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ABSTRACT
This study explores the intersections between dance, social justice, and resistance in Afro-
descendant communities. Through African diasporic dance, particularly Chirimia Chocoana, this
research examines how movement serves as a form of resistance, cultural preservation, and
empowerment. Employing Critical Ethnography and Participatory Action Research (PAR), the
study engages Afro-descendant cultural leaders, community members and students at Georgia
State University in collaborative interviews and workshops. The study positions dance as a tool
for social transformation. The different narratives highlight the role of dance in reclaiming
identity, fostering resilience, and challenging structural inequalities, and they explore themes of
identity, freedom, and belonging, providing a visceral experience that speaks to the power of the
body as a vessel of history and hope. Ultimately, this work seeks to contribute to the visibility of
Afro-Colombian cultural expressions while advocating for dance as a means of activism and

liberation.
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1 INTRODUCTION

Afro-Colombian dances trace their origins to the African traditions carried across the Atlantic
by enslaved peoples, embodying centuries of resilience, memory, and cultural survival. These
movements, rhythms, and practices were not merely artistic forms but strategies of cultural
survival, encoding spiritual, social, and historical knowledge. Over time, they became a means of
preserving collective memory, fostering community solidarity, and asserting identity within an
imposed system that sought to erase them. Today, these dances serve not only as a vibrant
celebration of Afro-Colombian heritage but also as a powerful narrative tool, connecting
generations to the enduring legacies of resistance and adaptation shaped by their ancestors.

Through this thesis, | embrace these transformative practices as vital pedagogical tools. By
integrating African diasporic dances, we (scholars) can foster creative efforts that go beyond
artistry to address social and cultural imperatives, while challenging systemic inequalities, and
imagine new futures rooted in justice and resilience. Scholar Deborah Davis clearly states that
type of belief in her book Activist Art in Social Justice Pedagogy when she says, “I have come to
believe that the practice of dance has a central role in a complete education. It promotes self-
understanding and self-regulation, inner peace, acceptance, kindness, empathy, focused
concentration, and connection with others.” (Davis 2011, 19).

This thesis is an invitation to engage in a critical pedagogical reflection on the teaching of
dance. While significant historical records on such topic exist, | argue that the dances of the
African diaspora, particularly Chirimia Chocoana ( musical format and traditional cultural
expression from the department of Choc6, Colombia) hold transformative potential for
advancing social, cultural, and institutional goals. These goals align with broader efforts to

promote integrity and equity in education. Through the following sections, | aim to highlight the



artistic and cultural significance of Afro-Colombian dance and its pivotal contributions to
decolonial and antiracist efforts within the field of dance.

Rooted in my personal experiences and supported by relevant materials, this study
reflects a strong commitment to challenging the persistent oppression of Afro-Colombian
communities and African diasporic peoples, both within and beyond Colombia. By analyzing
dance workshops and conducting interviews with artists and community members, I hope to
demonstrate how dance is used as a medium to navigate and resist marginalization. These
embodied practices and the narratives they carry provide a multilayered understanding of the
intersection of dance, identity, and resistance. Moreover, | introduce the choreography as a
dynamic and expressive art form. It plays a pivotal role in my exploration of Afro-Colombian
dance as a vehicle for social justice and cultural resistance. Beyond its aesthetic value,
choreography serves as a means of storytelling, enabling dancers to embody and reimagine the
lived experiences and histories of their communities. This perspective aligns with Katherine
Dunham's view of dance as both a preserver of cultural traditions and a creator of new forms that
reflect contemporary social realities (Dunham 1983). By centering choreography as a concept,
this research emphasizes its transformative power to foster reconciliation, address social
phenomena, and drive cultural survival.

| write this work not only as a scholar, but as a daughter of Chocdé. | am a resilient Black
woman, and through dance, | found my own voice to speak out against social injustice and the
negative impact of being Black in Colombia. There is a social misunderstanding about my
community, Choco, and Black movements of resistance in Colombia. Structural issues such as
racism and discrimination demonstrate a historical exclusion of ethnic traditions and

manifestations. My undergraduate experience in Bogota was extremely challenging. | was the



only Black student in the classroom. There were no ethnic subjects and/or topics through which I
felt represented. | did not find artistic spaces to share my culture with others. As a result, |
looked for alternative spaces of representation, such as COMPANTERA, -my Black art troupe-
and Nzingha Akanfora, -my Black women collective. From these experiences, | have developed
a deep interest in the study of African diasporic dances and their relationship with pedagogical
processes. | have witnessed firsthand the challenges that Afro-Colombian communities face in
preserving and promoting our ancestral practices: the scarcity of institutional support, the erasure
of our histories from national curricula, and the commodification of our traditions in spaces that
rarely honor their roots. These are not abstract issues to me; they are personal embodied realities
that inform my commitment to centering the voices and movements of Black communities in
Colombia and beyond. This thesis is both a scholarly exploration and a tribute to those who have
sustained our traditions in the face of systemic marginalization. This is an intersectional
approach where lived experience meets critical inquiry and inform the way | write, dance, and
resist.

Education is (or should be) flexible. In dance education, everyone’s experiences matter
and contribute to a critically inclusive formation that consists of knowing oneself, expressing
oneself, and appropriating oneself in an extensive way. For Afro-Colombians in Choco,
traditional dances like Abozao and Bunde serve as cultural repositories that preserve ancestral
memory while offering a space for collective healing and defiance against historical erasure.
Overall, these African diasporic dance traditions serve as powerful expressions of identity,
protest, and social cohesion.

This study not only examines the parallels in how African diasporic communities utilize

dance to navigate systemic oppression, but also investigates the cultural dialogues that emerge



when their practices intersect. Through workshops, interviews, and participant observations, the
research explores how shared experiences of struggle and resilience manifest in the embodied art
forms of these communities. It highlights how the creative exchange of movement across the
African diaspora can foster solidarity, amplify voices, and contribute to a broader discourse of
social justice. Moreover, this thesis underscores the potential of dance as a transnational
language of empowerment that bridges African diasporic experiences, linking local narratives to
a global context of resistance and transformation. The workshops and interviews form the
foundation of this study, offering rich insights into how dance fosters empowerment and creates
new spaces for dialogue and cultural exchange.

This thesis seeks to address the primary research question: What are the intersections
between dance, social justice, and resistance in the narratives of Afro-descendant communities?
The forced displacement of African ancestors to Colombia and the Americas as enslaved women
and men during the transatlantic slave trade represents a historical foundation for the present
study. Afro-Colombians in Choco trace their presence back to the 16th and 17th centuries when
Spanish colonizers compelled their ancestors to endure grueling labor in gold mines, plantations,
and other exploitative industries. Today, Chocé is home to approximately 534,826 people, of
which over 93% are of African descent, according to the World Bank (2018). The remaining
population consists of Indigenous and white-mestizo people.

Although slavery was officially abolished in 1851, Afro-Colombians have continued to
endure systemic discrimination, social exclusion, and structural inequalities, which are ongoing
manifestations of enduring colonial legacies. This historical marginalization has been further
compounded by the impacts of Colombia’s internal armed conflict. In Chocd, Afro-Colombian

communities have faced profound violence, displacement, and human rights violations



perpetrated by various armed groups, disrupting traditional ways of life, and exacerbating socio-
economic challenges.

Despite these adversities, Afro-Colombians in Chocd have preserved and enriched our
cultural heritage, profoundly shaping the region’s identity. A milestone in the struggle for
recognition and equity came with the enactment of Law 70 (Ley de Negritudes) in 1993, under
the presidency of César Gaviria Trujillo. This landmark legislation recognized Afro-Colombians
as a distinct ethnic group and established a legal framework to defend their territorial and
cultural rights. More than a policy, Law 70 represents a symbol of identity, community, and
resistance, offering Afro-Colombians a foundation for pursuing equality and justice. However,
the implementation of this law remains fraught with challenges, as the promises of progress for
Afro-Colombian populations often exist more in theory than in practice. With this work, | hope
to demonstrate that the resilience and resistance of Afro-Colombians in Choco go beyond mere
survival. The persistent inequalities and unfulfilled promises highlight the need for
transformative approaches that center the voices, knowledge, and agency of Afro-Colombian
communities. As Dr. Luis Gilberto Murillo Urrutia (former governor of Chocé and Ambassador
of Colombia to the United States) stated in EI Choco: The African Heart of Colombia, “El Choco
gave Black people the possibility to begin to build Black territorial identity and some
autonomous decision-making power. But it was not enough” (Murillo 2012). EI Choc6 remains
one of the poorest regions in Colombia, with high levels of unemployment and a lack of
infrastructure (Wills 2009). The economic opportunities available to Afro-Colombians are
limited, and many communities struggle to access basic services such as education, healthcare,
and clean water. The Chocoana community is one of the most affected regions by violence in the

country, and we continue to advocate for better living conditions through our cultural practices,



developing initiatives in educational settings and fostering a strong sense of identity and
community solidarity. This work aims to uncover how Afro-Colombians in Choco have
redefined resistance in the face of historical and ongoing oppression, beyond the confines of
legal frameworks like the abolition of slavery. Our communities have not merely endured, they
have created dynamic spaces of liberation where traditions, music, dance, and oral histories
challenge the systemic forces that seek to erase them (Bastos, 2016). By examining these
narratives and practices, this research will highlight the transformative power of an Afro-
Colombian agency that not only confronts inequality but actively reimagines justice, asserting
that true liberation lies in the ability to thrive, not just survive (Gonzalez, 2011).
1.1 Dance for Resistance and Cultural Resilience: The Role of African Diasporic Dance
in Empowering Afro-Colombian Communities.

This study places significant emphasis on the Colombian Pacific Coast as a vibrant
epicenter of rich multicultural expressions, with African diasporic dance serving as both a
vehicle of resistance and a source of cultural resilience. Colombia, which has the second largest
Afro-descendant population in Latin America after Brazil, has Afro-Colombian communities
concentrated primarily in the Pacific and Caribbean coasts. Reports from international
organizations such as the World Bank and the United Nations Population Fund (UNFPA)
highlight the substantial concentration of Afro-descendant populations in these areas. This
demographic reality underscores the importance of exploring how dance operates as a powerful
instrument for social justice and community empowerment, enriching the cultural and social
fabric while addressing systemic inequities. (UNFPA 2021).

Historically, the rhythms of the drum and the movements of dance have played pivotal

roles in the survival strategies of the African diaspora, functioning as both cultural lifelines and



powerful tools of resistance. These elements transcend artistic expression, serving as educational
resources, mechanisms for community organization, and means of navigating systemic
oppression. However, African diasporic dance also embodies a paradox: while it has preserved
and amplified Black cultural identity, it has also been commodified and co-opted into
Eurocentric frameworks, risking the dilution of its original significance. Despite this, these art
forms have remained crucial to resisting marginalization and sustaining cultural survival,
standing as testimonies to the enduring spirit of Afro-descendant communities throughout
history. In the Afro-Colombian context, dances, music, and rhythms are far more than
entertainment; they encapsulate rich narratives of identity, resilience, and resistance. These art
forms act as vessels of collective memory, preserving the stories of generations who have
endured systemic oppression while celebrating their ongoing triumphs and strength. Dance, in
particular, fosters a deep connection to cultural heritage, instilling pride and belonging while
showcasing the unique contributions of Afro-Colombian traditions to the global cultural tapestry.
Moreover, these cultural practices build solidarity and promote understanding across diverse
communities, affirming the importance of African diasporic traditions in shaping societal values
and collective memory. These arguments are part of the discussions that scholars such as
Leonidas Valencia have presented in works like A look at the Afro music of the Colombian North
Pacific (2010) and Choc6 and its Folklore (2022).

Afro-Colombians have uniquely woven their labor practices (such as mining, harvesting,
and fishing) into their dances and performances, using tools like punts, shovels, and traditional
clothing to reflect their lived realities. The Chirimia Chocoana, an emblematic musical ensemble
of the Colombian North Pacific, underscores this cultural synthesis. Accompanying rituals,

celebrations, and political demonstrations, Chirimia’s percussive rhythms, driven by Clarinets,



Tamboras?, Snare drums, and Cymbals, showcase the profound interplay of African and local
influences (Valencia 2023, 64). These cultural practices not only honor tradition but also create
unity among Afro-Colombians in their ongoing fight for equity and justice. Resistance to
oppression is rooted in cultural strongholds such as San Basilio de Palenque, Quibdd, Cartagena,
Cali, and Buenaventura. These territories are where Afro-Colombians have defied
marginalization through knowledge, skill, and cultural expression. The forced displacement of
Afro-Colombians from their homelands, driven by violence and systemic inequalities, has led to
the creation of new spaces of resilience in urban areas like Medellin and Bogota, where
communities continue to reclaim their identities and confront exclusion. (Valencia 2023, 66).
The seventh article of the Colombian Constitution recognizes and mandates the
protection of ethnic and cultural diversity, affirming the nation’s commitment to preserving the
unique identities of its diverse communities (Constitucion Politica de Colombia 1991, art. 7).
Within this framework, African diasporic dance emerges as a profound and transformative tool
in both combating social injustices and safeguarding the rich cultural heritage of Afro-
Colombians. However, while the article provides a constitutional foundation for the promotion of
cultural equity, its implementation has been fraught with challenges, revealing the gap between
legal frameworks and the lived realities of these communities. Afro-Colombians continue to
navigate systemic inequalities that often render such constitutional guarantees symbolic rather
than substantive. Moreover, the gap between constitutional ideals and implementation reflects
broader structural inequities that must be addressed to achieve full transformative potential. For
instance, Afro-Colombians often face obstacles in accessing funding for cultural projects,

educational resources that prioritize their histories, or platforms for showcasing their traditions

! The Tambora is a two headed drum typically made from wood and has a cylindrical shape, with both ends covered
by animal skin, often from goats or cows.



on national and global stages. This lack of institutional support undermines the constitutional
mandate and perpetuates a cycle of invisibility and marginalization. In this light, African
diasporic dances emerge as tools not just of cultural preservation but also of advocacy, calling
attention to the disconnect between policy and practice. As several studies have noted, Afro-
Colombian communities continue to face systemic barriers to state resources, despite the cultural
rights guaranteed in the Colombian Constitution (Law 70 of 1993; Mosquera et al. 2002; Wade
2010).

