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The abstract  

 This practice-based research worked through recent Portuguese colonial past, via 

a theatre practice defined as postcolonial documentary theatre. This investigation was 

conducted using the methodologies of oral history and archival research that were 

combined with performance making strategies in order to analyse Portuguese colonial 

memory under the framework of postcolonialism. Many traces of the Portuguese 

colonial ideology remained intact in Portuguese society, particularly the narrative of the 

Portuguese as “good coloniser” and this postcolonial documentary theatre aims at 

making politically engaged work that unpacks and exposes these issues. 

 This past has been silenced by Portuguese authorities that have kept a colonial 

history in the public discourse and education system that glorified the Imperial past not 

acknowledging the oppression committed to the colonised people. The alternative views 

of this past always remained in the margins of Portuguese society. There has been a 

recent surge in Portuguese society from the part of academics, artists and activists that is 

bringing this discussion from the margins to the average Portuguese citizen. This 

research is taking part in this movement, using postcolonial documentary theatre to 

rethink this past. It produced three performances, that premiered in Lisbon and are 

touring in Portugal and abroad: Portugal não é um país pequeno (2015) (Portugal is not 

a small country), Passa-Porte (2016) (Passport) and Libertação (2017) (Liberation).  

 The performance work that came out of this research has contributed to the re-

writing of history and worked towards memory transmission, by opening the debate 

around these issues in Portuguese society. The research also uses postcolonial 

documentary theatre to claim for social change, particularly from Portuguese officials to 

review their position on colonial history, how it is taught in schools, how it is described 

in history books, but also the colonial thinking that is still present in Portuguese society. 
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Introduction 

This research discusses the Portuguese recent colonial past through theatre practice, 

with the aim of re-writing Portuguese colonial history. The colonial past is still very 

problematic in Portuguese and European societies, with accusations from postcolonial 

thinkers and minority groups of Eurocentric thinking, structural racism and failure in 

recognising the dark sides of colonial history. At the same time, far right movements are 

growing in Europe, making claims against foreigners, refugees and stating that 

Europeans should have the right to be proud of their history. Across the Atlantic, during 

the time that this research has lasted, it was possible to observe the election of president 

Donald Trump succeeding Barack Obama in the White House. Trump has put forth 

policies and statements that have given rise to racial tensions across the U.S. with the 

surge of white supremacists movements and black activists such as Black Lives Matter.  

Although these tensions are visible across the world and in European societies, steps 

nevertheless are being taken towards change in relation with the colonial past and its 

repercussions in contemporary societies. This is an on-going process that is occurring in 

the former rulers of colonial Empires and it demands deep structural changes and it 

would be naive to expect it to happen without the increase of tensions and intense 

struggles. This research engages with these questions through theatre, demanding 

audiences to re-think the colonial past and urge for the re-writing and re-telling of 

history.  

 This theatre practice was named postcolonial documentary theatre and discusses 

and reflects on Portuguese colonial memory and works directly towards decolonisation. 

Postcolonial documentary theatre is a practice that works with historiography 

methodologies, such as the collection of archival documents and oral history 

testimonies. The documents collected are then combined and juxtaposed through a 
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performance making procedure that has devising at its base and was called postcolonial 

devising strategies, in order to create a specific performance style that is non-linear, 

fragmented and multi-layered (Heddon & Milling 2006). The postcolonial devising 

strategies also work across other genres associated with the spectrum of reality theatre 

(Wake 2010) or theatre of the real (Martin 2013), such as documentary, 

autobiographical theatre, verbatim theatre - specifically the use of headphones to 

transmit to the audiences the testimonies collected; I have decided to use the term 

documentary because it is a hybrid genre that includes a variety of documents and 

methods. The processes and methodologies used in this performance allow for staging 

history, its influence on people’s lives and how it was passed through generations.  

 In this research, the performance making strategies are established within a 

postcolonial framework that gives a critical view over the documents and testimonies 

collected. For Soyini Madison, postcolonialism ‘refers to the multiple forms and 

locations of discourse, performance, politics, value, and the “everyday” – both past and 

present – that emanate from the history of colonialism’ (2012:55). This frame of 

reference has been a way of critically analysing archival material and testimonies that 

were ingrained in colonial nostalgia, being present on stage in the form of comments, 

direct political statements to the audience and by quoting author’s works or reading 

from books.  

 This research is putting on stage precisely postcolonial issues and putting 

forward the urgency to decolonise Portugal’s history and Imperial thinking. The process 

of decolonisation discussed here does not concern the historical course that drove to the 

independence of colonised countries. The matter under scrutiny is related to the 

structures of thought that continued from the colonial past still today and are visible in 

the way Portugal continues to tell their past and has permitted the continuation of the 
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inequalities between white and black Portuguese citizens. Moreover, it is present in the 

institutionalised racism that has been made invisible through lusotropicalism, the 

ideology that states that Portuguese are incapable of being racists and that Portuguese 

colonialism was “good colonialism”. 

 This investigation on decolonisation starts from the analysis of Portuguese 

colonialism, examining how it was lived by colonised and colonisers, followed by the 

telling of the stories of the people that struggled and resisted against it, claiming that it 

is with the analysis of the past and the comparison with the present that change may 

occur.  As Milija Gluhovic (2013) asserts in his book Performing European Memories - 

Trauma, Ethics, Politics ‘very little work has addressed the processes of imperialism, 

colonialism, slavery that, if largely unacknowledged, are an integral part of European 

history and identity’ (2013:2). In the same way Paul Gilroy (2004) in his book After 

Empire, Melancholia or Convivial Culture argues that ‘the imperial and colonial past 

continues to shape political life in the overdeveloped-but-no-longer-imperial 

countries’ (2004:2). It is, in Gilroy’s view, the old metropolis that are now dealing with 

issues of multiracial societies, balancing tensions between Imperial melancholia and 

pressing new postcolonial cultures and he remarks: 

The modern histories of numerous other countries, particularly Belgium, 

France, Spain, Italy, and the Netherlands, might also be used to construct 

equivalent arguments amidst the wreckage of their colonial extensions 

and the injustices of their inconsistent responses to immigration. These 

analyses would be based upon their obvious difficulties in 

acknowledging the pains and gains that were involved in the imperial 

adventures and upon the problems that have arisen from their inability to 
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disentangle the disruptive results supposedly produced by an immigrant 

presence from the residual but potent effects of lingering but usually 

unspoken colonial relationships and imperial fantasies. 

        (Gilroy 2004:109) 

 Portugal is also another European country that needs to address the colonial past. 

Portuguese colonial history is still embellished today with stories of the heroes of 

Portuguese discoveries that built the “greatness of the country”, not acknowledging the 

dark sides of colonial history, such as the oppression of other people, the slave trade, 

slavery, massacres, amongst others. This history is still today embedded with feelings of 

colonial nostalgia and the Portuguese ideology of lusotropicalism, that I will discuss 

further in this thesis and that has, at its base, the narrative of Portugal as the “good 

coloniser”.  António Sousa Ribeiro and Margarida Calafate Ribeiro, two of the most 

prominent figures of postcolonial studies in Portugal, point out the absolute necessity to 

decolonise Europe, claiming that European countries need ‘to re-read the past and the 

imperial and unequivocal language in which it was narrated to better understand the 

present and think the future’ (Sousa Ribeiro & Calafate Ribeiro 2016:6). As Calafate 

Ribeiro claims it is ‘from the decolonisation of people, of that political act, that can 

build an inclusive European discourse, that will imply at its base the reconstruction of 

what it means to be European’ (Calafate Ribeiro 2016:38). 

 This written thesis will focus on the analysis of the praxis developed in this 

investigation, the methodologies applied and the results obtained, substantiated in the 

three finished performances: Portugal não é um país pequeno (2015) (Portugal is not a 

small country), Passa-Porte (2016) (Passport) and Libertação (2017) (Liberation). 

Furthermore, I will examine the practice in light of the postcolonial theory and 
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performance studies, arguing throughout that this practice has extend the borders of 

what is defined as documentary theatre and devised theatre, by bringing postcolonial 

issues to stage and the concept of hybrid into the rehearsal room with a combination of 

styles and influences that produce a new type of performance practice, postcolonial 

documentary theatre that I will scrutinise further in this introduction. 

 This analysis was focused on a period called the end of Portuguese colonialism. 

This can be defined as the historical period happening from the 1950s, when the rise of 

the independence movements in Africa started, ending with the Portuguese 

decolonisation process (1974-75) and the return of thousands of people back to 

mainland Portugal in the end of the 1970s. I have looked mainly at the stories of the 

colonisers and the colonised in comparison of their different life experiences, while 

analysing that period’s political discourses and historical events, but I also interviewed 

people in other positions, such as the foreigner or the specialist, to break the binary 

tension between colonised/coloniser and in this way bring new visions of this past. 

 This cycle of postcolonial documentary theatre reflects on a complex past that 

has been silenced for decades. Portuguese colonialism went through a process of 

mythification by the fascist dictatorship that ruled Portugal for forty-eight years and that 

presented Portuguese colonialism as being better than the others. With the end of the 

2nd World War, while other colonial Empires started their process of decolonisation, 

Portugal, on the other hand, refused to lose those territories and increased the migration 

of thousands of Portuguese settlers to their African colonies. In 1961, the liberation war 

started in Angola and later in Guinea-Bissau (1963) and Mozambique (1964). These 

wars that lasted thirteen years in total eventually led to the Portuguese Carnation 

Revolution on the 25th of April 1974, and to the downfall of the dictatorship in 
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Portugal. These African countries gained independence and thousands of people came to 

Portugal. 

 As a legacy of this past, Portugal maintains silence regarding colonialism, the 

colonial wars and decolonisation. The new democratic governments that came after the 

1974’s revolution were not able to revise the Portuguese view of the colonial past. This 

past is, until today, seen in a commemorative and celebratory way; what is visible in 

public political speeches and history books, amongst others.  

 The option in this investigation was to give predominance to the oral sources, 

making them the main driving force of the research and the inspiration to devise the 

performative side of the investigation. This decision of putting the memory of witnesses 

first was substantiated in the fact that this history belongs to what is called the recent 

past. This is a past that was lived through the parents or grandparents of people of my 

generation and one of the aims of this research is to contribute to the passing of memory 

across different generations. This act of looking at this uncomfortable past through a 

personal lens made it possible for spectators to engage themselves with this colonial 

history. 

 This  practice as research investigation combines academic methodologies to 

performance making praxis. As an artist, I have been interested in the relationship between 

theory and practice for a long time. This relationship is one of the key elements of this 

investigation, juxtaposing postcolonial thinking with historiography, oral history testimonies 

with autobiographical material, and archival material with devising. I decided on using this PhD 

to further develop this study, looking for the ways that an artistic practice can be enhanced 

within an academic frame and also to discover how an artist can become a scholar, producing 

work that is situated in the areas of knowledge and art. As a result, this research conceived a 

new type of documentary theatre called postcolonial documentary theatre, produced three 

different performances of this specific aesthetics and in addition made a significant contribution 

to postcolonial public discourse in Portugal, as I will show throughout this thesis. The work of 
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this PhD is therefore disseminated in a very diverse and hybrid form with the three 

performances shown in public theatres (nationally and internationally), post-show discussions, 

articles in books regarding the artistic practices, colonial past and the methodologies used in this 

performance , interviews on national television programmes, radios, newspapers, articles from 2

other academics on my work  and in this thesis. 3

 Baz Kershaw points out that since the 1990s there was a surge of practice as research in 

the field of theatre and performance and that genealogies of this specific type of research can be 

traced back to the 1960s. Kershaw identifies this change as part of the practice turn that was 

present in many areas ‘from philosophy through science and technology to cultural studies - and 

characterised by post-binary commitment to activity (rather than structure), process (rather than 

fixity), action (rather than representation), collectiveness (rather than individualism), reflexivity 

(rather than self-consciousness) and more’ (2011:63). These characteristics were aligned with 

many of the performance making strategies followed in this research, particularly with the 

methodologies of devising that will be analysed in this Introduction and developed further in 

chapter two. 

 For Estelle Barrett, practice as research draws ‘on subjective, interdisciplinary and 

emergent methodologies that have the potential to extend the frontiers of research’ (2012, 1), 

she argues that Martin Heidegger’s notions of praxical knowledge and handlability  are vital for 

this type of research, which sustain that knowledge is derived from doing and  ‘that ideas and 

theory are ultimately the result of practice rather than vice versa’ (Barrett 2012, 6). In my 

practice of research work, the dialogue established between theory and practice enabled the 

emergence of a new and specific type of theatre, the postcolonial documentary theatre, which 

has extended the borders of what is usually regarded as documentary theatre and that I will 

discuss further in this Introduction. Overall, this conversation between fields, processes, 

concepts and performance making methodologies happened in different ways. First with the 

 Amálio, A.(2018) ‘Eu nasci aqui’, Dias, I., Fazenda, M., Duarte, S.(ed.) What is the Archive, Lisboa: 2

Arquivo Municipal de Lisboa.
Amálio, A. (2017) Libertação, available at http://www.buala.org/pt/palcos/libertacao, (accessed at : 
15/07/2018).
In preparation it is also the book Narrativas de Perda, Guerra e Trauma: O Retorno de África e o Fim do 
Império Português, edited by Portuguese postcolonial scholar Elsa Peralta, that will have an article from 
me on my research.
Santos, H. (2018) Memórias do colonialismo português encenadas por Hotel Europa, available at http://
www.buala.org/pt/palcos/memorias-do-colonialismo-portugues-encenadas-por-hotel-europa, (accessed: 
15/07/2018).
Madeira, C. (2017) PERFORMANCE ART AND THE PORTUGUESE COLONIAL WAR: RELATIONS IN HISTORICAL 
TIME, available at http://www.scielo.mec.pt/pdf/mj/v16n29/v16n29a02.pdf (accessed at 15/07/2018)
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theory informing about the practice, bringing questions to the rehearsal room, but also working 

through those concepts performatively, which would then carry different perspectives and 

questions upon those same concepts and inspire other questions to the theory, and this ongoing 

movement marked the course of the investigation. Additionally, it was important to do public 

performances in this work, that allowed for different audience reactions, critics, and newspaper 

articles that would deliver new questions to both theory and practice, particularly from one 

performance to the other. 

 I will describe in the next section the performance work made in this research composed 

of the three performance works: Portugal não é um país pequeno (2015) (Portugal is not a small 

country), Passa-Porte (2016) (Passport) and Libertação (2017) (Liberation). This overview will 

also outline the progress of this investigation reflected in the testimonies collected, topics and 

historical content discussed from the first to the last performances. Following, I will discuss, in 

section ‘The Estado Novo and lusotropicalism’, the Portuguese historical background regarding 

fascism and colonialism, defining and analysing the ideology of lusotropicalism that was 

conceived in this period and is still evident in the form of telling and writing the Portuguese 

colonial past. Afterwards, in the section ‘Postcolonial Portugal today’, I will analyse the 

different voices and movements that are present in Portuguese society today engaging with the 

colonial past. Following I will discuss ‘The practice’ starting with the section ‘Postcolonial 

documentary theatre’ by defining the specific theatre style developed in this investigation.  I 

will end this introduction with the examination of ‘Methodologies’ used in the research, 

addressing first my ‘Location and positionality’ in relation to this investigation and after the 

processes of ‘Collecting and performing source materials’. 

The performances : overview of the practice-based work 

As it was mentioned in the abstract, this research produced three performances: 

Portugal não é um país pequeno (2015) (Portugal is not a small country) (90 min), 

Passa-Porte (2016) (Passport)(100min) and Libertação (2017) (Liberation) (120 min).  

I will describe each performance fully throughout the next section. These performances 
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were made and produced under the Hotel Europa  theatre company, that has as artistic 4

directors André Amálio, me, and Tereza Havlíčková, a Czech dancer and choreographer, 

who was the co-creator of all these performances. 

 

image 1 scene from ‘Portugal Não É Um País Pequeno’. André Amálio addresses the subject of lusotropicalism by 

reading a passage from Gerald Bender’s (2004) book Angola under the Portuguese. In the background the 

propaganda image of the Estado Novo showing the 1934 map Portugal Não É Um País Pequeno. Photograph by 

Maria Joana Figueredo. Espaço Alkantara, Lisbon. 2015. 

 The first performance Portugal não é um país pequeno (2015) (Portugal is not a 

small country), examined the end of Portuguese colonialism across the different decades 

(1950s-1970s) through archival material of the Portuguese Dictatorship in power at that 

 Hotel Europa was cofounded by André Amálio (Portugal) and Tereza Havlíčková (Czech Republic), 4

after meeting at the MA in Performance Making at Goldsmiths University in London. The company 
develops performance work exploring the boundaries between dance, performance art and theatre in a 
process of collaboration. Their creations are based in autobiographical material, verbatim, family stories, 
and national stories, mythologies and folk tales. A complex web of references, both popular and classical, 
is created, ultimately producing performances that allow the audience to travel across cultures, ages and 
genders and build their own meaning and narrative. Hotel Europa’s work includes: Hotel Europa (2010), 
AmálioVsAmália (2011), TV Heroes (2012), Faith (2013), KinoWaltz (2014), Portugal is not a Small 
Country (2015), Pass-Port (2016) and Liberation (2017). 
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time and testimonies of the retornados - the ex-Portuguese settlers - regarding specific 

historical events, such as the colonial wars, the 25th of April - Carnation Revolution and 

the independences of Angola and Mozambique. This performance has on stage two 

white Portuguese men who perform as themselves, one as the actor/director/researcher 

(myself) that was doing this investigation and the other as the musician/performer 

(Pedro Salvador). In the performance the researcher/performer was the one who speaks 

the most, he was transmitting the testimonies, commenting on them, revealing the 

process of interviews, referring to his own investigation on the hidden truths of 

colonialism; accompanied by the musician/performer, the silent witness of this scrutiny, 

that plays live on stage, sings and acts as the counterpart of the researcher/performer in 

some scenes, or enacts the role of the investigator by asking the interviewees questions, 

or just embodies the image of the colonial paradise described by many stories of the 

retornados. 

 The material used to make this work was composed of testimonies of 

retornados, archival material from the public archives and also some personal 

photographs, autobiographical material and quotes from critical discourse. The edited 

parts of the testimonies were performed as verbatim material via headphones in the 

form of a collage of voices discussing a specific event; these moments were sometimes 

interrupted for some autobiographical story or critical and historical analysis.  

 Through this performance I examined the relation between fascism and 

colonialism and how it can be traced in the stories of the retornados in their frequent 

apolitical relation to colonialism. Furthermore, I looked particularly to the concept of 

lusotropicalism and the celebratory view that until now is prevalent in Portuguese 

society today, and addressed the silence that still remains within such subject areas 

through the memory of the people that lived it. In this performance many of these 
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testimonies revealed to be problematic either for being uncritical to colonialism, for not 

recognising the problems that existed during Portuguese colonialism or just because 

their stories were filled with colonial nostalgia and lusotropicalism. Another important 

element of the performance was my personal journey in the making of this performance, 

in the collecting of testimonies, but also in the analysis of Portuguese colonialism and 

the  impact of being part of this history, that, as it is told in the performance, can be 

traced directly to my parents. 

 Overall, in Portugal não é um país pequeno (2015) (Portugal is not a small 

country) the stories told on stage were “white stories”, though some interviewees 

identified themselves as Africans and some as mixed race; nevertheless, the stories in 

this performance were from the side of the colonisers. Moreover, it was the analysis of a 

white male that critically exposed the Portuguese colonial past and claimed for the need 

to break the silence and addressed the dark sides of colonial history. 

 Passa-Porte (2016) (Passport) was a performance with three performers, a white 

Portuguese male (myself), a black Mozambican woman and a white Czech woman. The 

set was covered in plastic that throughout the performance was taken out, covering 

elements of the set as a metaphorical archive where the secrets of the colonial past are 

hidden. The technical operation of lights, sound and video was done live on stage by the 

performers. The testimonies were performed from start to finish on a microphone and 

the identification of each person was projected on the wall, showing information about 

which passport each of them had, where he /she was born, year and if he /she was in 

favour or against the independences. The archive was also “performed”, most of it by 

the female performers giving voice to video images of political speeches, and other 

archival documents. 
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image 2 scene from Passa-Porte. Selma Uamusse sings the National anthem of Mozambique after performing the 

historical  Mozambican leader Samora Machel, Tereza Havlíčková films Selma with a video camera.  Photograph by 

José Frade.  Teatro Maria Matos, Lisbon. 2016. 

 This performance, the second practice-based work of this investigation, started 

with the questions that came from the first performance, such as what were the 

differences between the stories and experiences of the colonisers and the colonised in 

relation to the colonial past? How can the changes of the Portuguese nationality law of 

1975 be seen within the colonial thinking?  What were the discrepancies between the 5

stories of the ex-Portuguese settlers that decided to stay in the new independent 

countries and the ones that came to Portugal in that period? How did Portuguese society 

receive the people that came from the ex-colonies and how were they received in 

Portugal according to race, gender and nationality.  

 These changes in the nationality law granted Portuguese nationality only to those who had Portuguese 5

grandparents, before this law everyone that was born in the Portuguese State (that included the colonies) 
was considered Portuguese.
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 Historically this performance looked at the period following the Carnation 

revolution on the 25th of April 1974, with the period of the new African independences 

and the choices that people were forced to do in that time, some deciding to stay and 

fight for the new independent countries and others leaving to mainland Portugal; it also 

portrayed the traumatic stories that some people lived through with the start of the civil 

war in Angola and reflected on how the revolutionary period in Portugal, Angola and 

Mozambique affected their lives. 

  Furthermore, this performance addressed a pressing topic in Portuguese 

contemporary society regarding the nationality law. In the colonial fascist period every 

Portuguese citizen from both mainland and overseas was considered a Portuguese 

national and after the independences in 1975 the Portuguese authorities had to make 

changes in the nationality law and decide who could have a Portuguese nationality and 

who could not. The new law stated that Portuguese nationality could only be given to 

someone that had Portuguese grandparents. These changes left thousands of people as 

immigrants and excluded them from Portuguese past, present and future. Contrary to the 

perspective of this law, Passa-Porte (2016) (Passport), underlined that the stories of the 

colonised are part of the Portuguese history. 

  Above all, this performance set a debate between the binary stories of the 

colonised and the colonisers, analysing the colonial past and the current problems of 

structural colonialism through the lens of identity and nationality. In addition, the figure 

and view of the outsider was put on stage, the foreigner represented by Tereza 

Havlíčková, the Czech dancer, who is the co-director of the company Hotel Europa as I 

have mentioned above. The outsider became the person that could “judge” this conflict 

between colonisers and colonised: in Passa-Porte (2016) (Passport), Tereza Havlíčková 

was completely appalled by the atrocities of the Portuguese colonial system. 
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 Finally, in the last performance of this research, Libertação (2017) (Liberation), 

the focus was on the testimonies of people who resisted and fought against Portuguese 

colonialism; the stories of the colonised were at the centre of this performance. This 

performance addresses the most difficult issue in recent Portuguese colonial history: the 

independence wars or liberation wars as they are known in the African countries, and 

the colonial wars as these events are called in Portugal; I decided to name the 

performance Libertação (2017) (Liberation) to highlight that this work was telling the 

stories of the colonised, freedom fighters and people who resisted colonialism. On stage 

there are two black people, a Mozambican actress and a Portuguese DJ whose mother 

moved to Portugal from Angola with the independences, and myself, the researcher, 

white Portuguese male. In Libertação (2017) (Liberation), it was the wars and the 

liberation movements of Angola (1961), Guinea-Bissau (1963) and Mozambique (1964) 

that are the centre of attention in the stories of the people that participated in those 

struggles. 

 The performance continued to employ the same methods as in the other 

performances but with some differences that will be discussed in chapter three. 

Libertação (2017) (Liberation) worked across the stories of people that fought against 

Portuguese colonialism and some soldiers on the Portuguese side. The testimonies were 

accompanied by archival discourses from political leaders regarding the conflict, 

autobiographical material and political statements. 
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image 3 performance Libertação. Lucília Raimundo, André Amálio and DJ Nelson Makossa dance and celebrate the 

countries that have become independent in Africa until 1960. Photo by Bruno Simão. Teatro Maria Matos, Lisbon, 

2017. 

 All the above mentioned performances will be more fully described and 

analysed in the next chapters of the thesis, particularly in relation to methods of 

collecting material, the postcolonial devising strategies and the political aims of the 

research. 

The Estado Novo and lusotropicalism 

 It is important for me to address the ideology of lusotropicalism because 

although this is embedded in Portuguese culture and society, most Portuguese people 

have never even heard the term lusotropicalism. This concept was developed by the 

Brazilian author Gilberto Freire (1933) in his book Casa Grande e Senzala (The Master 

and the Slaves). Freire was celebrating the racial and cultural diversity of Brazil and 

claims that Portuguese colonisation was different from all other European counterparts. 
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In his opinion, the Portuguese mixed with the other races and created a more humane 

and fair colonisation. 

 After the 2nd World War with the surge of new independent countries, the fascist 

Portuguese government, Estado Novo (New State), used the concept of lusotropicalism 

as its main argument regarding Portuguese presence in Africa. The Estado Novo stated 

that the country had the responsibility to continue to develop their unique creation of a 

multicultural and multiracial country where there was no space for racism and 

discrimination. In the book Managing African Portugal, Kesha Fikes (2009) highlights 

Freire’s assertions of ‘the Portuguese man’s tendency to mate with the Other (when in 

the tropics) and his physiological capacity to withstand tropical conditions’ (Fikes 

2009:37). In the analysis of the work of Gilberto Freire, American expert on Angola, 

Gerald Bender, underlines in his book Angola under the Portuguese, the representation 

of the Portuguese, by Freire, as poor and humble colonisers that had no motivations to 

exploit the “native people” and ‘immediately entered into cordial relations with the non-

European populations he met in the tropics’ (Bender 2004:3). These are some of the 

principles of lusotropicalism together with the Portuguese discoveries that are part of 

the narrative of Portuguese colonialism and that are accepted by the majority of the 

Portuguese population today. 

 It is interesting to notice that in the beginning the Estado Novo denied Freire’s 

concept. In the 1930s, aligned with the rise of fascism in Europe, it was more important 

for the fascist regime of António Oliveira Salazar to claim the purity of the Portuguese 

race. In this initial phase, Portugal was still ruled by the Ditadura Militar (Military 

Dictatorship)  and had António Oliveira Salazar as the ministry of finances; in 1930 he 6

 In 1932 Salazar is appointed as the prime-minister of Portugal and in 1933 he establishes the fascist 6

dictatorship Estado Novo (New Sate)  that he rules until 1968. From 1968 until the Carnation revolution in 
1974 the Estado Novo is ruled by Marcello Caetano.
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took charge of the Portuguese Colonies and issued the Acto Colonial (Colonial Act). For 

years this constitutional law defined Portuguese colonialism, which declared in the 2nd 

article that ‘it is the essence of the Portuguese Nation (…) to possess and colonise 

overseas lands and to civilise the indigenous populations’. The Acto Colonial 

transformed the colonial project as an integral part of fascist and imperialist ideology 

and furthermore as the Portuguese historian Valentim Alexandre claims ‘the colonial 

project and the national identity were indissolubly linked’ (2013:24). My argument in 

this investigation is that the colonial project and the national identity are still seen in the 

same way; it is precisely by that reason that the new democratic governments never 

addressed these matters since 1974 and maintain, until this day in public discourse, a 

whitewashed version of colonial history. 

 Throughout the 1930s there was an intense propaganda campaign to underline 

the importance of the empire in the Portuguese nation. The main highlights of this 

propaganda were the Exposição Colonial do Porto in 1934 (Colonial Exhibition) that 

had more than one million visitors (Alexandre 2013) and in 1940 the exhibition Mundo 

Português (Portuguese World). Moreover, Alexandre also points out the effective action 

of the Estado Novo’s propaganda in the Portuguese education system, integrating in the 

masses the ideology of the Portuguese colonial project. These actions of the Estado 

Novo can be seen in the stories of the ex-Portuguese settlers and the uncritical vision 

that many still demonstrate in relation to Portuguese colonialism, but also as stating that 

they were victims of the fascist regime making them believe that those territories were 

Portugal. These issues will be further discussed in chapter one with the analysis of the 

first practice-based work of the research Portugal não é um país pequeno (2015) 

(Portugal is not a small country). 
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 The rise of the independences in Africa forced the Estado Novo to embrace the 

theories of Freire. This new phase started in 1951 when Freire was invited by the 

government to visit Portugal; this was also the date of the constitution revision towards 

a more assimilationist policy (Alexandre 2013). In this revision Salazar changed the 

terminology of empire and colonies to overseas provinces of a multi-continental nation. 

But still the estatuto do indígena (native status) prevailed in Angola, Guinea-Bissau and 

Mozambique until 1961 with the start of the war in Angola. This status refused 

citizenship to the vast majority of the African population of the above stated colonies 

who were also subject to forced labour. The assimilation policies of the Portuguese 

colonial system and the impact of finding about the dark side of the colonial past had on 

me will be addressed in chapter two of this thesis in the analysis of the second 

performance of this practice-based research Passa-Porte (Passport) (2016).  

 Another important chapter of this history was played internationally, with 

increasing isolation of Portugal’s colonial policy. The United Nations (UN) had a great 

effect in Portuguese policy; even before becoming a member, the Portuguese authorities 

altered the constitution by changing the designation of those territories from colonies to 

overseas provinces and asserting that Portugal was a multi-continental country. This 

decision was an answer to the surge against colonialism that had started inside the UN. 

The UN never accepted the above mentioned changes in the Portuguese constitution 

(Cardoso Reis 214), seeing an attempt to deceive international law. With the start of the 

independence wars in the 1960s   the fallacies of Estado Novos’s thesis of ‘harmonious 7

integration of the diverse ethnic elements in the Portuguese territories' (Alexandre, 

2013: 26) became even more evident. The struggle against colonialism is going to be 

discussed in further detail in chapter three with the examination of the performance 

 first in Angola in 1961, after in Guinea-Bissau in 1963 and in Mozambique in 1964.7
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Libertação (2017)(Liberation) that reflects on the independence wars. In the UN, 

Portugal became a pariah country, under extreme pressure to put an end to their colonial 

Empire in Africa. However, in Portuguese mainland the ideas of lusotropicalism 

remained intact and it was the long-lasting effect that the wars of independence had 

among the Portuguese population that eventually led to the end of the Portuguese 

fascism and colonialism in 1974.  

 In Kesha Fikes's (2009) view, the Portuguese government that followed the 25th 

April 1974 left colonialism out of the agenda during the 1980s and 1990s as if Portugal 

did not have a colonial past, and as if it did not have people living in the country that 

came from Africa or descended from Africans. The most important issue for the 

Portuguese authorities became the process of membership to the CEE (that was later 

called EU - European Union). This reason, as she points out, is one of the arguments for 

the new nationality law that defined Portuguese only as those who had Portuguese 

ancestry. Another important aspect underlined by Fikes is that the new democratic 

Portuguese authorities maintained the Estado Novo’s rhetoric of lusotropicalism to 

distance themselves from addressing racism, as if the Portuguese were incapable of 

being racists. In this respect, she describes the events that led to the murder of Alcindo 

Monteiro by skinheads in Lisbon in 1995, which is also a subject that will be discussed 

in chapter two as this event was mentioned in the performance Passa-Porte (Passport) 

(2016). 

Postcolonial Portugal today 

 I started this investigation not being aware of all the voices that were discussing 

colonialism in contemporary Portuguese society. Moreover, in my initial partiality of 

knowledge I did not realise when I started this investigation the extension of the 
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ideology of lusotropicalism in Portuguese society, I also was not conscious of many of 

the hidden facts in the Portuguese colonial past and how this history is up until now 

taught in schools. Each project of this research gave me another perspective on these 

matters giving a detailed analysis of the Portuguese colonial past and the current 

problems coming from the unresolved imperial past. It was through the first 

performance of this investigation that worked with the testimonies of the retornados and 

the policies of the colonial and fascist regime Estado Novo, that I started to comprehend 

that lusotropicalism and colonial nostalgia are deeply embedded in Portuguese 

mainstream culture and history, in many ways taking Portuguese colonialism as “good” 

for granted.  

 This performance made me search for other voices in Portuguese society that 

had something to say in relation to the colonial past. I was naturally interested in the 

stories of the colonised and became aware of the different voices of black Portuguese 

and African migrants that are now-a-days working towards Portuguese decolonisation. 

In the last years there has been a rise in the initiatives of black activists, such as Djass  - 8

Association of African Descendants founded in 2016, Consciência Negra  (Black 9

Conscience) - Political organisation to fight for black rights founded in 2015, SOS 

Racismo  - association to fight against racism founded in 1991, Afrolis  - an audioblog 10 11

for black issues founded in 2014, Lisboa Africana  - association focused in promoting 12

African events in Lisbon founded in 2012, Plataforma Gueto  - anti-racist group 13

founded in 2012. One of the recent accomplishments of the black Portuguese movement 

was the 2017 approval of a monument for the victims of slavery that will be built for the 

 https://www.facebook.com/associacao.djass/about/8

 https://www.facebook.com/lutanegra/9

 http://www.sosracismo.pt10

 https://radioafrolis.com11

 https://lisboaafricana.com12

 https://plataformagueto.wordpress.com13
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first time in Lisbon, that was proposed by Djass and chosen by popular vote, a sign that 

the movement that is fighting for structural decolonisation today is achieving some 

important visibility and support in Portuguese society. 

 However, this movement of resistance is still in the margins of Portuguese 

society, unnoticed to the majority of Portuguese citizens, particularly the average white 

Portuguese that went through the Portuguese education system and that has a non-

critical view of the colonial past and for who lusotropicalism is something indisputable. 

Indicative of this state of affairs in contemporary postcolonial Portugal was the election 

of António Costa as prime minister in 2014. Costa is the first prime minister of an 

European country with descent of a colonised country, from Portuguese India, that was 

occupied by India in 1961. But in consonance with other political figures in the past, 

Costa did not make a case out of this fact. By not recognising the importance of his case 

the Portuguese prime minister failed to be a symbol to other Portuguese children 

coming from colonised backgrounds. The country that truly recognised the importance 

of this historical fact was India, with the Portuguese prime minister on the front pages 

of Indian newspapers. The ideology of lusotropicalism has also been visible in the 

public speeches of the Portuguese president Marcelo Rebelo de Sousa, who was the 

child of the last colonial governor of Mozambique. Rebelo de Sousa has made public 

speeches in the recent official visits to Mozambique and Cape-Verde expressing the 

colonial nostalgia so visible in the Portuguese stories of retornados that I encountered 

throughout my interviews. 

