the original context (of life within the cults of the Yoruba tradition), it means
separating the personal experience from that lived in the religious space or ter-
reiro, and in the proposal [..] means that, from the doorway outwards, we are
talking about aesthetic re-elaboration of ritual elements, and never in the trans-
position of the ritual to the stage [4, p. 23](free translation).

That is, what comes into the scene is not what is inside the terreiros and
the manifestations studied or alive in the imaginary of the individuals, but an
aesthetic re-elaboration of the elements present in these traditions.

The importance of Dr. Inaicyra’s pedagogical approach is based on a better
elucidation and dissemination of stories that «directly or indirectly concern all
those living in Brazil» (SANTOS, 2014, p. 36) - as opposed to the sense of be-
longing and in confluence with the sense of consciousness and affirmation - in
order to broaden and sharpen perceptions enriched in plural conceptions re-
garding culture, dance, education and art:

My object of research has been the cultural tradition and the creativity, but
properly understood as an expression of the corporeal diversity of the peoples
who live in Brazil and who have collaborated in this complex, colorful, beautiful
and so misunderstood social fabric. The homogeneity of expression is destruc-
tive, and it is therefore indispensable to understand the plurality of Brazilian
culture (SANTOS, 2014, p. 35, free translation).

Thinking about the traditions to be researched and/or as starting points,
whether they are material for artistic creations or studies, it is necessary to con-
sider their cultural values in question. It is necessary to see them as a source of
ideas whose aspects transposed and re-dimensioned to the pedagogical prac-
tices are capable of integrating and being integral to the educational process in
relation to the emotional and intellectual, the psychic and the physical, stimu-
lating critical thinking and awareness.

The development of the pedagogical practice in the pluricultural dance /
art / education proposal of Dr. Inaicyra Falcdo dos Santos continues in three
fundamental moments, interconnected consecutively: technical exercises, crea-
tive exercises and scenic assembly.
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Related to the aesthetics of movement and body consciousness, the tech-
nical exercises, although pre-established, structured in repetitions and for
specific purposes (SANTOS, 2014), vary according to the needs of the learn-
ers and the educator’s choices throughout the lessons. Dr. Inaicyra bets on
movements and exercises based on functional gestures'®, specific gestures
and emotional gestures®.

Thus, the movements made by a certain part of the body passed to other parts
of the body. In rounding with the shoulders and legs, for example, the hands
were normally used as an instrument, picking up, grabbing, pushing, twisting.
Producing gestures, they have also become a machete and a sieve [...] Particu-
lar attention has been paid to everyday actions of traditional society, such as
washing, twisting, scrubbing, digging, sifting, sweeping. Some of these actions
are related to the mythical universe of the orixas (SANTOS, 2014, p. 105, free
translation).

Its purpose is to stimulate the liberation of the students’ body, mind, spir-
it and physique (p. 104), understanding the search for gesturality as the very
function of myth conceived by Eliade?! (1972), in the same way as the total
perception of the movements and their actions. Only in this way the student
becomes aware of his/her body in complement to the aesthetics of the move-
ment: «In this way, the corporal and aesthetic consciousness of the movement
are complementary processes that the educator elaborates in his practice»
(SANTOS, 2014, p. 102).

The creative exercises, developed in practical laboratories of improvisa-
tion techniques and casual choices??, support the introduction to the artistic
making and the criticality of structural principles of dance codes. Through
sensorial and sensory exercises, this phase seeks to «work with culture not
only material, but also with ideas, feelings and values, articulating with a spe-
cific vocabulary and images» (SANTOS, 2014, p. 107), in order to that the stu-
dents instigate themselves to «unveil their own mode of expression through
the studied movements, being a redemption of the individual himself in the
context to be created by himself» (p. 108). While the student is related to the

18 Actions of work and daily life [11, p. 104].

19 Brazilian dance motifs [11, p. 104].

20 Gestures that express human feelings [11, p. 104].

21 «Understanding the structure and function of myths in traditional societies does not only mean
to elucidate a stage in the history of human thought, but also to better understand a category of
our contemporaries» [12, p. 3].

22 «When I refer to chance, | want to show that any event that occurred during the process was
valid. For example, one student suggested another possibility of movement; my own observation
of the class when I perceived in the bodies of the pupils variations of the proposed movements;
nature itself out there, a sound; all this information served as enrichment and direction in the
work» [11, p. 108].
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proposal presented, self-discovery and self-confidence are made in his artistic
work and his abilities.

