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SuzelAna Reily

To Remember Captivity:

The Congadosof Southern
Minas Gerais

O congado 6 do tempo dos escravos ... Na
libertacao dos escravos,... fizeram a festa ...
Foi dai que surgiu o congado. A unica coisa
que eles tinham pra bater era a caixa, aonde
n6s temos as caixas.... Foram dancar pra
Nossa Senhora do Rosario e Sao Benedito,...
que Sao Benedito 6 o verdadeiro congadeiro e
Nossa Senhora do Rosario foi a rainha que
cuidava deles, protegia eles no cativeiro....
Disso ai criaram, ne, evoluiu, e hoje o
congado ter bastante instrumento.
The congadois from the time of the slaves ....
When the slaves were freed,... they held a
festival.... That's how the congadoemerged.
The only thing they had to play was a drum,
which is how we have our drums....

They

went to dance for Our Lady of the Rosary and
Saint Benedict, . . . because Saint Benedict is

the true congadeiro[congadoparticipant], and
Our Lady of the Rosary was the queen who
took care of them, protected them in captivity....

From this they created, right, it

evolved, and today the congadohas a lot of
instruments. (Pedro Cigano, Campanha,
Minas Gerais)
Congados-or congosl-are drum-based music and dance ensembles that typically perform during festivals in honor of Our Lady of the Rosary, Saint
Benedict the Black, and other popular Catholic saints. Congadosare common
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in many small Braziliantowns, particularlyin the southeasternregions of the
country. In southern Minas Gerais, where this project was undertaken, the
most widely known myth to explain the origin of the tradition claims that
congados
emerged to celebrate the abolition of slavery,which was proclaimed
in Brazil in 1888. Although historical records attest to the existence of such
associations long before abolition, congados
today are privileged sites for the
and
of black social memory.
transmission
construction,preservation,
For Paul Connerton (1989), social memory is composed of the recollections and images of the past that a particularsocial group considers worthy
of remembering, and the way in which the past is conceptualized impacts
how the present is experienced and interpreted. Connerton highlights the
role of ritualenactment in conveying and sustainingsocial memory, arguing
that the efficacy of enactment resides in its performativity;rather than simply reminding the community of its master narratives,the actions performed
duringritualshabituatethe body to its most cherished values and categories.
Every group, Connerton (1989, 102) claims, "will know how well the past
can be kept in mind by a habitual memory sedimented in the body."
Connerton's basic argument is that "bodily social memory"-that is,
unreflected culture-specific bodily practice-is a highly conservative force
which creates an inertia in society's structures, and therefore it is commonly implicated in the legitimization of the present social order. While I
am also inclined to view the body as the basic culturalsubstrate,Connerton
does not adequately account for the complexities in the processes of bodily
inscription. It is precisely because bodily automatism limits the scope
for critical evaluation that the body is a site of intense struggle over the
control of what gets inscribed upon it. The very physical violence perpetrated upon bodies, especially subordinate bodies, to habituate them to
submissive postures, attests to their unwillingness easily to submit to
inscription. Indeed, subordinate groups actively engage in countering the
sedimentation of hegemonic inscription upon their bodies through bodily
practices of their own. Many of the "weapons of the weak" described by
James Scott (1985), such as foot-dragging, pilfering, and sabotage, have a
distinct anti-hegemonic bodily base. In a later work, Scott (1990) extended
his inventory of subaltern weapons to include structuredforms of expression with a certain degree of public visibility. Scott focuses upon text-based
expressive forms, such as folktales, song lyrics, jokes, and the like, but the
inventory could-and should-also include music and dance, prime sites
for the acquisition of bodily consciousness (Cowan 1990, 24).
Although the body is not the central focus of Scott's work, his discussion
of subaltern expressive forms is pertinent here. He notes that subaltern
groups strive to carve out autonomous peer-based social spaces away
from the direct gaze of the powerholders, in order to create dissidentor hidden-subcultures, which are kept separate from the public interclass arenas. Scott notes that subcultural discourse is formalized through
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expressive repertoires that contain what he calls "hidden transcripts,"that
is, critiques of power that articulate subaltern experiences of social injustice. Scott emphasizes the experience of assaults upon one's dignity and
self-esteem that typically accompany material exploitation, pointing out
that these themes are prominent in hidden transcripts.They often express
cathartic fantasies and social visions, which invert and re-invent the social
order, portending alternative-and more dignifying-social arrangements.
Given their potential subversiveness, the public manifestation of hidden
transcripts typically involves forms of disguise that veil their content
behind a veneer of innocuousness and harmless playfulness.
The social memory of subaltern groups bears all the hallmarks of
hidden transcripts,such that one could refer to "hidden social memory," in
which the events of the past that are singled out as worthy of remembering
are precisely those which heighten awareness of and critique present
circumstances. Hidden social memory is most effectively conveyed and
sustained through performance, allowing the subaltern classes to gain
unmediated bodily experiences of alternative social arrangements at the
same time in which they habituate bodies to a world governed by these
alternative principles. The media of music and dance performance constitute efficient mnemonic devices for the preservation of hidden social
memory; while the sensual bodily activity of singing and dancing counter
the inscription of submissive postures, it can be publicly paraded as harmless entertainment. Indeed, ethnomusicologists have long noted that it is
often possible to voice in song and dance that which cannot be declared
openly (cf. Merriam 1964, 190-97).
In this paper I shall be looking at the congadotradition as a site in which
subaltern communities of southern Minas Gerais strive to assert control
over their bodily social memory. Congadosbase their activities on recollections of the abolition of slavery, an event sanctioned by the saints, thus
affirming its moral correctness. The historic cover for the tradition has
been its connection to the official religious system. Though repressed at
times, the clergy and the powerholders have been more inclined to take
ambiguous stances toward these ensembles, perceiving them as little more
than innocent, if unorthodox, forms of entertainment. For the participants,
however, the recreation of the celebratory atmosphere of abolition serves
as a forum for the enactment of their versions of the black experience, and
it places their bodies within their visions for society.
This investigation is based upon the activities of the congadosof
Campanha, a charming little town in southern Minas Gerais, where the
congadotradition is particularlystrong. As in other towns in this region, the
focus of congadoactivity is the local festival of Our Lady of the Rosary. In
Campanha the festival takes place sometime in August, the actual date
determined each year by the parish priest. I note, however, that my
familiaritywith the congadotradition extends beyond Campanha. Since the
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early 1980s, I have been conducting research on congadosand other forms
of popular Catholicism throughout southeasternBrazil (Reily 1994b, 1995).
I have used some of this material here, but the discussion centers upon
Campanha because it was the focal point for the dissemination of the tradition in the wider region of this discussion.