 In the academy, the movement that is critically discussing colonialism beyond a 

memorial and celebratory vision only started in the 1990s, running through the 

anthropology departments of Portuguese Academia that would later lead to Postcolonial 

and African Studies Departments. The History Departments of Portuguese Universities 
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have shown a great resistance to accept the need to “re-write history,” for a long time 

maintaining the celebratory view of Portuguese colonialism (Bethencourt 2003). 

Nevertheless the postcolonial movement started to grow out of the universities and has 

become an important feature of many artists’ work. These interventions in society are 

confronting the normalised version of history that the majority of Portuguese people 

learned through school education and that looks at this past as a “special” case in the 

history of colonialism. 

 As I have previously mentioned, there has been a recent surge of artists making 

work that responds to this past and has manifested itself in novels, films, exhibitions 

and theatre plays from artists who lived through that period, like Angela Ferreira, 

Manuel Botelho, Isabela Figueiredo, Dulce Maria Cardoso, amongst others, and also 

from a generation of artists who did not live during colonialism and are confronting the 

recent colonial past, like Filipa César, Mónica Miranda, Grada Kilomba, Joana 

Craveiro, Jorge Andrade and myself. It is interesting to observe that many of these 

artists are not only working on similar subject areas, but also with similar methods of 

the archive, oral testimonies and autobiographical material; this can be seen in Filipa 

César’s Transmissão das Zonas Libertadas (2016), a documentary using the cinema 

archives of Guinea-Bissau or in Isabella Figueiredo’s autobiographical novel Cadernos 

Coloniais (2015). My practice-based research took part in this movement of artists and 

contributed to the understanding and discussion regarding colonialism and the recent 

Portuguese history aiming at the decolonisation of Portugal as I have previously 

mentioned. 

 Since the 25th of April of 1974, Portuguese theatre has been scarcely engaged 

with the colonial past. The Portuguese theatre scholar Maria Helena Serôdio (2010) 

underlines the unanimous silence regarding the problematic Portuguese fascist and 
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colonial past in the last quarter of the 20th century, and highlights the refusal to inscribe 

in Portuguese history the forty-eight years of António Oliveira Salazar’s authoritarian 

rule, by not punishing the perpetrators and crimes committed during the dictatorship. 

Nevertheless, Portuguese theatre has recently also demonstrated an interest in relation to 

these matters, to which this research has also been influential for others as well. Joana 

Craveiro (Teatro do Vestido) has been working within the style of lecture theatre 

addressing the Portuguese dictatorship, but also has been doing performances on 

postcolonial issues, particularly the postmemory-generation; in her work she uses 

autobiography, oral history and archival research. In the case of Joaquim Horta (A 

Truta) and the performance Mais Um Dia de Vida (2015) there was an engagement with 

the real and non-fiction, Horta acknowledged and made reference to my work and Joana 

Craveiro’s work, stating in the performance that he did not know if his work was 

documentary theatre, autobiographical theatre or lecture theatre. Guilherme Mendonça 

in Um pássaro é mais do que a sua jaula (Bird is more that its cage) (2016) presented in 

Teatro Coreto de Carnide worked from interviews with Adolfo Maria , that he used to 14

write a play based on real live events. I also would like to mention in this brief scrutiny 

on Portuguese theatre the company Teatro Griot that works mostly with theatre plays, 

but it is a company founded by African artists based in Portugal or of African descent, 

which I find a very thought provoking political statement in postcolonial Portugal. 

 The theatre artists Joana Craveiro, Joaquim Horta and Guilherme Mendonça in 

the above mentioned works share the need to deal with the colonial past with my 

practice, but have crucial differences in the strategic and dramaturgical choices, which I 

will discuss in the next paragraphs. The postcolonial documentary theatre practice of 

 former member of the Angolan independence movement MPLA  (Popular Movement For the Liberation 14

of Angola) during Angola's liberation war.
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this research is aligned with the above mentioned examples in the way that all of these 

artists can be seen as part of the postmemory generation that did not lived through those 

recent historical events (only Mendonça, who was born in Mozambique and moved to 

Portugal when he was six), this group of artists also respond to this recent past with 

similar methods to generate performance material, particularly with oral history 

interviews, autobiographical material and archival research. Nevertheless, the most 

important feature of this research is not found in any of the above stated examples, the 

postcolonial framework that is visible in the critical voice, in the choice of the oral 

history testimonies of settlers, colonised, colonisers, foreigners, Portuguese soldiers and 

freedom fighters and furthermore, in the above examples there is never any relation to 

the present and to the urgency that is part of this research to decolonize the present. 

 Guilherme Mendonça, for example, used an interview as the foundation to make 

a fiction play of one character, a man hiding from persecution in a cellar for a long 

period, creating a narrative that could happen anywhere in world and does not relate to 

the Portuguese colonial past and the true events in Angola during the 1970s.  This work 

differentiates in terms of content and form in relation to the performances in this 

investigation; first this performance is not a documentary theatre work, although it 

shares one of its methods of collecting material, the interview. In terms of form, it never 

reflects on the process of collecting material or on the process of making the theatre the 

work; it does make a distinction between the voice of the author and the voice of the 

testimonial. 

 The work of Joaquim Horta is closer to the documentary theatre works that came 

out of this investigation, but it lacks a postcolonial position. Furthermore, in terms of 

content comparing these works with the performance of this investigation, Horta’s and 

Mendonça’s works do not view the colonial past critically, do not reflect on the present 
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and have no position regarding the need to decolonise the present; moreover those 

works does not give a voice to the colonised and do not integrate those stories as part of 

Portuguese history. 

 Craveiro’s performances are critical of  the colonial past, particularly in the 

relationship between Portuguese colonialism and the Estado Novo, but her works still 

do not situate themselves in a postcolonial setting. The works of Craveiro only tell the 

stories of white Portuguese settlers and the reflection of that past seems to only be 

aimed at the white Portuguese, completely neglecting the Portuguese that have other 

colours. As in common with the other mentioned artist, Craveiro also shares the 

Eurocentric vision and does not aim to decolonise the present. This author proposes a 

strong notion of museum, visible in the set design and in the objects used, but also in the 

form that actors are dealing with the testimonies, treating them as characters in a more 

traditional form of acting. This theatrical proposal also brings to audiences the 

previously mentioned colonial nostalgia and lacks a postcolonial critical view, and it 

even steps in a grey area sometimes, as if these works were unintentionally upholding 

lusotropicalism and colonial nostalgia. 

 Even though these works have the same starting point in common and use some 

of the methods employed in postcolonial documentary theatre, they diverge in the forms 

that they use those materials in the rehearsal room and take them them on stage. In this 

research, postcolonial theory is present in every moment of the creation, and after the 

material is collected it is through specific techniques that it is put on stage, which I will 

discuss in the next chapter of this thesis, such as postcolonial devising, building 

movement from the archive, performing the archive, working with the testimonies to 

transmit real stories as opposed to an acting strategy that turns real people into fictional 

characters and the performance into a fictional play based on real events. In comparison 
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with this research, it is visible that my aesthetics work with devising making a non-

fiction performance, whilst the above mentioned examples, particularly Craveiro and 

Mendonça, are closer to a performance that is centred on a play with actors performing 

the testimonies as characters, but more importantly all these works operate in a 

Eurocentric and white setting. 

 The recent rise of works that discuss the colonial past and African related issues 

cannot be separated from the recent strategic priority of the Direcção Geral das Artes 

(DGARTES) (Portuguese Arts Funding Body). This organisation is part of the Ministry 

of Culture and responsible for funding the performing arts. The DGARTES is making 

priority the work that deals with issues related to People of African Descent, complying 

with the United Nations resolution 68/237 of December 2013  which elected the 15

International Decade for People of African Descent starting on the first January 2015 

and lasting until the 31st January 2024. This policy not only has helped to put these 

topics in Portuguese theatres, but it has also increased the presence of black performers 

on stage, particularly in the companies, Mala Voadora, Teatro Griot and my own 

company, Hotel Europa. In my practice, the topic of postcolonial documentary theatre 

started to appear in 2009 with the performance Hotel Europa, that gave name to the 

company that I direct, and continued with the short performance called Minha Terra 

(2012)(My Land) that was presented in Lisbon and later developed as full length 

performance for the Festival Aogosto with the title Terra (2013)(Land). It was these 

works that led me to this investigation that started in 2013 until 2017 with this cycle of 

postcolonial documentary theatre. 

 Alongside this surge, there have been other mainstream works that maintain a 

non-critical approach to colonialism and still express colonial nostalgia and 

 http://www.un.org/en/events/africandescentdecade/pdf/A.RES.69.16_IDPAD.pdf15
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lusotropicalist views. These works of authors, artists and film directors can be framed as 

part of the nostalgia industry addressing mainly a vision of white Africa without 

analysing or referring to Portuguese colonialism, but instead accepting and normalising 

racial dominance. Svetlana Boym in her book The Future of Nostalgia defines nostalgia 

as ‘a longing for home that no longer exists or has never existed’ (2001: xiii).  For 

Boym there are two types of nostalgia, restorative and reflective nostalgia. The first type  

‘signifies a return to the original stasis, to the prelapsarian moment; the past for the 

restorative nostalgic is a value for the present; the past is not a duration but a perfect 

snapshot’. As for the second type, reflective nostalgia, Boym writes that ‘re-flection 

suggests new flexibility, not the reestablishment of stasis. The focus here is not on 

recovery of what is perceived to be an absolute truth but on the meditation on history 

and passage of time’ (2001:49). By the arguments presented before regarding the 

political implications of the past in an encouragement to change the present, I position 

this investigation in the field of reflective nostalgia. In this research the relevance is not 

given to the act of looking into the past, but more importantly to look back in a critical 

way, in a process of learning about ourselves to be able to see and analyse what is 

wrong in the present to act towards a positive change. 

The Practice 

Postcolonial Documentary Theatre 

This research sits under the umbrella of postcolonial and performance studies, 

particularly in the area of research that I have called postcolonial documentary theatre. 

In this section I will define what I mean with this term and also discuss the performance 

making strategies that were part of this research. I will start by discussing the notion of 

documentary theatre as a concept and after position it under the postcolonial framework. 

�37



Carol Martin and Atillo Favorini, two experts on documentary theatre, suggest that at 

the base of this work is the fact that it deals with real matters and uses real documents as 

opposed to fiction or made up situations; additionally both highlight the significance of 

Roland Barthes’s notion of “reality effect” providing ‘the status of legitimacy upon the 

artwork because what is represented is thought to have really happened or has a 

relationship with what is understood to be real’ (Martin 2015:33). 

 This investigation worked with historiography methods to collect documents of 

the recent Portuguese colonial past, particularly oral history testimonies of people that 

lived through Portuguese colonialism and archival material from the Portuguese public 

archives and also the personal archives of the interviewed witnesses. This material 

would later be selected, edited and critically analysed within a postcolonial framework 

because, as Bruzzi mentions, ‘the raw material is incapable of drawing out or 

articulating the truths, motives or underlying causes it both contains and implies, so it 

falls to the writer to extract this general framework’ (2006:13). In this research this 

process would be visible on stage many times, with comments regarding problematic 

archival or oral history material, sometimes quoting critical discourse author’s words to 

show the questions hidden behind the comments. This was particularly evident in the 

first performance Portugal não é um país pequeno (2015) (Portugal is not a small 

country) with the “transmission” of testimonies that described the colonies as a 

paradise; this example, which I will discuss further in chapter one, was highly 

problematic and contentious because it was normalising the white privilege that 

Portuguese settlers were experiencing in Africa and not comprehending the colonial 

oppression that the black native people of those countries were experiencing. In this 

performance, this problematic memory was framed with the reading of a passage of 
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Renato Rosaldo’s (1989) article ‘Imperial Nostalgia’ suggesting that those testimonies 

that are so common in the Portuguese retornados need to be critically reviewed. 

 Documentary theatre has been subject to criticism regarding the treatment of 

sensitive and personal source material in a way that can be ‘misleading, distorting, 

manipulative’ (Forsyth 2011:143). Chris Megson (2011) argues that the process of 

editing the source material can be viewed as problematic; for example, the verbatim 

playwright Robin Soans admits modifications in the source material due to the clarity of 

the play, but seeks ‘to preserve the sense, tone and thrust of an interviewee’s 

words’ (2008:41). In this study I have worked with the headphone - verbatim technique, 

that I will discuss in detail further in this introduction, where the performers hear an 

edited version of the testimonies and transmit it to the audience while hearing it in the 

moment, and which faithfully respects the interviewee’s words and thoughts. 

Furthermore, the interviewees were thoroughly informed about the subject of the 

research aims and methods and about my own personal position on these matters. 

  Moreover, the main goal in the performance was not to present only one kind of 

view or opinion or experience but to embrace a multiplicity of perspectives about the 

subject discussed and to draw on what Martin identifies as the postmodern strategies of 

theatre of the real ‘asserting that truth is contextual, multiple, and subject to 

manipulation’ (Martin 2012:3). Martin’s suggestion here is particularly important for 

this analysis because the matters are extremely complex and with very polarised views 

in Portuguese society, with, for example, some arguing that the Portuguese 

decolonisation was completely disastrous and others seeing it as a good example 

(Sanches 2011). To conclude this subject, I personally believe that it was also important 

to stress that I took my own positions on stage regarding the issues under discussion; in 
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this investigation I did not hide my personal views behind edited versions of interviews, 

I made my own claims and used them as performative material. 

 I will now look at the term postcolonial that defines this practice as a particular 

type of documentary theatre. The name postcolonial documentary theatre practice 

proposes a commitment to work within the frame of postcolonialism, similarly to what 

is suggested by Helen Gilbert and Joanne Tompkins ‘an engagement with and 

contestation of colonialism’s discourses, power structures, and social 

hierarchies’ (Gilbert& Tompkins 1996:2), but using documentary theatre methodologies 

with the performance making strategies drawn from a devising process, as I will discuss 

in the next paragraphs. 

  Accordingly, this practice described Portuguese colonialism and showed facts 

that are not acknowledged by Portuguese society. In addition, it was stated that this past 

is present in Portuguese contemporary life, in the way this past is told through 

lusotropicalism and is visible in the national official discourse, memory, history and 

social relations. Furthermore, this research is working for the re-writing of colonial 

history in an on-going process of decolonisation that is happening in ex-Imperial 

countries. Similarly, Paul Gilroy argues that European countries are living between the 

imperial nostalgia and the need to re-tell the colonial past, and in relation to Britain he 

states that: 

  (…) before the British people can adjust to the horrors of their own modern 

history and start to build a new national identity from the debris of their broken 

narcissism, they will have to learn to appreciate the brutalities of colonial rule 

enacted in their name and to their benefit, to understand the damage it did to 
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their political culture at home and abroad, and to consider the extent of their 

country’s complex investments in the ethnic absolutism that has sustained it. 

        (Gilroy 2004:108) 

  

 In recent years a movement of activists that is fighting for the decolonisation of 

Europe and white Eurocentric thinking has been visible in the international press. This 

movement is working in many different areas and its actions to revise school 

curriculums have been visible in the media. Just recently Kenan Malik (2017) wrote an 

article in The Guardian regarding the struggle of students in the prestigious School of 

Oriental and African Studies (SOAS) of London University.  It hit the headlines on 

February 2017, when journalists discovered that students, backed up by many of their 

lecturers, set up a campaign called “Decolonise Our Minds” aiming at transforming the 

curriculum; also part of this movement of decolonisation in the UK are other groups 

operating, such as Why is my curriculum white?  and Rhodes Must Fall  in the Oxford 16 17

University. This research is engaging as well with this international movement by 

looking specifically at the Portuguese case and it has been particularly important to look 

critically at the way Portugal tells colonial history and how this is written in school 

books.   

 A part of the political aims of this research were related to exposing the 

unknown crimes regarding Portuguese colonialism in a country that continues to 

pretend that those facts never happened. Moreover, I have exposed the historical reasons 

for this silence, expressed my own consternation on my personal finding of that hidden 

 http://www.dtmh.ucl.ac.uk/videos/curriculum-white/16

 https://rmfoxford.wordpress.com/about/17
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past and ask very openly how could my parents and their generation have done such 

things and why are forms of this oppression still structurally present today.   

 Thus in this research the audience members become the witnesses of the 

performer’s traumatic experience on discovering the hidden truths of Portuguese 

colonialism. In the first performance, I tell the audience how I had to live abroad to start 

questioning the discoveries and lusotropicalism; in the second performance, I mention 

the blow of being lied to in Portuguese history classes regarding slavery and the 

colonial past; in the last work, I reveal the outrage on finding out about Portuguese war-

crimes during the independence wars that were not investigated or judged by 

Portuguese authorities. The spectators see the performer work through this traumatic 

experience and naming those findings inscribing them in the public sphere, but the same 

is expected from each audience-member: to use the performance to work through the 

trauma of being part of this history. 

 In this way, the audience can form what Dolan (2008) calls temporary 

community and she claims that this community may inscribe a discourse in the public 

sphere; Janelle Reinelt also recognises the potential of documentary theatre to be a 

performative public sphere by aggregating ‘public consideration of aspects of reality in 

a spirit of critical reasoning’ (Reinelt 2011:12). It is this act of looking critically into the 

colonial past and inscribing a new discourse into the public sphere that this research 

aimed to achieve. My postcolonial documentary theatre practice uses evidence to 

present alternative views on the national memory in what Foucault (1977) called 

counter-memory, the search of alternatives to the political and ideological historical 

views of the past.  

 Clearly, the meaning of evidence in the theatre is something different than in a 

court of law, because it is historically a place of fiction and the audience may mistrust 
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the evidences shown in the theatre. Theatre and cinema work traditionally to transport 

the spectators into another reality, but at the same time the spectators know that what is 

put on stage or screen is not real. Documentary theatre or documentary film are asking 

the audiences something different, these genres are requesting audiences to believe in 

what is being said and trust that it is not made up. Unlike the news on the newspaper 

that the reader will take as truthful because that is the nature of that medium, the theatre 

is the place of doubt, not believing in what is seen on stage. My argument is that this 

doubt makes postcolonial documentary theatre an engaging place, challenging the 

audience to confirm the information that was stated on stage either by accessing the 

archives or asking questions to his/her parents or grandparents about the colonial past. 

 This place of doubt is extremely important, otherwise audiences could just be 

taking the information for granted in the same way the Portuguese people did with the 

Estado Novo and their propaganda campaigns. The purpose of the research is to give 

space for emancipated (Rancière 2011) audiences through postcolonial documentary 

theatre. Jacques Rancière (2011) in his work The Emancipated Espectator and Roland 

Barthes (1977) in The Death of the Author both claim for the empowerment of the 

spectator in relation to author or theatre director. Rancière, makes a comparison 

between pedagogy and theatre stating that the emancipated spectator disconnects from 

the intentions of the author to create his own analogies and connections acquiring new 

knowledge, for Barthes art is not in the hands and control of the author/artist, but being 

rather in the eyes and mind of the viewer, ‘a text’s unity lies not in its origin but in its 

destination’ (1977:148). The research is aiming to give audiences in postcolonial 

documentary theatre a space for doubt and to critically analyse the performances and 

the Portuguese colonial past. 
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 The new postcolonial documentary theatre practice developed in this research works 

with documentary theatre practices and methods in original ways in a process that is informed 

by postcolonial theory and criticism. The postcolonial frame informed all the creative process, 

starting with the choice of testimonies, the selection of archival material or interviewees’ stories 

to be told on stage, in the casting of the performers, selecting people that would be able to 

transmit those stories and to tell their own autobiographical material concerning the colonial 

past, and also present in political statements in the performance that critically view the colonial 

past and aim to decolonise the present. Moreover, the documentary theatre practices used in this 

investigation of archival research, collecting testimonies and working with headphone-verbatim 

“scripts” were combined during the rehearsal process with specific devising techniques (in this 

research called postcolonial devising and will be discussed further in chapter two) and with 

critical/political statements that came out of the theoretical analysis conducted in the 

investigation. This mixture of styles and processes extended the notions of documentary/

verbatim theatre, making a new style of theatre that is situated outside the traditional forms of 

documentary/verbatim theatre and that usually can be seen on British or North American stages. 

Methodologies 

Location and Positionality 

In 2017, the journalist Fernanda Câncio interviewed me for the newspaper Diário de 

Notícias ; she was writing an article on how colonial history was presented in 18

secondary school history books. This journalist was interested in my research and how 

my urge to analyse Portuguese colonialism started in London, particularly she wanted to 

know about an autobiographical story which was performed in Passa-Porte (2016) 

(Passport) where I tell my personal discovery of Portugal’s role in the slave trade while 

doing this research. This interest of Fernanda Câncio was proof that this research was 

making an impact on Portuguese society. Furthermore, it made me reflect on the 

Passado Colonial. "Não sabemos o lado verdadeiro da nossa história” (‘We don’t know the truth about 18

our history’) [available at  http://www.dn.pt/sociedade/interior/o-que-sabem-os-portugueses-do-seu-
passado-colonial-6257659.html]
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importance that living abroad had on me, making it possible for me to see the 

Portuguese narrative of the “good coloniser” differently and to start questioning the 

colonial past. In the next paragraphs of this section, I will discuss this fact along with 

my location and positionality in relation to this research. 

 From those years abroad, I remember being questioned regarding my country’s 

colonial past, about historical events that I did not know and that I had not learned at 

school. What I knew about the recent colonial past was related to the Colonial Wars, as 

they are named in Portugal, and that my uncle had been wounded in the war in Guinea 

Bissau; also I knew that my parents lived in Mozambique for many years. But this was a 

part of history that was not discussed in school or in my family’s home. Once again my 

case was not unique, most of the people of my generation and of generations that came 

after mine did not discuss this past at home or in school, and up to this day it is blanked 

out of Portuguese society. I remember, in my history classes at school, the importance 

given to memorising the dates of Portuguese history and particularly the dates of the 

Portuguese Discoveries, but I never learned in these classes anything concerning 

slavery, colonialism, imperialism and so many other things that are part of the dark sides 

of Portuguese and European history. As I learned more about this untold Portuguese 

history, I felt as if someone had lied to me, someone had concealed my country’s history 

from me and I wanted to know it and also understand why this past had been hidden. I 

had to be away from the atmosphere of silence of the recent past and glorification of the 

discoveries to question the gaps in the history that I was not told in school. 

 Accordingly, the article of Francisco Bethencourt (2003) ‘Deconstruction of 

Imperial Memory’ points out the established denial of Portuguese historians to tell the 

truth about the History of Portugal. Bethencourt gives the example of the work of 

Portuguese History published in 1993-94 and directed by José Mattoso; throughout his 

�45



analysis of this book Bethencourt emphasises that there is only a brief space of about 

fifteen pages dedicated to Portuguese maritime expansion, in an eight-volume work on 

Portuguese History, erasing in this way colonialism from Portuguese History.  

 This book demonstrates that at the end of the 20th century the Portuguese 

scholars were pretending that the colonial past had a very small part in history. As 

Bethencourt remarks with the historical decolonisation process in the 1970s and the 

following ‘integration of Portugal into the European Union, there is a relative 

(temporary) abandonment of colonial history’ (2003:78), this is reflected in the book 

História de Portugal  (Portuguese History) that was published at a time when 

Portuguese officials were focused on underlining the new modern and democratic 

country that was part of the EU and at the same time erasing from the Portuguese 

memory the colonial empire that represented the old and fascist past. 

 Throughout this investigation my practice has moved from being only an 

analysis on this past to a political intervention. Politically, I have claimed for a change 

in regards to the official Portuguese relationship to colonial history. In the meantime, 

the performance work that came out of this research has received important public 

attention; moreover my work is now being the object of studies by a research centre in 

the Centro de Estudos Sociais (CES) (Centre for Social Studies) of the University of 

Coimbra in the project memoirs . I have been interviewed by newspapers, radios, a tv 19

programme and invited for talks all on the topic of Portuguese colonialism. And the 

performance work produced in this research is still being performed and will continue to 

tour in the next years, unpacking the dogmas of Portuguese colonialism. 

 Furthermore, this was an investigation from an European perspective and part of 

the on-going process to decolonise the former Imperial countries; the historical 

 http://memoirs.ces.uc.pt19
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decolonisation in the ex-colonies started decades ago, but the structural decolonisation 

is still a very recent movement in European countries. My aim was to investigate the 

past in order to understand what is present in Portuguese and European societies that 

can be seen through the colonial past. As I mentioned in the previous sections, it was 

through the development of this research that it was possible for me to recognise other 

voices that were claiming for these changes and recognition for a long time in 

Portuguese society. I am talking about the voices of the colonised or their descendants; 

black voices that have not been listened to, as Grada Kilomba  argues in her book 20

Plantation Memories - Episodes of Everyday Racism, where she states that ‘listening is 

(…) the act of authorisation toward the speaker. One can (only) speak when one’s voice 

is listened to’ (Kilomba 2016:20). It was through the process of interviews that I 

decided that I needed to hear the other sides of this past. It is important to underline that 

this process started with the retornados, and many of these testimonies are problematic 

and embedded with feelings of colonial nostalgia that needed to be unpacked through 

the archival material and critical discourse. 

 In all the performance works made in this investigation, I have stated my 

location and positionality ‘to acknowledge our own power, privilege, and biases just as 

we are denouncing the power structures that surround our subjects’ (Madison 2012:8). 

This was done with the use of autobiographical material either by referring to the 

moment when I started to question my country’s colonial history or by discussing my 

parents’ jobs in colonial Mozambique, stating clearly that this research was made by a 

white male heir of Portuguese colonial past, acknowledging that I was part of the power 

 Grada Kilomba is a Portuguese multidisciplinary artist and academic based in Berlin that gave a public 20

talk in the cycle Decolonisation (2017) in Teatro Maria Matos, of which the performance of this research 
Libertação was part of and that will be discussed in chapter three.
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structure that was responsible for producing colonialism and for keeping some of its 

practices in the present. 

Collecting and performing source materials 

The methodologies used in this research were divided into two stages: first, regarding 

collecting source material that comprised historiography methodologies of archival 

research and oral testimonies of the people that lived through the colonial period and 

second, the phase of working that material performatively through postcolonial devising 

strategies, combining different genres and mediums, such as: headphone - verbatim 

technique, critical discourse, autobiographical material, political claims and movement.  

These last features had the ability to embody the past on stage and bring questions to the 

contemporary society as was the case of movement and autobiographical stories and 

furthermore, made it possible to critically analyse any problematic document presented 

in the performance. 

 My process of making work from oral testimony and archival research was 

based in the relationship between the concepts of the archive and the repertoire (Taylor 

2003). Diana Taylor observes that history and memory exist on two parallel but not 

identical lines: the archive (documents) and the repertoire (embodied memory, oral 

tradition). Taylor claims that the repertoire transmits embodied actions, using verbal or 

nonverbal expression and as for archival memory she sees it in ‘documents, maps, 

literary texts, letters, archaeological remains, bones, videos, films, CDS, all those items 

supposedly resistant to change’ (2003:24).  Derrida’s (1995) point of departure to 

discuss the archive comes from the Greek word Arkhē that is connected to 

commencement and the commandment: 
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(…) two principles in one: the principle accepting to nature or 

history, there where things commence - physical, historical, or 

ontological principle - but also the principle according to the 

law, there where men and gods command, there where 

authority, social order are exercised. 

        (Derrida 1995:1) 

  It was interesting to see these principles at work upon the research in the public 

archive of the Estado Novo, but also how the principle of commencement can be 

manipulated by a dictatorship and seen, for example, in the Estatuto Colonial of 1930 

(Colonial Constitution) where the dictator António Oliveira Salazar stated that ‘it is the 

essence of the Portuguese people to colonise and civilise’ (1). Moreover, the principle of 

commandment was visible as silent witnesses of colonial domination, showing in many 

different ways the policies that guided the Estado Novo in the subjugation and 

exploitation of the colonial subject and visible in public speeches of the dictators 

Salazar and Caetano, in the hidden massacres, in the colonial laws and in many other 

documents. The ideology of lusotropicalism was particularly evident in the elements of 

the archive of the Estado Novo when analysed through the postcolonial frame. So the 

questions in this research regarding the archive were on the ways to perform, represent 

and comment on those documents for them to be unpacked and seen under the lens of 

postcolonialism, allowing the audience to see the archive as a silent witness of 

oppression. 

 Glen McGillivray (2011), in the book Scrapbooks, Snapshots and Memorabilia: 

Hidden Archives of Performance, makes a division of the archive in two different types: 

the official and informal; the first is found on ‘the repositories of government records, 
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but this category also includes a diverse range of other collections – such as libraries, 

museums, galleries ’. These were the main source of documents from the archival 

research, but I started to get access to another type of archive with the process of 

collecting testimonies, the “personal” archives of the interviewees, that McGillivray 

places in the category of  “informal” archives ‘letters, photos, diaries and so forth – that 

relate to individuals and family groups; and also “subversive” or resistant archives: 

collections that have been formed despite of or as a counter to the hegemony of 

officially sanctioned archives’ (McGillivray 2011:22). 

 Ricouer (2004) in his work Memory, History, Forgetting scrutinises the different 

and opposing forms in which countries work through their history and the choices made 

in what is to be remembered and also forgotten. This is particularly relevant when 

analysing the now accessible archive of the Estado Novo, in this it is possible to observe 

how colonial memory is a case of manipulated memory. Ricouer describes the 

manipulations of memory as a result of ideology and the complex relation between the 

demand for identity and the public expressions of memory (2004:82). Ricouer goes 

further in his analysis of the manipulations of memory, describing imposed memory as a 

strategy that can be used by states, particularly authoritarian states as was the case of the 

Portuguese Dictatorship that issued an authorised memory throughout the Portuguese 

education system, ‘the official history, the history publicly learned and 

celebrated’ (2004:85). It is this type of history that is being addressed in this 

performance, a history heir to fascism and colonialism that has not yet been revised by 

the Portuguese state officials. 

 The investigation of the personal archives was quite contrasting with different 

accounts of the colonial past. In the first examples of these archives Portuguese 

colonialist oppression was visible in the personal archives of Portuguese soldiers and 
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ex-settlers with photos of soldiers with half-naked African women, or even the absence 

of black figures in photos of white settlers or the occasional black employee in a very 

humble position toward the white boss. These documents were part of the Portuguese 

colonial oppression that also spoke from the silences of a normalised reality that, with a 

closer analysis, started to appear strange and disturbing, as was the case of the absence 

of black people in the luxurious parties in Angola or Mozambique or the “normality" 

that is apparent in the possession of the black woman’s body by the soldiers embrace, 

all documents that show the normalisation of racial domination in Portuguese Africa. In 

contrast, when I began to interview people that resisted against colonialism I started to 

get other documents that witnessed the struggle against colonialism, showing the efforts 

and sacrifices that black and also white people where facing to free their countries. 

These were very interesting archival documents because they countered the hegemonic 

discourse of lusotropicalism and the narrative of the “good coloniser”. 

 It has been relevant in this work to present the documents of the archive but also 

to analyse them on stage under the political questions raised by this research 

deconstructing the Portuguese colonial discourse. Generally the archive needs to be seen 

as part of a political project that is often hidden behind the decisions of a state to 

classify a document as important for the archive and for future generations to remember. 

As it was particularly evident in this research it is important to look at ‘all 

documentation as intervention, and all archiving as part of some sort of collective 

project’ (Appadurai 2003: 2). 

 It was precisely with a combination of archival documents and testimonies that 

was the starting point of this research with the goal of putting on stage conflicting 

ideological discourses concerning colonialism. For Taylor, performance ‘functions as an 

episteme, a way of knowing’ (2003:xvi); furthermore, she adds that performance can be 
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seen ‘as a system of learning, storing, and transmitting knowledge’ (2003:16) and she 

argues that it can be passed on; in other words, it can participate in an acts of transfer 

‘transmitting memories and social identity’. It was with all these concepts of working 

through performance as embodied practice and as a way of knowing, that I started to 

interview people, first interested in the experiences and memories of the retornados, and 

their stories made me to want to hear other sides of this past, not only the colonisers, but 

also the colonised. 

 The research used oral history as one of the fundamental methodologies for 

collecting material that would be later analysed through performance, even though the 

purpose of this research was not to do history, but to make a theatre practice that created 

from history, working with interviews of people who witnessed the recent colonial past. 

The expert in oral history performance, Della Pollock (2005), states that performance 

has the mission of retelling stories that are meaningful to the past, to make them public 

and maybe to overcome traumas. Oral history is a practice and a methodology of 

research based in making, treating and interpreting interviews, with the aim of 

remembering the past (Portelli 2013). Oral history raises a number of questions 

regarding the reliability of oral testimonies. Naturally, the person that tells the story 

today is completely different from the one that lived it, leading to a modification of 

conscience and producing a change in the way that the story is told (Portelli 2013). 

These concerns were particularly valid in this research with events happening more than 

forty years ago and in addition with some changes in the Portuguese dominant public 

opinion brought by 1974’s revolution and democracy that may have carried new 

interpretations of the past affecting the way the interviewees may look at their stories. 

However, my investigation is situated in the realm of subjectivity, which, according to 

Luisa Passerini (1998:54), is the very nature of oral sources. Through my work I have 
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presented a multiplicity of views that represent the complexities of the Portuguese 

recent past, putting on stage the voices of colonisers, colonised, foreigners, people in 

favour of the independences, people against it. Representing the broad spectrum of 

views over this subject through oral history, framed by my own partiality as an artist and 

researcher. For Portelli, partiality stands ‘for taking sides: oral history can never be told 

without taking sides, since the “sides” exist inside the telling’ (1998:73); this meant 

expressing my own opinion on the subjects discussed, making comments on some of the 

interviews, taking a side - the side of the colonised, of the independences, of the 

freedom fighters against the Portuguese fascism and colonialism and prevalent 

lusotropicalist ideology. 