By placing African diasporic dances at the center of academic and societal discussions, it
is possible to understand their role as catalysts for meaningful transformation. These practices
highlight the capacity of cultural resilience to challenge oppressive systems while inspiring
broader societal change. Furthermore, they call for an urgent reevaluation of cultural policies and
educational frameworks to ensure that Afro-Colombian traditions are not only preserved but
actively celebrated and integrated into the nation’s collective identity. In this way, African
diasporic dance becomes a beacon of hope and a testament to the enduring spirit of resistance,
offering valuable lessons for advancing social justice both in Colombia and globally. (Mosquera
2002)

The contributions of African diasporic dance to the preservation of Afro-Colombian
culture include but are not limited to, two essential concepts presented below.

1. Decolonization. With regards to dance trends, African diasporic dance
encourages the decolonization of dance as a practice, aiming to challenge the
Eurocentric perspectives that define dance through rigid techniques, hierarchies of
formality (such as ballet or modern dance). These Eurocentric frameworks often

privilege linearity, stillness, and codified movements over the polyrhythmic,
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improvisational, and communal qualities found in African-rooted dance traditions.
(Valencia 2012). In contrast, African diasporic dance centers the voices, bodies,
and histories of Afro-descendant communities, reclaiming movement as a
powerful site of cultural knowledge. A theoretical understanding of dance is
essential for recognizing how movement functions as a powerful tool for shaping
and asserting both individual and collective identities within Black communities.
Through the lens of cultural and critical theory, dance is not just a physical
expression, but a form of embodied knowledge that carries history, memory,
resistance, and cultural affirmation. This perspective allows us (scholars) to see
how Black individuals and communities use dance to reclaim narratives, affirm
belonging, and challenge systems of marginalization. (Dixon 2003). Decolonizing
the traditional practices of dance begins with the understanding of colonial
legacies, as well as the recognition of ways in which these colonial legacies were
imposed as a means of subjugating Afro-descendant populations.

Resistance and Liberation. African diasporic dance highlights the role of dance
as a form of resistance and liberation. Scholars like Katherine Dunham (1969),
Manuel Zapata Olivella (1980), and Leonidas Valencia (2023) have theorized the
influence of dance on social change. Dunham emphasized the anthropological
significance of dance in preserving African cultural heritage and fostering a sense
of identity among African descendants. Zapata Olivella explored how dance acts
as a medium for storytelling and resistance, reflecting the struggles and
aspirations of Afro-descendant communities in Colombia. Valencia's recent work

delves into the contemporary impact of African diasporic dance in promoting
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social justice, empowerment, and resilience among marginalized groups.
Collectively, their theories underscore the transformative power of dance in
challenging oppression and fostering community solidarity and cultural pride.
This rich scholarly tradition provides a foundational framework for examining the
potential of dance initiatives to drive social change and uplift Afro-Colombian

communities.

1.2 Landscape of Dance Education in Colombia

The landscape of dance education in Colombia is shaped by a complex interplay of historical
influences, cultural diversity, and contemporary educational policies. Historically, dance in
Colombia has served as a vehicle for cultural expression, resistance, and identity, particularly for
Afro-descendant communities who have used it to preserve their ancestral narratives and
challenge systemic oppression. Afro-Colombian dances such as Currulao, Abozao, and Bunde
reflect centuries of resilience and adaptation, originating from the blending of African,
Indigenous, and European traditions during the colonial period (16" through 18™ centuries).
These dances not only embody spiritual and social connections but also carry the memory of
enslavement, resistance, and survival (Triana 2005, 122).

In the colonial period, Afro-descendant communities used dance as a means of resistance
against the erasure of their cultural identities. Through clandestine gatherings and celebrations,
they preserved the rhythms, movements, and oral traditions passed down through generations.
These practices became crucial for maintaining a sense of community and identity in the face of
displacement and oppression. The legacy of these historical struggles continues to inform the
role of dance in contemporary Afro-Colombian communities, where it remains a powerful tool

for cultural resilience and social justice.
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In modern times, the institutionalization of dance education in Colombia has brought both
opportunities and challenges. The Ministry of Culture (now called The Ministry of the Cultures,
the Arts, and the Knowledges) has taken significant steps to recognize and support traditional
dances through programs such as the "Escuelas de Musica y Danza Tradicional,” or Schools of
Traditional Music and Dance, which aim to promote regional cultural expressions. Additionally,
initiatives like the "Plan Nacional de Musica para la Convivencia™ or National Music Plan for
Coexistence include components that encourage the preservation and dissemination of traditional
dance practices as part of Colombia's intangible cultural heritage (Ministry of Culture 2023).
These efforts underscore the government's commitment to safeguarding cultural diversity, as
outlined in the Constitution, which mandates the protection of the nation’s ethnic and cultural
heritage.

Despite these advances, the integration of traditional dance into formal education remains
uneven. Many Colombian educational institutions approach dance from a technicist perspective,
emphasizing the physical and technical aspects of movement over the cultural and historical
contexts that give these dances their significance. Physical Education curricula, for example,
often reduce dance to a set of motor skills and choreographic techniques, neglecting the rich
narratives and communal practices that underpin Afro-Colombian traditions (Ruiz 2021, 134).
This reductionist approach not only diminishes the pedagogical value of dance but also
marginalizes the contributions of Afro-descendant communities to Colombia's cultural identity.
Colombia is home to a growing number of academies and institutions that play a role in shaping
the country's dance education landscape. Universities such as Universidad Pedagdgica Nacional,
Universidad de Antioquia, and Universidad del Valle offer programs that provide both technical

training and theoretical exploration of dance. However, these programs often fail to fully
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integrate Afro-Colombian dances into their curricula, treating them as folkloric or peripheral
practices rather than as central components of the nation's cultural heritage. In contrast,
grassroots organizations, and cultural collectives in regions like Choco, Cali and Buenaventura
have taken the lead in preserving and promoting Afro-Colombian dance traditions. These
community-led initiatives often operate outside formal academic structures, highlighting the
need for greater collaboration between institutional and grassroots efforts.

Moreover, scholars such as Gloria Triana and Fernando Urbina have emphasized the
importance of situating traditional dances within their broader cultural and historical contexts.
Triana's work on oral and performative traditions underscores the role of dance in preserving
Afro-Colombian identity and fostering intergenerational dialogue (Triana 2005, 122). Similarly,
Urbina’s research highlights the transformative potential of traditional dances as tools for
cultural resistance and social cohesion (Urbina 2017, 88). These perspectives align with the
Ministry of Culture's broader efforts to promote cultural diversity and inclusion, but they also
point to the gaps that remain in translating policy initiatives into effective educational practices.

Today, the landscape of dance education in Colombia is at a crossroads. While there is
growing recognition of the importance of traditional dances, particularly those of Afro-
Colombian origin, significant work remains to ensure their integration into formal education and
their broader acknowledgment as dynamic cultural expressions. The Ministry of Culture’s recent
initiatives, such as the "Programa Nacional de Estimulos” or National Stimulus Program provide
a foundation for advancing these goals, but their impact is limited by systemic challenges,
including insufficient funding, a lack of specialized educators, and the persistence of Eurocentric

and technicist frameworks. Addressing these issues requires a critical and inclusive approach that
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values the cultural and historical dimensions of dance as much as its technical and recreational
aspects.

By bridging the historical and contemporary dimensions of dance education, Colombia has
the potential to transform its educational system into a platform for cultural preservation, social
justice, and national unity. Afro-Colombian dances, with their rich histories and vibrant
expressions, offer not only a means of celebrating the nation’s diversity but also a blueprint for
reimagining education as a tool for empowerment and equity.

1.3 Theoretical Contributions to the Narratives of Liberatory Education

According to William Ayers (2008), “In Social Justice Education, participants’ interests,
voices, and lives are understood as part of the curriculum.” In order to make sense of this
argument, the academic institutions in Colombia must be able to theorize how dance has been
present in humanity almost since its beginning. Depending on each culture, dance has fulfilled
varied functions that go from religious and funeral rituals, courtship, and procreation to the
commemoration of special events. Furthermore, dance can be defined as "an aesthetic
coordination of body movements" that can encompass, in general terms, any movement that
occurs in harmony in the daily life of the human being with an external or internal musical
rhythm, in which a relationship with the environment is established. (Vilar 2011, 15)

From a sociological perspective, the dances of the African diasporic (especially Chirimia
Chocoana) have their own characteristics. Some are adaptations of those of European origin.
Moreover, by means of a cultural adaptation, these dances are mostly found within the Afro-
descendant communities.

When dancing, it is possible to make connections in which the dancing bodies become

one, as if they become an indivisible unit. At the same time, the bodies relate and manage to
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present a state of interdependence where | am part of the other and the other is part of me. The
emphasis is placed on the process and the path that the person must travel, individually and as a
group. Within the recognition of the process as the way in which the individuals will be
appropriating and understanding the meaning of each dance, there are some expressions that can
be identified here. The dance of African origin and with European influence contains a spiritual
disposition as another dimension of feeling; it is about transmitting. The human body is a source
of inspiration that contributes to language and has no end. It is the structure through which

people can identify themselves within diversity.
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2 LITERATURE REVIEW

2.1 Preserving cultural heritage through storytelling and folklore in the Choco
community: The Oral Tradition.

Oral traditions in Choco have their roots in the African cultures brought to the Americas
by enslaved peoples. These traditions were adapted and transformed in the New World, merging
with indigenous and European influences to create unique cultural expressions. As Manuel
Zapata Olivella, a prominent Afro-Colombian writer and folklorist, notes, “the oral narratives of
Afro-Colombian communities are essential for understanding their historical experiences and
cultural resilience” (Zapata Olivella 1980, 32). Storytelling in Chocé is a communal activity that
often takes place during social gatherings, festivals, and other communal events. These stories,
known as "cuentos," often feature elements of folklore, mythology, and everyday life. They serve
to transmit knowledge about the past, teach moral lessons, and reinforce social norms.

The African heritage in Chocd's oral traditions is evident in various cultural practices,
including music, dance, and storytelling. Enslaved Africans brought with them rich traditions of
oral narratives, which served as crucial means of preserving history, culture, and knowledge in
the absence of written records. These narratives often included myths, legends, and moral tales
that conveyed the values and wisdom of African societies. In the Chirimia Chocoana, the oral
tradition emerges as the representation of the “cotidianidad” (everyday life) in the community,
which gathers by the Atrato river and communal spaces to share experiences and anecdotes about
family issues, love, and, most importantly, the socio-political struggles and collective memories
of resistance. This practice serves as a vital means of preserving the community's heritage and
identity, especially in the face of external pressures and historical marginalization. (Valencia

2023, 12-23).
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Professor Leonidas Valencia Valencia (Folklorist and cultural manager from Chocd), in
his most recent book, The Chirimia Chocoana: A Musical Format Emblematic of the Colombian
Pacific, defines the Oral Tradition (Oralidad) as “a mode of verbal communication through
sounds produced by the mouth, which is perceived audibly. It is the first complex mode of
communication used in human societies before writing, which is not necessarily born in all
human societies” (Valencia 2023, 21). By emphasizing the role of Oralidad as the "first complex
mode of communication used in human societies before writing,” Valencia highlights its primacy
and universality among cultures in general and Black cultures in particular. At the same time, his
acknowledgments underscore the importance of oral traditions in preserving cultural heritage and
knowledge systems that may not have been documented in written form. For instance, historical
narratives that are passed down from generation to generation provide an understanding of
cultural practices, social norms, and even survival strategies developed throughout history. This
perspective is particularly relevant in understanding Afro-Colombian and other marginalized
communities, where oral traditions continue to play a vital role in maintaining cultural identity
and resilience. Later in the book, Valencia adds on and says that “In the Colombian Pacific, the
circulation of music is determined by the oral transmission that is manifested in domestic and
subsistence activities, in festivities, rituals and through the mass media, among others. In these
processes of intermingling the processes of exchange between musical cultures, the natural
environments (rivers, seas, jungles, fauna, etc.) intervene and modify and give them a particular
stamp to each sub-region of the territory” (Valencia 2023, 24).