Campanha, Congados,and Class Relations
Campanha was founded as a clandestine mining town in the early eighteenth century, but it was brought under colonial jurisdiction in 1737,when
it was "discovered" accidentally on purpose by the colonial authorities,
anxious to insure the region paid its taxes to the crown.2 At that time
Campanha was clearly a well established settlement with a population of
around ten thousand people, including seven thousand black slaves who
worked the mines for the white minority (Casadei and Casadei 1989,
14-15). Almost immediately Campanha became the region's cultural and
economic center, and its dominance lasted well into the nineteenth century.The wealth generated by gold is still evident in the colonial and imperial architecture of many of the buildings, and today some active citizens
are trying to develop the town's tourism.
As in other mining regions, the decline in gold production led to an
economic emphasis on cattle, and by the turn of the twentieth century on
coffee. More recently, coffee groves have begun to give way to citrus fruit
production. The agriculturalcrisis of the 1960s left the local economy in a
state of relative stagnation, and the population fell dramatically as locals
moved to the more prosperous economic centers of the southeast, particularly Sgo Paulo, Rio deJaneiro, and Belo Horizonte. The current population stands at 12,500 people. Alongside agriculture,which absorbs around
37 percent of the local work force, a few small craft-basedindustries, commercial establishments, the municipal government, and institutions connected to the Catholic Church are the primary sources of employment.3
Because of the limited job opportunities, out-migration is still common,
particularly among the younger generations.
Campanha's social space is marked by a strong class divide. The local
elite represents itself as "enlightened" (esclarecidos)
and "cultured"(gentede
cultura)in opposition to the lower classes, which are seen as "simple"(simples)
and "uncultured"(gentedepoucacultura).The lower classes, on the other hand,
define themselves as "poor" (pobres)in opposition to the "rich"(ricos)and
"refined"(gentefina).4Viewed in terms of the criteria used in the national
census, however, most members of the local elite would hardly be classed as
rich, fitting more comfortably within the category of middle class, or even
lower middle class. They live primarilyaround the central core of the town,
while the lower classes are concentrated in peripheralneighborhoods.
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The members of the congadosare recruited from the poorest sectors of
the town. Most are manual laborers, particularly boias-frias(agricultural
day-laborers), but also janitors, street cleaners, construction workers, and
other low-paying jobs. As in other parts of Brazil, the troupes are associated with blacks, and a black presence is evident in most of the groups.
None of them, however, exclude people on the basis of skin color. Rather,
social class also determines participation. In Campanha, blackness is as
much a social as a racial category; as a social category, it is constructed
through an identification of the experience of poverty with the historic
subjugation of blacks in the country.
In the last few years there have been from three to five active congadosin
Campanha at any given time. Like other such ensembles in the region, the
groups are dominated by drums of all sizes, including several large bass
drums known locally as treme-terras
(literally earth-quakes)or surdoes,various caixas(cylindrical double-headed drums) of different sizes, and a few
snare drums (tarois).Other percussion instruments used include tambourines (pandeiros),reco-recos
(cylindrical scrapers) and shakers. Congadosare
not exclusively percussion ensembles; they also employ stringinstruments,
such as violas (five double-coursed instruments slightly smaller than guitars),guitars,bandolins(mandolin-typeinstrumentswith four double courses),
and violins, as well as an accordion or two and a pair of brass instruments,
such as cornets, trombones, or tenor saxophones. Over the instruments,
short verses, rarely more than four phrases in length, are sung responsorally
by two duos, first in parallel thirds, then in parallel sixths.
Since colonial times, Campanha has prided itself in its musical life, and
one version of this story is told by the celebrated local musician, Marcello
Pompeu (1885-1988), in a small booklet entitled Subsidiosparaa histdriada
misica da Campanha(1977). This document, however, makes no mention
of the congadosor of any of the other musical traditions patronized by the
town's lower classes;5it focuses exclusively upon the musical activities of
the local elite, describing the processional bands, church choirs, orchestras, pianos, serenades, and parlor dances that entertained the more prosperous sectors of Campanha during his long life.
In omitting the congadosfrom his account, Pompeu's representation of
Campanha's musical life is entirely coherent with the dominant attitudes
of the local elite toward these organizations. I was repeatedly warned to be
cautious during my research, because the social space of the congadoswas
considered to be dangerous. This notion is premised on the perception
that violence and fighting occur frequently amongst congadeiros,
instigated
by excessive drinking and rivalries between the groups. But fear of the
associations amongst the elite also rests heavily on the belief that congadeiros
practice black magic-or macumba-and this is taken as a self-evident
justification for their disqualification.
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These disparaging attitudes, however, are offset by yet another set of
local discourses, which have been borrowed from nationalist culturalideologues. Here the congadosare placed in the category of local folklore, which
represents them as valuable repositories of local heritage and potential
tourist attractions. Respected voices within the local elite feel that "their"
congadosshould receive local support, but because they are represented as
local heritage, or collective town property; the responsibility for supporting them is made a matter for the state, exempting the individual citizen.
In recent years the municipal government has become the major patron of
the congados,taking on some of the financial responsibilities associated with
the Festival of Our Lady of the Rosary. Authorities now serve meals to the
congadeirosduring the festival, provide transport for the ensembles from
their neighborhoods to the church yard, and supply each group with a few
instruments each year.
For their part, congadeiros
are aware of the disparaging attitudes held by
elite
toward
the
their cultural activities, and on occasion they express reat
the
lack
of
gret
support they receive from the wider community. Yet by
the same token, they do not seem to make any deliberate efforts to dispel
the depreciation of their ensembles; in fact, at times they appear to openly
encourage it. A few local politicians spoke to me of the exasperation they
to
experienced whenever they attempted to consult with the congadeiros
assess their needs. The congadeiros,they claimed, would not respond to
their inquiries with straightforwarddemands, and their own suggestions
were systematically met with resistance. This ambiguity highlights a dilemma facing the congados:finding ways of encouraging support for their
associations without losing their autonomy.
The most powerful weapon in the arsenal of the subaltern classes of
Campanha is the widespread suspicions in the congadeiros'
ability to mathe
black
It
forces
of
is
that
in Campanha
to
note
magic.
nipulate
important
there are no organized Afro-Brazilian religious communities, such as
candombleand umbandatemples, such that any magic practices, if practiced
at all, are covert individual affairs. All of the town's congadeirosI interviewed on the matter denied any personal engagement with macumba,but
they had no reservations in implicating others in such practices. Similarly,
many members of the elite claimed they did not believe macumbato be
powerful, and many of those who said they did think it could affect people's
lives considered themselves to be well protected against such forces. Yet
practically everyone contended that most people feared the powers of
macumba,even if they denied it.
Macumbais a secretive and anonymous force, which defies any form of
objectiveverification;its power resides in the beliefinits power. In Campanha,
these beliefs are sufficientlyentrenched to affect the dynamics of inter-class
relations. On the one hand, the possible threat of falling victim to the forces
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leads members of the elite to avoid any unnecessary contact with
of macumba
members of the lower classes; on the other, it insures that where contact
cannot be evaded, care is taken to avoid offending the subalternparty during
the interaction,if only as a precautionarymeasure. Thus, as some community members contended, reasonable requests on behalf of a congadomade
considered to be particularlypowerful macumbeiros
(macumba
by congadeiros
are
practitioners) rarely denied by local businesses, more out of the fear of
macumbathan out of a sense of social responsibilitytoward the poor. Local
ideas pertainingto blackmagic, therefore,constituteone of the primarymeans
throughwhich congadeiros
safeguardthe autonomy of their organizations;but
that they receive at least some financial supalso
them
to
insure
they
deploy
for
from
wider community.
their
activities
the
port
The folklorizationof the congado
traditionmight also be viewed againstthe
the
has transferredresponsibilof
forces
of
macumba.
Folklorization
backdrop
of
for
the
the
onto
the
state, creating a legitimate avenue
congados
ity
support
for putting local funds, however limited, at the groups' disposal, in a manner
which precludes interaction between congadeiros
and ordinary respectable
citizens. Although the dispensation of municipal funds is mediated by
individualsthrough clientelisticnetworks,staterepresentativescan-and doinvoke the complexities in the structureof government to distance themselves from any direct link to the funds held by government. Given that their
positions are achieved through electoral processes, government officials
have a vested interest in attending to at least some of the demands of the
electorate,many of whom are directlylinked to congado
communities;but the
institutionalnature of government is sufficientlydiffuse and impersonal as to
be impervious to the forces of magic. One could say, therefore, that, in the
local context of Campanha, folklorizationhas become the elite response to
macumba,
serving to articulatethe top-down mediation of culturalpatronage.
The "balance,"if one can call it that, achieved through the complementary roles of macumbaand folklorizationis extremely fragile, as it does little
more than mask the tensions and frustrationsthat derive from the social and
economic divisions cross-cuttingthe population of the town. In a context of
limited wealth, the resources that are made available to congados,however
generous, will inevitably be considered insufficient. But any increase in
support also entails an increase in external control. The ambiguities and
contradictions in the discourses and attitudes of the diverse social sectors
of the town attest to the complexities involved in the co-existence of
asymmetricalbut inter-dependent social sectors in a highly divided society.