 In this research, the interviews were edited according to a specific dramaturgy 

and used in the performance as verbatim. Hammond and Steward define verbatim as 

real people’s words obtained through an interview process, research or taken from 

existing records that ‘are then edited, arranged or recontextualised to form a dramatic 

presentation, in which actors take on characters of the real individuals whose words are 

being used’ (Hammond & Steward 2013:9). However, this research was not a verbatim 

theatre practice, but postcolonial documentary theatre, a hybrid theatre form that used 

material from interviews as verbatim, being this material one amongst other sources of 

text used on stage. 

  The interview material was transmitted through a specific verbatim technique 

called headphone-verbatim, in which the performers use headphones with the edited 

versions of the interviews and reproduce what he or she is hearing. This technique 

provided a theatricality to the work that moved the performance away from naturalism; 

accordingly, Joe Hill-Gibbons the director of Alecky Blythe’s play The Girlfriend 
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Experience mentions that use of headphones in the performance creates an alienating 

effect that reminds the audience of the source of the testimony.  

 The “strangeness” that Hill-Gibbons points out was in fact one of the reasons 

that I was interested in this technique. However, the way that I use the headphones is 

distinct from the fictionalised verbatim work of Alecky Blythe’s and other verbatim 

writers alike, on which real words are used to create a play with characters, plot, in the 

style of Stanislavki's naturalism, where the headphones help to create detailed 

characters. This practice had a completely different performative style, there was not a 

fictionalised story, characters, plot or naturalism. In this research the performers were 

always “acting” as themselves, that in  specific scenes would transmit a testimony, but 

always referencing the testimony as part of a process of research based on interviews. 

Moreover, the verbatim material is used amongst other texts and the use of headphones 

in this occasion made a reference to process, stating that words were not of the 

performer, but of testimonies given in an interview. In this research, the headphones 

also work to separate the verbatim material from other types of text that are used in the 

performance; in this sense the action of putting on and taking off headphones is often 

repeated. More than that, this action allows for a close examination of the testimonies 

and highlights the technique itself that becomes present throughout the whole 

performance. Furthermore, in this work the character did not exist, the performers 

conceptually were transmitters of testimonies. This signified that the material collected 

in the interviews was said on stage as it was heard in the moment of the interview. 

 For the above mentioned reasons this practice is situated away from fiction and 

the dramatic form and comes closer to Hans-Thies Lehmann (2006) Postdramatic 

Theatre, that describes the term postdramatic as ‘a theatre that feels bound to operate 

beyond drama, at a time “after” the authority of the dramatic paradigm in 
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theatre’ (2006:27). This non-dramatic ground leaves room for different possibilities that 

can enable, for example, non-fiction work, moving away from a theatre of illusion and 

making space for the political on stage and also allow for the live examining of 

problematic testimonies. 

 The transition between collecting the source materials and putting them on stage 

was done through postcolonial devising strategies.  I wanted to come to the rehearsals 

embedded with all the information gathered, but still open to be influenced by the 

collaborators and performers, to give room for improvisation, tasks, rules, and to 

analyse the interview and archival material on stage. The rehearsals would start with 

elements that would be tested, such as parts of interviews, parts of texts, ideas for 

improvisations, tasks, rules, ideas for movement sequences and after that the 

dramaturgy of the performance would be built, the materials would be selected, the 

interviews edited and the performance would start to take shape. Heddon and Milling 

(2006) define devising as ‘a mode of work in which no script - neither written play-text 

nor performance score - exists prior to the work’s creation by the company’ (2006:3). 

Through my postcolonial devising strategies I was able to give more predominancy to 

the rehearsal process than to the writing process, having the input of performers 

complete the writing of the performance and not just waiting to feed the words into the 

actors mouths. Above all, it was important to me to give the collaborators the possibility 

to have ownership of the material and a political view over the matters on discussion, 

sharing through this process the authorship of the performance. These strategies let 

other elements come into play that I will discuss further in this thesis, such as 

autobiographical material, movement, political statements and critical discourse, 

working in the principle of devising that Alison Oddey calls multi-vision ‘integrating 
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various views, beliefs, life experiences, and attitudes to changing world events’(1994: 

3). 

 Through this process I encountered forms of embodying this past with the 

performers on stage, but also to bring these issues to contemporary life. These strategies 

started to bring to the work personal views on the subject, autobiographical material 

where the problematics raised by the performance would resonate in their private lives 

or in the lives of their ancestors, making visible how the past had passed through their 

family, but furthermore, how the performers would encounter these problems today. My 

postcolonial devising strategies enabled the performers to engage with the concept duty 

of memory, that is defined by Paul Ricouer as ‘the duty to do justice, through memories, 

to an other than the self’ (2004:89). To me this concept signified a mode of analysis to 

the memories of the Portuguese colonial past, bearing witness to history, in a process 

towards revisiting and re-writing colonial memory. This concept became increasingly 

important throughout the three performances made in the research and I saw it as my 

personal duty as researcher and theatre maker to do justice to the colonised, to show that 

lusotropicalism is a myth and a lie, that Portuguese colonial oppression was long, cruel 

and very far from being the colonial paradise described by many retornados or the 

lusotropicalist narrative, but furthermore to demonstrate that the resistance against 

colonialism did exist and that it changed the course of Portuguese history by bringing 

freedom and independence to the African people, but also to the Portuguese people in 

their struggle against fascism. 

Chapters overview 

 In the first chapter, the discussion will be centred on the dialog established 

between the oral testimonies and the archival documents. I will reflect on how different 
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groups of witnesses have shaped the concepts and premises of each performance and 

analyse the editing choices of the oral history material and how it has been connected 

with the selection of documents from the archive. I will do this analysis through the 

scrutiny of the performance Portugal não é um país pequeno (2015) (Portugal is not a 

small country). 

 In chapter two I will be looking at the questions that arise from my postcolonial 

devising strategies and how these strategies work with performing the self, without a 

character, while performing verbatim subjects. This chapter also addresses issues of 

performing verbatim with headphones, characterising the specific performative space 

that exists while performing in this way. To conclude this chapter, I will examine the 

differences between performing white and black colonial memories and how they have 

been expressed in the performances, looking in particular at the case of the performance 

Passa-porte (2016) (Passport) developed in this research. 

 In chapter three I will be analysing the political aims of the research in relation 

to the performance Libertação (2017) (Liberation) dealing with the most traumatic 

event of the recent colonial past, the wars of independence of Angola, Guinea-Bissau 

and Mozambique. Furthermore, I will be examining the position of the researcher/

author/performer on stage as a political strategy for decolonizing memory and the 

staging of resistance stories as a means to re-write colonial history and unpack the 

dogmas of lusotropicalism. 

  Finally in the conclusion, the final points of this research will be addressed, 

looking at contribution to knowledge achieved with this research. I will be arguing the 

relevance of postcolonial documentary theatre as a means to reflect and re-write 

Portuguese colonial history. And ultimately, analysing the impact of this practice-based 

research in Portuguese society today. 
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 In the next coming chapters I will be analysing and referring to the performances 

Portugal não é um país pequeno (2015) (Portugal is not a small country), Passa-porte 

(2016) (Passport) and Libertação (2017) (Liberation), I would advise to see the 

documentations of these works before reading the chapters, video  and script. All 21

quotations from the mentioned performances that will be used in the coming chapters 

can be found in the English translations of the scripts, as an appendix to this thesis. 

 Portugal não é um país pequeno (2015)(Portugal is not a small country) FULL 21

VIDEO (password: portugal)
 Passa-porte (2016) (Passport) FULL VIDEO (password: passport)
 Libertação (2017) (Liberation) FULL VIDEO  (password: liberation)
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Chapter One – Processes of collecting, analysing and editing postcolonial 

memories: the testimonies and the archive 

This chapter will discuss the methodologies of collection, analysis and editing of the 

source material used in this investigation, substantiated in the relationship established 

between testimonies and archival documents. This connection will be framed by Diana 

Taylor’s (2003) concept of the archive and repertoire and seen under the umbrella of 

postcolonial studies. This analysis will be done in relation to the first practice-based 

performance of this research Portugal não é um país Pequeno (2015) (Portugal is not a 

small country), which deals with the most problematic stories of the investigation, the 

testimonies of the retornados, in addition presenting the white Portuguese hegemonic 

view of colonialism, under the ideology of lusotropicalism and the narrative of the 

“good” coloniser. The retornados - literally meaning “the returned” - were the ex-

Portuguese settlers who , with the Portuguese decolonisation process, were forced to 

leave Africa due to the instabilities in the newly independent countries. Many escaped 

from war and life-threatening situations to discover on their return to Europe a country 

that repudiated them. Between 1974-75 about one million people arrived from the ex-

colonies, ten percent of the Portuguese population at the time, particularly from Angola 

and Mozambique. The Portuguese sociologist Rui Pena Pires states that the retornados 

represent the ‘largest population movement in the history of 20th-century 

Portugal’ (2003:1). 

 The testimonies of the retornados gathered for my performance were 

problematic because the vast majority of them were embedded with lusotropicalism and 

colonial nostalgia. As I will demonstrate throughout this chapter, the strategy, pursued in 

this performance to unpack lusotropicalism, was to first present the various facets of the 

colonial paradise reported by the retornados, followed by my critical comment on these 
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stories through the archive, critical discourse and autobiography. In the second part of 

the performance, lusotropicalism and Portuguese colonial policy were critically 

analysed while using direct address to communicate with the audience. Furthermore, 

with the critical discourse and autobiographical sequences, it was possible to bring this 

past to the present and look at the colonial structural problems that are prevalent in 

Portuguese society today. 

 The first performance of the research focused on the changes of the end of 

Portuguese colonialism across the different decades (1950s-1970s) and how Portuguese 

or Portuguese descent people in the ex-Portuguese colonialism of Angola and 

Mozambique lived through some specific historical events, such as the colonial wars, 

the 25th of April 1974 - the carnation revolution -  and the independence of Angola and 

Mozambique. Through this performance I examined the relationship between fascism 

and colonialism and how it can be traced in many stories of the retornados and the 

reluctance in recognising racism and racial segregation during the colonial past. In this 

performance the interviewees were mainly retornados, but there were also soldiers and 

other people that lived in Africa during that time. Overall, it was the hegemonic voice 

and view of the white Portuguese on the colonial past that is under scrutiny here, 

specifically in relation to the retornados that lived through that history. 

  The methodology combined the archival research and the collection of 

testimonies, creating a performance that portrayed the end of Portuguese colonialism. 

The testimonies were treated as verbatim material, meaning copied word for word, 

which resulted in performance material that faithfully used the words of the people 

interviewed about their life in Africa during the Portuguese colonial period. The 

verbatim text was transmitted by the performer while listening to the edited interviews 

via headphones, transmitting those different stories and also reproducing not just what 

�60



was said, but also how it was said, respecting the silences, pauses, tone of voice of the 

interviewees, in what Wake calls voiceprints, which she argues ‘are like fingerprints, in 

the sense that they are utterly unique and almost impossible to reproduce’ (Wake 

2010:3). Some of the testimonies that raised questions in relation to lusotropicalism or 

that were ingrained with colonial nostalgia, were juxtaposed and commented upon. This 

commentary was done through the reference to archival materials showing the 

brutalities of colonial policies of the Estado Novo towards the colonial subject, through 

autobiographical stories or a commentary towards what was said in a testimony, 

explicitly showing my position in relation to this past. 

 The retornados are a complex group, white, mixed and of African descent, some 

of whom were in Africa for a few years or decades, or have lived there for generations. 

Their political perspectives vary from supporting the independence of those African 

countries to being defenders of colonialism. Many of the testimonies of this group 

collected for this investigation were problematic, because most of the stories accepted 

the “normality” of racial dominance that was happening during the colonial period, 

showing many difficulties to recognise that racism and racial segregation existed as a 

norm in Angola and Mozambique, the countries under scrutiny in this chapter (in 

chapter three I will additionally look at the case of Guinea-Bissau). These were the 

views of the colonisers and many do not admit to their white settler privilege that the 

colonial system had granted them. In their whiteness these people described those 

territories and life-styles as places of opportunity, where businesses could be successful, 

entrepreneurship could be prosperous, the climate was good and the the land rich. Ruth 

Frankenberg designates as whiteness, ‘a location of structural advantage, of race 

privilege (…) a set of cultural practices that are usually unmarked and 

unnamed’ (2005:1). As is usual in the case of whiteness, the people who benefit from 
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this structural advantage may not recognise it, which was the case of many people 

interviewed here who were not able to recognise this privilege even when living under a 

colonial system.  

 In most cases the retornados’ stories did not possess a critical view over the 

colonial life-style and prosperity that they had access to; these people did not realise that 

those opportunities were not open to everyone and certainly not open to the black 

majority living in those countries.  However, in some cases those conditions of privilege 

were recognised and also the conditions of exploitation and segregation that the white 

minority was imposing on the black majorities. In some of these cases this awareness 

happened after their university studies in mainland Portugal; it was the fact of being 

away from that culture that allowed them, on their return home, to critically see those 

unequal racial relationships. 

 I will start this chapter with the description of the performance Portugal não é 

um país Pequeno (2015) (Portugal is not a small country), highlighting the topics on 

discussion in this chapter and in the section ‘Lusotropicalism’ look at this ideology and 

discuss how it was worked through performatively in this show. In the section ‘The 

archive’ I will examine how the stories of the retornados were critically and 

performatively analysed in the performance through the public accessible archive, 

critical discourse and autobiographical stories, showing how the combination of these 

elements has produced an interesting and effective way of working through the verbatim 

material. In the section ‘Dancing the archive’ I will argue how in this research 

movement was an encounter between the archive and repertoire, bringing onto the body 

in the research a practice of irony, assimilation and memory, in a dialogue with what 

Diana Taylor calls embodied memory. The next section will focus the attention on the 

‘Oral history - Verbatim material’ of this performance, discussing the processes of 
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collecting the testimonies and seeing how these were made part of the devising process 

in this investigation. I will then continue to analyse the choices around ‘Editing and 

structuring the verbatim material’ in this performance and conclude with the section 

‘Fascism and colonialism on the interviewees’ stories’ where I will discuss the 

influences of the Portuguese fascist and colonial policies on the retornados. Overall, in 

this chapter I will examine the ideology of lusotropicalism and parse the feelings and 

ideas of colonial nostalgia in the compiled testimonies and also in Portugal’s recent 

history. Moreover, I will analyse in the next pages how the research engaged critically 

and performatively with this problematic material. 

Portugal não é um país pequeno: performance description 

In Portugal não é um país Pequeno  (2015)(Portugal is not a small country) there are 22

two performers on stage, the main role being played by the researcher/performer (me) 

and the supporting role of the musician/performer (Pedro Salvador). Originally this 

performance should have been a solo, accompanied by a musician, where the 

researcher/performer would be in charge of the “text” based on archival, verbatim and 

autobiographical material or political arguments. However, as the rehearsal process 

progressed, the musician/performer Pedro Salvador started to play an increasingly 

important role in the development of the scenes interacting with the performer/

researcher. Pedro Salvador was involved in the postcolonial devising strategies 

followed throughout this research, which will be the main topic of the next chapter. He 

created a silent performer, playing guitar, singing, using a microphone to capture and 

manipulate a particular sound, being at some points the interviewer or the interviewee. 

 video available at https://vimeo.com/151331245 (password: portugal)22
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Pedro Salvador was a supporting element of the action, embodying images of stories of 

the oral history material.   

 

image 4 scene from Portugal Não É Um País Pequeno. André Amálio and Pedro Salvador perform in the kitchen/

living room area, Pedro Salvador in the role of the interviewer recording and André Amálio with headphones telling 

verbatim stories about discrimination. Photograph by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 2015. 

 The show starts with the performer (me) entering a space that looks like an 

improvised kitchen and dining room (see image 1), with two chairs, a small table, a 

black and white television and a small electric cooking plate. The performer speaks 

directly to the audience introducing the rules of the performance, explaining that the 

performance was devised from twenty-three interviews of people that lived in Africa 

during the colonial period. He explains that those real-life stories will be heard when the 

performer will use the headphones and that the testimonies were all treated as 

anonymous sources. At the end of this first scene, the performer and the musician enact 

one of the interviews, telling the story of a young girl and her boat journey to Angola. 
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André: I remember a couple I had met in a ballroom dancing 

course, they were funny, sociable and friendly. Later I found 

out that they were from Africa, she had been in Angola and he 

had been in Mozambique. I asked them if I could interview 

them and collect their testimony. They said absolutely, they 

immediately agreed. And on the day of the interview she told 

me: “André could I be the first person to be interviewed?” I 

said: “yes” and started by asking her this question: “How did 

your story in Africa start? Were you born there? Did you move 

there? How did it happen, do you remember?” 

 The next story was in a second space, a rectangle of grass (see image 2), where 

was told a story of a woman that met her husband through photographs. They got 

married in two different countries, she was married in Portugal where her father 

represented the groom and he in Angola and they finally met for the first time when she 

arrived by boat in Luanda. These two stories mark the journeys of thousands of 

Portuguese people to Angola and Mozambique, escaping a life of poverty in mainland 

Portugal to start again, this time as settlers. The next moments of the performance are 

devised from the stories of the retornados to create the idea of colonial paradise with 

stories of hunting wild animals, parties, eating shrimps, having money, being free from 

the old conservative fascist Portugal. This nostalgic journey starts to be interrupted and 

commented upon with critical discourse, such as showing footage of the Sydney Pollack 

movie Out of Africa (1985) and reading from Renato Rosaldo’s article ‘Imperial 

Nostalgia’ that addressed that film, that is followed by a verbatim scene mentioning the 
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wars that were going on and linked with the footage of Estado Novo’s war propaganda 

with Portuguese soldiers in Angola sending Christmas messages to their families. 

  

 

image 5 scene from Portugal Não É Um País Pequeno. André Amálio and Pedro Salvador in the second space, the 

rectangle of grass. Photograph by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 2015. 

 The verbatim material was presented in the performance as a collage and it was 

through the performance of the different voiceprints of each interviewee that the 

spectators could understand that different people were talking on specific topics, 

encompassing the following subjects: stories of leaving to the colonies, the settler’s life 

in Africa, colonialism and race relations, the start of the colonial/independence wars, the 

independence movements, the resistance to fascism and colonialism, the role of women 

in Africa,  25th of April of 1974 - carnation revolution and the independences, 
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lusotropicalism, international pressure on Portuguese colonialism and the settlers’ return 

to Portugal. 

 

image 6 scene from Portugal Não É Um País Pequeno. André Amálio dismantling the rectangle of grass. Photograph 

by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 2015. 

 In the scene regarding the 25th of April - the carnation revolution and the 

independence of Angola and Mozambique - the set design starts to be taken down 

following the stories of people experiencing the revolution in Africa, decolonisation 

process and the start of the civil war in Angola. This action that transforms the set into a 

huge pile and the grass carpet into the map of Portugal (see image 6) echoes the stories 

of the settlers that tried to save as much as they could as the process of decolonisation 

started. The “stories of Africa” in the performance, end with the traumatic story of the 
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airplane journey back to Lisbon by the same woman that told her boat story in the start 

of the performance, this time married and with two children.  

 The second part of the performance becomes more autobiographical, with 

critical discourses of the performer regarding the Portuguese colonial policy and 

lusotropicalism. I look into the Portuguese colonial policies, fascism and how in fact 

most of the retornados had no answers when they were questioned about difficult issues 

related to colonialism, the Portuguese secret police or even the colonial wars; their reply 

was always the same: ‘You could not speak André! You could not speak!’ The 

performance ends with commenting on a newspaper article regarding the changes in the 

nationality law in 1975, where I express my outrage against the Portuguese position at 

the time: 

André: Almeida Santos was speaking about the integration of the 

people who had come from Africa and the nationality law that was 

changed at the time. He says: "Everyone was Portuguese. Mário Soares 

and Vasco Gonçalves asked me to do a generous law. I replied, ‘I will 

not!’ Portuguese nationality would only be granted to people who were 

at least the great-grandsons of Portuguese by birth. Otherwise the 

country would go down.” 

 With the above mentioned changes in the nationality law, many black Africans 

that could not come to Portugal were persecuted in their newly independent countries 

and many were even killed due to their connections to the Portuguese state. This scene 

expressed some of the problems connected to the Portuguese colonial past that are still 

part of Portuguese society today, a structural racism that does not give the same value to 
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black and white people, that gives no space for the recognition of the black Portuguese 

people and their history as part of Portuguese history. I will next examine the ideology 

of lusotropicalism and how it was worked through in this performance. Today, this 

concept still shapes the Portuguese relation with the colonial past; it is the narrative of 

the “good” coloniser that mixed with natives, claiming to have made a multicultural 

society and be creator of the mestiço , encapsulated in the known Portuguese saying: 23

'God created man and the Portuguese created the mestiço’. This ideology that claims 

that the Portuguese are incapable of racism, but still maintaining the white as the 

coloniser and the black as the colonised, is upheld in the present day through many 

traces of the Portuguese colonialism of the past. 

Lusotropicalism 

#  

image 7  Portugal Não É Um País Pequeno, poster of Estado Novo. Organised by Henrique Galvão in 1934. 

The ideology of lusotropicalism was first addressed with the title and image of this 

performance - a map with the title Portugal não é um país pequeno a propaganda poster 

 The mestiço in the Portuguese colonial system was a mixed raced person of white and black parents; the mestiço 23

was symbol of lusotropicalism towards the creation of a multi-racial society.
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of 1934 (see image ). The aim of the Estado Novo with this map was to show Portugal’s 

greatness, emphasising the “size” of the country that comprised mainland Portugal and 

its colonies when taken as one. This map derives from the same time as the colonial act 

(1930) and the first Colonial Exhibition (1934), examples of the relationship between 

fascism and Imperialism that started to be more evident during that period. The 

Portuguese attitude towards Africa at the time was made explicit in an editorial from 

1935 in the newspaper called O mundo Português (The Portuguese World): ‘we must 

always keep alive in the Portuguese people the dream of além-mar (“beyond-the-seas”) 

and the pride and consciousness of the Empire. (…) Africa is for us a moral justification 

and a reason for being a power. Without it we would be a small country, but with it we 

are a great nation’ (cited in Bender 2004:6). 

 The purpose of choosing such an image and title was to immediately start 

challenging these ideas. By using such an explicit and well-known image of the Estado 

Novo, I was directly questioning Portuguese society today in terms of this ideology. I 

had some interesting responses in this respect, such as two men that passed by the 

poster on the street and one of them stated ‘you see and they still say that Portugal is a 

small country. Look at this!’ This reflected the perpetuation of lusotropicalist ideology 

and the uncritical view of Portugal’s past. To this respect the American sociologist 

Kesha Fikes in her book Managing African Portugal stated that Portugal maintains the 

lusotropicalist myth ‘through references to “discoveries” that celebrate the colonial past 

without invoking the former colonial subject or the mixed body’ (2009:35).  

 Similarly, another example of this uncritical celebration is the 1989 winner of 

the Festival RTP da Canção  the song Conquistador (Conqueror) composed by the 24

Portuguese pop music band Da Vinci. This song, that later that year went on to represent 

 ‘National Song Contest’ that since 1964 selects the Portuguese representative of the ‘Eurovision Song Contest’.24
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Portugal at Eurovision, celebrated the 500 - year anniversary of the Discoveries that 

same year. Conquistador was also performed live in the show in a way that challenged 

this celebratory perspective. The song was constantly interrupted by my personal 

autobiographical stories that engaged with Portugal’s problematic past, addressing 

slavery, nationalism and imperialism. The aim was to take the audience from a 

celebratory point of view to start critically analysing the song in terms of its lyrics and 

symbolism, questioning the ideology of lusotropicalism still present today in Portuguese 

culture and society. 

André: People always ask me: “André, why are you doing this 

performance? Did your parents live in Africa? Were you born in 

Africa?” And I always say, “No, no. I was not born in Africa, 

but I lived for some time in England. And there I met a 

woman ... The woman of my life. She was a woman with a 

beautiful smile, very frank, very open. (…) I told her: I’m 

Portuguese. And suddenly, that frank and open smile that was 

charming me, began to disappear, to fade away. She became 

suddenly very serious and told me: "You know André I was 

living for a year in Ghana. And once someone took me to the 

fort of the Portuguese. It was the place where the Portuguese 

kept the slaves before taking them to the Americas. And the 

guide asked me you can still smell the blood here, can’t you? 

And you know André, yes I still could smell the blood.” And 

this is why I’m doing this performance. 
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Pedro Salvador and André Amálio (sing):  

And they carried the light of culture 

    (…) 

   They were oceans of love 

 

image 8 scene from Portugal Não É Um País Pequeno. André Amálio and Pedro Salvador sing Conquistador (1989). 

Photograph by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 2015. 

 This autobiographical and comic scene, juxtaposed with the song Conquistador 

(1989) highlighted how much the myths of lusotropicalism are ingrained in Portuguese 

society and how important it was for me to be abroad and question this past. This scene 

was described by many audience members as “um murro no estômago” (a punch in the 

stomach), a Portuguese expression used when something deeply disturbs you. The fact 

is that this scene starts quite ironically and funnily engaging with lusotropicalism 
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through the song Conquistador and slowly starts to deconstruct that ideology, exposing 

the horrors behind colonialism, which emerges to some spectators as a punch in the 

stomach. Through this provocative autobiographical scene, I was facilitating audiences 

with ways to question the Portuguese colonial past and encouraging the spectators to 

identify what is falsely constructed under the hegemonic discourse of lusotropicalism.  

 The autobiographical texts used in this scene emerged from the creation process 

and dealt with the problem that Linda Alcoff (1991) defines as speaking for others. For 

Alcoff ‘a speaker's location (which I take here to refer to her social location or social 

identity) has an epistemically significant impact on that speaker's claims, and can serve 

either to authorise or de-authorise one's speech’ (1991:1). To address such issues in the 

performance, I decided to use the same questions that interviewees were asking me: 

‘André, why are you doing this? Did your parents live in Africa? Were you born in 

Africa?’ With these questions the interviewees were interested in finding out why I was 

doing this work. Moreover, they wanted to understand if I was one of them, one of the 

retornados, part of the community that lived in Africa during colonialism or if I was 

part of the opposite group that received them so harshly. In the performance my answer 

to these questions was ‘No, I did not live in Africa, but…’, using the ‘but’ to give 

examples of my own personal life stories where I was confronted with Portugal’s 

colonial past. These questions would be repeated four times and the final time I would 

reveal my parents’ past in Mozambique during the Colonial Period, putting my family’s 

past in the map of colonialism by saying: ‘there is something here in this colonial 

heritage of my parents, which brings to mind the civilising mission of the Portuguese 

that António Oliveira Salazar spoke about’ and after stated the Portuguese civilising 

mission described by Salazar in 1930 with the Colonial Act, ‘it is the essence of the 

Portuguese people to colonise and civilise’ (Salazar 1930; cited in Mateus 2011:27). 
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 Deirdre Heddon (2009) takes Linda Alcoff’s questions to verbatim work and 

asks ‘whose voice is spoken in the verbatim productions and with what other potential 

effects?’ claiming that ‘talking out is replaced in this act of ventriloquism by talking for 

or talking about’ (116). Amanda Stuart-Fisher (2011) addresses this criticism raised by 

Heddon in relation to ‘the appropriation of the other’s stories’. For Stuart-Fisher it is 

important not to overlook the question of reciprocity between the interviewees and the 

performance: ‘the verbatim subjects do enter into this process willingly and do get 

something back in return’ (205).  

 From the responses I had from the interviewees throughout this work, I strongly 

believe that this process of reciprocity happened. The interviewees were informed of the 

project of this research, they were aware that their stories and words could be used in a 

performance on this subject. And the fact that the interviewees had their stories 

performed in public gave them the sense of recognition of the difficulties that they 

experienced in the decolonisation period. I specifically remember a family that I 

interviewed and who thanked me in the end of the performance for expressing the 

difficulties that they experienced with the start of the civil war in Angola, the oldest 

daughter of that couple came to all the performances of this research revealing an 

interest in  the work. Another couple also attended all the performance of this cycle, and 

they have watched Portugal não é um país Pequeno (2015) (Portugal is not a small 

country) several times, each time bringing different friends with a similar past in Angola 

or Mozambique; in the end of the performance they would come to greet me and 

introduced me to their friends and I watched them discuss their colonial memories while 

addressing many of the topics raised in the piece. Many other responded by mail 

expressing that they enjoyed the performance, and many others never came to see it, 

some I believe because they did not want to relive the past again. Overall, the 
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interviewees expressed to me gratitude for the work and the use made of their personal 

stories and opinions. 

 In regards to the ethics of the procedure used in this research of collecting and 

performing testimonies, I believe that I have treated my interviewees fairly and utilised  

the material gathered accordingly to what was discussed and agreed in the moment of 

the interview. Moreover, my critical analysis was not on specific individuals or their 

stories, but on using these accounts to analyse the structures of thought that have made 

for the colonial past to happen the way that it did together with the contemporary matter 

that is related to this history. However, I must reiterate that the main ethical duty of this 

research, as it was mentioned in the Introduction, is the duty of memory, that is ‘the duty 

to do justice, through memories, to an other than the self’ (Ricouer 2004:89). I believe 

that my duty to this work is to do justice to the colonised, the people that have suffered 

under the oppression of colonialism and for those who suffer from lusotropicalism 

today.  Finally, it is also important to underline that my views and opinions were not 

hidden behind edited verbatim material, but on the contrary, I always spoke for myself 

in relation to the topics addressed. 

 In this matter it also helped me to think that I was not speaking for the 

retornados and not even speaking about the retornados, but about a period of 

Portuguese history that they witnessed, a history that has been silenced and that I 

wanted to understand. In addition, throughout my research I have tried to reinforce 

speaking with this group and also to be mindful of the stereotypical representations 

imposed upon the retornados that this work aims to deconstruct. 
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The archive   

Diana Taylor, in her book The Archive and the Repertoire, states that ‘archival memory 

exists as documents, maps, literary texts, letters, archaeological remains, bones, videos, 

films, CDs, all those items supposedly resistant to change’ (2003:19), and that the 

repertoire ‘enacts embodied memory: performances, gestures, orality, movement, dance, 

singing – in short, all those acts usually thought of as ephemeral, non-reproducible 

knowledge’ (20). In this performance work, elements of the archive were interwoven 

with the repertoire, bringing in different cases new alternative views on records and 

testimonies. Throughout this investigation I have conducted research in Portuguese 

public archives and accessible to the general public, such as:  Arquivo Nacional da Torre 

do Tombo , Arquivo Mário Soares - Casa Comum , Arquivo Histórico Ultramarino , 25 26 27

Arquivo da RTP , Centro de Documentação 25 de Abril . This research made possible 28 29

to find fairly unknown footage to the general public regarding the Portuguese colonial 

system during the 20th century. 

 These documents allowed me to work through some of the problematic 

testimonies, that as I mentioned in the beginning of this chapter did not fully 

acknowledge the oppression of the colonised and continued to uphold lusotropicalism as 

“good colonialism” or revelled insufficient self-conscious in regards to the Portuguese 

colonial system. This matter required other elements to come onto the stage to show 

other views of Portuguese colonialism, the archival footage was very important in this 

case showing, for example, that there was a war happening in those territories and other 

footage demonstrating signs of colonial oppression. Additionally, in this research I used 

 http://antt.dglab.gov.pt25

 http://casacomum.org/cc/arquivos?set=e_309226

 http://ahu.dglab.gov.pt/historia/27

 https://arquivos.rtp.pt28

 arquivo 25 de abril29

�76

http://casacomum.org/cc/arquivos?set=e_3092
http://antt.dglab.gov.pt
https://arquivos.rtp.pt


material that I have called critical discourse, underlining that the performance was part 

of a larger research project. In the performance this material permitted me to introduce 

the views of specialists on these matters and theatrically this material was performed by 

reading from books, stating definitions, quoting and paraphrasing historians, scholars 

and academics. Throughout the research I have put on stage the words and concepts  of  

scholars such as: Renato Rosaldo, Gerald Bender, Eduardo Lourenço, Ruth 

Frankenberg, Dalila Cabrita Mateus, Paul Gilroy, Paul Ricouer, Marianne Hirsch, 

Patrick Chabal, Kesha Fikes, Manuela Ribeiro Sanches, Milija Gluhovic, Margarida 

Calafate Ribeiro, Maria José Lobo Antunes, amongst others. 

 In regards to the archival footage, elements used in the performance were 

composed of archive videos of RTP - Portuguese National Television and also a scene 

taken from the fiction movie Out of Africa directed by Sydney Pollack. The section of 

the movie which was used is the scene where Robert Redford’s character takes Meryl 

Streep’s character on an airplane ride over the beautiful African landscape. In the 

performance, the movie scene resonates with three different elements of the piece, the 

first being the testimony of a woman who lived in Mozambique, ‘I even remember that 

I went on an airplane (…) flying close to the Zambezi river, it was a dream, to go there 

from Trás-os-Montes ’; secondly, this testimony brought to mind my personal viewing 30

of the movie in the cinema when I was a child and thirdly, a passage from Renato 

Rosaldo’s (1989) article Imperial Nostalgia, that also mentions Out of Africa as an 

example, where he states that ‘nostalgia makes racial domination appear innocent and 

pure’ (68). 

 The images from the movie used in the performance come to underline how 

many Europeans are still fascinated by Africa and Rosaldo’s text highlights this 

 Northeast part of Portugal, characterised as being a poor and rural region during the 1950s and 1960s.30
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uncritical vision of history and memory, identifying the movie as a representation of 

colonial nostalgia. This scene articulated these different layers of discourse: testimony, 

autobiography, archival and critical discourse; as a representation of European 

colonialism, the movie was similar in so many ways to the stories of the retornados of 

this research. In these ways, the relation between the archive and the repertoire in this 

performance was part of a process of ‘re-creation of memory’ (Gale and Featherstone 

2011:24) layering the past through different mediums and seeing it through a different 

framework. 

 The other video material used in the performance was composed of footage 

sequences from the archive of Portuguese National Television (RTP), such as a 

Christmas message of soldiers from the overseas war identifying themselves; a 

propaganda video of Portuguese fascism from the 1930s with a sports group 

choreography in a stadium; a video of black native Africans dancing Portuguese folk 

dance dressed in the traditional costumes; footage of the official visit of Marcello 

Caetano  to London; the ponte aérea (air rescue) in Angola 1975 footage of retornados 31

queuing to board an airplane (see image 9). These videos were presented in the 

performance to challenge the audience to see with contemporary eyes past 

representations of Estado Novo and colonialism. In these materials, the audience was 

confronted with scenes of propaganda, colonial assimilation, war crimes and traumatic 

memory. 