In Chocd, most of the dances and musical expressions come from a format that consists
of call and response, performed by the community members during traditional activities such as

Bailes de Pellejo (dances that occur overnight), family reunions, and the practice of Laboreo
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(labor). Deeply rooted in African ancestry, dance serves as a significant social medium where
individuals express emotions and showcase their skills within the community. The Afro body?
becomes a canvas where experiences are inscribed. It reads, transcribes, and reproduces the
sounds received from external musical instruments or internalized through various life contexts.
These expressions are conveyed through gestures, histrionics, pantomimes, and even animal-like
imitations, reflecting a rich tapestry of cultural expression and personal storytelling. (Valencia
2023, 26).

Manuel Zapata Olivella and Leonidas Valencia have several commonalities and a few
differences. While they share a sense of identity and pride for the Afro-Colombian communities,
it is also clear that their work and contributions address special issues that were present in the
times they created them (1960s - 1990s, respectively). One of those commonalities has to do
with what Manuel Zapata Olivella historically referred to as the decolonization of the African
diaspora. He stated that “the logical next step in moving beyond colonialism in thought, research,
and academic practice is to engage in decolonization efforts” ... Then, he touched on crucial
topics of this research, referring to what it means to recognize alternative forms of expression,
identity, and culture. He added, “Instead of adding another layer of critique to Western and
northern intellectual domination and epistemological hegemony, Decolonizing the Classics
actively inserts non-Western voices from Africa, Asia, Latin America, and the Pacific into the
canon of classic and seminal works currently taught around the globe” (p. 5). The quote suggests
that moving beyond colonialism requires proactive steps to include diverse voices. This means

integrating the intellectual, cultural, and artistic contributions from such diverse cultures into the

2 The term Afro-body does not merely denote a generic Black body or a universalized concept of race. Instead, it
encompasses the unique ways in which Afro-Colombian bodies are shaped by their histories of enslavement,
resistance, cultural survival, and reclamation, all while navigating the socio-political realities of contemporary
Colombia.
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mainstream curriculum and discourse. Considering the ideas of Zapata Olivella helps challenging
such hegemonic practices, which involves recognizing and validating other ways of knowing and
experiencing the world, which have their own rich traditions and insights. Similarly, Afro-
Colombian dance practices are a crucial expression of cultural identity and heritage, and to this,
Leonidas Valencia in Al Son Que Me Toquen Canto y Bailo (2009, 8) says that “despite the
imposition of a complex machinery of cultural exchange, in which the dominant sectors tried to
make invisible the African legacy of the enslaved, musical expressions are the result of a history
of reaffirmation and resistance that is evident in the rhythmic and sound structure and in the body
language of Afro-descendants.”

On the other hand, there has been a growing integration of academic scholarship with
grassroots activism, which demonstrates the transitions of the literature in time. While Manuel
Zapata Olivella’s work laid a foundational narrative, contemporary scholars like Valencia often
blend academic research with active participation in social movements, reflecting a more holistic
approach.

In trying to diversify the voices in this conversation, two other essential scholars emerged
and contributed their ideas to the present research. The first one is the ethnographer, dancer,
choreographer, professor, and Colombian folklorist Delia Zapata Olivella, who, unlike her
brother Manuel, focused on performance and the practice of the Afro-Colombian culture through
movement. From a practical and scenic perspective, Delia Zapata Olivella introduced the
educational aspect of dance. She argued that “Dance is communication,” and that it is important
to maintain the Colombian cultural traditions is crucial to protect our Folclor for many years

(musicalafrolatino)- As a result, dance (in her view) is a living, breathing language that conveys

the stories, values, and histories of a community. It is through the movements and expressions of


https://www.youtube.com/watch?v=VtYmQrOIBlM
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traditional dances that people can connect with their ancestors and keep their unique identities
alive. By teaching and performing these traditional dances, Delia Zapata Olivella introduced an
educational dimension that serves a dual purpose. It enriches the individual, fostering a deep
sense of identity and belonging while also strengthening the collective cultural memory. In this
light, just as oral tradition serves as a repository of communal wisdom and identity, dance enacts
and brightens up these narratives, making them accessible and engaging. Through her work,
Delia Zapata Olivella demonstrated that the preservation of folklore requires a commitment to
both the spoken and the embodied, ensuring that the stories, values, and histories of a people
remain vibrant and resilient across generations.

Finally, when talking about cultural heritage and the oral tradition, it becomes imperative
to acknowledge the outstanding contributions of Zully Murillo, a cantaora (singer), composer,
poet, and dancer from Choco. In a collaboration with other scholars and artists on the book
“Cocorobé¢,” Murillo talks about how music (especially the Ronda® format) serves as a powerful
instrument to teach the important values for life. She recreates in her compositions the meanings
of those romances and couplets that told complex stories of the human and animal universes.
Zully Murillo's ingenuity in telling her stories has made her an emblematic figure within the
processes of formation and revitalization of symbolic elements that are considered eminently
Chocoanos. Murillo emphasizes, “Through music, we can pass down our traditions, teach our
children, and ensure that the stories of our ancestors live on.” Her dedication to preserving
cultural heritage is evident in her statement, “The Ronda is not just a song; it’s a way of life, a
way of teaching and learning, of connecting with each other and with our past” (Cocorobé 2013,

14).

3 The Ronda is a traditional musical format from the Colombian Pacific that consists in repetition of verses and is usually implemented with children.
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In this context, the contributions of artists like Manuel and Delia Zapata Olivella,
Leonidas Valencia, and Zully Murillo are crucial for preserving and revitalizing cultural history.
Together, these scholars exemplify the profound impact that traditional arts can have in
sustaining and celebrating cultural legacies. Their work underscores the importance of nurturing
and promoting cultural expressions that reflect their communities' unique histories and values,
ensuring that these traditions continue to thrive for future generations.

My work will engage with these cultural leaders’ perspectives by integrating the powerful
legacy of oral traditions, music, and dance into a framework for social justice and resistance. By
building on the principles that they have championed, | aim to create a space where African
diasporic dance is not only a form of artistic expression but also a means to educate, empower,
and pass down the values and histories of Afro-Colombian communities. In the workshops,
participants can be encouraged to embody the teachings embedded in Chirimia Chocoana. These
workshops draw on Murillo's view of music as a means of passing down traditions and values,
fostering spaces where individuals can reflect on their own cultural heritage while actively
creating new narratives of resistance. The students can narrate how these traditions and
performances shape their identities and community resilience through interviews. Ultimately, my
research aims to ensure that these art forms remain vital components of the cultural and

educational landscape, aligning closely with the authors’ values.

2.2 The Pedagogy of Dance

This research aims to foster the qualification of pedagogical and artistic processes based
on social justice, which directly aligns with my research question: What are the intersections
between dance, social justice, and resistance in the narratives of Afro-descendant communities?

My work emphasizes how African diasporic dances serve as tools for both cultural preservation
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and empowerment. Moreover, by integrating social justice into pedagogical and artistic
processes, my research demonstrates how dance can be more than a form of expression. It can
also be an act of defiance against systemic marginalization, a method for reclaiming identity, and
a powerful educational strategy that allows for a deeper understanding of how dance-based
pedagogy can address the specific historical, cultural, and social challenges faced by Afro-
Colombian communities in particular (and Black communities in general), promoting resistance
through embodied knowledge and collective movement across the African diaspora. In Walking
the Color Line: The Art and Practice of Anti-Racist Teaching, Mark Perry (2000, 7) implies that
“teaching for social justice might be thought of as a kind of popular education—of, by, and for
the people—something that lies at the heart of education in a democracy, education toward a
more vital, more muscular democratic society.” This perspective can be applied to the concepts
of this research in several ways: (1) Community-centered Approach: Afro-Colombian dance
embodies the idea of popular education that is created and driven by the people it serves.
Teaching these dances within a social justice framework means prioritizing the community’s
needs, voices, and cultural expressions. (2) Democratic Participation: Afro-Colombian dance
can serve as a democratic space where individuals actively participate, contribute, and share their
cultural heritage. This aligns with Perry’s notion of education for a more vital democracy (2000).
(3) Through dance, individuals can explore and confront social injustices. In line with Perry’s
ideas, this can create a critical consciousness to develop strategies for resistance. Moreover, it is
clear that dance can enact social change and that it offers a means to resist oppressive structures
and articulate community solidarity (DeFrantz & Gonzalez 2014, 14).

When these authors’ ideas are brought into conversation within the context of Afro-

Colombian dance education, their insights collectively underscore the transformative potential of
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combining pedagogical and artistic processes based on social justice principles. In this research,
prioritizing the community’s needs, voices, and cultural expressions through Afro-Colombian
dance aligns with existing literature, suggesting a space where individuals engage with social
realities and transition from resisting oppressive structures to articulating community processes,
reinforcing the role of dance in the overall idea of integral education.

Culturally relevant teaching, a term coined by Gloria Ladson-Billings in the 1990s, is a
teaching method that relates to students' cultural background while also going beyond using
content to which students can relate (McCarthy-Brown 2017, 16). Educators need to consider the
often-irreparable damage done to students’ esteem of their culture and self when both are
diminished through an educational approach that fails to value them (McCarthy-Brown 2017,
17). For this reason, the present study advocates for a culturally relevant teaching model that
values the historical and social contributions of Afro-Colombian bodies while challenging
educational frameworks that diminish their cultural significance. By examining Afro-Colombian
dances as embodied narratives of resistance and cultural survival, | challenge reductive
educational practices in Colombia and promote a culturally relevant teaching model that fosters
both individual empowerment and collective identity among marginalized communities.

Various scholars have provided crucial viewpoints to help with the academic
understanding of teaching from a less limited approach. Pedagogist Paulo Freire’s theory posits
education’s purpose as mobilizing participants to question their social living conditions. Freire’s
concept of praxis, or freedom to create one’s own experimental environments, reinforces the idea
that education is inseparable from culture and art. Furthermore, Freire’s pedagogy of freedom
aims to rescue historically silenced voices to transform invisible social actors into visible and

relevant leaders through education and creativity (Freire 1972, 29). Moreover, aiming to respond
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to Freire’s comments, scholar bell hooks adds to this conversation in her book Teaching to
Transgress when she states that “it was Freire’s insistence that education could be the practice of
freedom that encouraged me to create strategies for what he called ‘conscientization’ in the
classroom. Translating that term to critical awareness and engagement, | entered the classrooms
with the conviction that it was crucial for me and every other student to be an active participant,
not a passive consumer” (hooks 1994, 18).
2.3 Social Justice and Dance Education

Anti-discrimination pedagogies are essential tools for social justice education, as they
consistently examine the intersections of race, class, gender, age, abilities, nationality, cultural
background, religion, and other identity-defining factors (Garber 2004, 34). This perspective
highlights the importance of such pedagogies in addressing the complexities of individual
identities. Furthermore, it aligns with the essence of Afro-Colombian dances, which transcend
mere artistic expression to serve as acts of resistance and identity reclamation in the face of
systemic exclusion and marginalization (Marquez 2022, 13). Traditional dances like such as
those of Chirimia Chocoana exemplify this role, functioning as powerful instruments for
affirming and celebrating marginalized communities while resisting colonial practices and racial
hierarchies. In this context, dance intersects with the anti-discrimination pedagogy described by
Garber. This work focuses on breaking down pre-defined categories that people are subjected to,
fostering an environment that challenges oppressive systems (Garber 2004).

Dance is a site where collective memory, historical trauma, and hope for liberation are
embodied, creating a transformative educational space. In such case, Afro-diasporic dances
challenge the imposed narratives of inferiority or invisibility by reasserting their presence,

agency, and value, aligning closely with Garber's call for education that interrogates and
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dismantles socially constructed hierarchies. (10-13). By framing Afro-Colombian dances within
Garber’s broader anti-discrimination pedagogyi, it is possible to acknowledge the critical
approach that emphasizes the importance of embracing cultural forms as pedagogical practices to
challenge societal norms and systemic forms of oppression.

At the same time, engaging in practices of social justice can be high risk behavior. When
these practices are positioned within an educational framework, the goals of social engagement
are intentionally placed at the forefront. Education for social justice aims to create a society
where rights and privileges are accessible to everyone, and that includes the right to self-
expression and to share one’s culture while learning as much as we can. (Ayers 2009, 510)
However, the high-risk nature of such engagement underscores the inherent tension between
idealistic goals and the real-world dangers that scholars, educators and activists face. For
instance, in contexts like Colombia where social hierarchies are deeply entrenched, most artistic
expressions emerge as a way to dismantle the very systems that perpetuate inequality (Law 70 of
1993, 18), but in doing so, it often brings individuals into direct conflict with those systems. In
this research proposal, | argue that education for social justice must not only promote awareness
of these risks but also equip scholars with strategies to mitigate them while sustaining long-term

engagement.

2.3.1 Navigating Social Justice and Resistance through Dance

Scholars who study Social Justice and Resistance through dance add value to the
narrative of how art can serve as a medium for marginalized groups to voice their experiences,
assert their identities, and resist oppressive systems. Katherine Dunham’s work offers a rich
dialogue with this research on the intersections of dance, social justice, and resistance in Afro-

diasporic communities. Dunham’s contributions to dance extended beyond performance. She
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used cultural practices as powerful tools for social change, much like my aim to incorporate
social justice into pedagogical and artistic processes. For Dunham, in the dance and music of the
people, one can find not only beauty but also social conditions that must be altered. Dance can be
more than art; it can be a way to express the need for social change (Dunham 1969, 41-44).
Similarly, in her book Island Possessed, Dunham frequently discusses how her anthropological
research and her engagement with Haitian VVodou, and dance traditions opened her eyes to the
broader social struggles, economic hardships, and colonial legacies affecting the communities
she studied. This realization, as captured in the quote, was pivotal in shaping her understanding
of dance as an art form and a tool for social change.