Historical Reconstruction
It is generally believed that the ensembles that are now known as congos
and congadosdeveloped during the colonial era as a means of celebrating
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the coronation of black kings, which slaves in urban areas were allowed to
elect from time to time (Alvarenga 1982, 100; Bastide 1985 [1960], 173).
The earliest documents referring to the coronation of black kings in Brazil
date from the early eighteenth century, but several researchers (Bastide
1985 [1960], 173;Travassos Lins 1992, 232) contend that they were probably taking place well before that. Following the coronation, the slaves
processed through the streets dancing and singing to commemorate their
new leadership, and these processional ensembles were named after the
African nation to which their members belonged. Coronations were most
frequent amongst Bantu slaves of Congolese origin, such that eventually
black kings throughout the colony came to be referred to as Kings of the
Congo, and around them elaborate courts developed.
The courts were organized within the black confraternities (irmandades),
particularly the confraternity of Our Lady of the Rosary. In the colonial
period, religious confraternities were the dominant institutions linking
church and society, and their main activities involved charity work, but
they also promoted religious and social activities.6Most irmandadeswere
organized along racial lines, with separate associations for whites, pardos
(colored people) and blacks, and each confraternity promoted an annual
festival on the feast of its patron saint. Patron saint festivals were the focus
of colonial religious life. On the one hand, they stimulated competition
amongst irmandades,each striving to out-do its rivals in its display of ostentation (Priore 1994, 25); on the other, they were one of the few "opportunities for the mingling of all classes on terms approximating equality" (Boxer
1964, 134). Throughout Brazil, the irmandademost commonly associated
with blacks, both slaves and freed slaves (forros),was the confraternity of
Our Lady of the Rosary, and the festival of Our Lady of the Rosary became the most important date on the black calendar.
The organization of slaves into confraternitieswas encouraged by the
colonial officials,who often also had a hand in the selection of the members
of their courts. It has been claimed that the King of the Congo had the political role of mediating between the black population and the local officials
(Bastide 1959, 19); thus, Tinhorao (1975, 44) has argued that, through their
confraternities,blacks had a means of participating,albeit from a marginal
position, in the wider colonial society. Others, however, contend that
the courts had a fundamentallycompensatory role, providing slaves with an
illusion of autonomy (Scarano 1976).Regardless of how effective they may
have been as political organizations, the black confraternities engaged
actively in raising funds to buy the freedom of their members (Boxer 1964,
177) and to finance their burials (Bastide 1985 [1960], 167-68). They also
served as a focus for black recreational activities, and on Sundays and free
days slaves and forrosgathered in the churchyardto sing and dance.
firstemerged in Ouro
In the mining regions of southeasternBrazil,congados
Pretoand SaoJoao del Rei, and then diffusedthroughoutthe region,wherever
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there was a large concentration of slaves (Almeida Barbosa 1965, Correa
Minas Gerais
Giffoni 1989).The wealth of the mines allowed the irmandadesin
to flourish, and religious festivals were staged very ostentatiously.Even the
festivalsorganizedby blackscould be extremelylavish, servingas a legitimate
context in which slaves would publicly display their organizationalpotential
and numericalstrength(Priore1994, 83). Foreach festivala couple was elected,
generallyfrom the white population,and they acted as patronsfor the festival
under the title of King and Queen of the Year.Their primaryobligationwas to
raisefunds to provide food for the attendants.
The legacy of the black colonial courts is still evident in contemporary
festivals in honour of Our Lady of the Rosary. In some areas of Minas
Gerais, all of the congadosin a particular town form the local congada,an
institution which unites the congadosinto a federation, or kingdom. This is
the case in Itapecerica, Minas Gerais (Giffoni 1989). Some congadashave
quite elaborate courts, including a Perpetual King and Queen, who are
almost always black; a King and Queen of the Year, who are generally
white; a specific king and queen for each congado,judges, ambassadors,
masters of the festival poles and so on, all roles that are generally held by
blacks or poor whites. Royal insignia, in the form of crowns, scepters, and
tradition.In Campanha the congados
capes, are very visible within the congado
do not form a congada,but they are all united under a Perpetual King and a
Queen of the Congo. Although the colonial courts may have had a distinct
political role, contemporary courts are entirely symbolic; as Carlos
Rodrigues Brandao (1985, 41) has put it, they rule over an "empty kingdom." The royal symbols have persisted, however, because they ennoble
those who wear them and dignify the culture they represent. Furthermore,
as TravassosLins (1992, 226) has pointed out, "[r]itualizedinversions focus
attention on social hierarchies."
There are no documents to pinpoint when the first congadosemerged in
Campanha, but black dance associations dedicated to Our Lady of the Rosary have probably been performingin the town since at least the early nineteenth century. The Church of the Rosary was completed in 1759, which
of the Rosarywas alreadyin existence at the time.
suggeststhat the irmandade
Constructed out of stone, the church was located on the periphery of the
town, which is where churches of the Rosary are usually to be found to this
day, just as their patrons occupy marginal positions within society. In the
memoirs of his youth in the town, Francisco de Paula Ferreirade Rezende
(1987) described the festival promoted by the black confraternityof the Rosary in the 1830s as "the most joyful" of the annual religious festivals of
Campanha. There were two black dance associationsat the time, one made
up of urban slaves and the other of rural slaves; the two groups competed
with one another for the attention of the attendants at the festival. Woven
between their musical performances there was the enactment of the
"embassy"(embaixada),
representinga battle between Christiansand Moors.
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The main event of the festival was the Ascent of the Rosary, in which
the King and Queen of the Yearwere accompanied by the musicians from
their homes to the Church of the Rosary, located on the highest peak of
the town. He described this procession in the following terms:
As negrasiam vestidascomo queelastinhamde melhorou quepodiamarranjar
e como,deordindrio,
aquilode
aquiloquemaisse apreciaejustamente
emprestado;
embora
houvesse
sol nem
menos
muito
raro
era
a
nao
precisamos;
que
negra,que
o quepodiam
chuva,ndosubissede chapeudesol aberto.Ospretosfaziamtambem
duparabem aparecernaqueledia;e muitoshaviaquetudoquantoajuntavam
ranteo ano,nestafestao consumiam.
(authoremphasis)
Blackwomenwent [tothe festival]dressedin the best clothesthey ownedor
wereable to borrow;and sincethatwhichwe mosttreasureis thatwhichwe
need the least, it was very rare for black women not to be wearingwide
brimmedhatseven if it wasneitherrainingnorexcessivelysunny.The blacks
also did what they could to beseenon that day, and therewere many who
spenteverythingthey had savedover the year duringthe festival.(Rezende
1987, 192;authoremphasisand translation)
It seems that the basic template of the festival remained fairly stable until
1950, when the old Church of the Rosary was demolished, allegedly because
its roof was caving in. The local historian, Vinicius de Vilhena de Morais
(1988, 47), however, claims that it was in "perfecthealth" when it was tor
down, lending credence to local gossip suggestingthat the town priestshad it
It was
demolished in the hope of curtailingthe activitiesof the local congados.
not until 1975 that a new chapel in honour of the Rosary was built on the
outskirtsof the town, and this is where the festival is currentlyheld.
Despite the absence of a fixed location for the festival before the new
church was built, the congadoscontinued promoting their festival in a
vacant lot, and those that lived through the traumaof this period were proud
to say that there was not a single year in which the festivalfailed to take place.
resisted the eradication of their tradition,
Even though the local congadeiros
the structureof their celebration changed significantlyduring this vacuum.
First,the "embassy"stopped being staged some time during the early 1950s,
are convinced that "thebook" containing the
and now many local congadeiros
has
been
lost and fear that it will never be reconof
the
enactment
script
structedagain. Despite these claims, there are copies of the scriptto be found
in Campanha, as I was able to locate two of them, and on several occasions
recited sections they could still remember.7It would seem, therecongadeiros
resistance toward the revival of the embassy rests
fore, that the congadeiros'
awareness
that
to stage the play again they would have to call
their
upon
upon the assistance of a literate member of the local elite, thereby losing a
degree of autonomy over their activities. Indeed, the past rehearsals were
conducted under the supervision of a local school teacher, whose rehearsal
techniques were described as strictand demanding.
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The demolition of the original church also had a strong impact on the
organization of the patronage system of the festival, for it was during this
found it increasinglydifficultto engage the wealthier
period that the congados
members of society in the roles of Kings and Queens of the Year. Thus,
unlike festivals in neighboring towns, the festival in Campanha has become a "festivalwithout an owner," to use Roberto daMatta's (1991 [1975],
87) phrase, so there is no distribution of food to all participants, a veritable
anomaly for a Brazilianpopular Catholic festival. It was during this period
that the municipal government firstbegan providing financial assistance to
the festival,justifying the action in terms of the folkloric value of the congados
to local heritage. Even though this intervention has not provided an incentive for the local elite to begin re-investing in the festival and the congados,
it has created the infrastructureto attract peripatetic vendors to the town
during the festival, and the stalls (barracas)they set up attract large numbers of people to the church grounds.
In other towns in the region, there are still members of the white social
sectors willing to take the crown for a year. However, the Festival of the
Rosary in Campanha represents an extreme example of the general
folklorizing trend of this celebration in southern Minas Gerais. With the
exception perhaps of Monsenhor Paulo, where the festival is subsidized
annuallyby a local coffee baron with considerablenationalpolitical clout,8in
most other towns the courts are shrinking and elite interest focuses almost
exclusively on the commercial enterprises surrounding the festival. Even
during the Ascent of the Rosary, the most importantevent of the festival, in
which the congados
process through the town on their way to the church with
the sound of their drums completely dominating the soundscape, the
ensembles attractlimited attention outside their own communities.
who are quite articulate
This has not gone unnoticed by the congadeiros,
in discussing their perception of elite attitude toward their performances,
and it has even affected the structure of their music: since the late 1970s
and early 1980s, congadoshaveprogressivelyenlarged the size of their drums.
In fact, treme-terras
are a recent addition to the ensemble; previously only
was placed
caixasand a snare drum were used. Initially only one treme-terra
in the center of the ensemble, behind the accordion and violin players.
From then on, more and more bass drums were added, and today most
congadoshave at least four or five of them, though some have as many as
eight. The inclusion of these instruments has dramatically increased the
volume of the ensembles, practicallyrendering the vocal parts and stringed
instruments obsolete. For this reason brass instruments were added to the
ensemble, doubling the melodic line at every other repetition.
As the congadeiros
themselves concede, once one ensemble added a tremeterra,other groups were compelled to follow suit, so as not to be drowned
out by the louder groups during festivals. Thus, competition between ensembles has been a major force propelling these changes. But the desire to
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attractthe attentionof the wider community has also played a significantpart
in instigatingthem. While throughthe pageantryof theirperformancescongados
demand to be seen, as Ferreirade Rezende so appositely noted, through the
volume of their music-makingthey now also demand to be heard.

