n . n théQAmexicé§?:*media( politicgjgﬁa¢§é

Ttem. Call ] BL600 .P47 2007
~Ttem Vol/Part-»

Artlcle Tltle- Performances of Spl‘*ﬁ
Article Author: Leda Martins
Art Vol/P 't

Total Pages: 1.

M’Notes. - 6909664~ 2009.09.23 11:06:24




bthics. We must
here something
2 religion from
into entertain-
ious experience

uinly the recent
an unsatisfacto-
to supply what
as Renato Ortiz
competing uni-
g universals are
alization’ in the

168-86). For

World News.
995).

Kraniauskas’
35).

PERFORMANCES OF SPIRAL TIME

leda martins

M
3
1

3
Captain Antdnio Vitor Velozo, Brotherhood of Our Lady of
the Rosary of Jatoba. Courtesy of the archive of Glaura Lucas.
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Scene 1

It has been said that, for a long time, African slaves in the Americas
drew cosmograms of their original cultures on turtle shells and bird
feathers, so as to indicate to their ancestors, who were buried in Africa,
the location of their exile in the faraway American landscape.

Scene 2

Naéo hé lugar achado

sem lugar perdido.

Casam-se além as falas de um lugar
1o encontro da memébria

com a matriz.

(Rui Duarte)

There is no place found

without a place lost

The tongues of a place unite beyond
in the meeting of memory

with the origin.

Scene 3

In the backyard of a chapel, in the suburbs of a present-day Brazilian
metropolis, the sounds of drums give rthythm to the choreography of
the dances around a mast that slowly rises into the air, lifting the flag
of Our Lady of the Rosary, the African lady of the waters, queen of the
earth and the air. Candles and lanterns light the foot of the mast stuck
in the ground, celebrating also those who have long gone. The ances-
tors have located their families and engrave the invisible face of Zumbi
alongside the face of the Christian divinity. The performers of the rite
sing and dance the memory of Africa, a landscape both lost and
found, evoked by reminiscence in the atmosphere of the rituals. Time
bends together the gestures; the delicate movements of the bodies, the
plays, the numinous emblems of the song, the curves of the rhythm and
choreographies that set the night on fire, flooding it with melody and

mystery.




i in the Americas
e shells and bird
:buried in Africa,
mdscape.

ent-day Brazilian
choreography of
ir, lifting the flag
ers, queen of the
of the mast stuck
gone. The ances-
ble face of Zumbi
yrmers of the rite
e both lost and
the rituals. Time
of the bodies, the
f the rhythm and
with melody and

PERFORMANCES OF SPIRAL TIME

THE BODY, SITE OF MEMORY

Africa prints her marks, traces and styles on the American territories,
inscribing herself in palimpsests that, by means of countless processes
of cognition, assertion and metamorphosis, both conceptual and for-
mal, transcreate and perform her presence and heritage. The arts and
cultural creations coloured by the African knowledge reveal the ingen-
ious and arduous means of survival of the African memory trans-
planted to the Americas by the diasporic Atlantic slave-trade and by
other transcultural and transnational routes.

Among several other forms of expression, ritual performances
offer us a rich field of investigation and knowledge, turning visible the
processes of displacement and surrogation, acting as éupplements
which seek to make up for the lacks and gaps in the cultures and of
the subjects that reinvented themselves in new territories, dramatizing
the pendular relation between memory and oblivion, origin and loss.
Within this operation, displacement, metamorphosis and recovery are
some of the basic principles that the afro-descendents’ performative

practices reveal and reiterate. As Wole Soyinka (1996: 342) affirms, .

under adverse conditions, cultural forms must change in order to sur-
vive. Or, as Joseph Roach (1996: 2) argues,
In the life of a community, the process of surrogation does not begin
or end but continues as actual or perceived vacancies occur in the
network of relations that constitute the social fabric. Into the cavities
created by loss through death or other forms of departure . . . sur-
vivors attempt to fit satisfactory alternates.

The ritual performances associated with the sacred, for example,
are fertile occasions to recreate the vast domain of reminiscence, given
the multiple repertoires of mnemonics, patterns, techniques and resid-
ual cultural procedures expressed by and through the body, the site of
memory for many cultural backgrounds. The rites transmit and institute
aesthetic, philosophical, metaphysical and other forms and modes of
knowledge through the frames, apparatuses and conventions that shape
the performance. In this perspective, the ritual performative act not
only alludes to the semantic and symbolic universe of the re-presented
action (the ‘twice-behaved behavior’ of Schechner), but also constitutes
and builds, by it, the action and its means. For Richard Schechner
(1994: 28), the ritual performative acts ‘are not only about time and
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space but also about extensions across various cultural and personal ‘
boundaries.’ ‘

These considerations on the significance of ritual performance for !
the African diaspora will help us discuss one of the richest and most
expressive ceremonies of one Afro-Brazilian religious system: the ritu-
als of the Congados, which are a reminiscence of Brazilian Bantu foot-
prints. First, I intend to present a brief descriptive and interpretative

‘musical score’ of the mythopoetic narrative that guides the symbolic
acts of the festivities and the liturgy of the rites. Then, I will concen-
trate on the forms of reterritorialization and recreation, in the New
World, of two of the most important African philosophic and cognitive
notions associated with the rites: the concepts of spiral time and of
ancestry lineage.

/
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Black culture is the reign of crossroads. The Brazilian cultural fab-
ric, for example, derives from the intersection of different cultures and

symbolic systems: African, European, Native American and, more
recently, Oriental. From these processes of transnational crossings of
ethnicities and languages, various vernaculars emerge, some wearing
new faces, others resembling old styles, with subtle differences. In the i
attempt to better understand the dynamic variety of these processes of | ]

signification, interaction and intersection, I use the term crossroads as a ‘ i
theoretical clef that allows us to locate, as it wére, on a musical staff, the “,
hybrid forms that emerge thereof (cf. Martins 1995). The notion of ‘
crossroads, used as a conceptual tool/instrument, offers the possibility of |
a systemic and epistemic interpretation of the exchange that results
from the intercultural and transcultural processes, in which performa-
tive practices, conceptions and world views, philosophical and meta-
physical principles, diverse forms of knowledge, confront and intersect.

In the Nago-Yoruba cosmology, as well as in the world view of the |
Bantu cultures, the crossroads is a place of intermediation between
systems and instances of various forms of knowledge, and it is often