By bringing traditional dance forms to global stages, Dunham not only elevated the
visibility of African diasporic cultures but also challenged colonial narratives that marginalized
these communities. Similarly, this research looks at how African diasporic dances from Choco
act as a means of resistance, reclaiming space, and voice for Afro-Colombians. Dunham’s legacy
shows how cultural practices, when combined with education and activism, can provoke
systemic change. Dunham’s work exemplifies how embodied knowledge—Ilike dance—can
serve as both a site of personal transformation and collective empowerment, which directly
resonates with my vision of dance as a form of social justice and resistance for the community of
Choco.

In conversation with this research, Dunham offers a vast discussion to consider the social
dimension of dance. Dance can bring people together and promote the cooperation of different
groups in different areas. As presented in the book Katherine Dunham: Dancing a Life, “Dance
events have the power to transcend the irreconcilable in a historically volatile society”

(Aschenbrenner 2002, 84). This resonates very much with the transformative power of Afro-
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Colombian dance to help community reconciliation and address social phenomena through an
artistic lens. Dance, for Dunham, is an essential way to preserve and perpetuate cultural practices
while also creating new forms of expression that reflect the lived experiences of communities
(Dunham 1983). Through choreography, dancers co-create stories that resonate with their
histories, thus transforming dance into a powerful tool for both cultural survival and social
change (Emery 1988).

Throughout Latin America, and especially in Colombia, dance is a prized vehicle of self-
expression and a very important sign of our collective identity (Daniel 1995, 43). In her book
Rumba: Dance and Social Change in Contemporary Cuba, Dr. Daniel helps us understand how
Rumba in particular, but dance in general has evolved overtime, reflecting broader social,
political, and economic changes in society. She emphasizes the communal aspects of Rumba,
where performance is not just about entertainment but also about community building and
cultural transmission. Daniel’s arguments illuminate the key aspects of this research and leave
room for a broader reflection on how similar and diverse traditional practices are across the
African diaspora.

The diversity and richness of Afro-Colombian dance forms, such as Chirimia Chocoana,
reflect the region”s complex history and the fusion of different socio-cultural elements. Afro-
Colombian communities, in particular, have used dance as a powerful form of resistance and
resilience. During the colonial era and throughout the years of slavery, African rhythms and
dances were preserved as acts of defiance against the erasure of cultural identity imposed by
European colonizers. Despite the systemic racism and marginalization faced by Afro-
Colombians, dance has served as a vehicle for reclaiming pride and fostering solidarity within

the community. Before the establishment of law 70 of 1993, Afro-Colombians did not have the



28

possibility to fully assert their cultural identity or benefit from legal recognition and protections,
as they were primarily marginalized and excluded from mainstream Colombian society. The law
granted collective land titles to Afro-descendant communities, protected their cultural practices,
and promoted their participation in political life. It also provided a framework for economic and
environmental protections, empowering Afro-Colombians to safeguard their territories and
cultural legacies while engaging in the country's social and political processes. It was pivotal in
advancing social justice for Afro-Colombians and remains a cornerstone of their ongoing
struggle for equality and recognition.

Similarly, part of the response to the contemporary issues faced by Afro-Colombians has
been the creation of cultural spaces and projects to not only celebrate our traditions but make
them visible to the world. For instance, the annual Petronio Alvarez Festival, which celebrates
Afro-Colombian music and dance, exemplifies how these cultural expressions have become
pivotal in advocating for social justice and greater recognition of Afro-Colombian heritage. By
providing a platform for Afro-Colombians to showcase their rich cultural traditions, dance has
not only contributed to cultural preservation but also to raising awareness and promoting
inclusivity in Colombian society.

2.4 El Cuerpo Afro (the Afro-Body) and the Black Dancing Body: Interchanging Forms
of Resistance and Identity

The idea of el cuerpo Afro as an instrument of resistance has been critically explored by
various scholars who emphasize the importance of embodiment in the fight for racial justice. In
this study, | conceptualize el cuerpo Afro as an integration of the broader Black experience and
an extension of Blackness itself. While the Black dancing body exists across the African

diaspora with shared histories of resilience, resistance, and cultural expression, it also takes on
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distinct characteristics depending on its specific socio-historical and geographical context. The
distinction between the "Black dancing body" and “el cuerpo Afro” is not meant to essentialize
their differences but rather to acknowledge that the experience of Blackness, and by extension,
the ways in which Black bodies move, resist, and reclaim space varies across the African
diaspora. This distinction is necessary for understanding how Afro-descendant communities,
particularly Afro-Colombians, navigate their own realities of racialized embodiment while still
being connected to the larger, global Black struggle for liberation.

Puerto-Rican scholar Frances Negrén-Muntaner (2004), in her analysis of Afro-Latinx
identity, discusses how Afro-Latinx communities use their bodies to challenge oppressive
structures, reclaim visibility, and assert their cultural identity. Negron-Muntaner emphasizes that
Black bodies in Latin America often face erasure within national narratives that prioritize
mestizaje (racial mixing), yet Afro-Latinx communities continue to resist through cultural
practices, including dance, music, and ritual. Moreover, Marta Gonzéalez (2010), an Afro-Cuban
scholar, speaks to the ways in which Black bodies in Cuba and other Afro-Latinx spaces
communicate a strong sense of collective identity through cultural practices like dance. Gonzélez
argues that the cuerpo Afro is not merely a passive body subjected to external forces, but an
active agent that "speaks" through the movements and rhythms of African diasporic dance forms.
These dances are integral to maintaining cultural traditions, preserving collective memory, and
asserting autonomy within a larger societal framework that often marginalizes Afro-descendant
peoples. El cuerpo Afro thus acts as a conduit for historical memory, political resistance, and
cultural affirmation.

In the context of Afro-Colombian communities, scholars like Yolanda Retter (2004)

argue that el cuerpo Afro in Colombia has been central to the preservation of Afro-Colombian
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identity and culture, particularly in regions like Chocd. Retter highlights how the rhythms of
traditional Afro-Colombian dances such as currulao, bunde, and chirimia are deeply embedded in
the lived experiences of Afro-Colombian communities and how they function as a means of both
personal and collective resistance. In these contexts, el cuerpo Afro becomes an expression of
cultural survival in the face of marginalization and violence.

The Black dancing body has long been a site of both oppression and resistance,
embodying complex histories of survival, empowerment, and defiance. In the context of Afro-
Colombian communities, particularly in Choco, the dancing body serves as a powerful
instrument of resistance, offering a mode of expression that confronts systemic oppression while
affirming cultural identity. This conceptualization draws heavily on the work of prominent dance
scholar Brenda Dixon Gottschild, whose scholarship on the Black dancing body illuminates the
ways in which dance functions as a vehicle for resistance and liberation.

Gottschild argues that the Black dancing body is fundamentally a product of African
diasporic history, shaped by the traumatic experiences of the transatlantic slave trade,
colonialism, and ongoing racial subjugation. In her influential works, such as Digging the
Africanist Presence in American Concert Dance (1996) and The Black Dancing Body: A
Geography from Coon to Cool (2003), she underscores the inherent resilience of the Black body
in dance, not just as a physical entity but as a cultural symbol of endurance, power, and survival.
For Dixon Gottschild, the Black dancing body carries a unique cultural vocabulary, one that
resists the imposition of Eurocentric standards and embodies a rich legacy of African-rooted
rhythms, movements, and aesthetics that challenge the colonial narrative. The conceptualization
of the Black dancing body as an instrument of resistance also intersects with critical theories of

social justice and decolonization. The body becomes an active site of political action, where the
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individual and the collective can resist through movement. According to Dixon Gottschild, the
physicality of dance challenges the mind-body dualism that has historically been used to justify
the exploitation and dehumanization of Black bodies. In this sense, the Black dancing body is not
only a vehicle of cultural expression but also an instrument of intellectual and social
transformation, offering new possibilities for self-representation, empowerment, and social
change.

Through the lens of Gottschild’s scholarship, the body of the Black dancer represents a
distinct, Africanist aesthetic that resists the imposition of Eurocentric norms. She describes this
aesthetic as a celebration of rhythms, movements, and embodied practices rooted in African
heritage, which continually challenge the colonial and racialized frameworks of mainstream
dance (Gottschild 2003). These embodied practices, whether in the United States, the Caribbean,
or Colombia, serve as forms of resistance against the dominant cultural hegemony that seeks to
erase or diminish Black identities and histories.

The teaching of dance occurs within dynamic spaces of interaction and expression, where
individuals can engage in the vital process of self-manifestation and the articulation of their
cultural identities. These spaces are integral in enabling individuals to represent, communicate,
and embody their cultural dimensions, acting as sites for both personal and collective
empowerment. At this point, it is clear that dance functions not only as an art form but also as a
mode of resistance, offering an avenue for the reclaiming of cultural agency and the
transformation of social realities. Yet, this process is deeply entangled with historical and
ongoing debates around the body, particularly regarding the legacies of colonization and the

ways in which these power dynamics have shaped contemporary conceptions of the body.
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In many African traditions, the body is viewed as a site of deep cultural significance, and
as an instrument through which the physical and spiritual worlds intersect. This conception of the
body emphasizes wholeness, interconnectedness, and the continual negotiation between personal
identity and collective cultural expression. However, under the influence of colonization, these
pre-existing understandings of the body were subjected to external forces that sought to redefine,
control, and restrict the body’s power, both in its physical expression and its social positioning.
Colonization not only imposed foreign notions of the body, largely rooted in European ideals of
rationality and control, but also sought to erase or subjugate indigenous knowledge systems that
emphasized the body’s relationship to ancestral heritage, community, and nature. These
impositions contributed to those “reproduction of territorial and epistemic relations of
domination” (Quijano, 2000, 41), which continue to reverberate through contemporary practices
and cultural expressions, including dance.

The legacy of these colonial relationships of domination has resulted in the exploitation
and marginalization of certain groups, particularly in the global South, where exploitation by
capital has operated in conjunction with the systemic devaluation of local knowledge, cultural
practices, and ways of life. This domination is not limited to material exploitation but extends to
epistemic violence, wherein the knowledge systems, cultural practices, and worldviews of the
colonized are silenced or delegitimized (Gottschild, 2023). In the realm of dance education and
performance, this manifests in the ongoing marginalization of African diasporic dance forms,
which are often dismissed, misrepresented, or appropriated within mainstream cultural and
academic spaces. This erasure not only impacts the visibility and recognition of these practices

but also contributes to the ongoing subordination of the bodies that perform them.
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Furthermore, the concept of the “subaltern” body, as theorized by postcolonial scholars
like Gayatri Spivak (1985), is crucial here. The subaltern body—the body of the colonized, the
marginalized, and the oppressed—is frequently relegated to the margins of cultural production,
unable to speak or be heard within dominant societal structures. This notion resonates deeply
when considering Afro-descendant bodies, particularly those of Afro-Colombian communities in
Choco, whose histories of enslavement, colonial exploitation, and systemic marginalization
render their voices and embodied practices peripheral to mainstream narratives of culture and
history. Yet, within this silence imposed by colonial and postcolonial systems of domination, the
body itself becomes a site of resistance. The title of this work, My Black Body Speaks, directly
responds to Spivak’s proposition by asserting that the Black body not only speaks but does so
powerfully and unequivocally through movement, rhythm, and dance. Dance operates as a
counter-hegemonic language, allowing the subaltern body to communicate its truths and reclaim
agency in ways that transcend the limitations of spoken or written discourse. In this sense, the
Black dancing body becomes a text inscribed with histories of resistance, survival, and cultural
memory that challenges its prescribed invisibility and silence. Moreover, Spivak’s framing of the
subaltern’s inability to speak within dominant discourses highlights the need for alternative
epistemologies and pedagogies that validate and amplify subaltern voices. My Black Body
Speaks positions dance as one such epistemological framework, emphasizing the performative
power of the Black body to disrupt colonial constructs of silence and invisibility. Through dance,
the subaltern body reclaims space, asserts its presence, and challenges the erasure imposed by
colonial systems of knowledge production.

Dance as a form of embodied expression remains a powerful tool for resisting this

silence, enabling the subaltern body to assert its presence and reclaim its agency. This is
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particularly evident in Afro-diasporic dance forms, which not only preserve the historical
memories of enslavement, resistance, and survival but also resist the imposition of colonial
cultural norms. The interrelation between colonization, exploitation, and the domination of
cultural knowledge highlights the need for a critical pedagogy of dance that acknowledges these
power structures and seeks to dismantle them. Such a pedagogy must center the experiences,
histories, and epistemologies of marginalized peoples, providing spaces for their cultural
expressions to flourish and be valued. By recognizing the historical trajectories that have shaped
the conception of the body, particularly in African and Afro-diasporic contexts, we can develop
more inclusive and equitable frameworks for dance education, ones that empower the body as
both a site of individual expression and a collective force of resistance against ongoing systems
of domination.