  

 Portuguese prime-minister of Estado Novo after the rule of António Oliveira Salazar. Marcello Caetano was in 31

power from 1968 until the Carnation Revolution in 1974.
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#  

image 9 scene from Portugal Não É Um País Pequeno. André Amálio with headphones telling the verbatim stories of 

the arrival of the retornados to Portugal. In the background RTP footage of retornados boarding an airplane to leave 

Africa. Photograph by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 2015. 

 This documentation addressed issues that are still difficult to discuss in 

Portuguese society, but they also offer new ways of looking at these videos, 

commenting on them during the performance, as was the case of the official visit of 

Marcelo Caetano to London, showing images of a demonstration against the Portuguese 

regime and the Portuguese presence in Africa. These are images that were not allowed 

to be broadcast publicly by the censorship of the time and are still unknown to the 

majority of the Portuguese people today. These images come to highlight the pressures 

that the Portuguese regime was facing at the time in regards to the Portuguese presence 

in Africa and at the same time revealing war crimes committed by the Portuguese in the 

colonial wars. Some of this was stated in the performance: 
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André: In June 1974, when Marcelo Caetano was still in power, he 

made an official visit to London. And he was received with shouts 

of "Murderer! Killer! Murderer!" It had come out in the 

international press about the Wiriamu massacre in northern 

Mozambique, where an entire village was completely wiped out. 

They destroyed everything. Our brave soldiers and the PIDE 

slaughtered an entire village. 

 This video put on stage the opinions and views of foreign countries and their 

people regarding Portuguese colonialism at that time, which were unknown to many 

Portuguese people. Through the layering of these scenes, the audience observed the 

international condemnation of Portuguese colonialism throughout the decades. 

  Another example that highlighted the international view on Portuguese 

colonialism was done with critical discourse, presenting and discussing the ideas of 

lusotropicalism, by mentioning the work of Gerald Bender’s 1978 book Angola under 

the Portuguese: 

André: This man called Gerald Bender wrote a book called Angola 

under the Portuguese where he says: ‘For the vast majority of non-

Portuguese, Lusotropicalism is at best a romantic myth and at least 

a blatant lie to obscure the realities of Portuguese colonialism. 

Foreigners rarely assumed that the Portuguese in fact believed that 

the Lusotropicalism represented the colonial policy and its action in 

Africa. But the truth is that the vast majority of Portuguese until 

1974 in fact believed that Lusotropicalism represented the policies, 
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practices and objectives of the Portuguese.’ (1978:3) This book was 

first published in 1978, but still today many of my interviewees told 

me that the Portuguese were different colonisers. 

 With the use of the book itself, a symbol of authority, I was also bringing to 

the audience’s attention that the issues discussed in the performance have been looked at 

critically showing that lusotropicalism is problematic and has been contested 

internationally for decades.  

Dancing the archive  

Dance and movement are part of what Diana Taylor considers embodied memory and 

defines under the term repertoire. In this section I will look at how this research 

articulated, through movement and dance, these concepts of archival memory and 

repertoire. The movement used in Portugal não é um país Pequeno (2015) (Portugal is 

not a small country) came from the stories of the retornados, including the parties that 

were mentioned to me so many times, particularly the dance merengue that was used in 

the performance. But also the performance worked with the Portuguese traditional 

dances that were taught to black and white students in school in the Portuguese African 

colonies as part of assimilation process as it was reported to me by a Portuguese teacher 

in Mozambique. This interviewee told me that at one point she refused to teach those 

traditional dances which gave her many problems from the part of the school 

administration.  

 This story inspired a dance sequence, that included the Malhão and other 

Portuguese traditional folk dances, that was executed by the performer while the 

musician was singing Nancy Sinatra’s song These boots are made for walking (1966). In 
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the background of this scene was archival footage of a group of black native Africans 

dressed up in Portuguese traditional folk costumes, and dancing the malhão (see image 

10). This scene was a parody aimed towards the Portuguese dictator Salazar who was 

nick-named “boots”. This situation gave an ironic and comic comment towards the 

concept of the Portuguese civilising mission, that was previously mentioned in the 

performance, discrediting this European idea of the colonisers’ culture being superior to 

the colonised and showing the ridiculous act of teaching types of Portuguese folk 

dances to an African culture as part of an assimilation policy. Furthermore, in this scene 

the combination of elements from the repertoire and the archive completed each other in 

an effective presentation of counter-memories and a critique of lusotropicalism. 

image 10 scene from Portugal Não É Um País Pequeno. André Amálio dancing traditinal Portuguese folk dances, in 

the background a group of black native Africans dressed up in Portuguese traditional folk costumes, and dancing the 

malhão . Photograph by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 2015. 
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 Another dance example was the Merengue that was the most popular dance in 

Angola in the 1960s, being the dance that was very popular amongst the settler 

population. In the performance the Merengue was used as part of a dance-class scene 

that was taught to the audience, showing the basic steps of this dance intertwined with 

testimonies of parties and dances from the colonial period. With this dance-scene, the 

audience was introduced to the idea of the white colonial paradise, so frequently 

mentioned in the testimonies of the settlers and that would later be critically discussed 

in the performance as mentioned before with the Out Africa sequence. 

Oral History - Verbatim Material 

For this performance I interviewed twenty-three people in the area of greater Lisbon and 

soon I came to the conclusion that I could not talk only to retornados due to the 

multiplicity of Portuguese colonial life experiences. So the definition of the group of 

interviewees was redefined to people that had lived in “Portuguese Africa” during the 

colonial period. The focus of this performance was only on the stories from the 

colonisers, but for the next performances I heard the stories of the colonised, which I 

will discuss in the next chapters.  Most interviews were done individually, but in some 

cases other family members were present too and in many cases the family started to 

talk about some issues for the very first time, as was the example of one woman who 

asked her husband if he had killed anyone while he was in the colonial war; which 

showed the unwillingness of the Portuguese families to talk in relation to such matters. 

In the performance this event was also referred to as an example of the silence that still 

dwells in Portuguese homes regarding this issue. 

 I decided not to go to the interviews with a definite set of questions, but with 

topics that I would like to tackle. I would always start with the same questions: ‘How 
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did your life in Africa start, did you move there, were you born there?’ The idea behind 

these questions was to let the interviewees access their memory and start the description 

of their life experiences. In my role of interviewer I saw the responsibility to create a 

comfortable space where the interviewees could speak freely about whatever they 

wanted, guiding them through their own stories, and if they got lost, go back to some 

more specific detail that was not fully addressed. Most retornado interviewees 

demonstrated a considerable need to tell their stories, showing again evidence of the 

silence that has characterised this chapter of history.  

 Within their own personal narratives I would introduce specific topics regarding 

racial discrimination, the colonial war, resistance to fascism and involvement with the 

African independence movements. However, not all these matters were covered in every 

single interview, the interview was always about each unique life experience and critical 

view of the colonial past. Other important questions that were posed during the 

interviews concerned how the interviewee lived through specific historical events such 

as the 25th of April 1974 - the carnation revolution or the breakout of the colonial/

independence wars in Angola (1961) and Mozambique (1964). The 25th of April in 

particular marked a very complex set of emotions and feelings; for most it was 

remembered as a moment of joy and happiness, as the end of fascism, but it was also the 

beginning of the changes in these settlers lives that made them leave Africa, in some 

cases escaping from life threatening situations. Their “return” to Portugal was another 

topic of the interview, analysing the stories of their arrival and adjustment to new life as 

a retornado(a); in this moment of the story I also asked for a description of Portugal at 

the time, the revolutionary Portugal after forty-eight years of fascism.  

 The first and last questions became part of the performance’s script, making the 

interviewing process part of the work. The first question: ‘How did your story in Africa 
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start, were you born there or did you move there?’- was used as the introduction to the 

verbatim material. With this approach, the origin of the performance was highlighted, 

putting the performance within the frame of memory and personal storytelling. The last 

question was intended to close the performance by referring to some stories that were 

left out; I would always finish the interview asking: ‘Is there anything that you still want 

to say about this past?’ And this question actually revealed some important details about 

people’s lives that I added to the performance, such as the revelation of an interviewee’s 

difficult adjustment to Portugal when she admitted that ‘she does not have any 

Portuguese friends’; or when a woman burst into tears saying ‘André, I’m from Africa, 

I’m from Mozambique and I will never go there again’ expressing the difficult relation 

that these people have with their past, nationality/identity and the new independent 

countries. 

 "  

image 11 scene from Portugal Não É Um País Pequeno. André Amálio with headphones performing verbatim 

material about the start of the civil war in Angola. Photograph by Maria Joana Figueiredo. Espaço Alkantara, Lisbon. 

2015. 
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Editing and structuring the verbatim material 

My first decision regarding the editing process was not to follow the standard procedure 

of transcribing audio recordings into written form, but to work solely from the audio 

material itself. This technique was first developed by the American actor, writer and 

academic Anna Deavere Smith. Smith edited the testimonies into audio files, and 

rehearsed using headphones that contained the audio script. In her process the 

headphones were only used in the rehearsals; subsequently the performance was done 

with the memorised text recreating the character’s speech patterns, accents and 

emphasis. For the verbatim playwright Alecky Blythe the work of Smith ‘demonstrated 

that language was the root of character. By copying their speech-patterns with such 

precision, the real person behind the performance shone through’ (Blythe 2013; 80). 

 Mark Wing-Davey  developed Smith’s technique, believing that the actor’s 32

performance was improved by using the headphones on stage. Blythe and the Australian 

director Roslyn Oades have used this method ever since they attended a workshop with 

Wing-Davey. Oades uses the term headphone-verbatim to describe this type of work, ‘a 

paperless form of verbatim theatre featuring the faithful reproduction of speech patterns’ 

(Oades 2010: 16). This method works on the assumption that the way someone speaks 

conveys equally important information as to what was said. For my work this was an 

important strategy, the specific way which each person speaks can give additional 

knowledge to audiences about who the person behind the testimony is, this information 

is not only transmitted by the words spoken in the interview, but also expressed in other 

elements of a conversation, such as pauses, hesitations, interruptions, traces that can 

 Mark Wind-Davey worked with Smith in the solo performance House Arrest: A search for American Character In 32

and Around the White House (Cantrell 2013). 
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show how an interviewee thinks or feels on the topics discussed. These details become 

an important feature of the research expressing a lived history that is the base of this 

investigation. 

 With this technique I had access to the embodied knowledge that I wanted to 

transmit in the performance. Transcribing the interviews would involve a process of 

writing and scripting that I did not want to do. It was through a methodology developed 

in this practice that I wanted to work with the collected source material in the 

rehearsals; making use of tasks, rules, improvisations, autobiographical material. As I 

have mentioned in the Introduction of this thesis, I have called this process postcolonial 

devising strategies and I will analyse it more fully in the next chapter. My goal with 

these strategies was to move away from the standard process of theatre making that 

usually starts with writing the text or script that is afterwards put on stage. In this 

research I was interested in finding alternative ways that could be traced to the 

processes of embodying memories. 

 Additionally, in this specific performance I made the decision of not making 

each personal and individual testimony visible, but rather to get across the content of the 

stories in a collage of voices addressing the topics under discussion in the performance. 

In this way the audience would not simply follow the story of one testimony from 

beginning to the end, but instead hear different voices, opinions, stories on the specific 

themes. This method was not followed in the other performances of this research, but in 

this work I wanted to show the retornados as heterogeneous group and this 

dramaturgical decision made it possible for the audience to hear the same issue through 

different voices. With this first work it also became very clear that it was important to 

have a concrete concept for the interviews from the start; this would help in the 
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selection of the verbatim material, but also in the dramaturgical choices of the 

performance work. 

 After the interview process there were common topics coming to the surface 

related to settlers’ colonial life, overseas wars, resistance to fascism and colonialism, 

discrimination in the colonies and the 25th April Revolution. From these stories themes 

such as colonial nostalgia and lusotropicalism became important subjects to address in 

this performance. There were also other themes that did not come out directly from the 

oral sources but from “reading between the lines” during the interviews. These were 

intimated in some silences, doubts and difficulties addressing issues such as racial 

discrimination, while other responses contradicted the literature research that I had been 

conducting prior to that process. These facts were presented in the performance and 

discussed in comparison with archival documents, critical discourse quotes or 

autobiographical stories. 

 In the editing phase it looked for the stories that showed stronger storytelling 

qualities on the part of the interviewees. It was important for me not to just get the facts 

themselves, but also the way in which the story was told. In the cases where I had 

similar stories on the same topic, the choice came down to the story that had the most 

vivid imagery or storytelling qualities. In the end, the verbatim material was 

dramaturgically structured in order for the audience to track the life of Portuguese 

settlers from the moment they left Portugal until they “returned”. The edited oral history 

material was thus divided into the following subjects: the journey to the colonies, the 

colonial paradise, the wars, racial discrimination, the role of women in the colonies, the 

resistance movement, 25th of April, independence and civil war in Angola, and finally 
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the exodus to Europe with the example of the Ponte aérea  (air rescue) that took place 33

in 1975 in Angola, and the process of integration in Portugal. 

Portuguese fascism and colonialism on the interviewees’ stories 

Many of the interviewees moved to the Portuguese African colonies between the 1950s 

and the 1960s; this was the phase in which the biggest movement of Portuguese settlers 

to Africa occurred, the period when other European nations were focusing on 

decolonisation. This increase in the movement of settlers was part of the Estado Novo’s 

colonial policy as a means of keeping hold of those territories, while for ordinary 

Portuguese people it served as an opportunity to escape poverty on the Portuguese 

mainland and still remain on “Portuguese soil” as I heard in my interviews. Many of the 

settlers set foot in what was already a changing world in terms of colonial relations: the 

independence movements in Africa had already started and with it the international 

pressure on Portugal to give independence to these territories increased. But the 

procedure, followed by Salazar to deal with the international criticism of its prolonged 

colonial rule in Africa, was to intensify the investment and development of these 

colonies and to create more opportunities for white Portuguese to settle there. 

Conversely most of the settlers that I interviewed did not seem to be aware of the 

magnitude of this change in Africa, most mentioned the censorship and highlighted the 

isolation of Portugal at the time to justify this attitude. Many of them go even further 

accusing the Portuguese state of misleading them: ‘when we moved there they had 

installed in our minds the idea that Angola was Portugal and that we were in our land.’ 

This was the argument used in the performance on the discussion around the 25th of 

April 1974 carnation revolution and the start of the independence of those countries. 

 Air transport of 300,000 Portuguese nationals from Angola to Lisbon between July and November 1975.33
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 The non-political attitude towards colonialism that was described by many of 

the testimonies was taught by the dictatorship amongst other conservative values, such 

as obedience to the state, church and family. This can be traced in the frequently 

encountered statement also used in the performance ‘A minha politica é o 

trabalho!’ (My politics is work!) that I often heard amongst the retornados while 

discussing the colonial policies, the colonial wars or Portuguese secret police PIDE 

(International Police for Defense of the State).  This propagandist slogan was ingrained 

in the values of the Estado Novo period, repeated over and over again by Salazar’s 

propaganda machine. The Portuguese historian Fernando Rosas (2012) says that the 

dictatorship always reminded the Portuguese people that they should stay out of politics 

for their own safety and leave the country’s decision making to those who were destined 

to do so: the state. According to the renowned Portuguese historian Irene Flunser 

Pimentel, at that time Portugal was a country ruled through fear and surveillance; the 

Portuguese secret police - PIDE - had a vast network of informants and snitches that 

kept people scared and suspicious, which was confirmed by another common 

exclamation I heard in the interviews and subsequently used in a scene created 

specifically to address this attitude towards politics:  

André: You could not speak, André! You could not speak! It was the 

sentence I would hear from my interviewees when I would ask 

some more difficult question about those times in relation to secret 

police, the wars or the unfairness of the colonial system. 

 Accordingly, as Terence Ranger (1983) highlights, and applied specially in the 

Portuguese case, most of the settlers were “poor whites” who had been regarded in 
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Europe as belonging to the “lower classes” and in Africa they became upper class, a 

status given to them by their whiteness and this was a privilege that most of the 

retornados of this research did not acknowledge, together with other problematic issues 

regarding colonialism. During the process of interviews with the retornados, I realised 

that many did not recognise the problems that the Portuguese colonial policy was being 

accused of internationally, such as racial discrimination or the lack of education for the 

black native population and most interviewees stated that they had never witnessed any 

act of discrimination in the colonies. Furthermore, only one interviewee mentioned 

knowing about the estatuto do indígena (native status), the law that classified every 

black individual as native. The natives that could eventually ascend to the status of 

civilised, being named an assimilated, this could be achieved through a series of tests 

stipulated by the colonial authority (Mateus 2013), this law will be discussed further in 

the next chapter regarding the performance Passa-Porte (2016) Passport). 

 These strange accounts of colonialism from the retornados may come from their 

uncritical vision regarding the colonial past, the normalisation of the racial differences 

and race privileges and above all from the narrative of the “good coloniser” that was 

and still is the hegemonic view of Portuguese colonialism. As a result of 

lusotropicalism, nothing could be wrong in the colonial past, because the Portuguese 

people were “good colonisers” and if something was done wrong it was nothing 

compared with the other European Colonial powers. The ideology of lusotropicalism 

continues to shape the ways the colonial past is told, but also how the present is 

analysed; for example, there are no studies in Portugal regarding racism, because the 

Portuguese people are not racists, this assertion being one of the dogmas of 

lusotropicalism (Fikes 2009). 
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 Another element of this performance work was the colonial wars seen from the 

Portuguese side (the side of the colonised was the topic of the third performance of this 

research and will be analysed in chapter three).  The overseas wars started first in 

Angola (1961), which was followed by Guinea Bissau (1963) and Mozambique (1964) 

and many Portuguese people were obliged to move to the colonies as part of the war 

effort and after their military duties decided to stay, as was the case of some of the 

interviewees. A woman’s testimony exposed in the performance a common opposition 

to the war from the Portuguese people saying, ‘I would say: but why don’t we ... Why 

don’t we run away? I don’t agree… I don’t agree with this war’. In the performance it 

was also through these stories of war that the idea of the colonial dream started to be 

questioned. Throughout a scene playing the board game ludo, more testimonies related 

to the war were shared, the game becoming a metaphor for the war and the scene ends 

with both players eating the prawns previously cooked while horrific facts about the war 

were being told. The atmosphere of this scene was completely different in opposition to 

the colonial dream that was represented in the start, with raw accounts of the number of 

dead and mutilated in the overseas wars, giving audiences the contrasts of Portuguese 

colonial reality - a paradise to some and a living hell to others. 

Conclusion: Working through colonial nostalgia  

In this chapter I have looked at source material and the ways to collect, juxtapose, edit 

and critically frame under postcolonialism; these methodologies were observed in 

relation to the performance Portugal não é um país pequeno (2015) (Portugal is not a 

small country) that was working with the problematic stories of the retornados. Upon 

the analysis of those testimonies I verified that most of them were embedded with the 

ideology of lusotropicalism and colonial nostalgia. Moreover most of the retornados did 
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not comprehend the experiences of the colonised and failed to critically scrutinise 

Portuguese colonialism.  The majority of their stories were in line with lusotropicalism 

and asserted the narrative of Portugal as “the good coloniser”, not completely 

acknowledging the reasons for the independence of Angola and Mozambique. For these 

reasons it was important to find documents, through the archive and critical discourse, 

that could critically view those stories as was the case of showing the footage of the 

film Out of Africa (1985) followed by the reading of a passage from Renato Rosaldo’s 

(1989) article ‘Imperial Nostalgia’. Otherwise, if the performance Portugal não é um 

país pequeno (2015) (Portugal is not a small country) just used the verbatim material 

available, I would just be enabling and re-affirming lusotropicalism and colonial 

nostalgia on stage, agreeing with a hegemonic view of the past. These are the reasons 

why this research stepped away from a straight documentary/verbatim theatre style and 

embraced postcolonial documentary theatre and developed a specific way of working 

these source material performatively. I have named this methodology postcolonial 

devising strategies, and this will be a topic of analysis in the next chapter. 

 Through this performance work I have tried to publicly discuss the Portuguese 

recent colonial past in order to give audiences access to more information, to better 

understand these silenced issues, particularly concerning the last decades of the 

Portuguese presence in Africa and how colonialism was entangled with fascism and 

colonial war. In this specific performance, it meant making a clear critique of this 

hegemonic celebration of the discoveries, exposing the dark repercussions of 

lusotropicalism and colonialism such as slavery and racial discrimination, discussing the 

traumatic issues of the wars of independence and revisiting the way the retornados are 

represented. Furthermore, through the performative articulation between the archive and 

the repertoire, it was possible to critically examine the stories of the retornados that 
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were embedded with lusotropicalism. This work was done on a complex ground, 

critically analysing Portuguese colonialism from within, particularly from the stories of 

the retornados that, in many cases, do not see this past in a critical way. But this fact 

also made it very effective, since it was a critique that came out of the white Portuguese 

population and putting down the dogmas of lusotropicalism. 

 Portugal não é um país pequeno (2015) (Portugal is not a small country) brings 

a set of questions to audiences and challenges the way the average Portuguese person 

sees their colonial past by working with the memories of the retornados. As DaCosta 

Holton (2009) argues, the history of the Portuguese retornados is complex and not in 

line with the “bad colonialist” narrative of the 1970s, but it is representative of people 

who feel themselves to be white Africans despite their colonial past. Furthermore, this 

performance tackles the narrative of a completely successful integration of this 

community within Portuguese territory, showing cases that do not fit to that profile. 

From this group of people I felt their enormous need to be listened to. At the end of the 

performance spectators often asked me if they could give me their testimony and saluted 

me on the “new” view I was bringing on the colonial past, showing appreciation of the 

critical work on the stories of the retornados I had done. 

 I have had reactions from spectators to the performance, stating that they had 

never realised that these questions existed in Portuguese society, but immediately found 

examples of the types of attitudes described in the performance by people they knew in 

relation to race, the discoveries and colonisation and also cases of post-traumatic stress 

experienced by ex-soldiers. One spectator confessed that the performance helped her to 

better understand her family and their political views by knowing more about the 

political teachings of the Estado Novo. People who lived in Portuguese colonial Africa 

have expressed to me their gratitude for bringing these issues to the public eye. In these 
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ways, the research in the performance proved to be an effective vehicle to bring counter-

memories to the public sphere (Habermas 1989) giving audiences different perspectives 

on this past. 

 With the 25th of April, many of the bastions of Portuguese fascist thinking, 

principles and symbols were attacked and changed, but critical aspects of Portuguese 

colonialism have not been addressed until now. The hegemonic Portuguese attitude 

towards colonialism and imperialism is still very condescending. As Portuguese essayist 

Eduardo Lourenço states: ‘Portugal is a country that can only live its history as 

Sacred’ (Lourenço 1999; cited in Mateus 2004:16). It is my belief that this situation is 

changing today, with a movement that stretches from academia and art to popular 

culture creating new and renewed views of this past. The performance Portugal não é 

um país pequeno (2015) (Portugal is not a small country) and this research has already 

made an important contribution to this discussion in Portuguese society with the 

presentation of the show in four different venues, public post-show discussions and my 

presence in conferences addressing these themes. The performance was integrated into a 

major event called Retornar - Traços de Memória (2016) (Return – Memory Traces) 

that discussed the “return” of people from the ex-colonies that involves exhibitions, 

talks, conferences and performances. Furthermore, this performance has been presented 

twice in Prague and in Bratislava with a demonstrable interest among those audiences in 

discussing European colonialism and comparing the stories portrayed in the 

performance with other colonial experiences that these peoples have endured. This 

performance continues to be performed in Portugal and in 2018 is going to be at the 

Théâtre de la Ville in Paris. 

 This performance has benefited from the rise of interest that Portuguese society 

has been showing in the last years in relation to these issues, where people speaking out 
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from the different view point of the colonial spectrum are wanting to revisit this past. 

Portugal had to wait around forty years from the Carnation revolution and the 

independences of the ex-colonies to start this discussion in the public space. There was 

no interest from Portuguese society in discussing colonialism and its protagonists or 

even the Ultramar war after the 25th of April until recent years. The novelist António 

Lobo Antunes addressed this silence and the need to discuss this for people like himself, 

a medical doctor in the war in Angola, in his book Cus de Judas where he states ‘Why 

the hell don’t we talk about this?’ (1983:81) It seems that now is the moment when 

artists who want to talk about this will finally be heard. 

 To conclude this chapter, I would like to mention that in the end of the process 

of this performance I became interested in hearing the stories of the “other side” of this 

history, i.e. the stories of the colonised. In Portugal não é um país pequeno (2015) 

(Portugal is not a small country) my focus was on the retornados, the ex-Portuguese 

settlers, giving voice to the different colonisers’ stories on a public stage. But my focus 

after this performance developed into wanting to hear from both the coloniser and 

colonised, to see which different topics would arise from those stories and compare the 

different real-life experiences that these people had during and after colonisation. 

Accordingly, I received a comment from a non-Portuguese audience member who said 

that she was sorry not to have heard the stories of the African colonised people. It was 

interesting for me to note that this observation came from a foreigner, a person outside 

of this complex history and at the very last showing of this performance at the Teatro 

São Luiz in Lisbon. This piece is still being performed today, unfortunately mostly to 

white Portuguese people, and I have not yet heard this type of comment again. This 

indicates to me how the black, colonised perspective of history has been removed from 

Portuguese memory. Furthermore, it illustrates that this is the rule in Portuguese society 
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and the normative form of telling colonial history. These final considerations confirm 

the relevance of the performance Passa-Porte (2016) (Pass-port), that I will address in 

the next chapter. 
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Chapter Two – Postcolonial devising strategies 

In this chapter I will address the methodology developed in the research to work 

performatively throughout the rehearsals with the gathered source materials, in a 

practice that I have named postcolonial devising strategies. These strategies will be 

defined and analysed in relation to the second performance of the research Passa-Porte 

(2016) (Passport) that was focused on the comparison between the testimonies of the 

colonisers and the colonised. Through postcolonial devising strategies I have 

transformed the collected source material into devised theatre scenes within the 

viewpoint of postcolonialism as was discussed in the Introduction of this thesis. This 

procedure created a specific performance style that was non-linear, multi-layered, 

fragmented and combined different elements such as archival documents, testimonies 

(performed through the verbatim-headphone technique) and autobiography. 

 Postcolonial devising strategies have been a means to work with the source 

material, but also a process to collaborate with performers and other creative team 

members, making room for each individual to take ownership and authorship of the 

performance. Furthermore, as I will discuss in this chapter, the use of these strategies 

gave more freedom to the rehearsal process with space for improvisation, for the 

“actors” to perform as themselves and to devise from their own autobiography and 

personal positionality in relation to this political material. Furthermore, the decision not 

to use transcribed interviews, and instead work with the verbatim-headphone technique, 

gave the performers direct access to the testimonies and memories they were going to 

embody on stage. 

 As I mentioned above, in Passa-Porte (2016) (Passport) I decided to look at 

different perspectives of the recent Portuguese colonial past, collecting testimonies from 

both the colonisers and the colonised. Furthermore, I interviewed people who decided to 
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stay in the independent countries and those who moved to Portugal with the 

decolonisation process. In this performance I wanted the critical arguments opposing 

lusotropicalism and colonial nostalgia to come from additional sources, such as the 

testimonies of the colonised that were claiming that oppression did exist and that the 

Portuguese were no exception in the history of colonialism. These stories added to my 

critical voice, supported by archival documents and critical discourse, as it had 

happened in the first performance in relation to the problematic stories of the retornados 

embedded with lusotropicalism.  

 As a result of these new testimonies, it was important to have a person coming 

from the colonised background in this performance that could stand in for that part of 

colonial memory. As part of my postcolonial devising strategies I wanted to have a 

person in the rehearsal studio that had a personal relationship with the themes under this 

investigation; making space for this person’s own autobiography in to the process and 

also for a specific political position in relation to this past, which could make it possible 

to embody the colonised memory on stage. For this purpose I developed a method of 

casting through the interviews with the testimonies that allowed for this to feed directly 

into the rehearsal room, hence this was the process used to cast the Mozambican singer 

Selma Uamusse.  

 In regards to the balance of these voices on stage, I came to the conclusion, with 

the development of the rehearsals, that I needed another perspective on stage beyond the 

view that Selma Uamusse and I were bringing to the rehearsal studio. I decided to put 

the figure of the foreigner on stage, someone that had no relation with this past and could 

freely judge it and act as witness of the colonial crimes; a testimony that could break the 

binary opposition between the coloniser/colonised, the oppressor and the victim. This 

came from working in the rehearsals with my long-time collaborator Tereza Havlíčková 
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who worked with me in all the performances of this research. Through Havlíčková’s 

views I was being confronted with the same type of comments that I had experienced 

during the time that I lived in London (where I also met Tereza Havlíčková), and I 

thought it could be interesting to have those views on stage. In Passa-Porte (2016) 

(Passport) there was not just my political opinion and autobiographical material 

anymore; we were three performers, three different nationalities, three different points 

of view on the colonial past and the decolonisation of the present.  

 The concept of trauma was another important topic that came from working with 

the memories of the testimonies through the postcolonial devising strategies; 

particularly the traumas regarding the exploitation and oppression lived by the colonised 

and also the coloniser’s life threatening experiences of war and instability in the new 

African independent countries, adding up to difficult situation lived by both groups 

during their unwelcome reception in mainland Portugal. Consequently, the strategy of 

encouraging the audiences as a witness of the performers’ trauma came as they worked 

through the colonial past. This was particularly visible in postcolonial devised scenes 

that worked with repetition and re-enactment where the spectators could work through 

those traumatic experiences via a process of identification with the performers, as I will 

discuss more fully further in this chapter. 

 This chapter will continue with a brief explanation of the goals and historical 

content of the performance in the section ‘Performance description’ looking particularly 

at the initial scenes of the performance that will serve as an example of the work 

analysed in the next sections. Afterwards, I will discuss the ‘Postcolonial devising 

strategies’ that are going to be at the core of this chapter; these strategies provided a 

process of creation and collaboration with the other team-members and established an 

“acting” style that was used in this investigation. Following this section I will discuss in 
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‘Collecting interviews and the problem of being a white European’ the problems 

encountered in the research in the collection of colonised testimonies, and the suspicion 

I encountered from some black interviewees. In the following sections I will discuss 

specific examples of the use of these strategies in relation to the issues raised in the 

performance, particularly the positionality of the work and performers, the audience 

seen as witnesses of trauma and discussing questions related to the embodiment of 

colonial memories. 

Passa-Porte: performance description 

The performance Passa-Porte (2016) (Passport) premiered at the Teatro Maria Matos on 

the 4th of November 2016, with the duration of one hour and forty minutes. It was 

performed in this theatre three times and in addition, a shorter version was performed 

once for secondary school students; the full version of the performance was 

subsequently shown in Coimbra (TAGV – Teatro Académico de Gil Vicente) , Almada 

(Teatro Municipal de Almada); and in 2018 it will continue to tour nationally to Porto 

and Setubal. For this work I interviewed twenty-two people from which twelve 

testimonies were used. This performance discussed Portuguese colonialism and its 

policies of oppression and racial segregation, highlighting the prevalent mythification of 

colonial history in many Portuguese schoolbooks. In Passa-Porte (2016) (Passport) 

three performers from three different countries (Portugal, Mozambique and the Czech 

Republic), enacted different roles played in the struggle against colonialism, looking at 

the discourses of the colonisers and the colonised. 
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image 12  scene from Passa-Porte with the three performers of the show transmitting verbatim material,  Tereza 

Havlíčková, Selma Uamusse and André Amálio. Photograph by Mariana Silva. Teatro Maria Matos, Lisbon. 2016. 

 The starting point of this second performance were the changes of the 

Portuguese nationality law in 1975 as a result of the decolonisation process. Until 1975 

every citizen of the Portuguese Colonial Empire was considered Portuguese, but in that 

year modifications were made on the nationality law granting nationality only to people 

that had Portuguese ancestry. This performance looked at the historical period that 

started with the 25th of April - Carnation Revolution and followed the processes of 

decolonisation, analysing the experiences of the people who decided to stay in the 

newly independent countries and those who moved to Portugal, attempting to avoid the 

impact of independence on their lives. In the performance I critically analysed how the 

Portuguese state and society looked at the people who lived in the former colonies 
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based on race, class and gender. In this way, nationality became the lens for analysing 

the recent past and also a representation of identity. 

 I will now describe the beginning of the performance where specific elements of 

the performance were introduced, such as positionality, repetition and re-enactment, 

colonial memories, performing as himself/herself, autobiography and the ways to work 

through the archive and the testimonies. These elements will then be discussed further 

in this chapter in relation to the postcolonial devising strategies used in the research. 

This short performance description does not substitute the viewing of the documentation 

of Passa-Porte (2016) (Passport) in anyway, such as the video documentation  and the 34

script of the performance . 35

 Passa-Porte (2016) (Passport) started from the moment spectators were taking 

their seats in the auditorium,  with the performers already on stage preparing things: I 

was opening a bottle of wine, Selma Uamusse was bringing the wine glasses and Tereza 

Havlíčková was preparing a rice cake to be baked in the microwave. The set was 

covered in plastic, and composed of different elements marking distinct spaces, a table 

with computers, another with a microwave and coffee machine, a microphone stand and 

a rack full of clothes. The performers discussed the cake that Tereza Havlíčková was 

making, talking in a very colloquial mode, mentioning their daily lives and the 

performances they had done recently. They talked about bass player Charlie Hadden’s 

jazz music that was playing in the background. When the cake was done, they tried it 

and started to divide the tasks in the performance, assigning the technical operation of 

the lights for the performance to Selma Uamusse, the video to Tereza Havlíčková and 

the testimonies to me, and decided to start the show (these elements would eventually 

 https://vimeo.com/221859822 with password: passport34

 see appendix 235
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be executed by all of the performers on stage). The autobiographical voice that is one of 

the strategies of the postcolonial devising strategies, as I will discuss latter in this 

chapter, was visible in this performance from the start and in this way engaging the 

audience as witnesses of the intimacies shared by the performers. 

image 13  scene from Passa-Porte with the three performers Tereza Havlíčková, Selma Uamusse and André Amálio, 

preparing the first scene  as the audience is taking their seats. Photograph by José Frade. Teatro Maria Matos, Lisbon. 