Social Memory
Social memory and historicalreconstructioncan, at times, cross paths,particurecollection
larly in relation to eyewitness testimonies, as in the congadeiros'
of the changes that took place within the festivaland the congados
afterthe demolition of the local Church of the Rosary.Other aspects of social memory,
however,standin directoppositionto historical"fact"Withregardto the congados,
this is made especially clear in relation to the widespread notion amongst
that the traditionemerged to celebratethe abolition of slavery, an
congadeiros
idea which is demonstrablyinaccuratewhen viewed in relation to historical
documentation. In fact, the local historian, RobertoJefferson in a personal
communication,claimed that there were only six slaves left in Campanha on
the day of abolition;anticipatingits declaration,most slave ownershad already
freed their slaves, switchingto share-croppingsystems and indenturedlabor.
Regardlessof whetherthe recollectionsof socialmemory are congruentwith or
opposed to versions of the past which might be acceptable to an academic
historian,their significanceresides in the manner in which images of the past
impact upon understandings of the present. By establishing a relationship
between the congadotraditionand abolition,blacks in southernMinas Gerais
have constructeda forum for collectively negotiatingthe past as a means of
constructingcritiquesof theirpresent experience.
The events and images of the past that make up the black social memory
of the region of Campanha are transmittedthrough countless narrativescirculating within congadocommunities. These stories often begin with stock
phrases, such as: "the congadocomes from Africa";"the congadois from the
time of the ancient ones"; "the congowas the dance of the slaves"; or "we
dance the congoto remember captivity."In some cases congadeiros
expound
further, and provide origin myths similar to the narrative with which this
paper begins. In many such narrativesa contrastis drawnbetween the covert
activities of blacks during slavery and the freedom of expression following
abolition. One such version is told by Seu Paulo, the PerpetualKing of the
Congo of Cordislandia,a small town situated30 kilometersfrom Campanha:
0 congoe uma coisa que ospretosndo tinha condic6esde se adivertir,e uma coisa
inventadapor eles.... Entdo eles mesmofazia os instrumentodeles: reco-recode
bamboo, .. . e ali a noite, depois que os senhoresdeles se deitavam, ... eles iafazer a