In this phase, I tried to discover the basis of transformation of the studied sub-
ject by the research of the students in the community and in the classroom. Its
goal was for the movement to grow organically, with its own interactions and
intentions. It was an initial process aimed at objective re-creation, not in a real-
istic way, reproduced from the lived reality, but, above all, as a poetic evocation
(SANTOS, 2014, 109, free translation).

The third stage, which Santos (2014) calls scenic assembly, covers the previ-
ous phases and interweaves «experiences and expansion through the contact of
the students with people, at events in their cities, according to the themes dis-
cussed in the semester», seeking to dialogue from a perspective of «otherness»
and dealing with the knowledge of the «other», that one who is «different from
me», and his aspects. This phase includes a research of an specific theme in
a chosen field and the elaboration of an artistic creation raised from all the three
stages, as well as a written elaboration of the developed process.

The objective of the artistic product in the dissertative phase is to recre-
ate, to raise hypotheses and elaborate conclusions, as well as to experience
a process of construction of scientific knowledge considering the student’s
ability to express him/herself. The work also delineates the knowledge cov-
erage of the historical cultural context of the themes, research, bibliography
and materials collected during field research and seminars (SANTOS, 2014,
p. 110).

«Body and Ancestry», with its focus on the re-encounter of one’s ethno-cul-
tural roots, traditions and aesthetic re-elaborations of these traditions, is com-
posed by inner processes and external actions. The students, in search of their
«symbolic meeting» with their families, are led to the reading of a book (Bisa
Bia, Bisa Bel) and later, in an external action, to a field research according to
the chosen theme in their respective cities, and this research is then directed
to an artistic creation. It is important to clarify that this movement «in search
of roots» particularly characterizes the people of the diverse North and South
American nations, constituted by very different ancestries in a very difficult col-
onization process.

Santos (2014) deduces from the book Bisa Bia, Bisa Bel a «dynamic and
dialectical game of the before and after, of the retrograde and prospective in the
march of time» (p. 118), the same one approached by Conceicdo Evaristo in the
poem Vozes-Mulheres (2017). Both of them, as well as Ana Maria Machado in
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Bisa Bia, Bisa Bel (2000) [13], evoke the symbology and philosophy of Sankofa®
(adinkra ideogram that represents learning with the past to make the present
aware and build a better future).

Santos (2014) structures her methodological approach in the perspective
of the body as a carrier of knowledge and expression that, with the experiences
and processes woven in «Body and Ancestry», seeks the unique awareness of
the individual’s history and his ancestral rhizome, revisiting them in aesthetic
reworkings. Conceicao Evaristo attributes the concept of writing to a biograph-
ical and memorialistic expression of the existence of a body in the world, or
rather, the writings of self and of time. That is, both Conceicao and Dr. Inaicyra
attribute the human as their reference and identity in their proposals.

Conceicdo Evaristo (2008) used the term «escrevivéncia» for the first time
in 1995, when participating in a seminar composed, mostly, of black women
writers [14]. The writer attributes the concept of «escrevivéncia», first, to the
writing of experiences based on her social condition and the series of crossings
imposed on her in Brazil. Evaristo (2017) attributes his own writing marked
from experiences of contaminated subjectivities conscious, unconscious and
even ideologically as a condition of black women and their crossings in Brazil.

The concept of «escrevivéncia» is based on the historical term of enslave-
ment of African people in Brazil. Its background is thought as the other side of
orality. This is, «escrevivéncia» is the appropriation of the writing of those who
have always trailed oral trajectories, or, in a larger cut, black enslaved women.
«Our writing is not to slumber those of the great house, it is to bother them from
their unjust sleep!» (EVARISTO, 2018). The writer points out that the «Black
Mothers», when in bondage condition and due to their enormous oral compe-
tence, were forced to tell stories to sleep the children of the slave owners. For
her, black people now have the possibility of writing and no longer need to tell
stories to lull the sleep of whiteness, but to shout their subjectivities and reali-
ties in the ears of the oppressor, waking him of his unjust sleep.