Kinesics, the study of body movements, demonstrates that humans constantly
communicate through ritualized body movements, for example, gestures, facial expressions, and
the use of space (Aschenbrenner 2002, 84). One’s involvement with dance can result in a body
response and the translation of culture through movement. The communication process that
originates in the process of dancing involves a considerable portion of interconnectedness and
interdependence that will later result in the co-creation of sequences, which are the translation of
living experiences and cultural practices. The co-creation of dance sequences in these contexts
can be seen as a collaborative act of cultural preservation and innovation. Each dancer’s
movement contributes to a shared narrative, one that reclaims agency over a history of
marginalization and celebrates the richness of Afro-descendant identity.

Circling back to Katherine Dunham, it is through dance that individuals express their

personal and collective identities, often as a response to oppression and as a form of resistance



35

(Dunham 1994). The Black dancing body, at its core, is a dynamic and multifaceted medium
through which African diasporic communities assert their agency, preserve their histories, and
confront systemic inequalities. The theorization of the Black dancing body has also revealed its
ability to disrupt dominant narratives and reclaim autonomy over representation. Dance, often
viewed as ephemeral or non-verbal, becomes a critical form of communication that transcends
linguistic and geographic boundaries. Through the embodied practices of dance, Afro-Colombian
communities articulate resistance to the erasure of their identities and histories. These dances
defy colonial attempts to relegate the Black body to a position of subjugation, instead affirming
its presence, creativity, and power as a force for cultural preservation and political
transformation.

Finally, the Black dancing body is a testament to the resilience and innovation of Afro-
descendant communities. It encapsulates a dynamic process of cultural production where
ancestral traditions are reimagined to meet contemporary challenges. This ability to innovate
while maintaining a deep connection to heritage underscores the Black dancing body’s role as
both a vessel of historical memory and a catalyst for future-oriented movements of liberation and
justice. By reclaiming agency through dance, Afro-Colombian communities transform their
bodies into powerful instruments of expression, ensuring that their voices are heard, and their
stories are preserved for generations to come.

Through this lens, the Black dancing body emerges not only as a symbol of resistance but
also as a transformative practice that bridges the past, present, and future, offering a profound
avenue for Afro-descendant communities to navigate and challenge the complexities of their

sociopolitical realities.
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2.4.1 Anti-Blackness in Colombia and Euro-based ideals

In the Colombian context, anti-Blackness operates through systemic exclusion,
cultural erasure, and a persistent Eurocentric framework that dictates national identity,
artistic expression, and bodily aesthetics. These mechanisms collaborate to marginalize,
commodify, or distort Afro-descendant movement practices while upholding white and
mestizo cultural forms as the standard of artistic and national legitimacy (Restrepo 2013).
The historical construction of Colombian identity has often relied on mestizaje* as an
ideological tool that privileges racial mixing while simultaneously erasing Black and
Indigenous cultural specificity (Wade 1997). Within this framework, el cuerpo Afro
becomes a site of contention, a body that carries historical and cultural memory but is
systematically denied full participation in national narratives of modernity, progress, and
artistic excellence.

Euro-based ideals of beauty, discipline, and movement have long defined
Colombia’s artistic and institutional spaces, positioning whiteness and mestizaje as
aspirational while stigmatizing Blackness as primitive, excessive, or undisciplined. This
dynamic is particularly evident in dance institutions, where European classical forms
such as ballet and contemporary dance are privileged as the peak of technigue, artistry,
and formal training, while Afro-Colombian dance traditions (despite their technical rigor
and complex rhythmic structures) are relegated to the vague notion of folklore. As
Gottschild (2003) argues, the Black dancing body is often seen as "natural™ and
"inherently rhythmic," a framing that strips Afro-descendant dancers of their technical

expertise and intellectual contributions to the field of dance. This distinction reinforces

4 Mestizaje refers to the mixing of cultures and races, especially between Indigenous and European peoples. The
term is often used in Latin American societies.
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racial hierarchies within the arts: while European-based dance forms are framed as
sophisticated and universal, Afro-descendant dances are marked as traditional, ethnic, or
informal, stripped of their legitimacy as serious artistic disciplines (Thomas 2007). The
racialized framing of el cuerpo Afro in artistic spaces mirrors larger societal perceptions,
where Blackness is visible only when it can be commodified or made to serve dominant
cultural narratives.

Beyond the realm of dance, anti-Blackness in Colombia manifests in the ways
Blackness is erased from national identity while simultaneously being commodified for
cultural tourism and spectacle. The same nation that marginalizes Afro-Colombians in
terms of political representation, economic opportunity, and access to education
celebrates their music, dance, and aesthetics as part of a sanitized, mestizo-centered
identity. This paradox is evident in spaces such as the Festival de Musica del Pacifico
Petronio Alvarez, where Afro-Colombian cultural expression is uplifted for a few days a
year but remains largely excluded from mainstream media and institutional support
(Agudelo 2005). The treatment of el cuerpo Afro follows a similar logic: in everyday life,
the Black body is hyper-policed, surveilled, and associated with criminality or
hypersexualization, while in cultural spaces, it is celebrated only when it conforms to

palatable expressions that entertain rather than challenge the status quo.

2.4.2 Intersectionality and Afro-Colombian Women's Resistance to Anti-Blackness:
Towards Afrolatinidad
One of the most pervasive ways anti-Blackness operates in Colombia is through
the enforcement of Eurocentric beauty standards that devalue Afro-descendant features,

hair textures, and body types. The preference for whitened or mestizo-appearing bodies is
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deeply embedded in media, fashion, and dance, where ideals of slimness, straight hair,
and light skin dominate representations of femininity and desirability.

Black women in dance spaces, in particular, face the double burden of racial and
gendered scrutiny, as their bodies are often seen as hypersexual or unrefined unless they
conform to whitened aesthetics (Gilliam 2014). The expectation that dancers mold
themselves to Eurocentric standards limits opportunities for Afro-Colombian dancers and
perpetuates the notion that Blackness is incompatible with artistic excellence unless it is
diluted or appropriated.

The concept of intersectionality, first theorized by Kimberlé Crenshaw (1989), is
essential to understanding the layered forms of oppression faced by Afro-Colombian
women. Blackness in Colombia is not experienced in isolation; it is shaped by
intersecting forces of gender, class, geography, and structural inequalities that deepen the
impact of anti-Blackness. In this sense, Afro-Colombian women navigate a dual
marginalization, both as Black individuals in a country that privileges whiteness and
mestizaje and as women in a patriarchal society that often disregards their leadership,
voices, and agency. Black Feminist Thought (Collins 2000) has been instrumental in
challenging hegemonic narratives and advocating for the nuanced experiences of Black
women and girls across the African diaspora. Mikah K. Thompson’s Just Another Fast
Girl provides a compelling critique of the ways in which Black girls are often
hypersexualized, criminalized, and dismissed within legal and social institutions
(Thompson 2021). Her work interrogates the stereotype of Black girls as sexually
deviant, arguing that such racialized and gendered biases not only distort Black girls’

lived experiences but also deny them the protection and care afforded to their white
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counterparts. One of the critical contributions of Just Another Fast Girl to Black feminist
thought is its emphasis on the adultification bias those Black girls face. Thompson
demonstrates how Black girls are perceived as older, less innocent, and more sexually
knowledgeable than their white peers (Thompson 2021, 83). This perception results in
harsher punishments in educational settings and fewer interventions when they
experience sexual violence. Furthermore, Thompson not only challenges dominant
narratives but also advocates for policy reforms that recognize and address the unique
vulnerabilities they face. On the other hand, Kimberlé Crenshaw argues that Black
women’s experiences are simultaneously impacted by racism, sexism, and other forms of
structural inequality (Crenshaw 1991). Her ideas highlight the need for an analytical
approach that considers multiple, overlapping forms of discrimination rather than treating
them as separate issues. Crenshaw’s work is particularly valuable in examining the legal
and social marginalization of Black women. | agree with her when she argues that
without an intersectional lens, efforts to combat inequality may perpetuate exclusions and
reinforce hierarchies within marginalized communities (Crenshaw 1991, 143).

Although Thompson and Crenshaw focus on different aspects of Black women’s
oppression, their works share critical intersections. Both authors challenge monolithic
representations of Black womanhood and girlhood, advocating for frameworks that
acknowledge the complexity of Black female identity. Thompson’s analysis of the
hypersexualization and criminalization of Black girls resonates deeply with Crenshaw’s
critique of legal and social invisibility. Moreover, both authors highlight the importance
of centering the voices of Black women and girls in discussions about race, gender, and

justice.



40

Moving forward, Harriet Jacobs’ narrative in Incidents in the Life of a Slave Girl
also exemplifies the historical roots of the hypersexualization and adultification of Black
girls. Her personal accounts of being pursued by her enslaver illustrate how Black girls
were (and still are) denied childhood and subjected to sexual violence at a young age
(Jacobs 1861). This aligns with Thompson’s argument that Black girls are often seen as
inherently sexual and are denied protection, a perception that persists in modern legal and
educational systems.

At this point, | start to theorize the notions of what it means to be a Black woman
in the Americas, particularly Latin America. The lack of justice for Jacobs as an enslaved
woman mirrors contemporary issues in which Black and Afro-Latinx women experience
vulnerability to violence, often with little institutional support. The frameworks
established by Thompson, Jacobs, and Crenshaw are crucial for understanding the
experiences of Afro-Latinx women and girls. As expressed before, the experiences of
Black women around the world can be similar, but not necessarily the same. The
diasporic interconnectedness present in Black communities suggests special attention to
the global struggle for social justice (Gordon 1997). Afrolatinidad (and thus, the
intersection of Black and Latinx identities) embodies a unique set of racial, cultural, and
gendered experiences that are often overlooked in mainstream discourses. The
hypersexualization and adultification biases that Thompson critiques are also present in
the treatment of Afro-Latinx girls, who face compounded discrimination based on their
racial and cultural backgrounds (Davis 1981).

Afro-Colombian women, particularly those from regions such as Chocé and the

Pacific Coast, experience racialized sexualization that renders them vulnerable to
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systemic neglect and exploitation (Hernandez 2018). The normalization of early
pregnancies, the lack of access to quality education, and the high rates of gender-based
violence disproportionately impact young Black girls in these regions (Garcia-Pefia
2016). Additionally, stereotypes portraying Afro-Colombian women as inherently sensual
or sexually available contribute to their increased exposure to sexual harassment and
trafficking (Wade 1993). In regions like Choc6 and Tumaco, which have predominantly
Afro-Colombian populations, armed groups have perpetrated sexual violence. For this
reason, an intersectional approach allows for a more nuanced understanding of the ways
in which Afro-Latinx women experience racialized gender oppression in both Latin
American and U.S. contexts. By engaging with these scholars’ insights, we (scholars and
activists) can better address the specific challenges faced by Afro-Latinx women.

Despite these oppressive structures, el cuerpo Afro continues to serve as a radical
site of resistance. Through dance, Afro-Colombians reclaim their bodily autonomy, assert
their histories, and challenge the racial hierarchies that seek to control and diminish them.
Across the African diaspora, the Black dancing body carries the legacy of African
movement traditions, spiritual practices, and collective memory (DeFrantz 2004).
However, the ways in which Black embodiment is policed and resisted differ according
to historical and national contexts.

Finally, the distinction between the Black dancing body and el cuerpo Afro is not
merely linguistic but rather a necessary framework for understanding how Black
embodiment is racialized, controlled, and resisted within different systems of oppression.
While both exist within a shared global history of anti-Blackness and colonial violence, el

cuerpo Afro is uniquely shaped by Colombia’s structures of exclusion, its racialized
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national discourse, and its Eurocentric artistic ideals. By centering el cuerpo Afro in this
discussion, I aim to highlight its role not only in resistance but also in disrupting colonial
notions of art, beauty, and belonging. Recognizing the full artistic, political, and
historical significance of Afro-Colombian dance traditions is an essential step toward
challenging the ongoing erasure and marginalization of Black bodies in Colombia’s

cultural and national landscape.
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3 METHODOLOGY
3.1 Research Design and Approach

The central research question guiding this study is: What are the intersections between
dance, social justice, and resistance in the narratives of Afro-descendant communities? To
explore this question, I employed a qualitative research methodology that draws on critical
ethnography and Participatory Action Research (PAR), focusing on its four main
characteristics:(1) participation by the people being studied; (2) inclusion of popular knowledge;
(3) a focus on power and empowerment; (4) consciousness-raising and education of the
participants. These approaches allowed me to delve deeply into the lived experiences, cultural
practices, and collective struggles of Afro-Colombian communities in Choco through dance and
performance.

Critical ethnography provided a framework for understanding how marginalized
communities use cultural practices to resist oppression, while Participatory Action Research
ensured that the voices of these communities were not just represented, but actively engaged in
shaping the research process. This thesis emphasized the role of dance, music, and performance
as not only cultural artifacts but also as tools of social transformation. This methodological
combination aligns with the goals of my research, which seeks not only to study but also to
empower Afro-descendant communities through an emancipatory framework. Given some of the
participants’ backgrounds, the instruments and necessary materials were presented both in
English and Spanish.

3.2 Research Site and Participants

The research was conducted in two primary settings:
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1. Choco, Colombia. Choco is a region with a high concentration of Afro-
Colombian communities. Chocd's rich history of African diasporic dance and
music traditions, along with its long-standing social and political struggles, made
it an ideal location for this study. I interviewed two artists who live in Quibdé (the
capital city of Chocd). The interviews were held online via Zoom.