festa deles,porquea senzalaera no terreiro,no curral,assim.Ali elesia danfar.Eles
fazia o batuquedelesla, dancava.Depoisqueelesterminavaa dancadelestudo,eles
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pegava aquilo all, . . .fazia umfogo ali, queimava, ... que se ndo, no outro dia, que

opatrdovisseaquiloali, elesapanhava.... Entdoelesfaziaaquilotudoescondido...
Ai quandoelesfoi libertado,.. . ndoprecisarammais queimaros instrumento,e
sairamtocandopratodomundove.
The congois something for blacks who had no means of amusing themselves,
it's a thing they invented.... So they made their instruments themselves:
bamboo scrapers,. . . and at night, after their owners had gone to bed, . . .
they would have a party, because the slave quarterswere in the yard, in the
corral, like that. There they went to dance. They played their rhythms there,
danced. After they had finished their dance, they collected everything, . . .
they made a fire, burned [everything],... because if they didn't, the next
day, if the owner saw it, they were beaten.... So they did everything
secretly.... Then when they were freed,... they didn't need to bur the
instruments, and they played for everyone to see. (author'stranslation)
Some variants of this story integrate elements of divine intervention,
thereby establishing the sacredness of the dance and of the divine provenance of the truths it embodies. One congadeiroclaimed that on the day of
abolition, the slaves made their flimsy bamboo instruments as usual, but
when they went out into the streets to play them, Our Lady of the Rosary
appeared and miraculously transformed them into the sturdier instruments
used in the ensemble today. Some narratives attribute the invention of the
tradition to the miraculous power of Saint Benedict the Moor, as in the
story told by SeuJoao Osarias, from Monsenhor Paulo, Minas Gerais:
0 SdoBenedito,ele eracozinheiro,
escravodo senhor.Eleja batia a caixadele,ne?A
ele
tava
ne, ele tavarezando... Ateprafazermacumba
cantando,
que
turmapensava
eprecisotera caixa,ndoe?Elepegoua caixa,eleeracrianfa.... No dia quemorreua
E elefoi batendoa
filha do rei elejd eramocinho.0 rei chorando,triste,reclamando.
caixinhadele,batendoa caixinhadeleemroda.Quandofoimeianoite,ela buliucornos
brafo.Prdximoda meia noite,ela buliu como corpo,sentou.Ele deu a mdopra ela,
levou,entregouela hl ao pai dela. Bor, ai jd conheceram
que ele tinhapoder....
Dispoisda caixinhadelefoitiradaestascaixatudo,quetd ai. ... Nasceuo congodele.
Saint Benedict was a cook, slave of the lord. He already played his drum,
right? People thought he was singing, right, but he was praying.... Even to
make black magic you need a drum, isn't that right? He took up the drum,
he was a child.... On the day that the kings' daughter died he was already
a young man. The king was crying, sad, complaining. And he startedplaying
his drum, playing his drum in a circle. At midnight she moved her arms.
Around midnight she moved her body, sat up. He gave her his hand, took
her, presented her to her father. Well, that's when they recognized that he
had power.... Afterwards from his drum all the other drums that are here
emerged.... His congowas born. (author'stranslation)
The narrative repertoire associated with the congado tradition encompasses a series of stories in which Saint Benedict and Our Lady of the

TheCongados of SouthernMinas Gerais : 17
Rosary are represented as the protectors of the slaves. In many of these
narratives they secretly take food from the big house and give it to the
maltreated blacks. Often the benefactors are caught thieving, but they are
miraculously saved from punishment by an act of God. Stories of this type
critique social inequality, presenting it as a violation of divine will. The
miraculous intervention confirms the legitimacy of stealing from the rich
to give the poor, if this is the only possible means for achieving the redistribution of wealth. It is precisely because of Our Lady's sympathies toward
the plight of the slaves that she is declared a saint; her acts attempt to
instate divine will on earth.
In some narratives divine intervention promotes an inversion of the
social order, re-dressing the balance in class and race relations. This is the
case in another narrative complex which is widely diffused throughout
southeastern and central Brazil. In this story an image of Our Lady of the
Rosary is discovered in some remote place, and efforts are made to transfer it to a more central location. It is ultimately through the performance of
a congadothat the divinity agrees to be moved. A version of this story was
told by Seu Paulo, from Cordislabdia:9
vaiver,elesforam
tdosimples,entaoa simplicidade
deleseratanto
Entaoa senhora
achou
a
Nossa
Senhora
do
muitas
coisas
quando
importante
que
Rosdrio,foram
lapra
tirarela,buscarela,sabe?Ela ndosaiu.Foi a bandade mzisica,
tocou.Foi isso,foi
maisaquilooutro,aquilooutro.Ia lapra verse ia agradar
ela. Quenada.Chegou
o
coitadinho
dospretola tocando
aquelaviolinhadelesId,aquelacoisinhadeles:chim
Pelasimplicidade
eles.
chim,chinhinhim.
deles,elaacompanhou
So you see, they were so simple,so theirsimplicitywas suchthatwhen they
foundOur Ladyof the Rosary,manyimportantthingswent to get her, you
know?She didn'tcome out. The musicband went, played.This went, and
thatwent, and that.They went to see if they could pleaseher.Butnothing.
The poor blacksarrivedthere playing their little violas,their little things:
ching, ching, chinginging.Becauseof their simplicity,she followed them.
(author'stranslation)
Such narratives of symbolic inversion undoubtedly embody subaltern
fantasies, but they also articulate a moral code premised on the proclamation of a divine immutable truth: the essential equality of all
humans in the eyes of God. By invoking divine intervention in the
re-arrangement of the social order, the narratives mark a distinction
between the saints' vision for the world and that of humans. In a world
are the ones
governed by the divine will of God, the "simple" congadeiros
who please the saints.
The congadotradition does not, however, rely entirely upon divine intervention to engineer the re-ordering of the social sphere. Even though some
narratives attribute the invention of the tradition to the saints, the vast
majority of them claim that it was the slaves themselves who invented it. In
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a story narrated byJair Filipino, a congadeirofrom Sao Goncalo, Minas
Gerais, the slaves use their drums to exact their revenge on their owners:
a Princesa
Isabellibertou
osescravos,
osescravos
mataro rei,porqueo
Quando
queriam
reieraruim.... Elejudiava;
a escravidao
eraporcausadorei.Masa rainha,elaera
opovo.Entaoquando
osescravos
libertou,
pura.Ela adorava
queriamataro rei,mas
comonto conseguiram,
entaoelesjuntaram
todososinstrumento
eforampraportado
o
entrar
no
eles
rei,
paldcioprapoderenlouquecer porque
paldcio, naopodiam,porque
tinhaa guardareal.Entaoelesbateram
tresnoitee tresdianaportadopaldcio,ateque
o reienlouqueceu....
Entaona libertafao
dosescravo
Quenem
surgiu... a congada.
issoaquia noiteinteiranoouvido,
naohd
tanto,podever,queseficarfazendo
barulho,
Entao
essa
maravilha
a
libertadco
dos
escravos.
que'guenta.
aquisignifica
When PrincessIsabelliberatedthe slaves,the slaveswantedto killthe king,because
he wasevil.... He mistreated;
slaverywasbecauseof theking.Butthe queen,shewas
pure.Shelovedthepeople.Sowhentheywere freed,theslaveswantedto killtheking,
butthey couldn't,so theygottheirinstruments
togetherandwentto thepalacedoorto
make the king go mad, becausethey couldn'tenterthe palacebecauseof the royal
guard.So theyplayedforthreedaysandthreenightsatthe doorof thepalace,untilthe
kingwentmad.... So whenthe slaveswerefreed,the congada
emerged.So you see, if
one keepsmakingnoise likethisall nightlong in someone'sear,no one can standit.
Thiswonderfulthinghere meansthe liberationof the slaves.(author'stranslation)