23 Sankofa, the ancestral bird, is one of the many ideograms (set of graphic symbols) operated on
the adinkra writing system of the Akan people of Central Africa, especially Ghana and the Ivory
Coast. Sankofa, a symbol of a two-headed bird with one facing forward (the future) and the other
backward (past), means returning to the past to resignify the present and build the future. That is
to say, it is the rescue of memory, the curve, the awareness, respect and learning with the elders
and their legacies and narratives, in order to understand and make stories today and build a better
future tomorrow. Sankofa «has a very strong symbolic connotation in the sense of recovering and
valuing African cultural references. Each ideogram, or adinkra, has a complex meaning, represented
by dictates or fables expressing philosophical concepts. Sankofa means “it’s never too late to go
back and get what's left behind”, we can always rectify our mistakes. Learn from the past, build
on the foundations of the past. In other words, go back to your roots and build upon them for the
development, progress and prosperity of your community in all aspects of human achievement»
(https://projetomitologial.wordpress.com/2011/10/10/sankofao-bird-ancestor).
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For Barossi (2017), the writings of self and time can also be characterized
as enunciations that have stayed away from the canon of expressivity, since they
come from historically silenced spaces and marked by remnants still present in
contemporary colonialism and of slavery [15, p. 2]. That is, they are existential
manifestations of hostile and marginalized bodies - or rather, black bodies -
whose openness has been gradually occurring with the claim to the right to
writing and to practice their own «escrevivéncia».

«Escrevivéncia», instituted by the power of writing (po)ethics of new ways of
existing other than those instituted by the historical of slavery and colonialism,
but seeking the creation of a symbolic field that intertwines history, memory
and experience [15, p. 2](free translation).

In other words, the concept of «escrevivéncia» has the capacity to highlight
these previously despised histories, since

The notion of «escrevivéncia» acts as an ethical, aesthetic and poetic instance,
because it gives way to the change of perspective through the creative process.
The authorial subject inserted in the text, [...], and the discordant narratives of
the official stories, amalgamate themselves in the constitution of universes of
meanings and alternative symbolic systems, enabling new looks for the events
or even the creation, in the ethical sense, of new ways of existing [15, p. 13]
(free translation).

According to Oliveira (2009), the writings of self and of time are charged
with portraying the universe of the authorial subject in his writing. For Evaris-
to (2018), they may be related to a form of alphabetic writing, but they must,
above all, be attributed to any type of expressive manifestation of the body, be it
dance, gestures, voice or hands, that is, related to human manifestations linked
to the possibilities of orality and the expressiveness of the individual. To speak
of «escrevivéncia» is to speak of the writing of a body, of a condition, of a black
experience in Brazil [3, p. 3].

Transposing to the dance universe, thinking of «escrevivéncia» is to trace
and express the poetics of the traces and memories of the being. It is the at-
tempt to trace a body conscious of its condition and experience in its existence
in the world and how much its reminiscences (memories) form and enable it,
allowing the memory to overflow, to be articulated to its multiple narratives, ex-
pressing poetically the subjectivities crossed as a condition of being human. By
transposing the reflexive scale even further into the scope of dance and its ped-
agogical relationships, the concept of «escrevivéncia» has the capacity to make
the individual aware of his growth in all his skills and unfolding thinking about
its development as total being, anchoring dance as a significant communication
possibility between people with themselves and with each other.
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3. Dudu lyé: Black Reflections in Dance-Music Teaching

This topic aims to reflect on pedagogical practices based on Afro-Brazilian
plural knowledge in the proposal of a more conscious teaching, that includes a
sensitive knowledge regarding to the various narratives of the body and the dif-
ferent contexts of the students. It aims to investigate a multiple space, regard-
less of issues related to religiosity, socioeconomic or ethnic-racial conditions.

The bodies grewed in the terreiro environment weave conscious biogra-
phies of the multiplicity that underlies them. They see the density of the roots
that support them and provide «transatlantic crossings» aware of the threads
that bind them together. Bodies consecrated in «Sankofa» that balance accord-
ing to the ginga of the African diaspora.

Music and dance are substantial languages in terms of Afro-Brazilian her-
itage and cultural transmission. And, considering «bodies in diaspora» being
stoned by «escrevivéncias» in terreiro, dance and music act as «a means of com-
munication and documentation, serving as essential tools for oral tradition»
[16, p. 11]. In this universe, dance and music take care of all the corporeal, social
and historical historicity of local and translocal narratives cultivated in ances-
tral memories and manifestations. For Santos (2014), «Terreiros are religious
communities in which music and dance, vital aspects of the religion inherited
from African slaves, complement each other to offer a particular view of the
world» (SANTOS, 2014, p. 31). In the terreiro, music and dance act as indis-
sociable manifestations. Body and percussion operate as concretization of one
another. [s it the body that dances the sound of the batuque or the sound of the
batuque that dances the body? The batuque fills the body, the body fills the void.
There is no dance without music in the terreiro: the hand that evokes the tones
for the body is the same one that is moved paradoxically by the dancing body
where both integrate a mutual ancestral relation.