2. Georgia State University (GSU): Besides the interviews, | conducted a 2-week
series of dance workshops on campus. Due to limited access to the university
buildings, the primary focus was on adult students, faculty members, and staff.
However, participation was open to anyone interested as long as they met the
requirements of (1) self-identify as African-descended and (2) be 18 years old or
older. All participants were informed of their rights, including the option to
withdraw at any time and the assurance of confidentiality. Data collection tools,
such as audio or video recordings, were only used with participants' consent. The
researcher adhered to ethical guidelines to protect participants' privacy and ensure
a safe and respectful environment throughout the study.

3.3 Data Collection Methods
| employed dance workshops, semi-structured interviews, and surveys. Each method was
designed to capture the depth of participants' experiences and perspectives on the intersection of

dance, social justice, and resistance.

3.3.1 Workshops (Participatory Dance Sessions)
| facilitated a series of empowerment workshops grounded in Afro-Colombian dance
practices aligned with the primary research question of my thesis. These workshops served as a

methodological tool to explore how dance and movement function as forms of cultural resistance
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and collective reflection. Students engaged in traditional Afro-Colombian dance forms, exploring
how these practices embody social justice struggles and transmit cultural values across
generations. These workshops also provided a comparative lens, allowing me to examine how
Afro-Colombian dance traditions could be contextualized and interpreted differently in a
community other than Choco and within the diasporic space of GSU. Participants also completed

a short survey to convey their experiences and emotions from the class.

3.3.2 Semi-Structured Interviews

| conducted in-depth, semi-structured interviews with two artists from Chocé. These
interviews explored participants' views on the role of dance in Afro-Colombian identity,
resistance, and social justice. The interview questions focused on the symbolism of dance,
historical narratives of oppression and resistance, and the impact of dance on community
empowerment.

The inclusion of participants from both Choc6 and GSU provided a comparative
perspective on how Afro-Colombian dance traditions are interpreted and practiced in different
social and cultural contexts, revealing the global relevance of Chirimia Chocoana as a form of
resistance.

3.4 Data Analysis

The integration of both verbal and embodied forms of expression allowed the research to
more fully capture the diverse narrative strategies and performative practices employed by Afro-
descendant communities. | examined recurring themes related to the role of dance in social
justice and resistance, cultural transmission through performance, and the lived experiences of
Afro-descendant communities. This analysis allowed me to understand individual and collective

perspectives on how dance functions as a community resistance tool.
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3.4.1 Narrative Approach

Narrative inquiry was applied to the oral histories and personal stories shared during the
interviews. This method helped uncover how community leaders narrate their own histories of
resistance, how they perceived the impact of their dance practices, and how these narratives
intersected with broader community and historical struggles.
3.5 Ethical Considerations

Given the sensitive nature of working with marginalized communities, ethical
considerations were paramount in this research. Informed consent was obtained from all
participants, who were educated about their right to withdraw from the study at any point.
Workshops and interviews were conducted with cultural sensitivity, ensuring that participants'
privacy and dignity are maintained. Similarly, the communities involved had a direct say in how
the research was conducted, interpreted, and shared. All findings were disseminated in ways that
benefited the participants, ensuring that their knowledge and contributions were valued and

recognized.
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4  FINDINGS
This section presents the key findings from interviews, participant observations, and
movement workshops conducted in both Choc6, Colombia, and Georgia State University. The
results illuminate how Afro-Colombian dance functions as a site of resistance, a pedagogical
tool, and a means of fostering social justice within marginalized communities. Drawing from the
lived experiences and testimonies of participants, the findings reveal the intricate ways in which
dance preserves historical memory, nurtures collective empowerment, and challenges dominant

narratives of Black identity.

4.1.1 The Interviews

| conducted virtual interviews with Professors Leonidas Valencia and John Alberto Salas
Arroyo, two esteemed cultural managers, educators, and community leaders from Chocdé. Their
expertise in Afro-Colombian dance, cultural preservation, and social activism provides
invaluable insight into the intersections of dance, social justice, and resistance in the region. Both
participants have dedicated their lives to safeguarding and promoting the rich traditions of Afro-
Colombian performance, ensuring that dance and music remains a vital tool for empowerment
and historical memory. Their perspectives shed light on the challenges faced by Afro-
Colombians in Chocd, including systemic marginalization, limited institutional support, and the
ongoing struggle for recognition of Afro-Colombian artistic expressions. Engaging with these
leaders was essential to this study, as their lived experiences and deep-rooted knowledge offer
critical context for understanding how dance operates not only as a form of artistic expression
but as a means of community resilience, pedagogy, and social justice.

One of the most significant insights is the notion of dance as a form of resistance and

identity assertion. Professor Leonidas articulates how traditional practices, such as the Polka and
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Abozao, are not merely performances but are integrated with historical significance and personal
meaning. Moreover, the distinction between traditional and folkloric dance underscores the
tension between authenticity and performance. Maestro Leonidas's observations about the
spontaneity of traditional dance in community settings versus the rehearsed nature of folkloric
dance for public consumption reveal the layers of meaning embedded in these practices. This
distinction serves as a reminder of the importance of context in cultural expression. Moreover,
his reflections on shared practices, such as river dances® and the use of music as a form of social
control, illustrate how cultural elements transcend geographical boundaries while maintaining
their essence. Overall, the discussion of Chirimia dances as more than just performances
highlight how these dances function as living archives of Afro-Colombian history, carrying the
embodied experiences of resilience, memory, and communal belonging. This aligns with my
main argument that dance serves as a critical site for preserving Afro-descendant narratives that
might otherwise be overlooked in dominant historical accounts. By emphasizing the tension
between traditional and folkloric dance. EI maestro Leonidas underscores a crucial dimension of
cultural resistance, the ongoing negotiation between authenticity and external representation.
Furthermore, the reflections on river dances and music as social control highlight the
transnational and transcultural dimensions of Afro-descendant dance traditions. It was very
interesting to find out how both the dances of Choc6 and the dances of some Black communities
in the United States contain shared codes and narratives. These include rhythmic patterns rooted
in African drumming traditions, use of call-and-response structures in both music and movement,

improvisation as a form of individual and collective expression, and the symbolic representation

5 River dances are dances that originate in the river, and they are created during the everyday activities in the
communities like Chocé. They come from the dialogue between the inhabitants and usually reflect the reality of the
community.
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of resistance to oppression. Additionally, both traditions emphasize communal participation and
celebration, reflecting the importance of collective identity and cultural continuity. These shared
practices demonstrate how dance serves as both a localized and globally connected form of
cultural survival. The ability of these practices to transcend geographical boundaries while
maintaining their core meanings speaks to the resilience of African diasporic traditions and their
role in collective resistance. El maestro Leonidas challenges the notion of beauty standards
imposed by other cultures in order to dig into how Black Afro-Colombian women have resisted
to anti-Blackness. particularly in relation to body image, self-acceptance, and the impact of
colonial beauty standards on Afro-Colombian women. He is challenging the Eurocentric and
hegemonic ideals of beauty that have been historically imposed on Black communities, revealing
how these standards have functioned as tools of anti-Blackness and exclusion. His reflections
highlight the ways in which Afro-Colombian women reclaim their bodies through dance,
transforming movement into an act of defiance against the narratives that have sought to devalue
and erase their presence. The expressive, uninhibited movements of Chirimia Chocoana dances
reject the rigid, controlled aesthetics associated with whiteness and instead celebrate the natural
strength and fluidity of the Black and Afro body. This bodily expression serves not only as a
cultural affirmation but also as a political statement, reinforcing the idea that beauty is deeply
rooted in ancestral knowledge and self-defined narratives rather than external validation.

On the other hand, the interview with John Alberto Salas Arroyo (Beto) serves as a
compelling testament to the fundamental role that dance, music, and cultural traditions play in
the intersections of social justice, resistance, and identity formation among Afro-descendant
communities. His insights align deeply with my research question, highlighting how dance is not

just an artistic practice but a political and social tool for empowerment and survival.
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One of the key themes Beto underscores is the lack of institutional support for Afro-
Colombian artists, stating that "this social justice for us is far from the territory™ and that "we
always work art, culture, dance with our fingernails (meaning with no resources).” This reality
reflects the structural inequalities that continue to marginalize Black communities, reinforcing
the need for dance as a means of both cultural preservation and resistance. His statement reveals
that, despite these obstacles, dance and music remain critical tools for self-determination and
agency, serving as a response to state neglect. Furthermore, Beto's personal journey with dance
illustrates how movement becomes a medium of self-actualization and diasporic connection. He
describes how his first exposure to Afro-diasporic dance traditions occurred outside of Chocd, in
Medellin, where he encountered Sankofa, a corporation with a direct link to Africa. This
experience awakened his awareness of his Afro-descendant identity and allowed him to
recognize the embodied knowledge transmitted through dance. His realization that Afro-
Colombian traditions are deeply intertwined with African heritage: "we do not have just
similarities, we have knowledge, and all our roots come from the continent™ demonstrates the
significance of dance as a vehicle for historical consciousness and the transmission of diasporic
memory. In relation to the present study, this illustrates how dance functions as a tool of
resistance and cultural affirmation, reinforcing Afro-Colombian identity in the face of external
pressures of assimilation and erasure. Beto’s assertion that "through Chirimia, all the
idiosyncrasy of Black people is expressed™ speaks to the way in which music and dance become
collective acts of resistance and solidarity, maintaining their relevance in both ancestral and

contemporary struggles for recognition and justice.
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Ultimately, these interviews underscore the critical role that dance plays as a living,
embodied counter-narrative in the ongoing struggles for social justice within Afro-descendant
communities. As discussed in the literature, embodied practices such as dance are not merely
aesthetic expressions but are deeply woven into the fabric of resistance and cultural survival
(DeFrantz 2004; Wade 2010). Through dance, Afro-descendant communities, like those explored
in my research, reclaim their identities, assert their histories, and actively construct new forms of
resilience and empowerment. These practices challenge state neglect, racial hierarchies, and
historical erasure, as outlined in the previous discussions on the colonial legacies and socio-
political struggles (Law 70 of 1993). The participants' narratives reinforce these scholarly
arguments, illustrating how these embodied traditions serve as vital, living counter-narratives to
systemic racism and social exclusion, ensuring that Afro-descendant voices continue to resonate,

not only in words but in movement.

4.1.2 The Workshops

| conducted a series of three workshops, each lasting two hours, at Classroom South at
Georgia State University (GSU). These workshops engaged GSU students in an immersive
exploration of Afro-Colombian dance traditions, emphasizing movement as a form of cultural
resistance, community empowerment, and identity affirmation. Each session incorporated both
practical dance and theory about the history of Colombia and the expressions. They also
welcomed critical discussions, allowing participants to connect physically and intellectually with
the themes of the research. To assess the impact and gather participant reflections, a survey was
administered at the end of each workshop, providing their valuable insights into how dance

fosters engagement with issues of race, history, and social justice.



52

In every workshop, the participants learned the basic steps of Chirimia Chocoana dances
and were able to execute movements that are traditional from the Choco region. The class would
start with the researcher’s presentation of the study and the context where such dances come
from. During the sessions, they engaged interestingly with such movements, jumps, claps and the
representative chant of “WEPA,” which serves to anticipate the next movement and to call the
audience’s attention before introducing new gestures or expressions.

Another important aspect of the workshops is that most of the dances in Choco are
performed with a partner and/or in groups. In this case, however, all the participants were women
and even though they could perform the group activities, this demographic allowed me to have a
focus on gender and how Black women interact with dance overall. The fact that traditional
dances in Choc6 are often performed with a partner or in groups speaks to the communal nature
of these expressions, reflecting a cultural framework where movement is not only an artistic
form but also a means of social interaction and historical continuity. However, the unique
composition of this workshop—exclusively women—offered an invaluable opportunity to
explore dance through a gendered lens, emphasizing how Black women experience, embody, and
negotiate movement as an act of both personal and collective agency. By centering Black women
in this exploration/analysis, the workshop provided insights into how dance functions as a space
for self-definition and resistance against gendered and racialized constraints. The participants
were able to feel comfortable in the space and let their bodies speak. Within the African
diaspora, dance has long served as a site where Black women reclaim autonomy over their
bodies, resist Eurocentric beauty norms, and cultivate joy in the face of systemic oppression. The
women in this workshop, through movement, engaged in a dialogue with their own histories and

identities, fostering a sense of empowerment that extends beyond the physical aspect.
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Furthermore, the absence of male partners in these traditionally structured dances disrupted the
expected dynamic, allowing participants to redefine the meanings of connection, rhythm, and
self-expression on their own terms. In this way, the workshop reaffirmed dance as a tool for
reimagining social roles and power structures through embodied resistance. By breaking away
from the traditional male-female partner dynamic, the workshop enabled the women to challenge
the conventions that have long defined Afro-diasporic dance forms. This shift highlighted the
potential for dance to not only preserve cultural traditions but to evolve and transform them,
making room for new expressions of Black womanhood, agency, and resistance. This practice of
embodied resistance aligns with the theories of dance and culture presented in the literature
review section by scholars like Katherine Dunham, Leonidas Velancia, and Brenda Dixon
Gottschild. Dunham's understanding of dance as a political and cultural act emphasizes its power
to resist the historical exploitation of Black bodies, while Velancia’s exploration of Afro-
Colombian dance culture demonstrates how traditional forms can be both preserved and
reimagined. Gottschild’s emphasis on Africanist aesthetics and the body as a site of cultural
expression further underscores how these moments of embodied autonomy and freedom
challenge not only gendered expectations but colonial and patriarchal structures as well.