The narrativerepertoireof the congados
evinces a number of oppositions
which re-emergein differentcontexts from one storyto another.Many stories
marka distinctionbetween two historicalperiods:a period under slavery,governed by white kings and queens,in which black cultureis suppressed,and the
post-slaveryera,in which blacksare able to openly expresstheirculturallegacy.
Many storiesalso distinguishbetween an evil powerholder,whose actions are
governedby his personalinterests,and a benevolent,charitablefigure,who acts
for the benefitof others.These oppositionsaremediatedby the drum;the drum
embodies black cultureand it is the medium for instatingdivine will on earth.
When the slaves are freed and finally able to express their heritagein public,
they play their drums;the drums are played for the saints,and their appreciation of the music bestows legitimacyupon black culture.It is the sound of the
drum which heals the princess,and out of gratitude-orfear-the king liberates
the slaves; alternatively,the intense sound of the drum drives the king mad,
ending his reign.The drum,therefore,is both a means of healing physicaland
social ills which affectthe whole of society as well as of markingculturaldifference; it denouncesinequality,which is predicatedupon a moralcode of universalvalidity,andit proclaimsblackidentity,whichpresupposesculturaldifference.
commuBy establishingthe drumas the centralsymbol of the tradition,congado
nitiesdenounce the use of human differenceas the basis for social stratification.
The traditionis able, therefore,to envisage a society in which distinctcultural
identitiesare reconciledwith a concept of essentialhuman equality.
The verses of the songs used to accompany the dance are generally
structured around a single quatrain, which is repeated continuously for
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several minutes. The themes used in these verses are so varied-and even
arbitrary-that, at firstglance, it would appear that they are little more than
structuralframes for maintaining the unity of the ensemble during performance. This is perhaps the case for some verses, but many of them make
telegraphic references to images which resonate with themes in the narratives. According to Rosaldo (1986, 104-9), telegraphic imagery can communicate a rich body of narrative detail through the allusions it makes to a
shared repertoire. For an audience familiar with this repertoire, the motifs
in the quatrainsfunction as "metonyms of narrative"(Smith 1975, 97-100),
invoking the wider picture. Take, for instance, the following verse, which is
sung by practically every congadoin the Campanha region:
Vamos
danfarcongo,ai ai.
CongovemdaAngola,ai ai.
Quemgostadecongo,ai ai,
Nestaterrachora,ai ai.

Let'sdance congo,ai ai.
Congocomes fromAngola,ai ai.
Those who like congo,ai ai,
Cryon this earth,ai ai.
(author'stranslation)

For congadeiros,
this verse is pregnant with meaning: by proclaiming the
African origins of the dance, it is defined as an integral part of the black
heritage. The legacy of blacks is further established as one of continuous
suffering. The experience of the ancestors, therefore, is brought to bear on
contemporary experience.
The miraculous powers of Our Lady of the Rosary are invoked in the
following verse:
6 Senhora
doRosdrio,
Seumisteriondotemfim.
OSenhoradoRosdrio,
Vaicontartudopra mim.

Oh Ladyof the Rosary,
Yourmysteryhas no end.
Oh Ladyof the Rosary,
Youaregoing to tell me everything.
(author'stranslation)

This verse makes reference to an extensive repertoireof miracles performed
by the saint in "mythic"time, but it also invokes memories of the devotees'
personal experiences of her miraculouspowers, achieved primarilythrough
"promises."'1Once again the past is made to resonate with the present,
and just as the slaves, in their powerlessness, required the assistance of the
of today.
saint, so too do the congadeiros
verses
are
Many congado
specifically concerned with the present, their
texts announcing what the group is doing as they sing. In this way
the congadeirosaffirm the relevance of their activities in sustaining their
collective identity. This is the case, for example, in the following
verse, which is commonly sung when two congadosmeet during a festival:
bonito
Ai, queencontro
nestahora:
Nosfizemos
doiscongadeiro,
Encontrou

Oh, whata beautifulencounter
We made at this hour:
Two congadeiros
met,
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Empregadosde NossaSenhora.

Employees of Our Lady.
(author'stranslation)

Animals and natural elements feature prominently in many of the verses.
Frequently the songs refer to small harmless animals, which could be read as
an allusion to the powerlessness of the members of congadocommunities:
Nos estamoschegando,
Chegandodevagarinho.
Chora,candrio,
Chora,canarinho.

We are arriving,
Arriving slowly.
Cry, canary,
Cry, little canary.
(author'stranslation)

In some verses small, powerless animals are juxtaposed to large, powerful
ones in an allusion to class relations in the wider society:
Eu sou um lambarizinho
Quenestasdguasja nadou.
A baleiaquersubir,
Mas a dguajd secou.

I am a little fish
Who swam in these waters.
The whale wants to come up,
But the water dried up.
(author'stranslation)

Other verses make references to the sources of power available to the powerless.
In the verse below, for example, an insignificantriver becomes a powerful waterfall:
Eu morold na mata,
Encostadona pedreira.
Eu me chamoRio Pequeno,
Despejouna cachoeira.

I live in the wilderness,
Near the quarry.
My name is Little River,
I flow into the waterfall.
(author'stranslation)

The animals referred to in congadoverses are often small wild animals of the sort
that invoke reactions of revulsion and fear, such as snakes, frogs, rodents, and
spiders. The following verse is structured around the common house mouse.
sai do caminho.
Camundongo,
eu queropassar.
Camundongo,
Camundongoe um bichobrabo;
E capazde querermepegar.

Mouse, get out of the way.
Mouse, I want to pass.
Mouse is a mean animal;
He may want to get me.
(author'stranslation)

By identifying with such animals in their verses, congadeirosappropriate
their power to generate feelings of fear and revulsion amongst the
powerholders, despite their small size."
References to macumba are also common in congado verses, reminding
participants of this powerful weapon in their arsenal:
Eu mando,eu mando,eu mando,
Eu agoraestoumandando.

I command, I command, I command,
I am now commanding.
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Por causadestemando,
Eu agoraestougirando.

Because of this command,
I am now turning.