In the view of the 11é Yid Omi Asé Oiya Bocossun - we are once again giving
birth to the «escrevivéncias» composed in the first author’s grandmother’s ter-
reiro - most of the time, nagé rhythms and dances, except for specificities, bear
the same name. Both in their narratives, meanings and significances carry an-
cestral stories, passages, and events from the beginning-middle-end. For Vieira
and Avelino (2014), dance and music act as autonomous arts:

Often, when music is associated with dance, some controversies arise: the ten-
dency to consider them identical, confusing specific characteristics of each one,
making their identities vague. However, dance and music are independent arts,
considered by many scholars as artistic manifestations very close, although dis-
tinct [17, p. 134](free translation).

In the nagd perspective (with respect to I1é Yid Omi Asé Oiya Bocossun),
in what denounces the mutual concreteness of the music-dance relationship,
there is no insinuation of the need for the existence / e or development of one
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manifestation with the other [17, p. 134]. For Schroeder (2000), «to consider or
not the music indispensable to dance is merely a personal choice that does not
influence the legitimacy» [18, p. 4] of its creation. That is, music and dance sub-
sist on their own. In the terreiro, however, body movement only has meaning
and function when related to music and vice-versa. There is no dance without
music, there is no music without a body, there is no dance without batuque,
there is no batuque without drum, there is no drum without movement, there
is no movement without a body. There is no ancestor without a body, there is
no memory without a body, there is nothing without the body. Dance and mu-
sic lack the understanding of the surrounding context, despite they are bodies,
narratives or narrativities, instruments or devices with culturally constituted
meanings.

This leads us to reflect how the teaching of dance and its relations with oth-
er artistic languages, especially music, are established. Often, the pedagogical
practices anchored in interlinguations establish hierarchical criteria between
them, causing students difficulty in establishing a total body perception in har-
mony with music. The ancestral mutual relationship between dance and music
helps us to understand a body that need not only accompany and conform to
musical rules, or that music should guide the movements and actions of the
body. The nagé relation exposes the path of conception of the two languages
in balance and on the same level, in which the body can build confidence in its
movement and understand the innumerable possibilities of creations and col-
lective relations.

In order to reflect on the composition of a possible space for the empower-
ment of individuals through dance, capable of being known and recognized in
relationships, we believe in the importance of highlighting the concept of en-
cruzilhada (crossroads), Afro-Brazilian epistemology presented by Leda Maria
Martins®*:

Radial place of centering and decentering, intersections and deviations, texts
and translations, confluences and alterations, influences and divergences, fu-
sions and ruptures, multiplicity and convergence, unity and plurality, origin and
dissemination. Operator of languages and discourses, the crossroads, as a third
place, is generatriz of signic and diversified production and, therefore, of plural
meanings [19, p. 73] (free translation).

To propose the reflection of a dance teaching based (also) in Afro-diasporic
knowledge of terreiros is to portray an environment where different individu-
al contexts and distinct biographies are in a space of shock of diverse knowl-
edge, promoting meetings «generators of unexpected syntheses of elements
often conflicting» [6, p. 120]. The encruzilhada act as a territory of encounters:

24 Born on June 25, 1955, Leda Maria Martins is a poet, essayist, playwright, researcher and
teacher at the Faculty of Arts of the Federal University of Minas Gerais (UFMG).
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«it would be a third place, a place where, in the midst of the world, or, as Bhabha
(2013) defined it, an inter-place, generative of sign production, diversified and,
therefore, a territory of senses, of discursive elaboration, stimulated by the own
discourses that cohabit there» [20, p. 47].

This cosmic and philosophical perception intertwines, in the same circuit of
significance, time, ancestry, and death. The primacy of the ancestral movement,
a source of inspiration, fills the curves of a spiral temporality, in which events,
undressed from a linear chronology, are in the process of perennial transfor-
mation. Birth, maturation and death thus become natural events, necessary
in the mutational and regenerative dynamics of all vital and existential cycles.
In the spirals of time, everything goes and everything comes back [21, p. 84]
(free translation).

To point out a dance teaching as a encruzilhada is to believe in the compo-
sition of a space that «is not inside or outside, but in a tangential relation be-
tween that frontier or a zone of negotiation, between inside-out, center-periph-
ery, or even global-local, contributing to the destabilization of centralizing cat-
egories of utopian thinking, promoting tensions in a complex and hybrid way»
[20, p. 47]. Itis to reflect on pedagogical practices capable of building trust from
the movement. Practices that assure the student that by moving his body, he can
feel comfortable with himself and make himself aware that the revelation of his
dance is the projection of his body in the world, his «escrevivéncia» and his own
dramaturgy?®.

