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��FXOWXUD�JUHJD�DQWLJD�HUD�SHUPHDGD�SRU�PDQLIHVWD©�HV�SR«WLFDV��TXH��HP�XP�

SULPHLUR�PRPHQWR��VHPSUH�HUDP�YHLFXODGDV�RUDOPHQWH�H�VRPHQWH�GHSRLV�HUDP�SUH�

VHUYDGDV� HP� IRUPD�HVFULWD��2� LQWXLWR�SULP�ULR�GHVVD�SRHVLD�Q�R�HUD�R� GH�VHU� OLGD�

LQGLYLGXDO�H�VLOHQFLRVDPHQWH��FRPR�R�«�D�SRHVLD�QRV�GLDV�GH�KRMH��1D��U«FLD��QWLJD��

ela�não�encontrava�sua�existência�em�textos�escritos,�mas�sim�“no�momento�de�sua�

SHUIRUPDQFH��RX�VHMD��GH�VXD�DSUHVHQWD©�R�D�FHUWD�DXGL¬QFLD��GH�FHUWR�PRGR��HP�FHUWD�

RFDVL�R���PDLV�TXH�LVVR��RV�SU�SULRV�WHUPRV�XVDGRV�SDUD�GHVLJQ��OD��PHOLN��H�O�ULN���GH�

RQGH�SURY¬P�DV�SDODYUDV�P�ORV,�“canção”,�e�O�UD,�“lira”)�são�relacionados�ao�mundo�da�

P�VLFD��5��86���������S������

Tendo�em�vista�o�caráter�musical�e�performático�da�poesia�grega,�uma�o�ci�

QD� IRL�PLQLVWUDGD�SHOD�3URID���JDWKD�3LWRPER��DFHODU�GXUDQWH�RV�GLDV����� ���H����

de�maio�de�2019:�“Experimentos�com�poesia�em�performance:�a�mélica�coral�grega�

antiga”.�O�intuito�da�o�cina�—�vinculada�ao�projeto�de�extensão�“Canto�Coletivo�Im�

SURYLVDGR��� FRRUGHQDGR� SHOD� 3URID�� 8OLDQD�'LDV� &DPSRV� )HUOLP�� GR�'HSDUWDPHQWR�

GH�0�VLFD�GD�8QLYHUVLGDGH�GH��UDV�OLD���IRL�R�GH�DSUHVHQWDU�D�SRHVLD�FO�VVLFD�JUHJD�

D�XP�S�EOLFR�TXH�Q�R�HVWLYHVVH�IDPLOLDUL]DGR�FRP�D�O�QJXD��XP�S�EOLFR�TXH��HP�VXD�

PDLRULD��VRPHQWH�WHULD�DFHVVR����QW�JRQD��GH�6�IRFOHV��H�DRV�GLWLUDPERV�GH�3�QGDUR�

SRU�PHLR�GH�WUDGX©�HV���V�H[SHULPHQWD©�HV�FRP�FDQWR�H�GDQ©D�M��ID]LDP�SDUWH�GH�

um�projeto�de�pesquisa�elaborado�pela�Profa.�Dra.�Agatha�Pitombo�Bacelar,�“Entre�

IHVWDV�H�ULWPRV��DVSHFWRV�SUDJP�WLFRV��SHUIRUPDWLYRV�H�PXVLFDLV�GD�P«OLFD�JUHJD�DQ�

tiga”,�que�abarcava�os�projetos�de�Iniciação�Cientí�ca�dos�autores�deste�relato,�cujas�

SHVTXLVDV�JLUDYDP�HP�WRUQR�GRV�DVSHFWRV�SHUIRUPDWLYRV�H�PXVLFDLV�GR�WHUFHLUR�HV�

W�VLPR�GD��QW�JRQD��GH�6�IRFOHV��FRQKHFLGR�FRPR��LQR�D�(URV���H�GR��LWLUDPER����GH�

3�QGDUR��Ērakles�ē�Kerberos����S�V�XP�VHPHVWUH�GH�HVWXGR�TXDVH�SXUDPHQWH�WH�ULFR��
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SDVVDPRV�D�H[SHULPHQWDU�DTXLOR�TXH�O�DPRV�GH�IRUPD�SU�WLFD��FDQWDQGR�H�GDQ©DQGR��

��OX]�GD�WHRULD�GR�DFHQWR�SURSRVWD�SRU�'DYLG���������&RP�HVSHFLDO�DWHQ©�R��V�GHQR�

PLQD©�HV�JUDPDWLFDLV�GRV�SU�SULRV�DQWLJRV��HQWUH�HOHV�3ODW�R���ULVW�WHOHV��'LRQ�VLR�GD�

7U�FLD���ODXFR�GH�6DPRV���ULVW�[HQHV��'LRQ�VLR�GH��DOLFDUQDVVR�H��ULVW�IDQHV�GH��L�

zâncio,�o�autor�propõe�uma�leitura�do�acento�grego,�com�subidas�e�descidas�de�tom,�

TXH�VH�DOLQKH���GXUD©�R�H���YDULD©�R�GDV�V�ODEDV�GD�O�QJXD����PDQHLUD�GD�XGDWWD��DQX�

GDWWD�H�VYDULWD�do�Sânscrito�—�algo�que,�ao�menos�nos�estudos�clássicos�no�Ocidente,�

VH�PRVWUD�GLI�FLO�GH�VH�FRQFLOLDU��6HJXQGR�HOH��GHYH�VH�FRQVLGHUDU�D�PRGXOD©�R�GR�WRP�

GDV�YRJDLV�DFHQWXDGDV�GH�PDQHLUD�GLIHUHQWH�D�GHSHQGHU�FDGD�DFHQWR���DJXGR��JUDYH�

e�circun�exo�—�e�da�duração�das�sílabas,�uma�vez�que�uma�sílaba�breve�seria�enca�

UDGD�FRPR�XP��QLFR�WHPSR��HQTXDQWR�XPD�ORQJD��GRLV�WHPSRV��6H��GH�XP�ODGR��WRGD�

VXELGD�GH�WRP�QHFHVVDULDPHQWH�«�DFRPSDQKDGD�SRU�XPD�GHVFLGD��SRU�RXWUR�ODGR��«�

SUHFLVR�VH�DWHU���GXUD©�R�GHVWD�GHVFLGD��WHQGR�HP�PHQWH�R�YDORU�GD�V�ODED�VHJXLQWH�

��//(1��������S�����������'�9�'��������S���������

��SDUWLU�GDV�FRQVLGHUD©�HV�GH��OOHQ�H�GH�'DYLG� IRL� SRVV�YHO�WUDEDOKDU�DOJXPD�

GLPHQV�R�SHUIRUP�WLFD�GRV�SRHPDV��D�PXVLFDOLGDGH�LPDJLQDGD�D�SDUWLU�GH�KLS�WHVHV�

�lológicas.�Pudemos�cantá-los�levando�em�conta�características�da�língua�grega�mais�

facilmente:�os�acentos�e�a�alternância�de�sílabas�breves�e�longas.�O�que�restava�era�a�

GLPHQV�R�FRUSRUDO�GR�SRHPD���DOLDQGR�FDQWR�H�GDQ©D�ULWPDGRV�

&RPH©DPRV�SRU��UXQHW� �������H� VXD� LGHLD�GH�SDVVRV�GH�GDQ©D�TXH�VH�DMXV�

tassem�ao�metro�grego.�Segundo�ele,�são�“esses�princípios�de�alternância�entre�pé�

GLUHLWR�H�S«�HVTXHUGR��S«�OHYDQWDGR�H�S«�DEDL[DGR��TXH�IRUPDUDP�D�EDVH�GR�WUDED�

lho�coreográ�co”����581(7��������S�������)RL�FRP�EDVH�QHVVH�SULQF�SLR�TXH�GHPRV�

LQ�FLR��V�H[SHULPHQWD©�HV�GH�FDQWR�H�GDQ©D�GH�SRHVLD�JUHJD��EXVFDQGR�WUDQVSRU�RV�

SRHPDV�GH�XP�Q�YHO�SXUDPHQWH�WH[WXDO�D�XP�RXWUR��FRUS�UHR��FKHLR�GH�PRYLPHQWR�

H�P�VLFD��(PSHQKDPR�QRV�HP�WUHLQDU��LQLFLDOPHQWH��RV�SRHPDV�FRP�SDVVRV�TXH�LDP�

GH�XP�ODGR�SDUD�RXWUR��D�GHSHQGHU�GD�VHTX¬QFLD�GH�V�ODEDV�EUHYHV�H�ORQJDV�GH�FDGD�

YHUVR�HVWURIH��

��SULRUL��SHQVDPRV�HP�VHJXLU�D�SURSRVWD�GH��UXQHW��3RU«P��TXDQGR�FRORFDGD�

em�prática�durante�o�preparo�das�o�cinas,�dois�membros�facilitadores�e�pesquisado�

res�do�“Canto�Coletivo�Improvisado”,�Gabriel�Melo�Soares�e�Jairo�Faria�(FAC–UnB),�nos�

sugeriram�que��zéssemos�as�longas�com�dois�passos�do�pé�no�chão�e�as�breves�com�

uma�palma.�Este�foi�o�método�utilizado�nas�o�cinas�como�uma�solução�DG�KRF�SDUD�D�

di�culdade�na�proposta�coreográ�ca�de�Brunet,�servindo�de�aporte�à�apresentação�

GD�SU�SULD�QDWXUH]D�GR�PHWUR�JUHJR�DQWLJR��2V�PRYLPHQWRV�GR�SULPHLUR�YHUVR�GR�WHU�

FHLUR�HVW�VLPR��Y�������Ἔρως�ἀνίκατε�μάχαν��IRUDP��SDOPD��S«�S«��SDOPD��S«�S«��S«�

�S«��SDOPD��SDOPD��S«�S«��-��RV�PRYLPHQWRV�GR�SULPHLUR�YHUVR�GD�SULPHUD�HVWURIH�GR�

GLWLUDPER�SLQG�ULFR��Y�����Πρὶν�μὲν�εἷρπε�σχοινοτένειά�τ’ἀοιδὰ�διθ[υράμβων)��caram:�

S«�S«��SDOPD��S«�S«��SDOPD��S«�S«��SDOPD��SDOPD��S«�S«��SDOPD��SDOPD��S«�S«��S«�S«��

pé-pé,�palma,�pé-pé,�pé-pé.�Isso�possibilitou�uma�“coreogra�a”�mais��uida�e�rápida,�

XPD�YH]�TXH�Q�R�UHTXHUHULD�R�WDQWR�GH�HTXLO�EULR�TXH�RV�SDVVRV�DQWHULRUHV� �FRPR�

SURSRVWR�SRU��UXQHW��H[LJLDP��H�TXH�QRV�SHUPLWLX�VHQWLU�GH�IRUPD�PDLV�DFHQWXDGD�D�

1�“Ce�sont�ces�principes�d’alternance�entre�pied�droit�et�pied�gauche,�pied�levé�et�pied�posé,�qui�ont�

FRQVWLWX«�OD�EDVH�GX�WUDYDLO�FKRU«JUDSKLTXH���7UDGX©�R�QRVVD�



���

GAÎA :  Vol. 10, N. 1.

YDULD©�R�GD�GXUD©�R�REVHUYDGD�QD�SURQ�QFLD�GDV�V�ODEDV�JUHJDV�

A�o�cina�se�desenrolou�durante�três�tardes:�duas�horas�no�primeiro�dia,�quatro�

KRUDV�QR� VHJXQGR�H�PDLV�GXDV�QR��OWLPR�� WRWDOL]DQGR�RLWR�KRUDV�GH� FDQWR�H�GDQ�

ça.�No�primeiro�dia,� �zemos�exercícios�gerais�de�ritmo,�canto�e�percussão,�em�via�

de�preparar�os�participantes�para�os�poemas.�Com�o�intuito�de�facilitar�a�dinâmica,�

FRQIHFFLRQDPRV�FDUW�HV�HP�FRUHV�GLIHUHQWHV��FDUW�HV�URVDV�HTXLYDOLDP�DR�WHPSR�GD�

V�ODED�ORQJD�GR�JUHJR�H�FDUW�HV�YHUGHV��DR�WHPSR�GD�EUHYH���LQGD�QD�SULPHLUD�WDUGH��

GLVSXVHPRV�RV�FDUW�HV�QR�FK�R�FRP�DOJXQV�S«V�P«WULFRV�FRPXQV�HP�SRHVLDV�HP�

JUHJR�DQWLJR��FRPR�R�LDPER��R�FRULDPER�H�R�DQDSHVWR���QLFLDGR�R�WUHLQDPHQWR��SRVVL�

ELOLWDPRV�TXH�RV�SDUWLFLSDQWHV�VHQWLVVHP�D�GXUD©�R�GDV�V�ODEDV�FRP�R�ULWPR�GRV�S«V�

e�das�mãos.�Feito�isso,�nós�nos�dispusemos�em�círculos�ao�redor�de��chas�no�chão�

FRP�DV� GXDV� SULPHLUDV� HVWURIHV�GR� WHUFHLUR� HVW�VLPR�GD��QW�JRQD� “transliterados”.�

SDUD�TXH�DTXHOHV�TXH�Q�R�FRQKHFLDP�D�O�QJXD�JUHJD�SXGHVVHP�O¬�OR�H�FDQW��OR�VHP�

maiores�di�culdades,�diferenciando�a�duração�de�cada�sílaba�nas�cores�dos�cartões:�

YHUGH�SDUD�EUHYHV��SDOPD���URVD�SDUD�ORQJDV��S«�S«���

1R�VHJXQGR�GLD��R�PHVPR�IRL�IHLWR�FRP�D�SULPHLUD�HVWURIH�GR��LWLUDPER����GH�

3�QGDUR�� GXUDQWH�DV�GXDV�SULPHLUDV�KRUDV��1D� VHJXQGD�PHWDGH� GR� GLD�� SDVVDPRV�

à�parte�expositiva�da�o�cina,�em�que�a�Profa.�Agatha�Bacelar�ministrou�uma�breve�

DXOD�VREUH�RV�SRHPDV��VXDV�RFDVL�HV�GH�SHUIRUPDQFH�H�VREUH�D�FXOWXUD�P«OLFD�JUHJD�

DQWLJD�

O�último�dia�da�o�cina�ocorreu�no�mesmo�horário�em�que�semanalmente�o�

projeto�“Canto�Coletivo�Improvisado”�era�realizado.�A�o�cina�foi��nalizada,�então,�sob�

D�FRRUGHQD©�R�GH��DEULHO�0HOR�6RDUHV��FRP�PDLV�H[HUF�FLRV�FLUFXODUHV�GH�SHUFXVV�R�

H�ULWPR��DJRUD�FRP�R�DX[�OLR�GH�VRQV��V�ODEDV�LQGLYLGXDLV�H�WUHFKRV�LQWHLURV�TXH�SXGH�

mos�apreender�dos�poemas�trabalhados�em�língua�grega.�Já�na�última�hora�da�o�ci�

QD��DSUHVHQWDPRV�DRV�SDUWLFLSDQWHV�WUDGX©�HV�OLYUHV�WDQWR�GR��LQR�D�(URV�TXDQWR�GR�

�LWLUDPER�2�feitas�com�o�propósito�de�serem�de�fato�cantadas.�Por��m,�improvisamos�

XPD�PXVLFDOL]D©�R�OLYUH�GD�WUDGX©�R�GR�WH[WR��

8PD�YH]�TXH�«�REMHWLYR�GR�QRVVR�WUDEDOKR�DSUHVHQWDU�DVSHFWRV�SHUIRUPDWLYRV�

e�musicais,�a�nossa�o�cina�considerou�a�dimensão�aural�de�cada�poema.�O�Hino�a�

(URV��SRU�H[HPSOR��DSUHVHQWD�VXD�SROLIRQLD�HP�XP�DVSHFWR�SHUIRUP�WLFR��OHYDQGR�HP�

conta�as�condições�heterogêneas�que�perpassam�tanto�o�universo��ccional�da�peça�

FRPR�R�HVSD©R�I�VLFR�H�D�RFDVL�R�GD�SHUIRUPDQFH�GD�WUDJ«GLDV��DV��UDQGHV�'LRQLV�D�

cas)�em�que�o�coro�se�encontra.�No�ditirambo�Ērakles�ē�Kerberos,�questões�musicais�

e�performativas�são�apresentadas�com�base�no�próprio�texto�ditirâmbico.�Por�meio�

da�o�cina,�pôde-se�ter�contato�tanto�com�o�ditirambo�e��suas�aliterações�quanto�com�

R�FRUR�WU�JLFR�H�VXD�SROLIRQLD�FRUDO�

� &RP�EDVH�QD�QRVVD�YLV�R�GR�FRUR��QRVVR�REMHWLYR�IRL�R�GH�WHQWDU�GHVSHUWDU�QRV�

HVWXGRV�VREUH�D�SRHVLD�JUHJD�DQWLJD�XP�ROKDU�H�XPD�SUHRFXSD©�R�DRV�VHXV�DVSHFWRV�

SUDJP�WLFRV��TXH�VH�SHUGHUDP�FRP�R�WHPSR�GHYLGR�DR�PRGR�LQHYLW�YHO�GH�FRQVHU�

vação�desses�textos.�Tendo�em�mente�a�distância�temporal�bimilenar�dos�contextos�

RULJLQDLV�GH�SHUIRUPDQFH�GRV�SRHPDV��QRVVR�LQWXLWR�FRP�QRVVDV�SHVTXLVDV�H�FRP�

2�Vídeos�de�alguns�dos�exercícios�feitos�durante�a�o�cina�estão�disponíveis�em:�https://www.face�

ERRN�FRP�DJDWKD�SLWRPEREDFHODU�SRVWV������������������
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a�elaboração�da�o�cina�“Experimentos�com�poesia�em�performance:�a�mélica�coral�

JUHJD�DQWLJD���RUJDQL]DGD�H�PLQLVWUDGD�SHOD�3URID��'UD���JDWKD�3LWRPER��DFHODU��Q�R�

IRL�R�GH�SURSRU�XPD�YHUGDGH�VREUH�R�PRGR�FRPR�HVVHV�SRHPDV�HUDP�FDQWDGRV�H�

GDQ©DGRV��PDV�VLP�R�GH�IRPHQWDU�PDLV�H[SHULPHQWD©�HV�Q�R�V��FRP�DV�REUDV�GH�

6�IRFOHV�H�3�QGDUR��FRPR�WDPE«P�FRP�DV�GH�WRGRV�RV�JUDQGHV�SRHWDV�FO�VVLFRV��6HP�

pretensão�alguma�de�uma�reconstituição��dedigna�de�como�esses�poemas�teriam�

VLGR�DSUHVHQWDGRV�FHQWHQDV�GH�DQRV�DWU�V�� SRGHPRV�GL]HU�TXH� IRPRV� FDSD]HV���

com�nossas�pesquisas�e�com�a�participação�de�todos�na�o�cina�—�tanto�de�revisi�

WDUPRV�GLVFXVV�HV�H�GH�WUD]HUPRV�QRYRV�TXHVWLRQDPHQWRV�DFHUFD�GDV�RFDVL�HV�GH�

SHUIRUPDQFH�GRV�SRHPDV�TXDQWR�GH�DSUHVHQWDUPRV�H�GH�H[HFXWDUPRV�GH�PDQHLUD�

SU�WLFD�RV�HIHLWRV�PXVLFDLV�H�SHUIRUPDWLYRV�GR�JUHJR�DQWLJR�

Font� � 

�5�))�7���0���HG���6RSKRFOHV���QWLJRQH��&DPEULGJH��&DPEULGJH�8QLYHUVLW��3UHVV�������

)85/(<��:����5(0(5��-��0���UHHN���PQV��6HOHFWHG�&XOW�6RQJV�IURP�WKH��UFKDLF�WR�WKH�

�HOOHQLVWLF�SHULRG�� 9RO�� ����UHHN��7H[WV� DQG� &RPPHQWDU��� 7�ELQJHQ��0RKU� 6LHEHFN��
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