2016. 

 The performers took their places: Selma Uamusse and Tereza Havlíčková sat 

behind the technical table, located centre stage. Then I started to discuss the first jazz 

concert in Portugal where Charlie Haden had played, and mentioned how in the concert 

he had said: ‘I would like to dedicate the next song to all the black liberation 

movements of Angola and Mozambique’. At the same time footage of this concert was 

shown on the back wall. I told the story about Hadden being questioned by Portuguese 

secret police and expelled from the country. After this I explained that this performance 
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was documentary theatre and explained what that meant, and ended this scene by 

saying: ‘Here, today, I want to question my parents, my country about the atrocities 

committed by Portuguese colonialism’ (see image 14). This scene started to establish the 

positionality of the performance, expressing that this performance was based on archival 

documentations and real testimonies that were to be used performatively with the 

political aim of questioning the colonial past. 

image 14  scene from Passa-Porte with the three performers Tereza Havlíčková, Selma Uamusse and André Amálio. 

André Amálio addresses the audience regarding Charlie Haden and documentary theatre. Photograph by José Frade. 

Teatro Maria Matos, Lisbon. 2016. 

 After this I performed the first testimony on the microphone with the 

headphones on and at the same there would be a projection on the back wall of the 

identification of the person interviewed. This was a short testimony of a retornado that 

claimed that the retornados did not like to admit the privileges that they possessed in the 

colonies, this testimony was stepping this performance away from an atmosphere of 
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colonial nostalgia and putting it in the critical relation to the past that I was working for. 

In this performance each testimony would be heard individually with a projected 

identification, to help the audience with more information about each interviewee. This 

was done precisely for audiences to understand from  which position the testimony was 

coming from, colonised or coloniser, in favour of the independences or opposing them, 

Portuguese nationals or immigrants that were left out by the Portuguese nationality law. 

 In the next scene everyone went to the front of the stage and presented their own 

passport and the changes that these personal documents underwent during our lifetime, 

but also presenting it in the frame of postcolonialism that was translated in the way I 

made reference to poets Luiz Vaz de Camões and Fernando Pessoa that celebrated the 

Portuguese Discoveries or when Selma Uamusse described the symbols of the 

Mozambican passport that relate to the fight against colonialism and for the 

independence. The principles of the performance were made explicit in this beginning, 

from this the audience knew that the performers were who they claimed to be, just 

themselves, and that they would look also through their autobiographical material into 

colonial matters. 

  Tereza Havlíčková transitioned into the next scene with the line: ‘But before we 

start, I would like to make a toast.’ The performers served wine to each other and made 

a series of toasts referring to the colonial past, such as the initial toast of Tereza : ‘A 

toast to all who believed that it was possible to end colonialism’; this scene was 

followed by a deconstructed movement sequence in which the performers marched as 

military soldiers and after danced in an celebratory way with African dance movements, 

bringing the military atmosphere that was lived at the time in all the three countries. 

After, I took the video-camera and said: ‘Lets record! Action!’ The three performers 

talked to a videocamera that had a live feed to a projection on the back wall; the 
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performers talked to the camera stating that the party was over, that colonialism was 

over, the parties and dances reported by the retornados were now gone. These scenes set 

a specific political agenda from the beginning allowing the spectators to read the 

performance in a certain way, claiming the righteousness of the historical 

decolonisation, saluting heroes of liberation movements, toasting to the people that were 

not scared of looking into the colonial past, stepping very clearly away from 

lusotropicalism. 

  The next scene was repeated many times throughout the performance, it was a 

scene collaged from different stories described by the interviewees, such as a woman 

that was thrown out of her husband’s family house because she went to a café and 

smoked a cigarette, something that was not “appropriate” for women to do at that time, 

or the child whose family was kicked out from their grandparents home and had to live 

in an abandoned building in a primary school, with no bathroom, having cold showers 

on the street and having to divide the classroom where they lived into different rooms 

with furniture to resemble a flat, or another story where the family went to live in a 

“borrowed” flat, where  the mother of the family covered everything so nothing would 

be destroyed, or a story where family members would be so cold coming to Portugal 

from Africa, that they would be dressed in layers of clothes. This scene would only be 

fully apprehended as the performance would develop and these testimonies would be 

heard. The scene started with protecting the floor with plastic and dividing the stage as 

an imaginary flat; it ended with me literally having a cold shower behind a plastic 

curtain. This scene marked a principle of the postcolonial devising strategies using 

elements of the stories of the interviewees to create new devised material; furthermore, 

it was a scene that for the first time brought the elements of trauma onto the stage. 
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image 15  scene from Passa-Porte with Tereza Havlíčková and André Amálio that are protecting the floor with 

plastic in the repetition sequence.Photograph by José Frade. Teatro Maria Matos, Lisbon. 2016. 

 This was followed by the performers putting on a new layer of clothes while 

introducing the next testimony of a white Portuguese woman born in Mozambique, 

making comments from the day of the interview, giving the background of this 

testimony. Then I transmitted her testimony while listening to her words through 

headphones and saying what I was hearing to a microphone. This testimony was 

interrupted by Selma Uamusse and Tereza Havlíčková commenting on what was said, 

Havlíčková was asking questions to Uamusse trying to get her views on the subjects 

discussed in the testimony about the independence of Mozambique, ‘Selma, what does 

Samora Machel  represent for your?’ Selma talked about Samora Machel as a hero in 36

her country who she has admired since she was a child. On the back wall appeared the 

 Samora Machel was the leader of FRELIMO (Liberation Front of Mozambique) that led the country to 36

independence and established a communist regime.
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footage of the public speech of Machel declaring the independence of Mozambique, the 

audiences saw the video, but heard the voice of Selma Uamusse who was hearing 

Machel on the headphones. Havlíčková was recording Selma on video-camera and her 

image was projected on the back wall, portrayed side by side to footage of Samora 

Machel. This testimony ended with the interviewee’s words projected on the back wall: 

‘I’m not a retornada, I’m a foreigner’. Then the performers re-did the repetition 

sequence. This scene showed the complexities of the independence process with the 

testimony of the woman with the Portuguese passport who was identified as 

Mozambican and tried to stay in the new independent country, embracing the new 

policies by taking part in the literacy programs to teach people to read and write, but 

escaping to Portugal because her family was feeling threatened by military instabilities; 

she arrived in Portugal and was called a retornada, an exploiter of black people. 

Furthermore, this scene present a process of performing archival material that was used 

in this theatre piece, bringing new and alternative views on historical events 

 I will now stop the description of the performance and look in more detail at the 

postcolonial devising strategies used in this performance which created this work, 

discussing these and other examples of the performance where those strategies were 

visible. But I will first start to analyse and specify what the elements involved in this 

procedure are.  

Postcolonial devising strategies 

Deirdre Heddon and Jane Milling (2006) state that devising can be seen as a 

collaborative practice and define it as ‘a mode of work in which no script - neither 

written play-text nor performance score - exists prior to the work’s creation by the 

company’ (2006:3), and also highlight the non-theatrical meaning of the word as ‘the 
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craft of making within circumstances, planning, plotting, contriving and tangentially 

inventing’ (2006:2). The postcolonial devising strategies used in this practice were in 

dialogue with the propositions presented by Heddon and Milling, by working with the 

principle of collaboration with the performers and other team members of this practice, 

along with making the theatre performances of this research without any previously 

written play, script or score. Furthermore, the postcolonial frame provided a reference to 

work through the source material and create tasks and improvisations with the 

performers. 

  As far as the script was concerned, this was only put together in the last phase of 

the rehearsals and the performers were instructed not to memorise any text; I 

encouraged each performer to find their own way of communicating the content of each 

scene in their own words. These were strategies designed for the performers to embody 

the theatrical material of this work, but also to share with them the authorship and 

ownership of the performances. Furthermore, it was a way to accomplish the same level 

of colloquial tone in text as in the verbatim material. 

 The rehearsals included a long period of experimentation (the process of making 

each performance of this research lasted between seven to nine months) with elements 

of archive and interviews explored by the bodies and voices of the three performers. 

Afterwards other elements, particularly autobiographical material, came into this 

process from the relation of the performers to the theme of the performance and as 

personal reaction to the testimonies, as for example the reaction of Selma Uamusse and 

Tereza  Havlíčková to a testimony that tells the story of seeing a television programme 

in Mozambique, in this case a scene was devised where both remember seeing those 

programmes and compare the differences of seeing it Czechoslovakia and Mozambique. 

Most of the postcolonial devised material came out of the stories in the testimonies or 
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from particular archival documents used in the performance; for example, in Passa-

Porte (2016) (Passport) one of the scenes that was repeated throughout the performance 

was that of covering the floor with plastic sheeting. It was only later, almost at the end 

of the performance, that the audience hears the testimony, which tells us of an Angolan 

lady who, when coming to Lisbon in 1975, went to live with her family in a borrowed 

flat and her mother covered everything in plastic to avoid any damage to the property. 

 Part of the aim of these strategies was the development of a performing style 

that could relate to all the different source materials performed in this investigation. 

This style was developed in the research and traced in the notions of non-acting, that 

Michael Kirby also calls nonmatrixed performing, that can be described as performing 

as himself/herself (Kirby 1987 cited in Schechner 2013:175). This way of performing 

came naturally from the improvisations with autobiographical material and it was an 

engagement with the real and the truth on stage. 

 In autobiographical work, the artist is performing in what is called non-acting, 

which means acting without any character in ‘a presentation of self, which is a 

heightened form of an everyday persona’ (Govan & Nicholson & Normington  2008:59) 

and nonmatrixed performing can be defined as actions performed onstage which do not 

involve role playing (Schechner 2013:175). This non-acting style was present in all the 

aspects of the performance, in autobiographical material, in reading from a book, in 

presenting archival material and also when performing a verbatim story via headphones. 

 The headphone-verbatim was the method used in the research to perform the 

stories of the interviewees and is defined by Roslyn Oades as a ‘paperless form of 

verbatim theatre featuring the faithful reproduction of speech patterns’ (2010:16).  With 

this technique I wanted to highlight the concept of the verbatim performer as transmitter 

of other people’s voices and stories, making it visible that those words were not mine or 
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the performers’, but “borrowed”. This was particularly evident in the performance 

Passa-Porte (2016) (Passport) where most of the testimonies were transmitted through a 

microphone while listening to the interviewees words through headphones as shown in 

image 16. The other performers in charge of technical operation of video and lights on 

stage would be listening to the testimony and at some points would interrupt it to make 

a comment on some topic mentioned in the interviewee’s story. 

 

image 16  scene from Passa-Porte with Tereza Havlíčková and Selma Uamusse watch André Amálio perform a 

testimony on the microphone. Photograph by José Frade. Teatro Maria Matos, Lisbon. 2016. 

 In Passa-Porte (2016) (Passport) the audience also had access to a description of 

that person in terms of place of birth, nationality, fake name (that would be created in 

regards to the subject of what was said in the interview, since all testimonies were 

treated anonymously, therefore no real name was ever used); this information was 

projected at the start of each testimony, giving an idea of the person’s location and point 
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of view. In image 11 it is possible to observe one of these examples, that uses the 

following text: 

  

   Name: Queen Ginga 

   Place and Year of Birth: Lobito/Benguela 1960 

   Passport: Angolan with Cape-Verdean ascendency 

   At the date of the interview was in risk of loosing her Angolan 

    passport. 

   Lives in Lisbon 

 Performing with headphones also brought some other questions in terms of the 

performers’ actions on stage. This technique completely isolates the performer from his 

or her surroundings and takes him or her into a different world. The fact that the 

performer can not hear anything else other than what is being said in the headphones 

makes it very difficult to understand the audience’s reactions to the text and dramaturgy, 

breaking the connection between audience and performers and among the performers 

themselves. 

 As a result of this technique, the performer becomes immersed in the act of 

performing (in the present), but at the moment of the interview (in the past), listening to 

the voice of the interviewee and the sounds in the background of the interview itself and 

finally the content of the interview related to memories of past events (in the distant 

past). The performer is thus experiencing three moments while performing with the 

headphones: the present before the audience and other performers on stage, the past 

from the moment of the interview and the memories of the oral stories related to 

moments that happened more than forty years ago. 
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image 17  scene from Passa-Porte. Selma Uamusse and Tereza Havlíčková smoke a cigaret. In the background is 

projected the information about the testimony of Rainha Ginga. Photograph by José Frade. Teatro Maria Matos, 

Lisbon. 2016. 

 This postcolonial devising strategy was also part of the experience of working 

with authenticity, showing, via the headphones, that the performance was working from 

the real testimonies. Ulrike states that authenticity is ‘ “truthful”, “essential”, 

“unmediated” and “genuine” ’ (Ulrike 2010: 93). Overall what interested me was the 

combination of the authentic with the theatrical, by explicitly showing the mode of 

conveying authenticity. As a result, the audience had access to real stories, but it was 

clear from the way the testimonies were transmitted that the performers were not trying 

to pass for the real interviewees, and that they were in fact presenting a representation of 

them. This enabled the work to step away from realism into a different type of aesthetics 
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that was self-reflexive and emphasised that the audience was in the presence of a theatre 

performance. 

 The autobiographical voice was another important feature of my postcolonial 

devising strategies: it gave the tools to the performers to not act but rather be 

themselves on stage and also it added a new layer to the performance discourse in the 

sharing of the performers’ personal stories. In this way the performers were in the same 

position as the interviewees who had their personal stories told on stage, but this time 

these stories had a real live presence on stage. In this style of work the spectators 

become witnesses of personal intimacies and ‘are drawn into a relationship with the 

performer due to the authentic nature of the material and that the story is being told 

directly to them’ (Govan & Nicholson & Normington  2008:61). The act of witnessing 

from the part of audience members was framed as a form of working through the 

colonial past, via a process of identification with the performers that engage with 

traumas of this history. Hence, the merging of the performers’ autobiographical material 

with the testimonies was meant to make the audience be part of these stories, be 

included and thus see themselves as connected to the colonial past presented in the 

performance. 

Collecting interviews and the problem of being a white European 

When I started to work in the rehearsals with the oral history material collected, I 

realised that I needed to achieve a balance between the coloniser and colonised voices. 

By working through the colonised stories it was possible to address some of the 

unnamed crimes committed throughout colonial history that the ideology of 

lusotropicalism had blacked out by claiming that Portuguese colonialism was an 

exception in imperial history. However, at the beginning of rehearsals I had many more 
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stories of white Africans and I started to have difficulties getting testimonies from the 

“colonised” people of Angola and Mozambique. In contrast, many retornados were 

willing to share their stories with me; throughout this research I always witnessed the 

retornados’ need to express their stories of what they went through in Africa and in 

Portugal. Elsewhere, I was getting a very different reaction from people with 

testimonies of the colonised, encountering evident mistrust that was probably related to 

the official Portuguese “narrative” of colonialism and racism. This apprehension also 

continued to manifest itself during the process of collecting testimonies for the last 

theatre piece of this research Libertação (2017) (Liberation), where there was actually 

the case of a testimony of a man from Guinea-Bissau who told me at the start of the 

interview that he knew Portuguese colonialism very well and I could not deceive him.  

 These difficulties may be related to the fact that I am a white Portuguese person 

and the black and mixed groups from the Portuguese ex-colonies were not comfortable 

with confiding in me with their life stories, as they may have associated me with the 

ideology of lusotropicalism. To overcome this situation I asked for help from the 

performer and singer Selma Uamusse during the creation of Passa-Porte (2016)

(Passport). Since she is black and Mozambican, I expected that this would make it 

easier to find someone through her who would like to give me his/her testimony. But a 

few days later she told me that she was not able to find anyone and that the reply she got 

from a black man that lived through colonialism was that: ‘You don’t talk about those 

things.’ This response was indicative of the silence that exists in the black African 

community in Portugal to discuss and address issues of colonialism. 

 In fact, through the stories collected in this research it was clear that Portuguese 

society has been putting the colonised people and their descendants aside, shutting them 

down, not recognising their past and their right to Portuguese nationality. As Grada 
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Kilomba (2016) states, it is not the case that the black community has no voice, but it 

has not been given a voice. It is then natural that tension, suspicion and mistrust arise 

when a white male comes to research colonialism, even if this research was challenging 

the dominant narrative of lusotropicalism, which did not allow colonised voices to be 

heard in the Portuguese public space. 

 For the above reasons, this process of collecting testimonies was much more 

challenging than the one for Portugal não é um país pequeno (2015) (Portugal is not a 

small country). Nevertheless, at the end of the process I was satisfied with the balance 

between the stories included in the performance from a perspective of race, gender and 

class; with six black testimonies and six white testimonies. This balance was achieved 

only at the last minute, just before the premiere of the performance, when the last 

interview was collected, edited and added into the performance. 

 Another important strategy that came out of the process of postcolonial devising 

in this research was the process of casting via interviews. My interest in working with 

the Mozambican singer, Selma Uamusse, came after hearing her reactions to the first 

performance of the research Portugal não é um país pequeno (2015) (Portugal is not a 

small country). On that occasion, she shared with me some of her family’s stories under 

colonialism in Mozambique and I decided to interview her and collect those stories. 

Afterwards, following the interview, I concluded that she was the person I was looking 

for to represent the “colonised” discourse on stage. Furthermore, that it would be 

important to have her contributing to the rehearsal process and having her as 

collaborator in this work. 

 The decision to cast the dancer/choreographer/performer Tereza Havlíčková 

came later during the rehearsal process and as a result of her comments on the colonial 

past. Havlíčková and I are the artistic directors of Hotel Europa, the theatre company 
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based in Lisbon where I have been developing this research. She collaborated in all the 

performances, as co-deviser and in the creation of the choreographies for the 

performances. Throughout the creation process of the first and second performances, I 

became increasingly interested in Havlíčková’s views on the subject that we were 

discussing. As mentioned in the start of this chapter, these views had the objectivity of 

the foreigner, seeing the problematic from a distance and escaping the tension between 

colonised and coloniser. This process of casting became one of the features of the 

postcolonial devising strategies in the search for people that could not only perform this 

type of material, but more importantly bring their autobiographical material to the 

rehearsal, giving their views and comments on these postcolonial issues and to be co-

devisers of each performance piece. 

Positionality through tasks and improvisations 

In this specific performance, as result of working from the testimonies of colonisers and 

colonised, I wanted to start the performance clearly marking the positionality of this 

work in relation to the colonial past. A scene made via a series of tasks and 

improvisations resulted in a sequence where the performers made a series of toasts to 

themes of the colonial past. Thus the scene celebrated events that were not discussed in 

the performance, and drew attention to the attitude of the Portuguese towards their own 

colonial past, as it is visible in the next text of the performance: 

Tereza: But before we start I would like to make a toast! I would like to 

make a toast to all the people that fought for the independences in 

Africa. 
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Selma: I would like to make a toast to the people that died fighting the 

Portuguese in the colonial wars and contributed in this way to 

overthrowing the longest dictatorship in Europe. 

André: I would like to make a toast to all the people that believed that it 

would be possible to build a new country. 

Selma: I would like to make a toast to Amilcar Cabral, Samora Machel 

and Agostinho Neto. 

Tereza: I would like to make a toast to everyone who believed that it 

would be possible to end colonialism. 

André: I would like to make a toast to all the people that fight to keep 

our memory alive and are not scared of our past. 

images 18  and 19  scene from Passa-Porte. Tereza Havlíčková, Selma Uamusse and André Amálio perform the toast 

scene. Photograph by José Frade. Teatro Maria Matos, Lisbon. 2016. 
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 In this scene, as it is shown above in images 18 and 19 of the performance, the 

toast was followed by having a glass of wine and throwing confetti in the air. The 

political claims were made in a celebratory way, hence this celebration itself became 

ironic because it celebrated what is not usually celebrated in Portugal. This was one of 

the first scenes of Passa-Porte (2016) (Passport) and it was repeated at the end of the 

performance with different lines. This scene functioned as a means of taking a political 

stand that from the start established the non-hegemonic point of view of the 

performance. With the position marked from the beginning, it was possible to begin the 

confrontation, analysis and comparison between the coloniser and colonised 

testimonies.  

 This scene is repeated towards the end as a summary of all the events and claims 

made during the performance, also done in an ironic and comic way. It brought 

everything to a closure and finished again by taking a stand, with the same political tone 

as the beginning. 

André: I would like to make a toast… I would like to make a toast to all of 

those who eat too much cheese . 37

Tereza: I would like to make a toast to all of those who rapidly forgot 

about colonialism. 

Selma: I would like to make a toast to all those who have no memory. I 

would like to make a toast to all of those who took cold showers in 

winter in Portugal in the 70s. 

Tereza: A toast to all the plastic. 

 Portuguese expression for people that forget easily.37
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André: A toast to all of those who still cover their flats with plastic, the 

carpets, the sofas, the TV, everything covered with plastic. 

Selma: A toast to all the stateless people.  

Tereza: A toast to all the refugees. 

 The position of the performance and also of each of the performers on stage was 

established from the start of the performance in relation to the colonial past and again at 

the end, this time in relation to what happened on stage during the whole show. These 

scenes were a direct political assertion intended to deconstruct Portugal’s hegemonic 

vision of its history, what Ricouer designates as imposed memory, ‘a history taught, a 

history learned, but also a history celebrated’  (Ricouer 2004:85). This Portuguese 

hegemonic vision of history was constantly being contradicted by stories of the 

interviewees. 

 In Passa-Porte (2016) (Passport) the testimonies told different narratives of the 

past, from the viewpoint of the black colonised people, the audiences heard stories of 

oppression, of slavery and forced labour, of sexual abuse of racism suffered during the 

integration period in Portugal, but also stories of resistance and resilience against 

colonialism and descriptions of joy in the construction of the new independent 

countries. From the white coloniser’s accounts, the spectators found out about the 

different experiences of different people that stayed in the new independent countries 

wanting to be part of that new world, the people that left with the instabilities of the 

independence processes, people with war traumas from the civil war in Angola, and also 

people against the independences. 

�121



Repetition and re-enactment as postcolonial devising means to work through 

trauma 

An important theme that came out of this process of working through the source 

material with postcolonial devising strategies was trauma. Trauma was worked out on 

stage by performers via repetition and re-enactment (Schneider 2011); these actions 

established a direct relationship with the audience members, making them witnesses of 

this traumatic experience. 

 Repetition was an important part of this performance, with actions that occurred 

and reoccured; in this way putting the same problems on the stage again and again. 

There was a particular scene in this performance that was repeated after each testimony, 

a sequence of short lines and actions that was taken directly from the testimonies and 

assembled as a kind of collage that the audience could only make sense of as the 

performance developed. This sequence of repetition had the following lines and actions 

quoted below: 

André – Let‘s change the furniture?  

Tereza - Yes. 

André - Then let‘s protect the floor because this flat is not ours. 

(they cover the floor with plastic) 

Selma - Can my room be here? 

Tereza - Yes, and the kitchen? 

Selma - The kitchen is there. 

André - And the bathroom? 

Tereza - It’s outside. Let’s take a shower. 

André - Can I take a shower with my clothes on? 

Tereza - Of course not. 
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André - Come on, please let me have a shower with my clothes 

on. Only once. 

Tereza - No. (André goes to the shower basin and Tereza pours 

water over him. Selma has a coffee and a cigarette) 

Selma - Damn cigarette. 

 With the repetition of this scene throughout the performance, the audience 

slowly discovered the significance of the actions, which belonged to the stories of the 

testimonies. These scenes were performatively conceived as re-enactments; for Rebecca 

Schneider, reenactment is ‘the practice of re-playing or re-doing a precedent event, 

artwork, or act’ (2011:2).  In this scene the performers “re-did” the incidents that were 

described in the interviews, bringing into the present those past situations. By 

artistically remaking these difficult and sometimes traumatic situations and in the 

process embodying the past, the performance granted audiences the opportunity to 

discuss this history in the present. To re-enact these personally traumatic moments was a 

way to discuss and resolve the open wounds that still exist in Portuguese society, 

working our way through this troubling past. 

 Cathy Caruth argues that through the concept of trauma it is possible to 

understand that the process of working through is not about ‘eliminating history but at 

resituating it in our understanding, that is, at precisely permitting history to arise where 

immediate understanding may not’ (1996:11). For Caruth the term trauma comes from 

‘the Greek trauma, or “wound” (…) in Freud’s writings, the term trauma is understood 

as a wound inflected not upon the body but upon the mind’ (1996:3). This research 

proposes that postcolonial documentary theatre could be one of the mediums to 
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acknowledge, discuss and work out in society these traumatic issues related to the 

Portuguese recent past. 

 This process worked through this difficult period of Portuguese history, 

highlighting and discussing the traumatic past as has been mentioned here. These 

matters were worked out performatively by the postcolonial devising strategies of re-

enactment and repetition, isolating these traumatic incidents from their testimonies, for 

the audiences to hear those stories at a later stage and gradually make sense of them. 

The goal of this approach was to give impact to the story itself when it is finally heard, 

and also to create a distance between the story and the viewer, allowing each spectator 

to fully interpret that story within the postcolonial context of the whole performance 

work.  

 In addition, there was a process of identification happening between the 

spectators and the performers themselves, who were finding out about this hidden past. 

The audience was thus the witness of the trauma lived by the researcher in discovering 

that the past is not just grandiose and epic as the tales of the discoveries, but that it is 

filled with oppression and exploitation. This scene was designed to speak to the 

majority of the white Portuguese people that have been through the Portuguese 

education system who before seeing this performance, had not critically questioned the 

normalised colonial past and the postcolonial present. 

 The black Portuguese people who were in the audience and to whom this 

performance also spoke, may not have identified with the white researcher on stage 

because, despite going through the same Portuguese education system, in their homes 

they heard about the atrocities of Portuguese colonialism committed against their 

ancestors. But these spectators could have witnessed the dignified way in which the 

black performer, Selma Uamusse, deals with this past, coming out of it empowered and 
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not-victimised, having her past recognised and inscribed in the Portuguese colonial 

history by, for example, performing the archival footage of Samora Machel the leader of 

FRELIMO (Liberation Front of Mozambique) emphasising the role of the resistance 

against colonialism that was mentioned previously in the section ‘Performance 

description’. 

 Another type of re-enactment in Passa-Porte (2016) (Passport) was situated on 

the borderline between testimony and autobiographical material. In two different 

moments of the performance Selma Uamusse and later Tereza Havlickova re-enacted 

their own testimonies on stage while listening to the original edited version of their 

interviews through headphones. The experience of the interview was also remembered, 

described and reenacted (see image 20), particularly in the case of Selma Uamusse, the 

first interviewee on stage who performs her own testimony.  The dialogue that took 

place before the testimony, between André Amálio and Selma Uamusse, remembering 

how the interview occurred, brought to the audience‘s attention the interview process, 

highlighting the practice of recording and documenting that was fundamental to the 

research.  

André: I remember that day very well. It was a Friday morning. 

Selma: Yes, around 9am. 

André: Really? So early?  I think it was around 10am. Anyway I 

remember you were a bit nervous. 

Selma: Of course! You were going to ask me about something I didn’t 

experience in person, about my parents’ and grandparents’ time.  

André: You offered me breakfast. And I said no thank you. Let’s start as 

soon as possible. And I asked you:  Where were you born? 

Selma: I was born in Maputo. 
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André: Maputo, not Lourenço Marques? So you were already born after 

the Independence. 

Selma: Yes, in 1981. 

André: Once you told me something about your grandfather that I think 

is interesting for my research. Can you tell me a little bit about him? 

Selma (places the headphones on her head and starts the testimony): 

My grandfather was… was a nurse and as a nurse he was an 

assimilated.  Ahhh, that is one of the strongest memories that we have 

in the family, because my grandfather somehow assimilated so much of 

the Portuguese culture - for example, that it was forbidden to speak any 

of the native languages of Mozambique at home. 

image 20  scene from Passa-Porte. Selma Uamusse performs her own testimony while André Amálio takes notes of 

she is saying. Photograph by José Frade. Teatro Maria Matos, Lisbon. 2016. 
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 Through this process the testimonies were expressed physically onstage, the 

performers Tereza Havlíčková and Selma Uamusse used their own bodies and voices in 

an attempt to re-do their own interviews, listening to themselves, exploring their own 

train of thought and re-experiencing their moments of hesitation. For the first time the 

audience witnessed a representation of testimonies that have not been treated as 

anonymous sources. At that moment the audience was in the presence of the actual 

interviewee, remaking their own testimony, situated in a performative space between 

verbatim and autobiography.  These actions transformed the performers’ words into 

testimonies and looped their own voices into the performance and added their own 

direct political claims. This is shown in the text below, where Tereza Havlíčková was 

performing her own testimony, this time without my presence as interviewer: 

Tereza: (…) to be from a country that was occupied by the… the Soviet 

Union for 41 years… Imagine I wasn't living it but still my parents did 

and they kind of really embodied it in me, I still feel it very strongly 

even though I didn't live it… you know, when I’m thinking that for 

almost five hundred years Portugal had colonies and actually was 

occupying and oppressing ahhhh… so many places I just…. I don’t 

know, I just find it almost disgusting. 

Embodying colonial memories via postcolonial devising strategies  

The processes of collecting and analysing source material were exposed and discussed 

in the first chapter of this thesis, showing the correlation between the archival and 

repertoire memories, but it was through the postcolonial devising strategies that these 

memories could be embodied by the performers with the complex colonial questions 
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those stories possessed. For those reasons, it was important to create devised situations 

that allowed for the performers to ask those questions in their own private lives. These 

performative situations are going to be analysed in the next section, starting with the 

element that was the starting point of the performance: the passport, as a vehicle of 

identity, nationality, but also of colonial discrimination. 

 In this performance, the passport was treated as a lens to analyse Portuguese 

colonialism and to trace the ways in which the colonial thinking and principles 

continued in Portugal after the decolonisation. During the dictatorship of the Estado 

Novo, António Oliveira Salazar made changes to the Portuguese constitution in 1951, as 

a response to the rise of international pressure, particularly from the United Nations, 

dispensing with the term Colonial Empire and colonies to call them the “overseas 

provinces” and later, in 1959, changing the nationality law to give nationality to all the 

citizens that were born on Portuguese soil (Rosas1995:1) that included the overseas 

territories. This law prevailed until 1975 when changes were made to prevent 

“everyone”  from the ex-colonies coming to Portugal. The law was changed in order to 38

leave the people who did not have Portuguese grandparents out of Portuguese 

nationality, changing the base of the nationality law that was the concept of jus solis 

used by the Estado Novo to the jus sanguinis .  39

 In the performance, a scene was made through postcolonial devised strategies in 

which the performers showed their own real passports and discussed them within a 

postcolonial frame. This scene was “written” from a series of improvisations with the 

performers, who were asked to bring their passports and think about their significance 

and research the historical changes of this document in each country. With that material, 

 this was the justification of politician Almeida Santos responsible for the 1975 changes in the nationality law, as 38

was mentioned in the previous chapter.
 The principle that the nationality of children is the same as that of their parents, irrespective of their place of birth. 39

In the case of jus soli  nationality is dependent on place of birth.
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a scene was constructed where the performers displayed their real passports to the 

audience and discussed its symbols, the stories they remembered with them and a 

perception of the political significance of those documents in terms of nationality and 

colonialism. The use of postcolonial devising strategies allowed the performers to 

contribute creatively to the performance, taking ownership and authorship of the 

material presented on stage. 

Tereza: This is my Czech Passport; it says Czech Republic, 

European Union. 

Selma: This is my passport, it says Republic of Mozambique, I 

still remember when it said Popular Republic of Mozambique.  

André: This is my Passport, it says European Union, Portugal. 

And when you open the Portuguese passport you find an image 

of our great poet Luis Vaz de Camões who wrote so well about 

the discoveries in his work Lusíadas and on the last page of the 

passport you find our other great poet, Fernando Pessoa, who 

also wrote about the discoveries in his work Mensagem that 

was even awarded and got a  prize during the times of fascism. 

 With this scene, the performers inscribed themselves in the issues of nationality 

and identity raised by this work, giving their personal accounts of how their passport 

and travel experiences had changed with the times. But furthermore, identifying the 

performers not just as anonymous people on stage, but as real people who were 

witnesses of their time and of their problems in the present, just as the interviewees 

were witnesses of the recent past, putting the past and present at the same level and 
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offering it for postcolonial analysis. Moreover, by embodying this question in the lives 

of the performers and later bringing the stories of the colonised that addressed the same 

topic, the research was including those interviewees in Portuguese history, treating them 

as the “we” and not as the “other.” In this way, doing the opposite of what the 

Portuguese nationality law did from 1975, which was to put these people apart from 

society, treating them as immigrants, as illegal immigrants in many cases, as not 

belonging to the Portuguese society. 

image 21  scene from Passa-Porte. Tereza Havlíčková, Selma Uamusse  and André Amálio show their real passport 

and discus nationality. Photograph by José Frade. Teatro Maria Matos, Lisbon. 2016. 

 This scene raised questions on nationality in the recent past and present - 

bringing to the stage the cases of people born in Portugal who were not allowed to have 

a Portuguese passport, because their parents were not Portuguese. This traumatic law 

left thousands of people as illegal immigrants for decades, with no access to state 

support. Many of the children of the people who were already in Portugal had to stay 
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illegal as well, having their nationality granted after decades of living within the 

country. These situations were later transmitted to the audience as verbatim material 

from the testimonies collected and in one particular case the interviewee still has no 

passport today and has lived in Portugal for more than forty years. The current 

nationality law that takes the concept of jus solis as precedent is nowadays under 

discussion in Portuguese society (Leiderfarb 2017:1); petitions and demonstrations have 

demanded that the state give Portuguese nationality to the people born on Portuguese 

soil. 

 The passports were used again later, bringing to the forefront other issues 

pertinent to this research and showing how the Portuguese nationality was deeply 

marked by the colonial experience, as it is expressed in the following text of this scene: 

André: This is my passport, it says Portugal, I was born in Beira, 

Mozambique in 1968. 

Tereza: This is my passport it says Portugal, I was born in Sá da 

Bandeira, Angola in 1941. 