The lesson here is clear: dance is not just an art form but a powerful tool for resistance
and transformation. In reimagining these forms, the participants engaged in a collective act of
reclaiming their bodies, their histories, and their futures. By stepping outside the constraints of
traditional roles, they engaged in a radical practice of self-expression that speaks to the broader
potential of dance as a means of social change and empowerment. This act of redefining
connection and rhythm on one’s own terms offers a blueprint for how dance, as a practice of both

joy and resistance, can continue to challenge and reshape societal norms. (Dunham 1994).
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In the workshops, the participants worked both individually and in pairs and explored
dances such as Abozao, Tamborito and Polka Chocoana. One of the most compelling moments
in the workshops occurred when a participant drew a direct connection between Abozao and the
traditional Line Dancing practiced by Black communities in the U.S. She specifically noted that
to grasp the movement of Abozao, she imagined herself dancing to the famous Tamia Dance, as
both styles incorporate the crossing of the feet in their execution. This revelation is a striking
example of the diasporic connections that emerge through movement, reinforcing the shared
cultural memory and rhythmic sensibilities that transcend geographical boundaries. This
discovery is particularly significant for my research, as it exemplifies the very intersections | am
seeking to uncover, especially the ways in which Black communities across the African diaspora
have preserved, transformed, and reinterpreted dance as a language of resistance, joy, and
identity. The participant’s insight underscores how embodied knowledge travels across
generations and regions, reaffirming that these dances, though rooted in different historical

contexts, share a common ancestry and function as vital expressions of Black cultural resilience.

Figure 1Movement Workshop
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In the practice of Polka Chocoana, the participants quickly demonstrated an intuitive
understanding of the rhythm, naturally anticipating movement changes in a joyful, collective
call. As they progressed, they had to transition from simply following the rhythm to actively
using their own voices and bodies to lead the movement. This shift was not just technical; it was
deeply symbolic. By vocalizing their own moves and taking control of their physical expression,
the participants embodied a sense of agency, moving beyond passive reception to active creation.
Polka Chocoana, like many African diasporic dances, is inherently joyful, and for Black
communities, joy itself is an act of defiance against historical and ongoing oppression. Through
movement and collective energy, Polka Chocoana fosters a sense of belonging and reclamation,
much like the broader practice of African diasporic dance. The workshops not only reaffirmed
the participants’ ability to interpret and adapt cultural expressions across borders, but also
reinforced the notion that joy, expressed through dance, rhythm, and voice, is an enduring form
of resistance and empowerment.

Finally, the survey responses revealed a profound recognition of Afro-Colombian dance,
particularly Chirimia Chocoana, as a vehicle for resistance, empowerment, solidarity, and
political activism. While many participants were unfamiliar with these dances before the
workshop, their reflections demonstrated a deep awareness of the ways these can communicate
complex social and cultural messages. A significant takeaway from the survey was the
participants’ realization that dance serves as a universal language that connects Black people
around the world, transcending cultural and geographical barriers. The recognition of Afro-
Colombian dance as a form of political activism and empowerment highlights its potential as a

means of resistance within the African diaspora. Additionally, the responses indicated that
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elements such as communal movements, traditional calls like "WEPA," and the embodiment of
joy played a pivotal role in deepening their connection and understanding of Afro-Colombian
cultural expressions. The acknowledgment of dance as a celebration of resilience and collective
identity further reinforces the argument that movement is not just performance but an act of
cultural affirmation and defiance against historical erasure.

4.1 Addressing the Research Question

bell hooks reminds us that the body is not only a site of domination but also a site of
resistance and joy. Her insistence on the importance of love, healing, and community in the
struggle for Black liberation provides a framework for understanding dance not just as artistic
expression but as a radical act of reclaiming oneself and history. For hooks, the act of moving
joyfully (especially in a world that denies Black bodies rest, softness, and expression) is itself an
act of resistance.

For many of the participants, especially those who had not been previously exposed to Afro-
Colombian dance traditions, the act of moving in ways that were unfamiliar (yet deeply rooted in
their ancestral histories) was an opportunity to reclaim space. These dances, often associated
with resilience, joy, and collective memory, allowed participants to express themselves fully,
embracing the fluidity of their bodies and the rhythm of their culture. This is where bell hooks’
assertion that dance can be an act of resistance resonated powerfully. In a world that frequently
marginalizes Black bodies, denying them the freedom to rest, express vulnerability, and
experience joy, the dance floor became a space of both healing and rebellion.

Moments of joy and release in the workshop were grounded in the Polka and Bunde, which,
as forms of communal dance, allowed participants to engage in a collective affirmation of Black

identity and history. Just as my literature speaks to the importance of healing within the struggle
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for Black liberation, these moments of joy became acts of healing. The very act of allowing the
body to move without inhibition, whether in joy, resistance, or celebration, was an assertion of
freedom in itself, particularly for those who had been conditioned to suppress their expressions
or viewed their bodies as instruments of labor and survival rather than self-expression.

On the other hand, Brenda Dixon’s exploration of Africanist aesthetics, particularly
polyrhythm and improvisation, offered a critical lens through which to view the dance practices
explored in the workshops. Dixon’s assertion that Black dance is a site of cultural memory and
resistance directly correlates with the experiences and perspectives shared by participants in the
workshop. These aspects of Africanist aesthetics are not only central to Afro-Colombian dances
but also serve as powerful modes of resistance against the dominant, often Eurocentric,
narratives that have historically marginalized Black bodies and cultures. In the workshops,
participants engaged in dances that embodied these very principles. Polyrhythm, the practice of
layering multiple rhythms simultaneously, was evident in the complex beats that guided the
dancers through Abozao, demanding that they attune their bodies to intricate rhythms that went
beyond linear movement. This aspect of movement challenged the conventional, uniform
rhythms typically promoted in Western dance forms and invited participants to reconnect with an
African diasporic aesthetic that emphasizes the multiplicity of rhythms within the body.

Paulo Freire’s Pedagogy of the Oppressed (2005) contributes a theoretical foundation for
understanding dance as a critical pedagogical tool. His notion of praxis reflection and action
upon the world in order to transform it parallels the way dance can serve as a method of both
personal and collective transformation. As Freire suggests, transformative learning occurs when
individuals critically engage with their own lived experiences and histories. This was mirrored in

the way dance allowed participants to engage with their Afro-Colombian heritage and personal
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experiences, using their bodies to reflect on the systemic struggles of their communities and
reclaim their voices. Through movement, participants were able to bring their historical and
cultural narratives into the present moment, reconnecting with ancestral knowledge and using it
to reshape their understanding of themselves and their roles in their communities. Furthermore,
Freire’s insistence on the need for education to promote solidarity and collective action was
mirrored in the communal nature of the dance workshops. As Freire argues, the transformative
power of education lies in its ability to create spaces of dialogue and shared understanding,
where participants can learn from one another. In the workshops, dance became a collective
practice, where participants not only learned the steps but also shared their personal histories and
experiences. Through the shared movement, participants forged a collective sense of identity and
resistance. As they moved together, they were not just learning steps but creating a shared space
for cultural reaffirmation and collective action.

Together, these theorists help me address my research question by highlighting that Afro-
Colombian dance is not just a cultural product, but a living praxis of resistance. It is where social
justice is imagined, reimagined, and performed; where stories of oppression are re-embodied and
transformed; and where collective memory, healing, and liberation are made tangible through

movement.
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5 CONCLUSION

This research affirms that dance is not merely an artistic expression but a site of resistance,
empowerment, and cultural affirmation for Afro-diasporic communities. Through the embodied
knowledge of Afro-Colombian traditions, movement becomes a language of defiance against
historical erasure, marginalization, and systemic neglect. The workshops, surveys, and
interviews have demonstrated that Afro-Colombian dances, particularly Chirimia Chocoana are
historical archives, sites for powerful social interventions. The intersection of dance, social
justice, and resistance reveals itself in the way movement preserves collective memory, fosters
solidarity, and reclaims joy as a radical act. The observations and connections found throughout
the process exemplify how African diasporic communities remain interconnected through
rhythm, gesture, and embodied resilience.

On the other hand, while the initial plan was to conduct four dance workshops, only three
were conducted due to space constraints at the venue. Additionally, the number of interviews
was limited to two, and the total number of participants across all activities was six. These
results, although very effective, may have limited the generalizability of the findings. For this
reason, the insights gathered provided valuable depth and can serve as a foundation for further
research with broader participant pools.

Ultimately, this study validates the necessity of preserving and amplifying Afro-Colombian
dance traditions within academic and activist spaces. By positioning these dances as both
pedagogical and political tools, my research contributes to a broader discourse on how African
diasporic communities use movement to assert their identities, heal intergenerational wounds,

and challenge oppressive structures. In reclaiming dance as a space of power, Afro-Colombian



bodies do not merely move; they speak, resist, and demand visibility, ensuring that their

histories, struggles, and triumphs remain in motion.
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APPENDICES
Appendix A: Recruitment

Appendix A.1 — Email (Workshop participants)

Hello,

I hope this email finds you well.

My name is Angie Melissa Gonzélez Chaverra, and | am a conducting a study on the Afro-
Colombian artistic traditions. The title of my study is “My Black Body Speaks: African Diaspora
Dancing for Social Justice and Resistance. Empowering Afro-descendant bodies and voices
through Chirimia Chocoana.” The purpose of this study is to explore how Afro-Colombian dance
may serve as a powerful tool for social justice and resistance, highlighting the experiences and
cultural expressions of Afro-descendant communities. | am reaching out to invite you to
participate in a series of workshops as part of this research. Each session will last 2 hours, with a
total of 8 hours over 2 weeks, two times a week. Your participation would involve engaging in

dance workshops, which include a survey at the end of every session.

Kindly share this opportunity with anyone who may be interested. For any inquiries, please

respond to this email or contact me at 5173489903.

Looking forward to your response!

Best regards,
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Appendix A.2 — Email (Interview participants)

Hello,

I hope this email finds you well.

My name is Angie Melissa Gonzélez Chaverra, and | am a conducting a study on the Afro-
Colombian artistic traditions. The title of my study is “My Black Body Speaks: African Diaspora
Dancing for Social Justice and Resistance. Empowering Afro-descendant bodies and voices
through Chirimia Chocoana.” The purpose of this study is to explore how Afro-Colombian dance
may serve as a powerful tool for social justice and resistance, highlighting the experiences and
cultural expressions of Afro-descendant communities. | am reaching out to invite you to

participate in this research through an interview session that will last approximately one hour.

For any inquiries, please respond to this email or contact me at 5173489903.

Looking forward to your response!

Best regards,
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Appendix A.3 — Recruitment Flyer (Workshop participants)

CALL FOR

PARTICIBANTS

, £
‘-?\“ - Py - C

o

This qualitative study explores how Afro-Colombian dance may
serve as a powerful tool for social justice and resistance,
highlighting the experiences and cultural expressions of Afro-
descendant communities.

REQUIREMENTS: LOCATION:

* Be 18 years old or older. Georgia State University
¢ Identify as Black or African-descended (Atlanta campus)

If you are interested in participating in this study, please email
agonzalez87@student.gsu.edu for more details

| s ,

Figure 2 Research Flyer
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Appendix A.4 — Sample Script for phone call

"Hello, this Angie Chaverra. I hope you 're doing well. I'm reaching out because I'm conducting
a research study as part of my work at Georgia State University, and 1’d love to invite you to
participate. My study is titled “My Black Body Speaks: African Diaspora Dancing for Social
Justice and Resistance. Empowering Afro-descendant bodies and voices through Chirimia
Chocoana,” and it involves participating in a series of workshops and completing a survey.
Would you be interested in participating? 1’d be happy to provide more details and answer any

questions you may have."
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Appendix B — Informed Consent
Appendix B.1 — Workshop Participants
Georgia State University
Informed Consent

Title: My Black Body Speaks: African Diaspora Dancing for Social Justice and Resistance.
Empowering Afro-descendant bodies and voices through Chirimia Chocoana.
Principal Investigator: Dr. Lia T. Bascomb
Student Principal Investigator: Angie Melissa Gonzalez Chaverra

Introduction and Key Information

We invite you to take part in this research study. You will decide if you would like to take part in
the study.
The purpose of this study is to explore how Afro-Colombian dance may serve as a powerful tool
for social justice and resistance, highlighting the experiences and cultural expressions of Afro-
descendant communities.
Your role in the study will last eight hours total.
We will ask you to do the following:

- Participate in a series of dance workshops, each lasting 2 hours, 2 days a week,
for 2 weeks.

- Complete a short survey at the end of every session.

If you are part of this study, the risks of being in this study may include:

- Fatigue or strain, particularly for those who may not be accustomed to regular

physical activity.
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This study is not designed to benefit you. We hope to gain information about the intersections of
dance, social justice, and resistance in Afro-descendant communities.

If you do not wish to take part in this study, you can withdraw at any moment.