Dance traching and its pedagogical approaches are basal as far as the cogni-
tive, physical and autonomous development of the student is concerned. It pre-
sents itself as a didactic proposition that stimulates the creative possibilities of
each individual through the understanding of corporeal principles [22] capable
of raising awareness of individual subjectivities and re-signifying, through the
education of the sensitive, intra and interpersonal relationships. Dance holds
the ability to cross the gaze of alterity to empathy:

Education should be the growth of the individual in all his capacities and needs
for his development as total being. The integration of being allows the individual
to imagine, create and execute. Therefore, we consider that the goals of dance in
education should encompass the emotional, intellectual, physical and spiritual
aspects in order for the personality of the learner to be developed through con-
scious experiences. Dance in education should also provide the study of the
body, with the instrument of communication, consciousness about individual
history, about thinking itself, about dance action and technique (SANTOS, 2014,
p. 43, free translation).

25 This work focuses on the definition of dramaturgy of Profa. Ana Carolina da Rocha Mundim
[22, p. 49], who conceptualizes dramaturgy as a process that takes place in the body, by the
body and for the body and which, therefore, assumes an experiential context that is organized in
a particular way for each individual .
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More than thinking about dance in the teaching environment, it is neces-
sary to compose pedagogical practices enriched with plural knowledge in terms
of cultures, creativity and traditions, capable of accommodating the multiple
narratives served by education. To insert non-white epistemologies in educa-
tion is to dismantle the dichotomous story narrated by the whiteness between
«defeated» and «overcomers». It is to properly value the «relevance of the leg-
acy of the African diasporas to the Brazilian culture and to affirm affirmative
representation policies on the contribution of black protagonism in the field of
dance in general, contributing to the formation of a memory that does justice
and make visible the trajectories and contributions» [6, p. 118](free transla-
tion) of black experiences in Brazil. Thus, composing a crossroads that «fills
existing gaps in the production of historical knowledge in dance by recognizing
the black experiences that fecundate the Brazilian experience» [6, p. 118] (free
translation). Integrating knowledge of the African diaspora is the attempt to
decolonize dance teaching, contemplating the different forms of conception of
educational practices in (re) invention of popular practices in contemporary
times. It is a dance that takes the past back, conceives the present and projects
worlds at the same time.

Conclusion. We developed in this article reflections on a dance teaching
inspired by the methodological approach «Body and Ancestry» of Dr. Inaicyra
Falcao dos Santos, in the concept of «escrevivéncia» by the writer Conceicdo
Evaristo and some nagd’s knowledge of terreiro. In this reflection, under the
aegis of these three proposals, we have projected a dance teaching as a meeting
place where everyone is capable of knowing and recognizing in relationships,
whether intra or interpersonal, a encruzilhada (crossroads), an «inter-place,
generative of production a diversified, and thus a territory of senses, of discur-
sive elaboration, stimulated by the discourses that coexist there» [20]. A space
where the dance with its education of the senses act as revealing of the aware-
ness of the corporal historicities and histories and historicities of the sensitivity
of each student, showing that its discursive corporeality is one, but infinite to be
added to the collective. «Escrevivéncias» can make up the discourse that dances
and acts in the world.

Including Afro-diasporic knowledge in dance teaching helps us to reflect
on the dishonest renunciation of black performance in the multiple spheres of
contemporaneity and «modernity», which conceive of infinite trajectories of
knowledges and acts in dance [1]. It is to expose the hermetic and colonized
gear that invisible black narratives and stifles any possibility of representation
and representation in any medium, be it artistic or social.

To think about a dance teaching intertwined with aesthetics, nagé oral
epistemologies under the routine of diaspora bodies acting together with the
collective imaginary of individuals and individual and collective memories, is
to assume an experiential context that engenders the individual formative pro-
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cesses in their elaboration paths artistic, aesthetic and creative. Reflecting on
oral perspectives and non-hegemonic cultural knowledge coupled with existing
teaching strategies in the current dance scene is to enable new pluralistic and
inclusive pedagogical practices capable of accommodating the multiple narra-
tives and biographies addressed in education, offering an empathic look capa-
ble of supporting the diverse contexts.

The conjuration of dance in teaching is necessary. It allows greater auton-

omy and individual understanding, enabling the student to understand the dif-
ferences and the multiplicities that underlie it.

10.

11.

12.

13.
14.
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