André: This is my passport it says Portugal, I was born in Cabo Verde 

in 1967. My name is Alcindo Monteiro. 

Selma: My name is Alcindo Monteiro and this is my passport it says 

Portugal, I was born in Luanda in 1976. 

Tereza: This is my passport it says Portugal, I was born in Luanda in 

1980. My name is Alcindo Monteiro. 

 Alcindo Monteiro was a Portuguese citizen born in Cape Verde in 1967 who was 

killed by skinheads in Lisbon on the 10th June 1995. In this same period, Portuguese 

politicians were stating that there was no racism in Portugal (Fikes 2009). The attitude 
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of Portuguese politicians contributed to the silence on issues related to race and 

colonialism, upholding the Estado Novo’s claim that the Portuguese were incapable of 

being racists. This attitude may have led to the growth of a skinhead movement that 

culminated in the attacks in Lisbon’s Bairro Alto neighbourhood and the murder of 

Alcindo Monteiro. The attack happened on the day of Portugal, the 10th of June 1995; 

this day was chosen by the skinheads because it was called the day of Portuguese race 

in the period of fascism and in that particular year there was a big football match 

happening and they wanted to use the celebrations as a way to do their violent attacks. 

 This event marked me while I was growing up, and a scene was devised on stage 

from my personal recollection of that day and a reflection on the Portuguese media, 

which reported about this murderer at the time. Kisha Fikes (2009) points out, in her 

book Managing African Portugal, that the Portuguese media at the time did not accept 

the Portuguese nationality of Alcindo Monteiro always referring to him as an immigrant 

and many newspapers referred to Alcindo Monteiro using racist terms.  

André: I remember that day very well, it was the day of the Portuguese 

football cup final between Sporting and Marítimo. I’m a Sporting fan 

and since we had not won anything for more than 10 years I went to the 

game with all my Sporting friends. The game was won very easily and I 

just remember celebrating outside the stadium eating and drinking, 

dancing and singing, shouting: this city is ours tonight; let’s paint this 

city green and white. Let’s go and celebrate it in the Bairro Alto. 

Alcindo Monteiro was also going to celebrate that night. He was going 

to dance the whole night long. He took the boat from Barreiro and off 

he went to the Bairro Alto.(…) He was on Rua Garrett in Chiado, on his 

way to Bairro Alto when he was caught up in a mix of screams and 
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violence and was beaten up to death by a group of fifteen skinheads 

coming from Bairro. And it was not until the next day that I realised 

what had happened. There was news scattered in the newspapers, radio, 

television:  

Selma: Black killed by Skin Heads in Bairro Alto. 

Tereza: Cabo-Verdiano Dead in Bairro Alto. 

Selma: Emigrant Cabo-Verdiano is killed in racist attack. 

Tereza: Black emigrant is killed by Skin-Heads in Bairro Alto. 

 This scene was combined through postcolonial devising strategies with other 

elements such as a movement sequence, the singing of a famous Cape Verdean song by 

Selma Uamusse song and also a family photo of Alcindo Monteiro that was projected 

on the back wall. This scene was portrayed in the same way as other testimonies, being 

in its essence about witnessing a traumatic historical event. This event stands out in 

Portuguese recent history as the most violent racist attack the country has seen, and it 

came at a moment when the Portuguese government was trying to convey the message 

that the Portuguese were not racist, emphasising the lusotropicalist discourse in the 

Portuguese press. Although many people in the audience could have known the story of 

the murder of Alcindo Monteiro, it is relatively unknown that Monteiro was a 

Portuguese citizen, as it was disclosed in Passa-Porte (2016) (Passport); the Portuguese 

media deliberately denied him the Portuguese nationality that he had adopted. Alcindo 

Monteiro would be mentioned again in the performance, in the second “passport scene”, 

where the performers show their passports and claim to be Alcindo Monteiro; through 

this action the performers were including him as a Portuguese citizen, together with the 

people that were left out of Portuguese nationality by the changes in the 1985 law. 
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 As a result of working with colonised memory, the performance examined 

questions about slavery and the slave trade in a scene named History Class that 

discussed how Portuguese history classes still fail to acknowledge the legacy of the 

slave trade in Portuguese history. In fact, secondary school students still have a 

conception of Portuguese history inherited from the Estado Novo fascist regime and this 

situation has recently come under the attention of Portuguese journalist Fernanda 

Câncio (2017), as it was mentioned in the introduction of the thesis. A critique of this 

situation is accomplished through an autobiographical and devised scene, where I 

reminisced on my favourite subject of history, the discoveries and the different dates 

that I had to memorise in school. This was then compared with dates related to the slave 

trade that I discovered in a class called Race, Ethnicity and Representation at the 

University of Roehampton in United Kingdom. 

André: Some dates were not taught to me at school, in fact I had to 

learn them outside Portugal, it seems certain things cannot be known in 

this country. I was in a class in London, the subject was called Race, 

Ethnicity and Representation. The topic that day was slavery, we were 

all discussing slavery and then suddenly the professor shows an image 

of the timeline of the slave trade and I see that 1441 was the year that 

the Portuguese began the slave trade in Africa. I had no idea about this, 

I was in shock. I was the only person in that room that did not know the 

history of his own country. This was a date that no one had taught me in 

any Portuguese school. 
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 This sequence reflected on how Portuguese history is still being taught in school, 

highlighting the fact that I had to physically leave Portugal to better understand facts of 

Portuguese history. In this scene I performed my indignation and anger after being 

deceived by the Portuguese education system by saying the lines of the iconic poem of 

Fernando Pessoa’s Mar Portuguez (Portuguese Sea) concerning the Portuguese 

discoveries; this poem is another example of the romanticised relationship of the 

Portuguese people towards colonial history and is studied in secondary school: 

Portuguese Sea 

Oh salty sea, so much of your salt 

Is tears of Portugal! 

Because we crossed you, so many mothers wept, 

So many sons prayed in vain! 

So many brides remained unmarried 

That you might be ours, oh sea! 

Was it worthwhile? All is worthwhile 

When the spirit is not small. 

He who wants to go beyond the Cape 

Has to go beyond pain. 

God to the sea peril and abyss has given 

But it was in it that He mirrored heaven. 

    Fernando Pessoa  40

     

 translated by João Manuel Mimoso40
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 This poem was performed while hitting on a piece of wood with a 

sledgehammer, as a symbol of the Portuguese “caravela” (typical ships of Portuguese 

construction used in the Discoveries), as shown in image 22. This action was performed 

as a means to express the trauma of discovering that I had been lied to by the 

Portuguese education system as many Portuguese still are today. The trauma here refers 

to the open and hidden wounds in Portuguese society about the colonial past to which 

Grada Kilomba (2017) states that the Portuguese people are still in denial; a past that I 

as any other Portuguese person am part of. 

image 22  scene from Passa-Porte. André Amálio hits a piece of wood while says the poem of Fernando Pessoa Mar 

Portuguez. Photograph by José Frade. Teatro Maria Matos, Lisbon. 2016. 

 The audience was witnessing this traumatic experience of unravelling the 

Portuguese colonial past and could identify with this experience. The scene was devised 

in order to encourage the spectator to do so, going through the experiences that any 
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person has gone through with the Portuguese education system, such as learning in 

history classes about the Portuguese Discoveries, and memorising the dates of those 

“big” achievements, following the study in the Portuguese language class of the works 

of the most famous Portuguese poets Luiz Vaz de Camões and Fernando Pessoa that 

enhanced the overseas accomplishments. But this time, through the performance, many 

spectators would find out about dates and historical facts that tell about the colonial 

oppression and that the majority of the Portuguese people are not aware of. This process 

would expose the silent trauma that runs hidden in Portuguese society and encourage 

the spectator to overcome the denial that was previously mentioned by Kilomba. 

 Regarding this scene, there was an interesting comment in the post-show talk 

with a secondary school class. The schoolteacher asked her students if this scene had 

affected the way they saw the Lusíadas of the Portuguese poet Luiz Vaz de Camões and 

Fernando Pessoa’s book A Mensagem (1934) (The Message), two famous poetry books 

that engage with the celebration of the Portuguese discoveries, by the most recognised 

poets of the Portuguese language and both studied in school. This remark was 

particularly significant for me, since it urged those students to critically analyse those 

poetic works and also Portuguese history and culture. The students seemed to be 

confused and puzzled about this and did not know how to react to the teacher’s 

proposal, having not thought of understanding these poetic works through the 

framework of postcolonialism. Another student from the class proposed to her 

classmates to go home and discuss this past with their families, mentioning her own 

family’s colonial history and relating it to the topics raised in the performance. These 

talks with the audience that have repeatedly happened throughout this research were 

proof that these performances have had an immense impact on audiences today, an 
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important effect on memory transmission and were working for the decolonisation of 

Portugal. 

 This scene of the “history class” was to be repeated again in the second part of 

the performances, but this time with Selma Uamusse who was representing the 

colonised view of these facts. This time the scene took a different path, claiming that it 

was with the journey of Vasco da Gama to India - the apogee of the discoveries - ‘that 

the colonisation of my country began’ (a line from the performance told by Selma 

Uamusse). She then concludes the scene by singing a song about a famous resistance to 

slavery hero in Brazil called Zumbi , while also hitting on a piece of wood with a 41

sledgehammer and footage of forced labour in the cotton fields of Angola in 1950s was 

projected on the back wall. The two scenes once more brought into play the voices of 

the coloniser and the colonised and, as a result, the different discourses on history that 

the Portuguese establishment has chosen to forget. Moreover, expressing the traumatic 

experiences of the colonised in this performance, by putting these stories on stage, I was 

claiming that Portuguese society is not just made of the oppressors, but also of the 

oppressed. 

Conclusion: The unresolved colonial past today  

In this chapter I have shown that postcolonial documentary theatre not only made an 

analysis of the Portuguese colonial past, but also made a political intervention in the 

Portuguese public space in the present time. The performance Passa-Porte (2016) 

(Passport) made the traumatic stories of the colonisers and the colonised visible 

concerning the colonial past, presenting them as part of Portuguese history. This theatre 

 Zumbi was a warrior and later king of Palmares in Brazil. A kingdom formed by runaway slaves in Brazil 41

in the seventeenth century. Today he is a symbol for the Afro-Brazilian community.
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piece showed that through the application of postcolonial devising strategies the 

research could work with the source material theatrically, producing a performance that 

worked through the traumatic colonial past with the audience. Furthermore, it proved 

that these strategies could make strong political statements marking the positionality of 

the research and claiming that Portuguese colonial history must be re-written.   

 The research, in the performance Passa-Porte (2016) (Passport), pointed out 

several unresolved issues directly connected to the Portuguese colonial past, such as the 

case of institutionalised racism. Racism has been made invisible through 

lusotropicalism the ideology that states Portuguese were incapable of being racists. This 

was addressed in the performance through the scene of Alcindo Monteiro, showing 

racial violence in Portugal. Another issue raised is the absence of the Portuguese role in 

the global slave trade from the Portuguese education system.  

 This was done through the stage by showing to the audience the invisible stories 

of the colonised. These stories have been ignored and silenced in Portuguese society. A 

symptom of this invisibility is the difficulty to accept the black Portuguese as 

Portuguese nationals, a fact reported by Beatriz Dias of Djass - Associação de 

Afrodescendentes (Afrodescendants Association) in a post-show talk of the performance 

Libertação (2017) (Liberation). This exclusion is evident in the question: “Where are 

you from?” that she mentioned as being frequently asked to the black Portuguese still 

today.  This problem is then reflected in the Portuguese public space, having very little 

representation of non-white Portuguese as public figures whether it is in politics, arts, 

social-media, etc. In this work the act of claiming persons of colour as Portuguese was 

performed through the real stories of non-white Portuguese and the fact that they are not 

seen as Portuguese citizens. 
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 As I stated earlier, with the Carnation Revolution all the ex-Portuguese settlers 

named retornados were represented as colonialists and against the new African 

independences. Part of the work of this research was to show that the retornados are 

actually a very diverse and heterogeneous group of people. Throughout the 

performances that have composed this research, I have persisted in portraying settlers 

that were pro-independence and pro-revolution, offering alternative real stories to the 

prevalent representation of this group in Portuguese society. It is also important to point 

out that if many of these people still did not feel comfortable with the independences 

and the carnation revolution in many cases it had to do with traumatic events that they 

lived through. In consonance with my efforts to unpack the image and representation of 

the retornados, it was also important to underline the unequal society in which they 

lived in the African colonies, giving them privileges that were denied to the black native 

community. 

 Also present in the performance was the voice of the group that was not happy 

with independence and the way in which it occurred. But the overall vast majority was 

completely unaware of the politics of the time; most of these people do not even 

acknowledge the fact that they lived a life of privilege by being white and European in 

Africa. A big part of this group accepted the doctrines of the Estado Novo and the 

exceptional nature of Portuguese Colonialism and were unable to accept the changes 

brought to their lives by losing those privileges. This is a fact that was increased with 

the start of the civil war in Angola and with the Communist revolutionary movement 

happening in Mozambique at the time. 

 Just a few weeks after the showing of the performance at the Teatro Maria Matos 

in Lisbon, there was a talk on postcolonialism organised by the research project 
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Memoirs  of the Centro de Estudos Sociais (CES) (Centre for Social Studies) of the 42

University of Coimbra, that is researching how the postmemory generation is 

responding to the colonial past. I was invited to participate as one of the artists of the 

new generation working in post-memory that was exploring this past, and with me there 

also was the comic book writer Filipe Melo, that did a comic called Vampiros based on 

the colonial war in Guinea-Bissau. At some point in the discussion, Filipe Melo 

revealed that during a presentation of his book, a former Portuguese soldier proudly told 

him details of a massacre which he had participated in during the colonial wars. 

Immediately after this revelation, a woman in the audience asked if we should be more 

aware of the adverse circumstances of our soldiers in those days. Being the first to 

contest her comment, I said that we should know and understand the conditions of the 

past, but that war crimes were war crimes and that these actions should be named, 

discussed and dealt with in that way. This was not an easy statement for that audience to 

accept, most people there had an opinion that condemning this soldier’s war crime was 

not correct. This was an example of how these issues are still not being dealt with and 

discussed in Portuguese society. 

 This performance has already enjoyed great reactions from audiences, but 

nevertheless, it has revealed how challenging this type of work can be to many theatres 

or festivals in Portugal. As an example of these difficulties, the director of the festival 

Mostra Internacional de Teatro de Santo André, Mario Primo, claimed that his audience 

was too conservative and would not accept the performance easily and refused to host 

the performance. I was very committed to take this work to the village of Vila Nova de 

Santo André because it was a village that received one of the highest number of people 

from the Portuguese colonies after the 25th of April 1974 and I discussed with the 

 http://memoirs.ces.uc.pt42
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director of the festival that it would be important for those people to see the 

performance. I underlined that the company Hotel Europa had performed to similar 

audience settings and that the responses were surprisingly good, people were eager to 

discuss this past and look at it from a different point of view. But in the end, sadly, my 

arguments did not change Mario Primo’s response; in his opinion, the performance was 

just too political and problematic for his audience. 

 In the next chapter I will discuss the political balance and aims that I was 

working with in the research, while addressing the most traumatic events of Portuguese 

recent history, the colonial wars, which was the topic of the last performance work 

Libertação (2017) (Liberation). This performance looked at these events through the 

stories of the colonised, celebrating the liberation of those countries. Furthermore, it 

looked at the Portuguese view of that past and how war-crimes of those wars need to be 

addressed. 
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Chapter Three - Political Aims 

In this chapter, through the last performance of the cycle Libertação (2017) 

(Liberation), I will analyse the political aims of the research and the direct contribution 

of this theatre practice to the process of decolonisation in Portugal. The proposal of this 

performance was to work with the stories of the people that contributed to the historical 

decolonisation of the Portuguese African colonies in order to support the struggle of 

decolonisation today and re-write Portuguese colonial history. This decolonisation of 

Portugal today refers to what remained in Portugal through lusotropicalism that is 

visible in the structure and perpetuation of colonial thinking. This decolonisation 

process has been taking place for many years in the European countries that possessed a 

colonial Empire. As Paul Gilroy suggests, former colonial rulers should stop 

instrumentalizing imperial history, but alternatively expose the brutal details of the 

colonial past in a way that strengthens the multicultural relations that are part of our 

society today (Gilroy 2004). 

 Over the next sections, I will examine the postcolonial documentary theatre 

methodologies used to work through the issues raised in the performance that 

investigated the anti-colonial and nationalist movements in Africa, which culminated in 

the liberation wars in Angola, Guinea-Bissau and Mozambique. This is a difficult and 

traumatic topic of the recent past that still divides Portuguese society to this day. In this 

performance, my desire was to showcase on stage the principles and thoughts that 

guided the African nationalists against the dogmas of lusotropicalism, the banner of 

Portuguese colonialism in the Estado Novo period; presenting to spectators a reflection 

on how these dogmas and representations of colonialism and colonial wars still cross 

Portuguese society and mark the relation with the other, the colonised. This 

performance focused on the testimonies of those who have fought against colonialism, 
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whose stories are still valid in the present and the contemporary fight for decolonisation. 

This performance works mainly with the stories of the colonised, of people who were 

part of the struggle against colonialism, that suffered from it and decided to fight against 

the colonial domination. Moreover, these voices, whose stories contradict the 

hegemonic discourse of lusotropicalism, continue to be unrecognised in Portuguese 

society.  

 The performance aimed at showing other sides of this history beyond the known 

stories in Portuguese society of the Portuguese soldiers or of the retornados. These 

stories have put a mark on my generation by the silence shown from our parents in 

talking about the wars, in the subjects that were part of the history schoolbooks 

curriculum but were never addressed by history teachers, in the  the demonstrations of 

Portuguese handicap soldiers of the wars demanding pensions and also present in 

Portuguese films, novels and television series. The fact that the performance worked 

through this type of oral history material has made this postcolonial documentary 

theatre piece more engaged with the social and political matters of the colonial past and 

postcolonial present, moving it close to activism. The activism mentioned here was 

patent in direct address scenes where spectators were stimulated to reflect on certain 

aspects of this past, such as the war-crimes, the white Portuguese narrative of 

colonialism, amongst other topics. 

 In this chapter I will analyse how these stories of resistance against Portuguese 

colonialism and of the nationalist African Struggles can bring new perspectives over the 

past for Portuguese audiences. It is through the circulation of these stories in Portuguese 

theatres, in conjunction with other mediums, that alternative views of Portuguese 

history will become accessible, by giving space to untold stories of colonial oppression 

and resistance to be heard against the hegemonic view of fascism and lusotropicalism. 
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These views are unknown to the majority of the white Portuguese people that have only 

learned colonial history through the Portuguese education system. 

 To respond to these questions, this performance continued to work with 

postcolonial devising strategies that articulate oral history interviews and archival 

documents, expressed through the headphone-verbatim technique, exploring further 

than in other performances: first, the relationship between the postmemory generation 

and the autobiography of the performers, second the concept of performing archival 

media in a postcolonial framework, projecting video footage onto the bodies of the 

performers and thus bringing alternative views to the colonial past and empowering the 

black Portuguese, and finally by making the critical voice of the performer/researcher 

more visible in making political claims through direct address. 

 This performance has also worked to illustrate that the colonial past is part of the 

postmemory generation and not just of the generations that lived through these events. 

This was visible in the autobiographical memories of the performers on stage, both 

black and white, from their stories claiming that everyone is implicated in the colonial 

past, not just the black Portuguese. In this way, the performance also works across 

generations, using verbatim material of real people that lived through these events, but 

also from postmemory interviewees, to understand what kind of memory was 

transmitted across generations. 

 This analysis will start with a section called ‘The political aims of this research’, 

where I will analyse how these aims have been explicit in this performance, discussing 

several examples of this in Libertação (2017) (Liberation), particularly addressing 

moments of direct address and reflection with the audience. I will then analyse in the 

next section how the stories of the resistance against colonialism can help to decolonise 

Portugal today, looking at the Portuguese history and examples of these stories used in 
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the performance. In the section ‘The postmemory generation’ I will look at how the 

research has worked through postmemory, via the autobiographies of the performers and 

the postmemory testimonies, analysing how this past has been passed through 

generations and accessing the relationship that this generation has with the colonial past. 

Following the section ‘Performing the personal and public archive’, I will look at the 

archive that is available publicly and discuss how it was performed in this postcolonial 

documentary theatre piece and furthermore present the personal archives that were 

given to me by the interviewees and see how these documents register the movements 

of resistance against Portuguese colonialism. I will end by looking at the questions that 

arise from dealing with postcolonial issues today that were worked through in the 

performance. 

Libertação: performance description  43

Libertação (2017) (Liberation) was developed throughout 2017 and premiered in Teatro 

Maria Matos in Lisbon in October 2017. This performance was opening a cycle in the 

Teatro Maria Matos in Lisbon called Descolonização  (Decolonisation) dedicated to 44

colonial and postcolonial issues. This was a mini-cycle that only had in the programme 

the performance on scrutiny here and a public talk about the work of the visual artist 

Grada Kilomba. 

 Libertação (2017) (Liberation) was a postcolonial documentary theatre 

performance that used mainly interviews of people who fought against Portuguese 

colonialism from the different countries that waged independence wars with Portugal 

and also Portuguese soldiers, postmemory autobiographical material and interviews. For 

 Access the video documentation of the performance at https://vimeo.com/249242280 (password: liberation). The 43

script of the performance is in Appendix 3 of this thesis.
 http://www.teatromariamatos.pt/ciclo/descolonizacao/44

�146

https://vimeo.com/249242280


this performance I collected thirty-five testimonies and sixteen were used in the 

performance; this material was combined with archival and historiographical material 

related to that period.  Libertação (2017) (Liberation) had a duration of about two 

hours, which makes it the longest performance that was done in this research. 

 It was performed by me, André Amálio, a white Portuguese actor/director, 

Lucília Raimundo, a black, Mozambican actress and Nelson Makossa, a “mixed” 

Portuguese DJ specialised in African music of the 60s and 70s, whose mother is from 

Angola and came to Portugal with the independence process and met his father in a 

rural village in Portugal. The relation between colonialism and race was an important 

topic of this performance that will be discussed further in this chapter. The performance 

took a chronological approach first showing the movement of independences in Africa, 

followed by the start of the wars, displaying the increase of international pressure on 

Portugal to decolonize and Portuguese international isolation and finally the changes 

that happened within some of the Portuguese soldiers that turned against the wars which 

eventually led to the revolution of 1974 with the downfall of the Estado Novo.   

 The title of the performance - Libertação (2017) (Liberation) - signals an 

important political decision that marks the first premise of this performance work. The 

choice of the title shows the intention of the performance to reflect on the liberation 

movements and to look at these wars from the point of view of the international struggle 

against colonialism that the Estado Novo defended until 25th April, 1974. Therefore this 

title stressed the desire to celebrate these struggles for freedom and not just look at the 

traumatic side of the colonial war, as has been customary in Portugal. 

�147



 

image 23  performance Libertação, Nelson Makossa writing on the floor ‘white people out’. Photograph by Bruno 

Simão. Teatro Maria Matos, Lisbon. 2017. 

 The performance starts with a New Years Eve party of 1961 in the radio club of 

Luanda in Angola, with African music and the performers dancing with dog masks on 

their faces (see images 24 and 25). The performer, André Amálio, speaks into the 

microphone, as on the radio (that is part of the set that evokes a radio station) saying: 

André (on the microphone): And we are here at the Angola radio 

club to celebrate the New Year’s Eve of 1961. We have many 

guests here to celebrate life in this unique Portuguese place in 

Africa, this unique space where black people, white people and 

mestiços can be happy under the national flag. Because Portugal 
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is an African Nation. And Portuguese people will stay here 

forever. 

 

image 24  performance Libertação, Nelson Makossa saying the names of and dates of African countries until 1960 

and asking the audience to say: ‘Viva’. Photograph by Bruno Simão. Teatro Maria Matos, Lisbon. 2017. 

image 25  performance Libertação, Lucília Raimundo and Nelson Makossa dancing in the New Year’s Eve 

celebration. Photograph by Bruno Simão. Teatro Maria Matos, Lisbon. 2017. 

 Nelson Makossa, as a DJ, starts saying the names of African countries and the 

dates on which those countries became independent that year (1961); after showing a 

placard saying viva, the performers scream ‘viva’ after each country and this scene ends 

with the countdown from ten to zero, the new year of 1961 arrived, the year of the start 

of the war in Angola. This scene repeats several times during the performance, first on 

the years of each war: Guinea-Bissau in 1963 and Mozambique in 1964, and after on 

the important historical dates, until the year of 1975 when all the independences 

happened. After the year 1961, the performers talk about their parents and their time in 

Africa before coming to Portugal, mapping on their body the place where they lived 

(see image 26). 
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image 26  performance Libertação, André maps his body the place where is parents have been in Portuguese 

Colonial Empire. Photograph by Bruno Simão. Teatro Maria Matos, Lisbon. 2017. 

 André Amálio then states that all of the three performers are postmemory 

generation and refers to the definition from Marianne Hirsch’s book Postmemory 

Generation(2012), saying: 

André: We are the children of the Empire, the children of colonialism. We 

are the post- memory generation, we didn’t live the Portuguese colonialism, 

but it was transmitted to us through our parents and other relatives. This is a 

concept that was defined by the North-American Marianne Hirsch, who 

defined this concept in herself, when she realised that she had some traumas 

inside her which she never lived, and realised she had inherited them from 

her parents who were Holocaust survivors.  
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  After that Lucília Raimundo does the first testimony of a postmemory 

generation woman whose parents were retornados and have always transmitted to her 

that the times of colonialism were good. On the backdrop you see video footage of this 

woman’s personal archive of her parents in Angola. André Amálio reads from Paul 

Ricouer’s book Memory, History, Forgetting (2004) and discusses the past that the 

countries want to remember and the past countries choose to forget. The performers 

then start to take books from the DJ table (which also serves as the archive) and say the 

title of a book and author, mentioning several books used in this research. After, Lucília 

and Nelson, with headphones on, transmit the voices of the national television news 

presenters, with a projection on their bodies, announcing the revolution of the 25th of 

April and the downfall of fascism (see image 27). 

  

image 27  performance Libertação, Lucília Raimundo and Nelson Makossa perform the Portuguese television news 

of the Carnation Revolution in 1974 with headphones and projections on their bodies. Photograph by Bruno Simão. 

Teatro Maria Matos, Lisbon. 2017. 
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 André Amálio comments on these news, while all the performers write anti-

colonialist slogans on the floor (see image 23), claiming that the 25th of April was not 

done by Portuguese military but by the freedom fighters of the liberation movements. 

The verbatim material starts to be heard, first about the conditions of Portuguese 

colonialism during the 1950s and after about the start of the war in 1961. This is 

followed by another New Year’s Eve party, this time in Guinea-Bissau, and after we 

hear the stories of the war in that country. The performance continues in this way, with 

more verbatim stories, archival documents and political statements done in direct 

address that will be discussed further throughout this chapter. 

The political aims of this research  

 In this investigation I used the tools of postcolonial documentary theatre to 

make a political reflection on the Portuguese colonial past. This research was part of a 

theatrical proposal with the purpose of producing social changes, which were 

particularly clear in this last performance Libertação (2017) (Liberation). These aims 

can be summarised by re-writing history and decolonising Portugal, thus the 

performance was in itself a direct political contribution to Portugal’s decolonisation 

process. Furthermore, it gave the black, Portuguese citizens a sense of the resistance 

against colonialism, writing their ancestor’s history in the public sphere and also 

bringing non-white people into these performances was an important goal of this work. 

The stories/voices of non-white people increased, particularly in this last performance.  

 Libertação (2017) (Liberation) was pointed out by Hotel Europa’s collaborators 

in this investigation as the more politically engaged performance of the cycle. This was 

a result of working with the most traumatic issue of the Portuguese recent past, the 

liberation wars, that is still a very sensitive issue in Portuguese society. Furthermore, 
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this performance works from the voices of the group of the resistance against 

colonialism, voices that are still not recognised in Portuguese society and history, that 

tell stories and make claims in regards to Portuguese colonial crimes that are difficult to 

deal with.  

 This commitment was also present in the direct address moments that I had in 

the performance, making my own political statements; this was particularly visible from 

the start of the performance by exposing the white colonial narrative of this past, as it is 

exemplified by the following text of the performance: 

André: This performance is about history... like these family narratives 

that are passed from generation to generation, like this one of the colony 

self-made man, these people that left Portugal in the 1950s or 1960s in 

misery and arrived to Angola and Mozambique and after a few years 

they would get rich. What no one ever told me in my interviews was that 

these people would reach this economic level because they were 

Portuguese, because they were white and because they were living in a 

colonial system that would grant them privileges. Because for the 

majority of the people that lived in those countries, more than 90% of the 

population lived in the most absolute misery and oppression. (…) And 

this history that we would like to be able to forget is very important for 

others to never ever forget, so that they can forever remember that it 

happened. And this performance is about that: about the history that we 

would like to forget and that others can’t forget. 
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 The above text was said directly to the audience, as many of the political 

statements made in Libertação (2017) (Liberation). This characteristic of theatre makes 

it possible for spectators to engage with problematic issues. But what was particularly 

relevant for me was the possibility that postcolonial documentary theatre had of 

backing up the political claims with “evidence” -  a testimony, archival document and 

critical discourse- that gave assurance to the spectators that the performance was part of 

a thorough investigation. This was used to tackle some of the myths around the 

revolution of the 25th of April, such as it being a revolution with no casualties. In 

Libertação (2017) (Liberation) I claimed that the revolution had thousands of casualties 

that were the Portuguese soldiers who died in the wars in Africa, but also many ‘heroes 

and martyrs were the soldiers of the liberation movement that had overthrown the 

longest European fascist dictatorship’. Moreover, I asserted in the performance that the 

true architects of the revolution were not the Portuguese captains (who came down in 

history as the captains of April and that formed the military movement MFA that 

overthrown the Estado Novo in 1974), but the leaders of those liberation movements in 

Africa, highlighting that it was the wars of liberation in Africa that ended with 

Portuguese fascism and not the other way around. These claims were evident in 

testimonies that were told throughout the performance. 

 In this performance in particular it is relevant to go back to the argument 

presented in the introduction in which I propose theatre as the medium of doubt to 

spectators, in the sense that theatre is a place of fiction, unlike the media for example, 

where we expect to be told the truth; in theatre the opposite happens, thus the audience 

is expecting to be lied to, are expected to be presented with something that was made 

up. This doubt is particularly important to the research because the performances would 

otherwise be acting out as propaganda for the audiences in the same way that the fascist 
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government Estado Novo did by presenting made up facts and expecting the Portuguese 

people to learn, believe and memorise them through the Portuguese education system, 

to a non-critical population. Theatre has the characteristic of putting the viewer in a 

place of doubt and of critical analysis, not believing what is being told to them as true, 

not believing that those facts are not made up; as Jaques Rancière suggests, the theatre 

directors have nothing to teach to their audience, ‘spectators see, feel and understand 

something in as much as they compose their own poem, as, in their way, do actors or 

playwrights, directors, dancers or performers’ (Rancière 2011:13). This is particularly 

important here because theatre is different than a classroom or a newspaper; the theatre 

will make audience-members doubt, see things not as given but as an object of critical 

analysis and in this way they may go home and double-check facts, go to public 

archives, buy new books, talk to their family members. This is particularly the case 

when completely new stories for the average Portuguese white spectator are shown on 

stage that have only had access to history through the Portuguese education system and 

that in fact contradict that history. 

 Another example of a strong political moment in Libertação (2017) (Liberation) 

was a claim that the war crimes committed during the wars of liberation should be 

named and judged, something that is polemic in Portuguese society and history still 

today. This statement was supported by a testimony of a Portuguese ex-lieutenant of the 

special forces that described massacres as part of his military operations. After this 

testimony I made a political comment on this subject: 

André: Portugal is the country where we got used to not pointing a finger 

at war crimes. We don’t say this is war crime. What you have done here 

was a war crime. We still can’t say this in Portugal. But, in fact, the 
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people that conceived, ordered and executed these crimes should have 

gone to trial. But we let our criminals escape unharmed from the 

massacres they committed in Africa, we let our criminals escape 

unharmed from the tortures and murders committed in Portugal, they fled 

to Brazil, they fled to South Africa, to Rhodesia, they ran away. And we 

didn’t do a thing. 

 This statement was made in a country that has not investigated, acknowledged 

and condemned the crimes committed in these wars. Since the 25th of April, the 1974 

Carnation Revolution, the Portuguese state did not come to terms with this past and 

never condemned such war crimes.  In addition, there is enough evidence to show that 

there were many war crimes committed by the Portuguese army, some came out to the 

international press, such as the massacre of Wiriamu in the North of Mozambique 

(Dhada 2016), but most of them can be found in the testimonies of the soldiers that were 

part of those military operations. In failing to condemn these war crimes or other crimes 

committed by the dictatorship, Portuguese official representatives of the new 

democratic era chose to forget that this past existed. 

 The well-known Portuguese historians Irene Pimentel and Maria Rezola in their 

book Democracia, Ditadura (Democracy, Dictatorship) (2013) discuss the Portuguese 

transition into democracy and use the term transitional justice that was first defined by 

Ruti G. Teitel as the ‘conception of justice associated with periods of political change, 

characterised by legal responses to confront the crimes of repression of previous 

regimes’ (Teitel 2003:69). Pimentel and Rezola point out that basic violations of human 

rights cannot be legitimised acts of the state and must be seen as acts committed by 

individuals; those who commit such crimes must be prosecuted criminally. In many 
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countries coming out of difficult political regimes such as dictatorships, colonialism or 

apartheid, the new political establishments organised commissions of truth to deal with 

the problematic past, such as the National Commission of Inquiry into Disappearances 

in Bolivia (1982), the National Commission on the Disappearance of Persons in 

Argentina (1983), Truth and Reconciliation Commission (TRC) (1994) in South Africa, 

the National Commission of Truth (2011) in Brazil. Nothing was done in relation to the 

wars of liberation and the crimes committed during those thirteen years of wars or even 

during the colonial rule of Estado Novo. In the performance, I clearly condemn the act 

of oblivion of the past and claim that it is important to name our criminals and if too 

many years have already passed to condemn these people, as Pimentel claims, it is at 

least important to name the crime and what was wrong. 