Purpose

The purpose of this study is to explore how Afro-Colombian dance may serve as a powerful tool
for social justice and resistance, highlighting the experiences and cultural expressions of Afro-
descendant communities. We invite you to take part in this research study because you are
Black/African-descended and are 18 years old or older. We will invite a total of 25 people to be
in this study.

Procedures

If you decide to take part in this study, you will be asked to engage in guided movement sessions
exploring traditional Afro-Colombian dance forms. These sessions will focus on self-expression,
cultural connection, and community building while incorporating discussions on the themes of
social justice and resistance. You are not required to participate in all 4 sessions. At the end of
every workshop, you will be asked to complete a short survey. The survey will last about 10
minutes, and it will be part of the 2-hour workshop session.

Future Research

We may use your information for future research.

Risks

We invite you to take part in this research study because you are Black/African-descended and
are 18 years old or older. We will invite a total of 25 people to be in this study. You will not have

any more risks than you would in a normal day of life. We do not expect injury from being in



67

this study. If you have been harmed, contact the research team as soon as possible. Georgia State
University and the research team have not set aside funds to pay for any injury.

Benefits

This study is not designed to benefit you personally. You may benefit from being exposed to
Afro-Colombian culture, getting an experiential learning opportunity that integrates theory with
practice. We hope to gain information about the intersections of dance, social justice, and
resistance in Afro-descendant communities.

Alternatives

The alternative to taking part in this study is to not take part in the study.

Voluntary Participation and Withdrawal

You do not have to be in this study. If you decide to be in the study and change your mind, you
can drop out at any time. You can skip questions. If you do not take part or if you leave the study
early, you will not lose any benefits that you are otherwise entitled to.

Confidentiality

We will keep your records private to the extent required by law. The following people and

groups will have access to the information you provide:

. Angie Melissa Gonzéalez Chaverra (Student Principal Investigator)
. Dr. Lia T. Bascomb (Principal Investigator)

. GSU Institutional Review Board

. Office for Human Research Protections (OHRP)

We will use your initials on study records. We will store the information you provide on a

computer, which is password-protected to ensure data security. Your information will be solely
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accessible to the researcher and the team mentioned above, ensuring that no unauthorized
individuals can access the data. The data will have backup copies saved to an encrypted external
hard drive, and cloud storage or third-party services (e.g. Google Drive).

After the study is completed, data may be retained for future research or academic purposes, with
the consent of participants.

Contact Information

You can contact Angie Melissa Gonzélez Chaverra at 5173489903 and angiemegch@gmail.com
or Dr. Lia T. Bascomb at Ibascomb@gsu.edu:

. If you have questions about the study or your part in it

. If you have questions, concerns, or complaints about the study
The IRB at Georgia State University reviews all research that involves human participants. You
can contact the IRB if you would like to speak to someone who is not involved directly with the
study. You can contact the IRB for questions, concerns, problems, information, input, or
questions about your rights as a research participant. Contact the IRB at 404-413-3500 or
irb@gsu.edu.
Consent

We will give you a copy of this Informed Consent Form to keep.

If you are willing to be in this research study, please sign below.

Printed Name of Participant



Signature of Participant

Principal Investigator or Researcher Obtaining Consent

Date

Date
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Appendix B.2 — Interview Participants
Georgia State University
Informed Consent
Title: My Black Body Speaks: African Diaspora Dancing for Social Justice and Resistance.
Empowering Afro-descendant bodies and voices through Chirimia Chocoana.
Principal Investigator: Dr. Lia T. Bascomb
Student Principal Investigator: Angie Melissa Gonzalez Chaverra

Introduction and Key Information

We invite you to take part in this research study. You will decide if you would like to take part in
the study.

The purpose of this study is to explore how Afro-Colombian dance may serve as a powerful tool
for social justice and resistance, highlighting the experiences and cultural expressions of Afro-
descendant communities.

Your role in the study will last one hour total.

We will ask you to do the following:

Answer a series of questions in an interview.

If you are part of this study, the risks of being in this study may include:

- Experiencing emotional discomfort when discussing sensitive topics related to
social justice, resistance, and personal experiences within your community.
This study is not designed to benefit you. We hope to gain information about the intersections of
dance, social justice, and resistance in Afro-descendant communities.

If you do not wish to take part in this study, you can withdraw at any moment.
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Purpose

The purpose of this study is to explore how Afro-Colombian dance may serve as a powerful tool
for social justice and resistance, highlighting the experiences and cultural expressions of Afro-
descendant communities. We invite you to take part in this research study because you are
Black/African-descended and are 18 years old or older. We will invite a total of 25 people to be

in this study.

Procedures

If you decide to take part in this study, you will be asked to share your personal experiences,
stories, and reflections on your work as an artist in Chocd, with a focus on how art intersects
with themes of social justice, resistance, and cultural identity. The interview will be conducted
virtually via Zoom. The session will be recorded with your consent, and all information you
provide will be used for academic purposes. The interview will last one hour.

You are expected to attend the scheduled virtual interview, answer questions based on your
personal experiences and reflections, and provide consent for the recording of the session (audio
and/or video). You will interact exclusively with the primary researcher during the interview.

Future Research

We may use your information for future research.

Risks

We invite you to take part in this research study because you are Black/African-descended and
are 18 years old or older. We will invite a total of 25 people to be in this study. You will not have

any more risks than you would in a normal day of life. We do not expect injury from being in
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this study. If you have been harmed, contact the research team as soon as possible. Georgia State
University and the research team have not set aside funds to pay for any injury.

Benefits

This study is not designed to benefit you personally. You may benefit from getting a better
understanding on your cultural practices and experiences. This process will foster a deeper
appreciation of your values and may strengthen your connection to Afro-Colombian heritage.
We hope to gain information about the intersections of dance, social justice, and resistance in
Afro-descendant communities.

Alternatives

The alternative to taking part in this study is to not take part in the study.

Voluntary Participation and Withdrawal

You do not have to be in this study. If you decide to be in the study and change your mind, you
can drop out at any time. You can skip questions. If you do not take part or if you leave the study
early, you will not lose any benefits that you are otherwise entitled to.

Confidentiality

We will keep your records private to the extent required by law. The following people and

groups will have access to the information you provide:

. Angie Melissa Gonzéalez Chaverra (Student Principal Investigator)
. Dr. Lia T. Bascomb (Principal Investigator)
. GSU Institutional Review Board

. Office for Human Research Protections (OHRP)
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We will use your initials on study records. We will store the information you provide on a
computer, which is password-protected to ensure data security. Your information will be solely
accessible to the researcher and the team mentioned above, ensuring that no unauthorized
individuals can access the data. The data will have backup copies saved to an encrypted external
hard drive, and cloud storage or third-party services (e.g. Google Drive).

After the study is completed, data may be retained for future research or academic purposes, with

the consent of participants.

Contact Information

You can contact Angie Melissa Gonzélez Chaverra at 5173489903 and angiemegch@gmail.com
or Dr. Lia T. Bascomb at Ibascomb@gsu.edu:
. If you have questions about the study or your part in it

. If you have questions, concerns, or complaints about the study

The IRB at Georgia State University reviews all research that involves human participants. You
can contact the IRB if you would like to speak to someone who is not involved directly with the
study. You can contact the IRB for questions, concerns, problems, information, input, or
questions about your rights as a research participant. Contact the IRB at 404-413-3500 or
irb@gsu.edu.

Consent

We will give you a copy of this Informed Consent Form to keep.

If you are willing to be in this research study, please sign below.



Printed Name of Participant

Signature of Participant

Principal Investigator or Researcher Obtaining Consent

Date

Date
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Appendix C — Survey Tool
Appendix C.1 — Post-Workshop Survey

Date:

Participant’s name (optional):

Title of the study: My Black Body Speaks: African Diaspora Dancing for Social Justice and

Resistance. Empowering Afro-descendant bodies and voices through Chicimia Chocoana.

Purpose:The purpose of this study is to explore how Afro-Colombian dance may serve as a
powerful tool for social justice and resistance, highlighting the experiences and cultural

expressions of Afro-descendant communities.

1. What role does dance play in your personal life? If any

2. How clear was the explanation of social justice during the workshop?

0 Extremely clear
0 Very clear
0 Somewhat cleat

0 Slightly clear

0 Not clear

3. How familiar were you with Afro-Colombian dance before this workshop? Mark an
X next to your answer.

o Very familiar



o

o

o
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Somewhat familiar

I’ve heard of it but don’t know much

Not familiar at all

4. What messages or themes do you believe Afro-Colombian dance can convey? (Select

all that apply)

o

@)

Resistance against oppression
Celebration of cultural heritage
Empowerment and solidarity
Joy and resilience

Political activism and awareness

Other: (please specify)

5. Which aspects of the workshop helped you connect the most with the cultural

expressions of Afro-Colombian communities? (Select all that apply)

@)

o

o

Learning traditional movements like jumps, claps, and the chant of "WEPA"
Understanding the community-based nature of the dances

Practicing with a partner or in groups

Exploring the historical and cultural context of the dances

Other: (please specify)

6. How do you think the chant of "WEPA" impacted the experience of the dance?

o

o

It created excitement and energy in the group

It helped with coordinating movements
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o It felt like a cultural connection to the Choco region
o It added an interactive and fun element to the dance

o Other: (please specify)

What did you learn about the role of Afro-Colombian dance in expressing freedom

and resistance?

What emotions or messages do you feel are most expressed through Chirimia
Chocoana? (Select all that apply)

o Joy and celebration

o Unity and community

o Struggle and resilience

o Freedom and empowerment

o Other: (please specify)
What do you believe Chirimia Chocoana can teach people about social justice?
(Select all that apply)

o The importance of community and collective action

o The history and struggles of Afro-Colombians

o The power of cultural pride and identity

o How to celebrate resilience and resistance through art

o Other: (please specify)
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10. How does participating in or watching Afro-Colombian dance make you feel about
your own culture? (Select all that apply)
o Proud of my heritage
o Curious to learn more
o Inspired to share my culture with others
o A stronger connection to my roots

o Other: (please specify)



Appendix D — Interview Tool

Appendix D.1 — Interview Guide

What is your name and profession?

Can you share your experience with dance and cultural practices in Choc6?

How did you first get involved in traditional dance and music of the region?

What role does dance play in your life and in the community?

How does Chirimia Chocoana reflect Afro-Colombian identity in Choc6?

In what ways do you feel that dance preserves cultural heritage in your community?
Can you describe a moment when the community used Chirimia Chocoana as a form of
resistance or social protest?

How does dance contribute to raising awareness about social and political issues in
Chocg?

How do you think dance can bring about social change?

In what ways does dance create spaces for dialogue and collective action in your
community?

How does dance serve as a tool for educating younger generations about their cultural
heritage?

What role does dance play in building critical awareness about racial and social
inequalities?

Have you observed changes in your students through their participation in dance
activities?

How do you perceive the role of research in supporting your community’s struggles for

social justice?
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Is there anything else you would like to share about the importance of dance in your

community’s ongoing resistance?
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Appendix E — Demographics
Appendix E.1 — Online Form (Workshop Participants)
Principal Investigator: Angie Melissa Gonzalez Chaverra
E-mail: agonzalez87@student.gsu.edu
University/Department: Georgia State University, Department of Africana Studies.
Purpose of the research: The purpose of this study is to explore how Afro-Colombian dance
may serve as a powerful tool for social justice and resistance, highlighting the experiences and

cultural expressions of Afro-descendant communities.

What you will do: Engage in guided movement sessions exploring traditional Afro-Colombian
dance forms. These sessions will focus on self-expression, cultural connection, and community
building while incorporating discussions on the themes of social justice and resistance. You are
not required to participate in all 4 sessions. At the end of every workshop, you will be asked to
complete a short survey. The survey will last about 10 minutes, and it will be part of the 2-hour
workshop session.
Are you a Georgia State University student?*

Yes

No

Name*

Gender*
Female
Male

| prefer not to say it



Other

| self-identify as*
African-descended
Other

| am between*
18-28 years old
28-38 years old
38+ years old

Phone # *

E-mail*

| am interested in participating on the study*
Yes
No

| prefer to be contacted via*
E-mail

Call

82
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Appendix E.2 — Online Form (Interview Participants)
Principal Investigator: Angie Melissa Gonzalez Chaverra
E-mail: agonzalez87@student.gsu.edu
University/Department: Georgia State University, Department of Africana Studies.
Purpose of the research: The purpose of this study is to explore how Afro-Colombian dance
may serve as a powerful tool for social justice and resistance, highlighting the experiences and

cultural expressions of Afro-descendant communities.

What you will do: You will share your personal experiences, stories, and reflections on your
work as an artist in Choco, with a focus on how art intersects with themes of social justice,
resistance, and cultural identity. The interview will be conducted virtually via Zoom. The session
will be recorded with your consent, and all information you provide will be used for academic

purposes.

You are expected to attend the scheduled virtual interview, answer questions based on your
personal experiences and reflections, and provide consent for the recording of the session (audio
and/or video). You will interact exclusively with the primary researcher during the interview.

Name*

Gender*
Female
Male
| prefer not to say it

Other



| self-identify as*
African-descended
Other

| am between*
18-28 years old
28-38 years old
38+ years old

Phone # *

E-mail*

| am interested in participating on the study*
Yes
No

| prefer to be contacted via*
E-mail

Call

84
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