(author'stranslation)
The term "mando"is commonly used in the Campanha region to refer to
an act of black magic.
While the narratives associated with the congadotradition focus upon
events that took place in a mythic past, the verses used in performance
bring the themes of the past to bear upon the here and now. This juxtaposition createsa heightened awarenessof the contrastsbetween the congadeiros'
social vision and their everyday experience in a stratified society, which
can, at times, be explicitly articulated. To greet a visiting ensemble, Dona
Dosinha, the leader of a congado,made the following declaration:
Nos ainda somosescravosaqui na Campanha.Temoutronomequeelesddo, ne, mas
eratudoescravo,entaondstambemsomos
e igualescravidao.... Nossosantepassados
escravo.Por issoa gentetemqueficarbatendoessascaixa nossaaqui, ate liberar....
E mesmoquandoa gente tiver livre, a gente vai contiuarcom o congo,que e pra
lembrardo sacrificiodeles,os escravos,nossosantepassados.

We are stillslaveshere in Campanha;there'sanothernamethatthey give it,
right,butit'sjustlike slavery.... Ourancestorswere all slaves,so we too are
slaves.That'swhy we have to keep beatingour drumshere, until we are
in order
freed.... Andevenwhenwe arefree,we willcontinuewiththe congo,
to remembertheirsacrifice,the slaves,ourancestors.(author'stranslation)

CongadoPerformance
The discursiverealm of the congadotraditionis given a powerful experiential
dimension through its enactment during performance.As I suggested in the
introduction of this paper, music-making and dance are forms of bodily
activity in which the memory of social experience can be stored and
retrieved.To understandthe role of music and dance as repositoriesof social
memory it is importantto look closely at the ways in which the body is used
in performance, and how it relates to other bodies in the performance arena.
In the following section I shalldiscussthe performancepracticesof the congados
in Campanha, basing the analysisboth on my observationsof congado
performances and on my own experience as a participantin these ensembles.
The organization of the performance groups is partly related to their
processional role during festivals, such that all participants face the same
direction. Heading the ensemble there is a group of six to ten or more
who
women and young girls known as the banner bearers (bandeireiras),
After
of
the
music.
to
the
dance
rhythm
persteps
perform synchronized
forming a particular sequence for a while, one of the women begins a new
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step, and the others soon follow suit, until they are all synchronized once
again. One of the women, usually an elderly one, is known as the "queen"
of the ensemble, and she wears a crown and is dressed in regal attire. The
queen often carries the banner, while the other women dance around her.
The banner bearers are followed by the "soldiers" (soldados),who are
exclusively-or almost exclusively-men, and generally they all play a
musical instrument. The soldiers are divided into two parallel cues
(cordoes),with a few instrumentalistsforming the "center"(centro).The two
musicians at the head of the cues are known as the master (mestre)and
counter-master (contra-mestre),
and each of them has a "helper" (ajudante),
who stands immediately behind him. These musicians generally play
guitars or violas, and are the principal singers of the ensemble. If there
are any other stringed instruments, they are distributed evenly behind the
singers. After the stringed instrumentsare the small percussion instruments,
first the reco-recos,
then the tambourines. Then come the caixas, closing
the cues. The musicians in the center include the accordions and wind
instruments, if the group has any, and behind them are the tarois and
the treme-terras.
Often a particularly agile male dancer is positioned in the
center in front of the instruments, and he performs acrobatic dance steps
which attractthe attention of the audience.
The Campanha congados
perform two distinct musical genres: the march
(marcha)(Musical Example 1) and the hot tune (toadaquente)(Musical Example 2). In both of these genres, melodic lines, or toadas,are organized in
the same manner. Generally they involve a single quatrain lasting from
eight to sixteen measures. The mestreand his helper sing the tunes in
parallel thirds: the mestreat the register of the tonic and the helper at the
mediant above it. The contra-mestreand his helper then "respond" by
repeating the same melody, but the response is generally in parallel sixth,
with the contra-mestre
singing at the octave above the mestrewhile his helper
performs at the same register as the other helper. If the ensemble has brass
instruments, they double the singers heterophonically only during the
"response,"but all the other instruments play the whole time. The tune is
repeated in this manner for several minutes, until the mestregives a signal
to announce the coda (toquefinal).
Codas are pre-arrangedinstrumentalsections which function as signatures
for the ensemble, and each congadohas its own coda. Congados
generally use
the same coda for both marches and hot tunes. The women in the front of the
group also have a set choreography for codas.
Congadoperformances are dominated by hot tunes, but for the sake
of contrast marches are performed every so often. During the rehearsals
in which I participated, about three or four marches were played each
evening, while twelve or more hot tunes were performed. In some congados,
the first piece to be played is always a march, and before the instruments
are put away another one is performed. Marches are slow and regal, and
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use a pre-determined and unchanging percussion rhythm. The drums and
percussion play the rhythms shown in Musical Example 3.
The movement of the dance is highly contained: right foot forward;left
foot brought parallel to it; left foot forward;right foot brought parallel to it.
For each rhythmic pattern only two paces are taken; it takes two measures,
therefore, for the full four-pace foot pattern to be completed. During the
performance of marches, the musicians and dancers tend to take on a solemn composure, and there is very little overt interaction among them. The
body posture is also somber, with the shoulders curved inwards and the
Musical Example 1. Marcha.
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Musical Example 2. Toada Quente.
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head bent downwards; the knees are kept slightly bent throughout the
performance.
In contrast, the emphasis of the hot dance is on the liberation of the
legs. The dancers perform numerous kicks and twirls, often with acrobatic
flare. The rhythmic accompaniment is based on the ubiquitous 8-pulse
timeline (3+3+2). The tarolplayersperform a continuous and simultaneous
ostinato, while the rest of the drummers construct the timeline between
them (see musical example 4).
and caixa player generally has only one beater, which
Each treme-terra
makes it fairlydifficultto play the full 8-pulse rhythm at the necessary tempo.
This means that each person has to choose a set of beats from the rhythmic
sequence to construct their own ostinatos, changing them whenever they
Musical Example 3. Marcha Percussion Accompaniment.
Other
Drums
Tarol
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were inclined to do so. The favored rhythm amongst tremeterraplayers is
variation no. 5, but they can also be heard playing nos. 3, 6, and 7. Caixa
players draw on all the variations,including, at times, the full timeline. There
seems to be a conscious attempt, among the caixaplayers especially, not to
imitate the rhythms of those standing immediately next to them. The experienced musicians are keenly aware of what others around them are playing,
and an overt expression of this awareness is fundamental to congado
performance practice. Indeed, the drummers use their instruments to enter into dialogues with one another.
During my first experience as a drummer in a congado,I was given a
caixaand placed in the middle of the cue headed by the contra-mestre.
Because
non-verbal dialogues are so much a part of the tradition, the musicians
integratedme into their interactionsquite unself-consciously.From the very
moment I began to beat my drum, I was integratedinto my first dialogue. I
began by imitatingthe caixeirobehind me, and noted that he realized what I
Musical Example 4. Toada Quente Percussion Accompaniment.
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was doing. As we beat the rhythm in synchrony with one another, it was
clear that we were both contemplating the uniformity in the movements of
our drum sticks.After a few rounds, my concentration shifted to the singers,
as I attempted to registerwhat was being sung. After a while I turnedback to
the drummer, and he was no longer playing the rhythm I had copied from
him, but rather a new rhythm which interlocked with mine. For a few moments we acknowledged the relationshipbetween our two rhythmicpatterns,
and soon afterwardsI found myself in a similarmomentary dialogue with the
treme-terra
player immediately to my right. When I looked around at all the
other drummers,I saw thattheirbeatersall moved in differentpatterns.Later,
when I studied the photographs I had taken of different ensembles I noted
that many of the performershad been captured in such dyadic exchanges.
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The basic processional movement of the ensemble during hot tunes is
fundamentally the same as for the march, but the dancers are not restricted
to it. Rather, it functions as a basis for bodily improvisations in which
the soldiers perform kicks and twirls, both collectively and individually.
Furthermore, dancers generally hold their heads high during hot tunes,
with shoulders up-right, in direct contrast to the submissive body posture
employed in marches.
One of the few organized choreographic sequences of the hot tune is
called the "half moon" (meia-luas),in which the two cues changed places,
moving around the musicians in the center. On my firstround I found I had
some difficulty coordinating my feet so as not to lose my rhythm, and I
couldn't understand quite why; after all, it should have been easy. I realized
that what was disorienting me most was that many of the people I passed
were playing differentrhythms from mine, and often their accents were set a
fraction before or after mine. I found that I had to concentrate quite a bit in
the beginning to keep the beat, until I became accustomed to playing amidst
continuously shifting rhythmic and timbral inter-relationships.
Often the cues move at a fast pace, and the experience could be likened
to being on a rhythmic roller coaster. Some groups capitalize on this potential of the half-moon, and they gallop around the center as fast as they can,
bombarded by the sound of the drums coming at them from all directions.12
When the cues move at a slow pace, however, there are opportunities for
occasional dialogic encounters in which one experiences momentary rhythmic meetings as one's own rhythm interlockswith the other passing rhythms.
That the slow form of the half-moon is perceived as an opportunity for
musical sociability within the tradition is evident; people smile at one another as they pass, and in some cases greet one another as they gesticulate
with their beaters.
Within the festival context, half-moons are generally performed in what
one might call an academic fashion, compared to their performance at
rehearsals. In other words, during festivals the cues exchange places and
perform a verse and its response, and then exchange places again, with the
musicians returningto their original positions. During rehearsals,however,
the mestreof the group I played with most often led his cue in various snakelike formations, which the contra-mestre
attempted to mirror.This provided
more opportunitiesfor the two lines to cross paths with one another,enhancing the experience of chance rhythmic encounters and timbral sensations.
These two contrastinggenres in the congotradition can be seen as enactmake between the slave era and the postments of the distinction congadeiros
abolition era in their narratives. The march creates the sensation of what
it might feel like to have one's ankles locked in chains to the other people in
the cue. This experience is furtherheightened by the submissive body posture peculiar to marches, and the forceful rhythmic accompaniment of the
genre reinforcesthe sense of bodily defeat. Hot tunes, by contrast,promote a
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celebrationof the body. The kicks and twirlswould be impossible to perform
in chains,just as one could not be chained for a half-moon. Furthermore,the
musicianshave much greaterfreedom of musicaland bodily expression.They
choose their rhythms and dance movements, and they engage openly in
interactionswith one another during performance. In hot tunes the participants experience the sensation of regaining ownership of their bodies.
The congadorepertoire is made up predominately of hot pieces, for, as
participants continuously assert, the tradition emerged to commemorate
the abolition of slavery. Indeed, the hot tunes celebrate bodily freedom
take control of the
and sociability, and through performance congadeiros
inscription of their bodies, habituating them to a world governed by their
moral vision for society. But the ensembles occasionally insert a march
into their performances to remember captivity through bodily experience,
reminding themselves of the constraints of the slavery that continues to be
a part of their daily experience.
With or without the recognition of the local white society, congados
throughout southern Minas Gerais have continued to crown their Perpetual
Kings and Queens, just as they did in that mythic era in which blacks still
lived in Africa. Though their kingdoms may be empty today, it is only by
preserving their court, and with it the memory of self-determination, that
the freedom of movement experienced in the performance of hot tunes
may once again reign in their daily lives.