 This investigation made these claims in a very direct and political way, in order 

to create ‘a political space, a public sphere, in itself’ (Malzacher 2015:12) in the theatre. 

These performance works take part in a surge of new political theatre that Florian 

Malzacher (2015) reports in the book Not Just a Mirror - Looking for Political Theatre 

of Today. Malzacher argues that ‘political theatre can only exist in a context in which 

the world is believed to be changeable, in which theatre itself wants to be part of that 

change, and where there is an audience that is willing to actively engage in the 

exploration of what that change should be’ (Malzacher 2015:17). These ideas bring 

theatre makers closer to activism, which was something that came out of this 

investigation by making the political aims of this research clear and getting involved 

with resistance and militant voices in postcolonial Portuguese society today. 

 With the recent economic crisis in southern Europe, there has been a surge of 

activist movements fighting against the austerity policies that were having devastating 

effects in Greece, Italy, Portugal and Spain. Amongst these activists there were also 
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artists dealing with these political matters. Particularly important for me at the time was 

the visual and performance artist Rui Mourão  who worked under the term artivismo, 45

in a combination of art and activism, making politically charged performances in the 

public space. But the relationship between theatre or art and activism is still very 

complex and, as Malzacher points out, needs to negotiate between abstraction, 

ambiguity and direct action. 

 In this investigation the political aims of this cycle of postcolonial documentary 

theatre were substantiated ‘on the presentation of a multiplicity of voices derived via 

oral history techniques’ (Watt 2009:192). In this research it was important to present a 

multiplicity of views, making it visible to the audience that there are different ways of 

looking into this problematic past. Bruzzi aligned with the words of the renowned 

documentary theatre director and author Peter Weiss, highlights the relevance of the 

auteur to take sides, meaning that the artist should always position himself/herself in 

relation to the problematic that he/she is working on. And concludes that the 

fundamental characteristic of documentary film is ‘the way in which we are invited to 

access the “document” or “record” through representation or interpretation’ (Bruzzi 

2006:17), this was crucial to the research, to make my own personal political statements 

on stage using direct address as the means to ask questions to the public, on topics like: 

why was the colonial past hidden from us? What should we do with this history? In 

Libertação (2017) (Liberation) the process of decolonisation of history and thought 

started to unravel by the practice of collecting and publicly performing one of the most 

important Portuguese traumas on the stage; that was the case of this performance, to 

perform the stories and history of the people that struggled against Portuguese 

colonialism as it will be described in the next section. 

 http://www.ruimourao.com45
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Collecting resistance testimonies as means to decolonise Portugal through the 

African liberation movements 

During the independence wars the Estado Novo did an enormous propaganda effort to 

show to the Portuguese people the legitimacy of the war effort and its successes. The 

propaganda of the dictatorship of Salazar and Caetano represented Portuguese 

colonialism as different from all the other Colonial Empires. As Patrick Chabal stresses: 

(…) the colonial Empire became the pride and raison d’être of a ruling 

elite unwilling to accept the economic and political changes which the 

rest of Europe was undergoing after the second World War. The refusal 

to decolonize became the symbol of the regime’s determination to 

succeed where all other colonial powers had failed.  

      (Chabal 2002:16)  

 On the other hand, the colonial rule tried to demonstrate that the African 

liberation movements were violent terrorists that were in fact being manipulated from 

foreign countries that wanted to control the Portuguese colonies. From the revolution of 

the 25th April, the new democratic government put an end to the wars and started 

decolonisation and strove to forget that there was such a thing as a colonial past. This 

only gave one side of the history of these independences to Portuguese people, 

highlighting the traumas of the war from the Portuguese side and not telling the stories 

of the African colonised people. In this way, this project that portrayed the resistance 

against colonialism and the freedom struggle represented an important step towards the 

decolonisation of Portuguese memory that allowed audiences to see things beyond the 

lusotropicalism view that was given by fascist propaganda.  

�159



 In this performance it was important to portray the struggle against colonialism 

and fascism that happened from the 1950s, followed by the start of the liberation wars 

in the 1960s, by showing the side of the African nationalists, which was what this 

research wanted to directly communicate with Portuguese audiences, explaining the 

reasons of those struggles and showing the illusion behind fascist propaganda. The stage 

became the place of the battle between the ideals of the African nationalist movements 

against the dogmas of lusotropicalism, through the presentation of stories of the people 

that were fighting on both sides of the barricade, together with archival documents that 

conveyed the messages of the opposing factions. At the same time it showed that this 

struggle was still not over, and the movement to decolonise Portugal was still in 

process, by various forms in which lusotropicalism is still expressed in Portuguese 

society. However, some change was observed in the critical view of the past that many 

postmemory generation testimonies expressed in this performance and that will be 

discussed further in this chapter. 

 The choices made in the performance to present this history were concerned 

with showing this past though the stories of people that lived it in the collected 

testimonies and also with an old interview to Angolan freedom fighter from a 1995 

radio programme that I accessed through the Associação Tchiweka de Documentação 

(Angolan Documentation Group). Also, the combination of these testimonies with the 

archival material was important to track the international movements that were 

struggling against colonialism. Through the archive it was possible to perform on stage 

the thinking of the leaders and important events that marked these wars. A way of 

articulating these different political views was by performing the archive, particularly 

political speeches, or interviews of the different political leaders of Portugal and of the 

liberation movements. 
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 The process of collecting and publicly performing resistance testimonies against 

Portuguese colonialism inscribes an unknown history in Portuguese society that has 

been silenced and kept away from Portuguese history books. These were real stories of 

colonial oppression, exploitation and resistance that urged Portuguese society in 

acknowledging their colonial past and re-writing their history beyond the ideology of 

lusotropicalism. This performance work claims directly in favour of Portuguese 

decolonisation and shows evidence, both from the archive and oral history testimonies, 

of an exploitation that was not yet recognised by Portuguese society and state. 

 The Portuguese colonial system divided the overseas populations in a strict 

classification: white metropolitan, white of the colonies, assimilado  (assimilated) and 46

native. The testimonies collected were from people from all these different 

backgrounds, but there was also the case of a Dutch doctor that worked for the PAIGC 

(African Party for the Independence of Guinea and Cape Verde) in Guinea-Bissau, 

which was an example of the foreigners that joined the liberation movements at the time 

and shows the international support that the liberation movements were having. 

Moreover, these stories showed the different forms of struggle and resistance that 

people had, not circumscribing it solely to the guerrilla actions. Many were part of the 

nationalist liberation movements, but there were also other cases such as: a Cape-

Verdean woman doing political anti-colonial theatre in France, a historian that today is a 

specialist in Portuguese colonialism, who was a native Mozambican at the time and 

started his fight in the UK in the student anti-colonial movements and also another 

person that grew up in the liberated area of the PAIGC in Guinea- Bissau. There were 

also Portuguese soldiers’ testimonies in this performance work, some in favour of the 

people that had “assimilated” the Portuguese culture and language and would be considered 46

“civilised”,in this way getting more rights in the Portuguese colonial system.
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war, as is the case of a special force unit corporal that took part in massacres committed 

by the Portuguese military in Mozambique; and there was the case of two soldiers in 

Guinea-Bissau that were part of the Portuguese Communist Party that went to war with 

the purpose of doing political work with the other soldiers, raising awareness of the 

fight against colonialism and fascism that needed to be done. 

 This large spectrum of interviewees shows that the resistance movement against 

Portuguese colonialism was widespread in different parts of colonial society. It was 

important to show the dimension of this resistance movement, to oppose the stories that 

came from the Estado Novo or the stories of the retornados that do not acknowledge the 

crimes of the Portuguese colonial system, the discriminatory and segregation policies 

that the black native people in those countries were living. Furthermore, the lack in the 

number of assimilados and the deficiencies in the school education system showed that 

the Portuguese colonial government was not really honest about their assimilation 

policy, as the texts below of two separate scenes of Libertação (2017) (Liberation), 

from two different interviewees show: 

Nelson: We didn’t have the right to even enter a cinema; when we got to the age 

of needing to have documents, we couldn’t have a simple identity card. After I 

got matriculated in the school Vasco da Gama, which was then a primary school, 

I was taken away because my parents didn’t have an identity card. So, those 

injustices started to make me think. If I had the possibility of having at least an 

identity card, I would like to have the same rights the Portuguese people had. We 

were obliged to forced labor. We didn’t have the same status as the Portuguese 

citizens.  

�162



André: (…) I forgot to respectfully greet the civil chief administrator of my 

village, who was a white person. Naturally... this was really disrespectful and 

they grabbed me and spanked me and... after that... I went to jail to... because it 

was a... this was a lesson to teach me, yes, about respect. For a 7 or 8 year old 

boy, it is an exponential reality, right? 

 In relation to the editing choices regarding the testimonies, the topics were 

divided into two sections: firstly, before the war and how life was under Portuguese 

colonialism in the 1950s, analysing the reason that led the interviewees to fight against 

colonialism and their resistance and secondly, the struggle stories against colonialism 

during the war time until the independences. This was also intertwined with some 

Portuguese soldiers testimonies, showing the resistance against the war that was also 

happening in some parts of the Portuguese army, but also an example of soldiers that 

took part in massacres, as can be seen in the following examples of the performance, 

first of a soldier that fought in Guinea-Bissau, who was on a mission of convincing the 

other soldiers that the war did not make any sense and the second testimony of the 

special forces lieutenant that committed massacres in Mozambique: 

André: On one hand, I was an intimate friend, a comrade, of those who went 

with me and, on the other hand, I had people who fought in the woods, 

people who fought against us! And I knew that they were fighting for a 

righteous cause, for the cause of Guinea independency! When I went to the 

operations, I had to defend myself, if I could avoid killing, I did avoid it, but 

I was almost killed in many situations by my eventual friends and comrades!  
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André and Nelson: Because the clean-up operations were operations that 

were necessary as a psychological mean; the idea was to traumatise the 

enemy in a way that they were not used to. They already had more weapons, 

with better quality, and we would slaughter the women and the children in 

such a degree that we would destroy villages; when they arrived they had 

nothing. Those are things that only those who were there, those who went 

through it can understand. This was not official, like Napalm wasn’t official, 

but it was used!  

 

image 28 performance Libertação. Lucília Raimundo performs testimony. Photograph by Bruno Simão. Teatro Maria 

Matos, Lisbon. 2017. 

 Another important element of this work has to do with the processes of 

collecting those testimonies. For the first time in this project the process of collecting 
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the interviews became part of the performance, with elements like the sound of the 

telephone or Skype being heard, the initial conversation introducing the project to the 

testimonies. All these details in this work became devising material and visible 

throughout the performance. These actions take the performance back again to the 

process of collecting testimonies, underlining that the interviews actually happened and 

that they were not made up, reinforcing the authenticity of the performance. But what 

was more important was that it highlighted that the performers were acting out the 

testimonies and that they were transmitting what was told in the interviews. 

 The above-mentioned process staged the international feature of the views and 

stories that were being presented in this performance, with the interviews happening 

with people in Holland, Brazil, USA, Guinea-Bissau, Angola and Mozambique. This 

fact alone proved the internationality of the wars of liberation, showing through the 

stories of anti-colonialist what was also evident through archival documents, the 

international condemnation of the Portuguese actions and the support to the African 

liberation movements. This type of material was important to display in the 

performance because it is in contradiction to lusotropicalism and reveals evidences that 

were enclosed by the dictatorship. If in Passa-Porte (2016) (Passport) the figure of the 

foreigner was present to be a judge of the dichotomy between colonised and colonisers, 

in this performance the foreigner was present and multiplied via the testimonies of 

people that joined the fight against colonialism in the 1960s and 1970s. And in addition, 

portraying how those wars were being fought internationally as well, by doing political 

theatre performances in France, as was the case of a Cape-Verdean woman fighting on 

behalf of the PAIGC- African Party for the Independence of Guinea and Cape Verde, the 

story of the man escaping to Sweden to get political exile, or the man that got political-

military training in Algeria: 
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Nelson: (testimony) I was married, my son had just turned one year old, and 

I decided to go and search for the MPLA. We went to Algiers, listen... 

Algiers was a volcano, Algiers was an extraordinary bonfire, I mean, it was a 

very rich experience. There were revolutionaries from all over the world, 

everyone who was a revolutionary of the world went to that place... So, there 

would appear individuals who were Trotskyists, Bourdillonists, who knows 

what... from the second internation... the fourth, the fifth... well! It was an 

impressive thing.  

 Another interesting testimony that had not been used in the previous 

performances was the voice of the specialist, historians and postcolonial scholars 

specialised in Portuguese colonialism. These testimonies worked like the specialists in 

the subject, expressing their views on this particular history and were again set in the 

position of the person to judge the colonial past. For this performance I interviewed 

three specialists, one from Portugal, another from Angola, and one that was born in 

Mozambique and is currently living in the USA. The last two testimonies were used in 

the performance, particularly the case of a historian born in Mozambique with estatuto 

de indigena (native status) which did not allow him to pursue his studies and he had to 

move to London where he became a historian and is now a teacher at the University of 

Coimbra: 

 André: That history teacher was so deeply marked by the experience of 

colonialism in Mozambique that he now teaches post-colonialism 

classes to the PhD students of the University of Coimbra. And he found 
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out that the room of the economy Professor António Oliveira Salazar is 

still there, intact. The room where in 1930 the Portuguese colonial laws 

were written. He asked to visit this room. (testimony) And I said to 

the... Dean: “Can you leave me here, on my own, for five or ten 

minutes?” The chair where he used to sit was there, completely... the 

table was there. This was the... this was the room... where... the 

formulation of the colonial laws were... well, thought and then, aeh... 

written. Thus... I opened the big window and I sat down on that same 

chair and I said the following: “Was it worth it?” 

 The postmemory generation testimonies were also part of the material used in 

this performance, reflecting on the relation that the performers themselves have with 

this colonial past, what stories were passed across generations regarding this silenced 

history. 

The postmemory generation   

I collected postmemory generation testimonies and used a few in the previous 

performance Passa-Porte (2016) (Passport), but it was only in this performance that this 

type of transmitted memory is reflected upon. Marianne Hirsch defines postmemory as 

‘the relationship that the “generation after” bears to the personal, collective and cultural 

trauma of those who came before - to experiences they “remember” only by means of 

the stories, images, and behaviours among which they grew up’ (2012:5). The 

postmemory voice is addressed in this performance with two separated vehicles: the 

testimonies and the autobiographical material. The performance starts with an 

autobiographical story regarding a photograph of my father in the time when he was 
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living in Mozambique (image 29) that I discovered only with this investigation.  This 

scene was followed by all the performers mapping on their bodies the places where their 

parents were born and how they got to Portugal (image 30). 

image 29 performance Libertação. André Amálio shows the real photo of his father in Mozambique and talks about 

his past.  Photograph by Bruno Simão. Teatro Maria Matos, Lisbon. 2017 

Nelson: I was born here in Pontével, in Ribatejo, in 1979. But my 

mother was born here in Angola, more precisely here in Malanje, in 

1958. In October 1975, right before the independency of Angola, my 

mother and her family fled to Portugal. And they came to Pontével 

where she met my father on a typical dance event of the town. My 
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father was born here in Pontével, in 1957. On the dance day, he was 

challenged by his friends to dance with the black woman, they made 

a bet and he went. And in 1979 I was born here also, in Pontével.  

image 30  performance Libertação. Nelson Makossa maps in his body his family’s history. Photograph by Bruno 

Simão.  Teatro Maria Matos, Lisbon. 2017 

 This action and revealing from the side of the performers shows the relation to 

this past of each of the performers, but also suggested that this past is carved in their 

memories and bodies. This scene used elements named by Hirsch, such as personal 

stories and photographs. This part of the performance was closed with the statement 

‘We are the children of colonialism; although we did not live through it we inherit it 

from our parents and other family members. We are called the postmemory generation.’ 

This was followed by the above stated definition and the showing of Hirsch’s book.  

Overall, putting on stage these types of stories and reflections on the colonial past 
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helped to bridge the gap between generations and spoke directly to a part of the 

audience that did not live this past, but probably still has family members that did. But 

more important, it showed Portuguese society how the people of the post-generation 

situate themselves in relation to this problematic past: 

Lucília (testimony): Everything that is said about the 25th of April and 

what is defended in the majority of the people who are my friends 

nowadays and who are my peers, everything that is said... about the 

dictatorship, who Salazar was, the principles of that time... it was never 

transmitted to me in that way. What was transmitted to me was that those 

times were the good ones.  

 The choice of the performers for Libertação (2017) (Liberation) came again 

from the interviews and particularly from the fact that they are part of the postmemory 

generation whose family stories were related to the independences of Angola (Nelson 

Makossa) and Mozambique (Lucília Raimundo) that could be told in the performance. 

In addition, their presence on stage (a black woman and mixed race man) made the 

representation of the resistance and militant stories that the performance wanted to 

portray possible. It also created new ways of looking into the past, particularly through 

the performance of archival material as will be discussed in the next section. 

 Hirsch’s concept of postmemory was originally used in relation to the children 

of Holocaust survivors. The original concept came from memories belonging to a 

homogenous group of people that lived through “similar” experiences and always on the 

side of the oppressed and of the survivors. Different from Hirsch’s first concept, in post-
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colonial Portugal the postmemory generation is composed of an heterogeneous group, 

that originate in different types of memories that have been passed on. The different 

postmemory groups share the same colonial past, but those memories come from 

opposing points of view that are marked by the dichotomy of oppressed and oppressor, 

colonised and colonisers, Portuguese soldiers of the colonial wars and freedom fighters, 

settlers and natives, white and black; but also from the hybrid points of view that were 

created during colonialism, such as the case of children that came from Portuguese and 

African parents. This performance claims that these different groups are the children of 

colonialism, putting them together as part of the postmemory generation of Portuguese 

colonialism. Although these groups embody different types of colonial memories, the 

performance work aims to show that all Portuguese people are connected to the colonial 

past and these different histories and memories belong to the Portuguese history. The 

implications of the redeployment of Hirsch’s concept in a post-colonial context in this 

research are related to the duty of memory, as was mentioned in the Introduction of this 

thesis and seen in this research as the need for justice for the victims of colonialism. 

Moreover, this claim highlights the urgency that all these different groups must work to 

actively decolonise the present. 

 At the end of the performances, I had several spectators come to me saying that 

their fathers were also in the war and that they never said anything to them about that 

past. These audience members were sharing with me the silence that marked this past in 

Portuguese families, but also a fear of what it was that their parents were hiding in 

relation to the wars and its unnamed war-crimes. This revealed the need for a discussion 

of these traumatic topics in Portuguese families and that all the Portuguese, both black 

and white, are implicated in the colonial past. 
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 The implication of colonial past was also underlined by the bodies of the 

performers and the ways to work with archival media projecting directly onto the body 

iconic video footage concerning this history, which were introduced in this 

performance. This came with the development of a specific postcolonial devising 

strategy of performing the archive in a way that could bring new alternative views of the 

past. 

Performing the personal and public archive 

The dramaturgical principles underpinning the deployment of archival visual images 

were firstly focused on exposing the Portuguese colonial project and secondly showing 

the liberation and resistance forces that opposed it. The first dramaturgical concept that 

concerns the representation of the Portuguese colonial project can be found in Portugal 

não é um país pequeno (2015)(Portugal is not a small country), for example, in the 

video footage of Portuguese soldiers in the colonial wars sending Christmas messages 

to their families. This footage was part of the Portuguese war propaganda and the 

purpose of it was to show that the Portuguese soldiers were safe and well. In the 

performance, this is followed by another video footage of a public speech by the 

Portuguese dictator António Oliveira Salazar, regarding the need to continue the wars in 

order to maintain ‘national integrity’; another example was the footage of the native 

African couples dressed in traditional Portuguese folk clothes dancing the Portuguese 

folk dance Malhão, as an example of the Portuguese civilising mission and the 

Portuguese values that were being passed on in the Portuguese African Colonies.  

 Both dramaturgical concepts were articulated in the next two performances, 

comparing the Portuguese colonial project with the independence movements. In Passa-

Porte (2016) (Pass-Port) this relationship is expressed in the footage of public speeches 
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by the leaders of the liberation movements Agostinho Neto (MPLA - Angola) and 

Samora Machel (FRELIMO - Mozambique), in opposition to footage of forced labour 

and of colonial violence done by Portuguese officials in Angola. In the last 

performance, the above-mentioned dramaturgical choices continued to be followed with 

the official public speeches of the leaders of the liberation movements in Guinea Bissau 

and Angola, Amilcar Cabral and Holden Roberto, in contrast with the Portuguese 

dictator Salazar. 

 In Libertação (2017) (Liberation) there is a particular contentious use of another 

video footage of Portuguese soldiers sending Christmas greetings to their families in 

Portugal that was also used in the first performance. This time it is shown as part of a 

testimony of a parachutist who confesses doing massacres, killing women and children 

in villages in Mozambique that were suspected of supporting the liberation movement 

of Mozambique - FRELIMO. In part of this scene there is my own critical reflection of 

that testimony, in which I state that these crimes were not put on trial and that even 

today they are not named or condemned; after this speech the video is shown again. In 

the Viva Voce of this thesis, concerns were raised regarding the audiences’ perception of 

this particular sequence. Could a spectator think that one of the soldiers speaking in the 

video committed those war crimes? The dramaturgical aim of this scene was to 

demonstrate that underneath the shallow propaganda, the Portuguese army was 

committing massacres and those crimes need to be named and known. Furthermore, in 

the beginning of the performance the audience is informed that the testimonies were 

treated as an anonymous source. Nevertheless, I expect that some spectators may have 

the need to investigate if any of their family members were involved in any of these war 

crimes. 
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After a presentation of this performance, one spectator confessed to me that her father 

was in the war and he never spoke about what happened there and that she was not able 

to ask him anything about that past. This, of course, is very problematic for many 

Portuguese families; it is difficult to name war crimes when they may have been 

committed by our parents, uncles or grandparents, but again I must emphasise that I find 

that the duty of memory is to do justice to the victims of this war and not to protect the 

perpetrators of war crimes. 

image 31  performance Libertação. Lucília Raimundo performs archival material of Holden Roberto, leader of 

Angolan liberation movement. Photograph by Bruno Simão.  Teatro Maria Matos, Lisbon, 2017. 
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 Another important aspect of this investigation was the engagement with the 

notion of performing the archive. The concept of performing the archive in this research 

involved working through different types of archives such as material taken from 

videos, public speeches, books, newspapers, images, maps and music. These were 

archival documents that are accessible to the general public, and that any spectator can 

easily get access to. In terms of content, this was represented in some instances 

reporting the colonial policy and the thinking of the Estado Novo, including performing 

a political speech of António Oliveira Salazar as was also the case of the performance 

Portugal não é um país pequeno (2015)(Portugal is not a small country), where this 

political act was treated as another testimony, with the voice pattern of this political 

figure also imitated. This mechanism of performing the archive was taken further in 

Libertação (2017) (Liberation) and also in the second performance Passa-Porte (2016) 

(Pass-Port) where several video moments were reproduced vocally by one of the female 

performers, while the images were seen by the audience (as in image 31). This 

performative strategy allowed for a deconstruction of the archival elements, making it 

possible to more clearly analyse the words uttered in each of these political statements. 

  Many of these documents were performed in the same way as the testimonies, 

using the headphone technique, particularly when it came to representing some of the 

political leaders of the nationalist movements, such as, Amílcar Cabral, Holden Roberto 

and the dictator António Oliveira Salazar. But a new element was used in this 

performance: the projection of video footage directly onto the body of the performers. 

This was a way to show how this past is ingrained into the bodies of the performers, the 

bodies of the white and black Portuguese. Furthermore, to bring new and alternative 

views into those archival documents, revisiting history through a postcolonial setting; 

for example, when Lucilia Raimundo and Nelson Makossa perform the iconic television 
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figures that announced the 25th of April in 1974, their actions put them in a place of 

power that the Portuguese media has never given. Moreover, it expresses how the 

revolution came through the struggle of the black, African freedom fighters; another 

important example was the scene made when Nelson Makossa was portraying the 

Portuguese dictator António Oliveira Salazar (image 32). The projection of the dictator 

on his black body aims to show how this past can be ingrained in our bodies, but at the 

same time empower black Portuguese today to perform these iconic images, bringing 

new meanings to audiences. 

image 32  performance Libertação. Nelson Makossa performs archival material from the Portuguese dictator António 

Oliveira Salazar. Photograph by Bruno Simão.  Teatro Maria Matos, Lisbon. 2017. 

 In the other practice-based works of this investigation, the archive used was 

from the public state archives, mostly videos, public speeches, constitutional laws, 

amongst others. These documents were used many times in the performance as the 

silent witnesses of the oppression that was being done by the Estado Novo and the 
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Colonial government. Conversely, for the first time in this research the performance 

Libertação (2017) (Liberation) used elements coming from the personal archives of the 

interviewees. 

 The personal archive was composed of home videos, photographs taken during 

the colonial epoch by the interviewees or their families in the African Colonies, and 

there were also elements of the performers themselves such as photographs from their 

parents in the African countries where they lived during Portuguese Colonialism, books 

or vinyl records. It was interesting that the elements coming from the interviewees were 

usually a witness to the resistance against colonialism. This is due to their own 

experiences of fighting Portuguese oppression in the colonies, but nevertheless it 

brought documents to the audiences that illustrated an alternative view of colonialism 

than the one portrayed by the Estado Novo’s archives. In this performance this personal 

documentation is part of the archive of the resistance movement, one that was kept 

away from Portuguese history and is only now being reconstructed by the African 

independent countries, such as the case of the Angolan Associação Tchiweka de 

Documentação (Angolan Documentation Group) that in the last years is trying to 

recover the memory and archive of the struggle for the independence in Angola.  

 In this respect, it was also relevant to recognise that the history of these 

countries that became independent in 1975, particularly Angola and Mozambique, were 

marked by the civil war after the independences. Furthermore, since the independences, 

these countries were ruled by only one party -  MPLA in Angola and FRELIMO in 

Mozambique. Although this was not the subject of our investigation, these facts mark 

the way history is told and written in these countries, making this research also part of 

the movements to recuperate the shared history and memory between Portugal and their 

ex-colonies. For example, one of my interviewees from Mozambique that was part of 
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FRELIMO, was in Lisbon by coincidence when the performance premiered, and in the 

end she apologised to me saying that unlike other testimonies, she did not give any 

document from her personal archive because she was scared of the public political 

implications of those documents. These were specific conditions that the research for 

Libertação (2017) (Liberation) had to work with and that manifested itself in the 

collection of archival documents and in the collection of testimonies from the above 

mentioned countries. 

Dealing with colonial issues today 

One of the aims of this investigation was to analyse what the problems are in 

contemporary society that come from colonial issues. This goal became even more 

acute in this performance, with the fact that Libertação (2017) (Liberation) works from 

interviews of people that resisted colonial rule and have personally experienced colonial 

oppression. The performance started by portraying the segregation and racial 

classification of the colonial population created during the Portuguese colonial system 

in the performers themselves, as the following text of that scene shows: 

André:  (…) I would like to ask for a volunteer to play the role of the António 

Oliveira Salazar.  

Lucília: I propose that you do it: because you’re white, Portuguese, and your 

mother is from the area of Viseu, just like doctor António. You’re perfect for the 

role.  

Nelson: Lucília, I propose that you play the role of Salazar. You came from a 

family of “assimilados”, you know how to eat at the table with a knife and a 
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fork, you speak and write better in Portuguese than me and André, so you are the 

perfect version of what colonialism is.  

André: As you know, the great motto of the lusotropicalism of the Estado Novo 

was: “God created Men and the Portuguese created the mestizo”. So, in this 

case, I think that you Nelson are the best one for this role.  

 This scene set the tone for what was going to be heard in terms of experiences of 

the testimonies in regards to colonial racist discrimination, where people were forced to 

stop studying because of the colour of their skin, also being subject to punishment and 

forced labour. Another difficult decision was the selection of the right person to 

represent and perform famous political figures, but also the interviewees that 

participated in this investigation. In a similar scene as the above quoted text of 

Libertação (2017)(Liberation), the performers needed to decide on which one of them 

was the most suitable to perform “the architect of the revolution” Amílcar Cabral and 

after each expressed their arguments why they should be the one representing him (in 

this case everyone wanted to represented Cabral in opposition to Salazar), later the 

spectators were asked to vote on the best candidate. 

 The politics of representation regarding who should stand in for whom in this 

performance were seen under the frame of postcolonialism and race, which proved to be 

quite complex to work with, especially within theatre history where the white man has 

usually taken the place for black figures, and also for female characters. Which 

performer should then perform a freedom fighter against Portuguese colonialism? 

Should we cast according to type or focus on deconstructing those notions and bring 

alternative views on history? The answer to this last question was in fact a combination 

of both alternatives; I did not perform any black testimonies or famous political figures, 
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but on the other hand Lucília and Nelson did play white public figures and testimonies. 

Furthermore, Lucilia was the only one to perform a female role and also perform 

testimonies of men. These decisions made it possible to be mindful of the racial 

representation of black testimonies and also bring other possibilities of representation 

into the public sphere, as it is shown in the images (as shown in images 31 and 32) 

where Nelson was performing the Portuguese dictator Salazar and Lucília was 

performing Holden Roberto, leader of UPA/FNLA- one of the liberation movements in 

Angola. 

 After one of the presentations in Teatro Maria Matos, some of these issues were 

discussed in an interesting post-show talk in which I took part, along with Beatriz Dias 

(an activist that founded the association Djass ) and Miguel Cardina (an anthropologist 47

of CES  - Centro de Estudos Sociais of the University of Coimbra that is now leading 48

the project CROME  - Crossed Memories, Politics of Silence: The Colonial-Liberation 49

Wars in Postcolonial Times). In this discussion Beatriz Dias claimed that this 

performance allowed for the inscription in to the history of her ancestors’s past, a space 

that the Portuguese history was denying the black Portuguese community for centuries. 

Furthermore, telling the story of the resistance that people had against colonialism 

showed that their ancestors were not just ignorant people wanting to be civilised, but 

that they have resisted and fought against colonialism from the beginning of the colonial 

occupation until the end. Beatriz Dias also highlighted that there were many problems, 

such as the lack of representation and opportunities, claiming that the Portuguese state 

treats the people of African descent as if they did not exist, maintaining the same 

lusotropicalist dogmas as the colonial Portuguese system. She claimed that a 

 https://www.facebook.com/pg/associacao.djass/about/?ref=page_internal47

 http://ces.uc.pt/pt/ces/48

http://ces.uc.pt/pt/investigacao/projetos-de-investigacao/projetos-financiados/crome49
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performance like this made her feel like the afro-descendants community in Portugal 

exist and that their problems were represented. 

 Before the public post-show talk started, Beatriz Dias told that the fact that a 

white Portuguese man was doing this work and making those political claims brought a 

different light onto the subject. She argued that usually when a black person raises those 

postcolonial questions, it was labelled as problematic. This was also a point made by the 

actress Lucília Raimundo and a topic of discussion during the rehearsal period. 

Raimundo had, in fact, a problem in making politically charged discourses that could be 

interpreted as her own, while not having any issue with transmitting the testimony of 

others; she claimed that if some questions would be raised by a black person or a non-

white, they could be interpreted just as victimisation or threat and, in her opinion, the 

more political discourses on colonialism or on race should be made by a white person, 

in this case by me. 

 I had the same type of comments from a Brazilian spectator as well, regarding 

the performance Portugal não é um país pequeno (2015) (Portugal is not a small 

country). This spectator confessed that many of his views on Portuguese colonialism 

considered standard in Brazil were not accepted amongst Portuguese people. For him it 

was very interesting to see a Portuguese person making all those statements on stage 

because they were made from within, from a white, Portuguese person that was 

critically analysing the Portuguese colonial past, and people could not argue against 

that, as they would normally do, disregarding the people that criticise colonialism and 

Portuguese current views on the colonial past. Like Beatriz Dias and Lucília Raimundo 

he also mentioned that the fact that a white, Portuguese person was making this type of 

critique was strong and effective. 
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 Coming back to the on-going discussion throughout the rehearsal process, the 

comments of the actress Lucília Raimundo were difficult to accept because, in my 

opinion, for some aspects I was not the best representation of this past and the current 

problems regarding non-white Portuguese communities. The decision that I made was to 

give the actress Lucília Raimundo and also the DJ Nelson Makossa the black resistance 

testimonies, leaving the direct address to me, in this way sharing the different sources 

and mediums of critique of colonialism amongst everyone on stage. Furthermore, a 

scene was created to specifically address issues regarding current problems coming 

from the colonial thinking and discourse, seen through autobiography and where each 

performer on stage could inscribe themselves in subjects raised by the performance and 

make their own political claims: 

André: I would like to apologise to the students who still have 

to learn the same history as I did. You will understand that the 

dates that you must memorise now are nothing when compared 

with the dates that they want to hide from you. I’m sorry.  

Lucília: I would like to apologise to everyone to whom the 

right to speak in their own language was denied. I’m sorry. (…) 

Nelson: Now I wouldn’t like to apologise, I would like to send 

people to hell. I would like to say “fuck you” to those people 

who, while speaking with me, say bad stuff about the black 

people and then look at me and say “I’m sorry, I’m not a 

racist”. Fuck you. But I would also like to say “fuck you” to 

those people who don’t sit next to me on the train because I’m 

black. Fuck you.  
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Lucília: I would like to say “fuck you” to all those people who 

compliment my black woman ass. Fuck you. I would like to say 

“fuck you” to those who, after knowing me for five minutes, 

start speaking Creole with me. I don’t speak Creole, fuck you.  

(…) 

André: And, by the way, now I don’t want to say “fuck you”. I 

want to declare this theatre here as a liberated zone. This room 

is completely decolonized. Any kind of colonial thought is 

over. (…) 

 This scene was improvised with the performers, giving them the task to find 

practical examples from their daily life of situations of discrimination and current public 

situations they would like to critique. The result was a powerful and politically charged 

scene where the performers could intervene directly into the subject and the current 

undiscussed problems coming from colonialism. 