Notes
1. In some regions these associations are also known as congadas,but as I
shall explain later, in many parts of Minas Gerais this term refers to a
group of congados.
2. There was a 20 percent crown tax-the so-called fifth (quinto)-on all
gold found in the colony, so prospectors were anxious to keep their
finds from the colonial authorities,just as the colonial authorities were
anxious to control all mining sites and export routes.
3. The Catholic Church maintains several institutions in Campanha besides the parish church, namely, the Bishop's palace, a seminary, a
French Canadian missionary center, and a retirement home for the
Sisters of Sion.
4. Campanha'sclass divisions are, of course, far more complex and contradictorythan this simple dichotomybetween rich and poor would indicate,
cross-cut,as it is, by distinctionsthat emerge from the rural/urbandivide,
race and ethnic relations,gender and generationaldifferences,and the
finer markers of distinction operating within each of these categories.
Amongst the lower classes, however, as in other parts of the country, a
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5.

6.
7.

8.

9.
10.

11.

12.

gross opposition between rich and poor is basic to their understandingof
the social order (see Sarti 1995, 117;Scheper-Hughes1992, 98).
there are two other musical ensembles closely
Along with the congados,
associatedwith the lower classesin this region:thefolia de reisand the folia
do divino,both of which are mendicantgroups which collect funds for the
festivalsof the Three Kings and the Divine Holy Spirit,respectively.
On the activities of colonial confraternities see Boxer (1964), Cardozo
(1947), Scarano (1976), and others.
There are also a number of scripts of congadoembassies in academic
publications, folkloristic descriptions, and memoirs. See, for example,
Andrade (1982),Brandao(1981),and MoraesFilho (1979)amongstothers.
in Campanha, the most elaboratefestivalin the
According to congadeiros
is
in
Monsenhor
held
Paulo, where a new King and Queen of the
region
Year are crowned each year. It seems, however, that the crowning of a
King and Queen of the Yearis a fairlyrecentevent there,datingback about
fifteenyears or so. Apparentlya large landownerand local politicianhad
himself crowned at the festivaland stageda generous event with the distribution of food, settinga precedentfor other local politicians. He is now a
staterepresentativein the federalgovernment,and continuesto subsidize
the festival,particularlywhen his politicalallies take the crown.
Several variants of this story can be found in Brandao (1985, 115-18).
Promises are reciprocal contracts made between a devotee and a saint,
who is asked to intercede before God on behalf of the promisee. Sickness is the most common reason for entering into such a contract, but
they can also be made to overcome other forms of misfortune. Once
the "grace"has been achieved, promisees fulfill their part of the bargain by making some form of personal sacrifice. For literature on the
promise in Brazilian popular Catholicism, see: Brandao (1981, 84-92),
Mau6s (1995, 352-57), Zaluar (1980; 1983, 80-106) among others.
According to Priori (1994, 49-50), blacks and Amerindians were commonly represented as wild animals associated with danger and evil,
such as alligators, snakes and dragons.
These rapid half moons promote a certain kind of bodily sensation,
which undoubtedly Mario de Andrade (1962 [1928]) would have seen
as an example of the Brazilian propensity to search out experiences of
torpidity in musical performance. On Andrade's notion of torpidity in
Brazilian music, see also Reily (1994a).
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