 Another topic under scrutiny in this performance was the continuation of 

lusotropicalism in the Portuguese political sphere, particularly the case of the 

Portuguese president Marcelo Rebelo de Sousa that was mentioned in the performance 

Libertação (2017) (Liberation). This case involved an official state visit to the island of 

Gorée in Senegal in which there was the expectation that the president would apologise 

for the Portuguese role in the slave trade. The island of Gorée is a symbolic place in 

regards to the slave trade, where other world leaders such as Pope John Paul II have 

apologised for the slave trade and asked for forgiveness for all the people that took part 

in it (French 1998). Instead, President Rebelo de Sousa continued to black out 

Portuguese colonial history by stating that the Portuguese ‘recognised the injustice of 
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slavery’ when Marques de Pombal prohibited slavery in Portugal in 1761. What the 

Portuguese president failed to admit on that occasion was that slavery was only 

prohibited in mainland Portugal, but it continued in the Portuguese colonies for decades, 

as did the slave trade across the Atlantic. Furthermore, the Portuguese president did not 

mention the system of forced labour that existed in the Portuguese colonial empire until 

1961. In opposition to this speech, an Internet petition was formed, demanding that 

Portugal acknowledge its past ; this petition was the subject of many newspaper 50

articles in the main Portuguese newspapers, raised discussions on social media, but had 

no political effects. 

 In addition, this performance also made a comparison with other European 

countries and how colonialism is being discussed by those societies. I looked 

specifically at the recent French election and the comments that came out of some of the 

politicians regarding colonialism and the Algerian war, using the comments of the 

French president Emmanuel Macron as an example, who visited Algeria during the 

French election, where he stated that the Algerian war was a ‘crime against humanity’ . 51

This scene ended with questions posed to the audience: “when is this going to happen 

here? When will our politicians be able to discuss our colonial past as well?’ Another 

comparison that was done was in relation to how other countries have dealt with the 

issue of war crimes, highlighting impunity and silence that has covered the crimes 

committed by the Portuguese in colonialism and in the wars. The example chosen was 

Nazism and the Nuremberg trials and my point in the performance was that it is 

sometimes easy to recognise these war actions as crimes when they were committed by 

others, but find it difficult to accept it when it concerns our parents or other close family 

 http://peticaopublica.com/pview.aspx?pi=PT8531550

 https://www.theguardian.com/world/2017/feb/16/france-inquiry-into-presidential-candidate-francois-fillon-51

to-remain-open#img-1
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members. It is when it gets close to the heart that it becomes hard to make that 

statement. 

 This performance also had a shorter version for secondary school students, with 

an engaging post-show talk with students and teachers. The audience was composed of 

two different classes that were accompanied by their history teachers. In the talk there 

was some resistance from the part of the history teachers claiming that these matters 

where starting to be talked about in the classrooms, mentioning some facts of the world 

struggle against colonialism that was part of the schoolbooks, but mentioning that the 

Portuguese wars and Portuguese colonialism were not being taught. Their resistance and 

statements are aligned with the conclusions of the study of Marta Araujo and Silvia 

Maeso (2016) that claims that the Portuguese education system normalises slavery and 

colonialism, not mentioning the Portuguese history at the end of Portuguese 

colonialism, the wars and the Portuguese colonial policy. The more interesting 

comments came from some black students who expressed that they did not know most 

of the things that were being said on stage and that they found it extremely important 

and urgent to talk about. Another student mentioned cases of discrimination that she 

suffered in her everyday life and underlined that the white majority has difficulties to 

accept the differences of the black community. These comments once again showed me 

the importance of the work developed in the research and how empowering the stories 

told here can be. Furthermore, it reminded me of the oblivion of the black communities 

in Portugal and how this propelled me do this performance, presenting alternative views 

of recent Portuguese history. 
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Conclusion: Taking a stand 

In this last performance, Libertação (2017) (Liberation), the centre of attention was on 

the voice of the colonised people and the African nationalist liberation movements. This 

demonstrated through real testimonies that the people who were treated as an object 

during the colonial period were at last the protagonists of this performance, after 

Portugal não é um país pequeno (2015) (Portugal is not a small country) where the 

stories of retornados were heard, and in Passa-Porte (2016) (Passport) where the aim 

was to achieve a balance between the experiences of the colonised and the colonisers. 

Finally, with Libertação (2017) (Liberation) the focus was on the oppressed who were 

forced to take up arms, to seek international support to overthrow Portuguese 

colonialism and a remainder of the resistance against the European Imperialism on that 

continent. This performance has put the stories of the resistance and the militants 

against colonialism on stage, the voices that are still not recognised in Portuguese 

society, clearly showing the importance of the historical decolonisation process and also 

demonstrating how this process is not over yet, expressing the need to re-write 

Portuguese colonial history. 

  In 2017, the performance Libertação (2017) (Liberation) was performed eight 

times in three different cities of Portugal and it will continue to tour in 2018.  This 

performance had a very good response from the press, audiences and theatre peers. The 

notions of re-writing history and decolonising Portugal were expressed in many 

interviews (see press book in the appendix 4) and articles in Portuguese media, with 

titles like ‘A trilogy to rewrite Portuguese colonialism’ (Frota 2017:1) in the newspaper 

Público, ‘André Amálio wants to correct History’ (Bertrand 2017:1) in the magazine 

Sábado, ‘The liberation that was done and the one that remains to be done’ (Caetano 

2017:1) in the newspaper Diário de Notícias, ‘André Amálio: The 25 of April 
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decolonized the territories, but it did not decolonize the thought’ (Crespo 2017:1) in the 

newspaper Jornal de Negócios. In addition, the online platform that works with 

postcolonial matters, BUALA, also published the texts of the reader  of the cycle 52

Descolonização (Decolonization) that Teatro Maria Matos published, with texts from 

Grada Kilomba artist and investigator, Miguel Cardina researcher from the University 

of Coimbra, the activist of the association Djass Beatriz Dias and a text also written by 

myself . These were some examples in which the questions of this investigation were 53

disseminated in Portuguese society. 

 To conclude, I would like to mention the comment of the Portuguese theatre 

programmer Fátima Alçada in regards to Libertação (2017) (Liberation), which pointed 

out that it was impressive that in this performance, and for the first time, someone was 

taking a clear position on the issues of the Portuguese past. It was the first time that a 

performance work was clearly condemning the Portuguese position in the “colonial” 

wars, that someone so strongly condemned Portuguese colonialism, that the Portuguese 

dictators and their actions were named criminals and crimes, that there was an obvious 

condemnation in relation to the war-crimes committed by the Portuguese and that 

someone showed how urgent it is to decolonize Portugal. In fact, this investigation and 

performance in particular offer a new form of dealing with the complex past through 

assertively stating and naming the crimes committed by the Portuguese during their 

colonial rule. 

  

http://www.teatromariamatos.pt/explorar/reader-do-ciclo-descolonizacao/52

 http://www.buala.org/pt/palcos/libertacao53
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Conclusion 

In this research, through postcolonial documentary theatre and historiographical 

methodologies of oral history and archival research, I have investigated the problematic 

Portuguese recent past with the purpose of re-writing history. In the course of this work 

I have explored how postcolonial devising strategies can make political performance 

work. The research has produced three fully finished performances, presented mainly in 

Portugal, that have contributed to this debate in Portuguese society, worked for the 

decolonisation of Portugal and the re-writing of Portuguese history. This work is part of 

a movement that is crossing Portuguese society in the universities, arts, newspapers and 

associations, it looks at the past because it wants to change the way this history is told 

today. 

 The performance Libertação (2017) (Liberation) ended the practice side of this 

investigation, a cycle of performances by the company Hotel Europa which focused on 

the end of Portuguese colonialism. In this trilogy, I have developed a new practice 

called postcolonial documentary theatre, to contest colonial thought and discourse. In 

the research it was particularly important to name and discuss the dogmas of 

lusotropicalism, that became the flag of Estado Novo in the 1950s  to internationally 

defend Portugal’s presence in Africa. This ideology still marks the present times in 

Portugal and is deeply rooted in Portuguese society and culture, which regards 

Portuguese colonialism as "good colonialism”. My research was one of the motors 

through which the city of Lisbon has been engaging with these topics, in the last years 

making important events opening the discussion of such matters, as, for example, the 

event Retornar - Traços de Memória (2016) of which the first performance of this 

investigation Portugal não é um pais pequeno (2015) (Portugal is not a small country) 

was also part of; Red Africa (2017), a film festival on the influence of the east 
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communist bloc in the African independences; and the cycle Descolonização (2017) 

(Decolonisation) that consisted of the performance Libertação (2017) (Liberation); and 

a conference with the artist Grada Kilomba.  54

 All of the above-mentioned examples reveal the increase in the discussion of 

postcolonial issues that has been going on in Portuguese society in the last years. It is in 

this process of European and particularly Portuguese structural decolonisation that the 

research was situated, making relatively unknown stories of resistance and colonial 

oppression visible to the majority of the Portuguese people. The Portuguese case is one 

of the most paradigmatic examples of the cover-up that many European countries have 

done in relation to the colonial past, where only the great achievements of the 

Portuguese discoveries are narrated and covering the oppression suffered by the 

colonised people. Therefore it is urgent to continue the work of structural decolonisation 

that began with the historical processes against the colonialism in the occupied 

countries that occurred in the last century, but this time this decolonisation has to be 

done in the colonising countries. It is the countries that were colonial Empires that need 

to review their history, their memory and their ways of remembering the past. It is 

crucial to decolonise Portugal and it is important to start by changing the school history 

textbooks that, as the researchers Marta Araújo and Silvia Maeso (2016) have so well 

demonstrated, continue to maintain the ‘institutionalisation of silence’ and the 

‘naturalisation of relations of power and violence’. 

 Part of the cycle Descolonização (Decolonisation) that happened in Teatro Maria 

Matos in Lisbon was a public talk with the Portuguese visual and fine artist based in 

Berlin, Grada Kilomba . Kilomba identifies herself as a black artist and has worked 55

https://www.teatromariamatos.pt/ciclo/descolonizacao/54

 this was a talk with black activist Carla Fernandes that happened in the Teatro Maria Matos on the 28 of October 55

2017. https://www.teatromariamatos.pt/espetaculo/grada-kilomba-e-carla-fernandes-praticas-de-descolonizacao-uma-
conversa-a-partir-da-obra-de-grada-kilomba-20171028/
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from that standpoint for many years on the topic of colonialism. She showed her work 

for the first time in Portugal, after having exhibited internationally for many years, 

claiming that the absence of her works in Portuguese exhibitions has to do with the fact 

that Portugal ‘is still in denial’ in relation to the colonial past (2017). On the night of the 

public talk it was interesting to notice that the auditorium was completely full of people 

and there were many black activists, indicating how important her work was for them. 

The topics raised in this talk were related to decolonisation and the lack of 

representation and invisibility that the black community feels in Portugal. 

 Nevertheless, it is important to underline that this cycle in the Teatro Maria 

Matos and other events that were happening at the same time in Lisbon marked 2017 as 

the year of the debate over decolonisation in the city. Part of this debate was the 

performance Libertação (2017) (Liberation) and also the exhibitions of Grada 

Kilomba’s multidisciplinary work in Museu de Arte, Arquitetura e Tecnologia 

(MAAT)  (Museum of Art, Architecture and Technology in Lisbon) and Galeria 56

Avenida da India  (City Art Gallery in Lisbon). At the same time that Libertação 57

(2017) (Liberation) was being performed in the Teatro Maria Matos, in Teatro São 

Luiz , Jean Genet’s play Os  Negros ( The Blacks) was presented by the theatre 58

company Teatro Griot with an all-black cast, directed by the Luso-Angolan director 

Rogério de Carvalho. The real impact of the questions posed and the changes that are 

demanded by these works can only be measured in future years, but all these artistic 

interventions signal a movement in Portuguese society that will continue until changes 

do happen. 

 https://www.maat.pt/pt/exposicoes/grada-kilomba-secrets-tell56

 http://www.cm-lisboa.pt/eventos-agenda/detalhe/article/exposicao-a-lingua-mais-belathe-most-beautiful-language-57

de-grada-kilomba
 http://www.teatrosaoluiz.pt/catalogo/detalhes_produto.php?id=75458
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 These examples, however, are obviously not enough. As Grada Kilomba stated 

in the conference, it is important to continue to make works, talks, and discussions until 

a change finally can occur in Portugal. Colonialism is present in Portuguese society in 

many ways, such as the lack of access that black people have to leadership positions. 

Only with the last government in 2015, forty years after decolonisation, did a black 

person came to office, the Minister of Justice Francisca Van Dunem. Moreover, the 

representation of black and other minorities in the media is very small in a country that 

claims that racism does not exist. As the Portuguese postcolonial scholar Sanches 

argues, racial discrimination persists in the country ‘where there is a consensus not only 

around traditional lusotropicalist "soft customs", but also the idea that we must not talk 

about "race" to avoid racism’ (Sanches 2011:12), and this persistence of lusotropicalism 

makes it very difficult for social changes to happen. 

image 33 - opening of the statue to Padre António Vieira. Official photo of the City of Lisbon , unknown author. 59

 http://www.cm-lisboa.pt/municipio/noticias/detalhe-da-noticia/article/estatua-padre-antonio-vieira-homenagem-59

merecida-a-um-grande-homem
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 In the meantime, lusotropicalism still continued visibly in Portuguese society. 

One piece of evidence showing this was the inauguration of a statue in June 2017 of the 

priest and writer Padre António Vieira bearing a cross and with three native children at 

his feet (see image 1). Padre António Vieira was one of the most renowned Portuguese 

writers and missionaries in Brazil in the 17th century. This homage to Vieira was a 

project of the city of Lisbon and the Portuguese Catholic Church. A movement of 

activists protesting against this statue and the role of the Catholic church in colonisation 

erupted in the newspapers and in social media with condemning statements from SOS 

Racism  and Djass . This was at its highest point on 5th October 2017, the national 60 61

public holiday celebrating the Portuguese Republic, when a group called 

Descolonizando (Decolonizing) organised an action of protest against the statue of 

Padre António Vieira and as homage to the victims of slavery. This peaceful 

demonstration was stopped by the far-right nationalist group called Portugueses 

Primeiro (Portuguese First) that claimed wanting to ‘stop the subversive action that is 

an attack on Portugal’ (Ernesto 2016: 1). 

 I started this cycle with the performance Portugal não é um país pequeno (2015) 

(Portugal is not a small country) dealing with the problematic colonial past and the 

testimonies of the Portuguese ex-settlers who became known as retornados (returnees). 

I wanted to understand, through the stories of real people, one of the most complex and 

silenced moments of our history: the end of Portuguese colonialism from the 1950s to 

the 25th of April 1974; reflecting at the same time on the colonial thinking of the Estado 

Novo (New Sate), in particular lusotropicalism. This performance was analysed in 

anti-racist organisation that has been in the forefront against racism and defending the rights for 60

immigrants in Portugal. http://www.sosracismo.pt/
 Organisation of Portuguese Afro-descendants that fights for the rights of black people in Portugal. 61

https://www.facebook.com/associacao.djass/
�192



chapter one, where I have looked at the processes of collecting and analysing the source 

material of the research (archival documents, critical discourse and autobiographical 

material), while analysing the problematic voices of the retornados and the official 

Portuguese colonial history imbued with colonial nostalgia and lusotropicalism.  

 In Passa-Porte (2016) (Passport) the focus was on testimonies from colonisers 

and colonised regarding the period of the independence of Angola and Mozambique. I 

wanted to understand how differently these people were treated after the 1974 Carnation 

revolution and the changes in Portuguese nationality law in 1975. Passa-Porte (2016) 

(Passport) portrayed these historical events and the reports of those who fled the 

violence of the end of colonialism or the beginning of the civil war in Angola, also 

telling the different stories of the settlers who chose to stay in independent countries and 

believed in the construction of new countries. This performance was the subject matter 

of the second chapter, in which I have analysed the postcolonial devising strategies 

developed in this investigation to work with the source documents. This performance 

gave voice to usually unheard stories of the colonised, expressing without a doubt the 

horrors of colonialism, but also celebrating the independences and the struggle to be 

recognised in mainland Portugal. In this work I have worked with the figure of the 

foreigner - the outsider that came on stage to witness the abuses of colonialism and 

judge the differences between the stories of colonisers and colonised. It also showed 

another image of the ex-Portuguese settlers, retornados, portraying stories of people that 

wanted the independences and were against colonialism. The testimonies were 

performed within the style of non-acting, that came from the autobiographical voice that 

appeared in this performance as a means to deal with the trauma of colonialism and the 

personal stories of families that lived through this past. Finally, this performance work 

underlined that this past belongs to every Portuguese citizen, not only to black 
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Portuguese, and that the stories of the black Portuguese and their ancestors are also part 

of Portuguese history. 

 With Libertação (2017) (Liberation) I looked at the wars of liberation that 

Angola, Guinea-Bissau and Mozambique had with Portugal to achieve their 

independences. The choice of the name Libertação (2017) (Liberation) demonstrated 

the intention of the performance to reflect on the liberation movements and discuss 

these wars from the point of view of the international struggle against colonialism and 

not only focus on the traumatic side of the Portuguese colonial wars. It was my desire to 

put on stage the principles and thoughts that guided the struggle of the African 

nationalists against the dogmas of lusotropicalism and the thinking of the Estado Novo. 

In this last performance, the voice of the colonised people and of the African nationalist 

movements was at the centre of analysis, demonstrating that those who were treated as 

objects during the colonial period, were finally recognised as the protagonists of this 

history. Finally, with Libertação (2017) (Liberation) I also gave place to the expression 

of the post-memory generation, from testimonies of children of the people who lived 

during the colonial period and from the autobiographies of the performers themselves. I 

was interested to know what memories were passed on to these new generations and 

what critical view they have had on the past and how they want this period to be 

remembered. It was interesting to see how the different origins of the parents in many 

cases marked the perceptions of the postmemory generation interviewees, whether from 

the perspective of the coloniser or the colonised. However, it was possible to observe 

that many postmemory interviewees have a critical view of this past, distancing 

themselves from the narratives of lusotropicalism that were so often present in the 

parents’ testimonies.  
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 Another important aspect of this performance was the completely new narrative 

of resistance to colonialism and colonial oppression, distinct from what the average 

Portuguese citizen knows. The stories to which I had access relate to the violence of the 

Portuguese colonial system, speak of the massacres of colonial rule, the massacres 

committed by the Portuguese troops, the lack of school education or opportunities to 

study, and the oppression and exploitation of the black majority. Colonialism was a 

crime against humanity that today is shocking not just for the fact that it was done, but 

also for its extension in time, and it is necessary to pay homage to leaders of the African 

liberation movements Amílcar Cabral, Agostinho Neto, Eduardo Mondlane, Samora 

Machel, among others who fought for liberation of their African countries and made the 

Portuguese revolution of the 25th of April 1974 happen. In chapter three I have 

discussed the political aims of the research while looking at the last performance 

Libertação (2017) (Liberation), underlining the aims to decolonise Portugal and re-write 

colonial history. This performance gave voice to the people that are not recognised in 

Portuguese society and have been put aside by the ideology of lusotropicalism. These 

stories were expressed and transmitted primarily by the two black performers on stage, 

while I continued the role of investigator in the performance, making direct address 

political statements regarding this past. In this performance there were also the figures 

of the specialists and of the foreigners, whose testimonies could give a more distanced 

perspective between the views on lusotropicalism and the liberation movements on 

scrutiny in this performance. 

 The political action of this cycle of performances has been a demand for the 

Portuguese state and its officials to recognise colonialism and its crimes and make it 

part of the Portuguese history books, that, up until this day, only discuss the heroic side 

of the discoveries. Portugal has been a democratic country for more than forty years and 
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it is time for fascist and imperialist ideologies to be revised and for colonial crimes to be 

acknowledged, remembered and not erased from history. Through documentary and 

archival research I have brought attention to facts that Portuguese history has opted to 

forget, claiming that fascism had made colonialism and imperialism part of Portuguese 

identity, spreading this “national vision” to the whole of the Portuguese population 

using mediums of propaganda and public education. This scrutiny has also made 

bridges to the present, questioning problems of this silenced colonial past that has 

repercussions for Portuguese society today in problems such as racism, xenophobia, 

colonial nostalgia and not recognising historical crimes such as the Portuguese role in 

the slave trade, massacres, and subjugation and classification of other people as 

inferiors.  

The nature of theatre as public space in Portugal permits naturally for a 

communication with audiences, through the performances and post-show talks, also 

through the media it is possible to gain access to other publics who might not habitually 

go to theatre spaces. As mentioned before this research was presented not only in the 

theatre stages, but it was disseminate in television programmes, newspaper articles, 

radio programmes, online journalist publications, academic articles. And more 

importantly, this research crossed the sphere of theatre and arts media to be part of an 

even broader agenda consisting of postcolonialism, Portuguese recent past, racism, 

politics and Portuguese social issues; engaging in these ways a wider public sphere. 

However, I believe that the political power of performance alone is limited, it can 

influence audience members to think differently towards this past, it can act on the 

public sphere as a space where these issues may gain visibility, it may gain access to the 

media to expose these matters to a larger audience, but it needs to be part of a multi-

disciplinary context to make these changes. 
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 Nevertheless, I believe that this work has changed spectators individually in their 

awareness and relationship with the past. I have seen this from the reactions of many 

spectators and that has been very important to me, I will never forget the comments of a 

spectator during a post-show talk after the presentation of the whole cycle of 

postcolonial in the FITEI - International Theatre Festival of Iberian Expression in Porto 

and that said, ‘You have proved with this work that theatre can change the world. It has 

definitively changed me and my perception of the colonial past.’ It is possible to argue 

that society is just a very big group of individuals and if change can happen to some, it 

is just a matter of time before it acts on everybody. In contrast, I have also observed 

spectators whose views of the past remained untouched after seeing the performance; I 

specifically remember a close friend of mine that, to my surprise, told me that he liked 

the performance Portugal não é um país pequeno (2015) (Portugal is not a small 

country), but he was proud of Portuguese history and for him the Portuguese were still 

“good colonisers” no matter what I had said. What this friend of mine and others 

spectators alike cannot deny is that this work has showed them a different vision of the 

colonial past and if other authors and mediums in Portuguese society continue to show 

these alternative views it will be very difficult to continue to deny the obvious facts of 

the colonial past. 

 This cycle of postcolonial documentary theatre has contributed to debate of 

these issues in Portuguese society and postcolonial and theatre studies. These three 

performances have influenced the work of other Portuguese theatre artists, such as 

director Joaquim Horta who has made work on the topics of the colonial war and in his 

performance mentioned the influence of this research. My work is being studied by the 

project Memoirs  of Centro de Estudos Sociais (Centre of Social Studies) of the 62

 http://memoirs.ces.uc.pt62
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University of Coimbra, a project with the leadership of the scholar Margarida Calafate 

Ribeiro that focuses on the work being done by postmemory artists on the colonial past. 

I have been invited by the scholar Elsa Peralta, who is part of the Centro de Estudos 

Comparatistas  (Centre of Compared studies) of the University of Lisbon, to write an 63

article for a book focused on the return.  The scholar Szabolcs Musca of the Centro de 

Estudos Teatro  (Centre of Theatre Studies) of the University of Lisbon, is researching 64

this performance practice for his research on Theatre and Migration . This research was 65

also mentioned in Claudia Madeira’s article (2016) ‘Performance Art And The 

Portuguese Colonial War: Relations In Historical Time’  as an example of theatre work 66

that is engaging with the Portuguese colonial wars. Moreover, I have been interviewed 

on the topic of Portuguese colonialism by the Portuguese national television on the 

programme Filhos da Nação  (Nation’s Children), radio, newspapers (see appendix4 - 67

press pack) and the online independent journalism É Apenas Fumaça . Furthermore, I 68

have been invited to present my work on public talks and conferences in institutions 

such as the Teatro Maria Matos, Teatro Académico Gil Vicente in collaboration with the 

University of Coimbra, the Seminário Nomada part of the CRIA  - Centro de em Rede 69

de Investigação em Antropologia (Centre of Research of Anthropology), Fundação 

Calouste Gulbenkian (Gulbenkian Foundation), Theatre and Migration - University of 

Lisbon. These are some examples of the extent and dissemination of this investigation 

in Portugal where the concept of re-writing the Portuguese colonial past has been 

 http://www.comparatistas.edu.pt63

 http://www.letras.ulisboa.pt/pt/138-portugues-pt/investigacao/centros-de-investigacao/centro-de-64

estudos-de-teatro/406-centro-de-estudos-de-teatro
 https://newtidesplatform.org65

 http://impactum-journals.uc.pt/mj/article/view/4803/388166

 https://www.rtp.pt/programa/tv/p33690/e3867

 http://apenasfumaca.pt/andre-amalio-sobre-a-descolonizacao/68

 http://cria.org.pt/wp/69

�198

http://www.letras.ulisboa.pt/pt/138-portugues-pt/investigacao/centros-de-investigacao/centro-de-estudos-de-teatro/406-centro-de-estudos-de-teatro
https://www.rtp.pt/programa/tv/p33690/e38
https://newtidesplatform.org
http://impactum-journals.uc.pt/mj/article/view/4803/3881
http://www.comparatistas.edu.pt


expressed, working directly in these mediums as well to decolonise Portugal. This 

public attention was only possible due to the visibility and success that the theatre 

practice that came out of this research had between the year 2015 and 2017. 

 These three performances will continue to tour nationally and internationally in 

2018; there are already several performances booked in Paris, Porto, Setubal, Covilhã, 

Coimbra, Loulé. The research has already been presented internationally in Prague and 

Bratislava, as I mentioned is going to France, Paris (Théâtre de la Ville) in 2018, and I 

believe that it will be going to other countries as well. Portugal não é um país pequeno 

(2015) (Portugal is not a small country), the first performance of the research and the 

only piece that has so far toured internationally, has been well received outside Portugal, 

with spectators finding ways of connecting their countries’ experience to what is shown 

in the performance. As Milija Gluhovic mentions in his work Performing European 

Memories - Trauma, Ethics, Politics, ‘still very little work has addressed the processes 

of imperialism, colonialism, slavery that, if largely unacknowledged, are an integral part 

of European history and identity’ (2013:2). Gluhovic goes further in his argument 

stating that ‘this disavowal of Europe’s colonial past and present continues to have 

implications for the inclusion and exclusion of minorities and migrants in relation to the 

European Union today’ (2013:9). This is visible in Portuguese society, but also in other 

countries that continue not to address this part of their history. 

 I will continue to work on this subject in the next years. In this moment I have 

three new performances programmed to premiere in 2019 on this topic. The first called 

Postcolonial Loves, which will be premiered in the Teatro Nacional Dona Maria II 

(National Theatre in Lisbon), will investigate colonialism through the frame of love and 

try to understand the constraints performed in love relationships through colonialism in 

the past and also in the present. The second performance has a provisional title Post-
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colonial Memories - The children of Colonialism, looking at the postmemory generation 

and the traumas of colonialism performed only by non-actors whose parents came from 

the ex-Portuguese colonies. The last work will be a durational performance called The 

End of Colonialism. It will be a thirteen hours performance that will condense all the 

research on colonialism that my company Hotel Europa will do until October 2019. 

These two performances will be presented in another important venue for contemporary 

theatre, Culturgest, in Lisbon. 

 The impact of this research has gone much further than my initial predictions, 

receiving a high level of interest from spectators, peers, theatre programmers and press 

that exceeded my expectations. This was another proof of the level of interest in 

Portuguese society today, in discussing the colonial past; and an interest also in this type 

of postcolonial documentary theatre practice that deals with real historical elements 

through contemporary theatre forms. The aim of re-writing the Portuguese colonial 

history has not yet been achieved, but the changes are happening and are visible every 

year; for example, in the new book for children, Orlando e o Rinoceronte (2017), by the 

acclaimed Portuguese writer Alexandra Lucas Coelho, that aims to tell children about 

Portuguese colonial history without a mythicised and romanticised version of the past. 

This book is another revealing case that there is a change occurring in Portuguese 

society. It is my belief that colonial history will be rewritten in the future and I will 

continue developing my work in the field of postcolonial documentary theatre to make 

those changes happen.  
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Appendix 1: Script of the performance Portugal não é um país pequeno (2015)  

(Portugal is not a small country) 

Scene 1 - Introduction  

André: There exist different ways of remembering things. There is a way of 

remembering things collectively. Do you remember what Africa was like? Do you 

remember the feeling of endless space? The red soil, the smells, the flavours, the people 

you met there but have never seen again, do you remember? Ways of being and living 

that have disappeared forever…and now live on only in our memories. Portugal has 

been called a country without memory. A country that does not discuss its past somehow 

ceases to exist, and dies forever in our memory. That is why we are here today so that 

some of that memory may continue to live on within us. 

He was born in Moçamedes, Angola in 1940 and came to Portugal for the first time in 

1975. She went to Mozambique in 1960 and returned to Portugal in 1978. He was born 

in Quelimane, Mozambique in 1968 and she was in Africa. These are the testimonies of 

some of the people who agreed to talk to us. We've been interviewing people who lived 

in Africa during the colonial period and children of people who lived in Africa during 

that period. All these stories, all these words are kept here (points to the headphones). 

So when you hear me talk with the headphones on what you will hear will be the words 

of these people… All these testimonies were treated as anonymous source. 

I remember the first people I wanted to interview, it was a couple I had met on a 

ballroom dancing course, they were funny, sociable and friendly. Later on I found out 

that they were from Africa, she in Angola and he in Mozambique. I asked them if I 

could talk to them, if I could do an interview with them and collect their testimony. 

They said yes, absolutely, they immediately agreed. She told me, ‘André could I be the 
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first person to give my testimony?’ I said ‘yes’ and started by asking her this question: 

‘How did your story in Africa start? Were you born there? Did you move there? How 

did it happen, do you remember?’  And what she told me was this: 

Boat Journey to Angola 

André (puts headphones on)(Voice 1): The time that we are talking about, it was in the 

year of 1965, when my father was hired to go to Angola… In  those days it was normal 

for the man, the head of the family, to go first and the rest of the family would stay in 

Portugal and afterwards they would all get together in Africa. And that’s how it was 

with us. My father was there for two years or so, and it wasn’t till my mother managed 

to get a call letter that we all left to Angola. I was thirteen when I went there and it 

wasn’t difficult for me, because I was going somewhere different, but for my older 

sisters it was terrible, they cried ... they felt ripped from their nests. Our trip to Angola 

was difficult because my sisters were crying all the time. Now in those days, people 

went by boat, it took thirteen days to get there. And during those entire thirteen days my 

sisters didn’t stop crying....  Of course I was having fun, because I had never seen a boat 

before, had never been on a boat and had never been to Lisbon even, because I’m from 

Porto. Life here was  miserable at that time, there was a lot of hardship and poverty. 

Very few people had schooling, because it was only compulsory to the 4th grade, in my 

day. We went as settlers because at the time that was the name for it. We were poor and 

we were sent to the ... what’s the hold of the boat called these days? It was stuffed with 

bunk beds, for the people to sleep on... women slept all on one side with their children 

and men on the other side. But since we knew someone that could pull a few strings, an 

important person…we went up to the better part where the cabins were... because down 

below it was horrible ... people were vomiting…People who went to Angola then must 
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have gone through a lot. We were fortunate enough to know someone who could pull a 

few strings and so got sent up to the part of the cabins. From then on things began to 

improve, my sisters stopped crying so much because seeing a man in uniform then was 

something special, I don’t know how it is today, but catching sight of a white uniform... 

it was like almost a god was passing us by, you know? A beam of light passing through. 

The older girls on board like my sisters played a lot of pranks on those young men. Just 

to get the attention of the boys in uniform.  When the boat was in sight of land, of 

Angola it was about six in the morning, we heard the sirens, after thirteen days of being 

at sea. Of course, seeing the twinkling lights of Luanda bay was lovely. And my sisters 

started crying all over again…

Scene 2 - Wedding through the mail 

André (goes to the grassy area) (Voice 2): ‘Come on man, show me your photo album! I 

want to see if you have any cute girlfriend I can write to. Look, now this one is 

gorgeous!’  ‘No man, not her, she’s my cousin. No. How about this one?’ ‘That one 

looks shifty, no not that one. The one I liked was your cousin.’  My father said to his 

friend. ‘But that’s my cousin.’ ‘Come on man, give me the address of your cousin.’ ‘All 

right, I'll give it to you, but be nice to her!’ ‘Okay, give me her address.’ When my 

father goes to put the letter in the mailbox, he says: ‘Fernanda is not my cousin, she’s 

my sister.’ ‘Oh man, that’s even better.’ Then my uncle wrote a letter at the same time 

telling my mother what was going on. They exchanged photographs, liked each other’s 

photographs, began dating by photograph, got engaged by photograph. They never saw 

each other. Just in photographs. For the engagement, my father sent her the ring and the 

wedding date was set. My father married her in Angola and my mum in Portugal. On 

the same day. And who stood in for the groom was the father of the bride, it was her 

father who put the ring on the bride’s finger. The groom would put his own ring, but 

�204



who would put the wedding ring on the bride’s finger was her father. And then she went 

there by boat, when she got there only then did they finally meet. And after a year, nine 

months later I was born.

André: I remember that this interview happened at a hairdresser’s in Massamá. We were 

there chatting about difficult issues, while in the next room life went on as if nothing 

was happening, with the noise of the hair dryers and the gossip of the hairdressers. And 

there we were talking about the past, about this woman’s memories. To do the 

interviews I walked around in many places, most often in the area of greater Lisbon. 

Most of the interviews happened in Intendente, at the Largo Residências, another part 

took place at Carnide Council. But I also went to see a family in Barreiro and that day I 

broke my record, I interviewed six people, the two daughters, parents and grandparents. 

I had coffee with a lady in a garden in Lisbon before going to catch a plane to London. I 

did an interview via Skype with a young woman who lives abroad. One of my best 

friends came from Sines with his father to talk to me. I interviewed a guy that was 

living in France and was by chance in Lisbon at the time and agreed to talk to me. But 

the very first interview was extraordinary. I will never forget it, because I was 

completely lost, it took me a long time to find this place in Fernão Ferro, I did not know 

Fernão Ferro. So I was going back and forth, back and forth, calling them, asking them 

where the place is. Eventually I found it and spoke to a couple, they were extremely 

friendly. The conversation went so well that they invited me for dinner. I ate some 

homemade sausages with them that the lady had made and then at the end of dinner she 

told me 'There is another lady that lives nearby who was also in Mozambique, she was 

there with her husband who was an Air Force sergeant. She asked me: “André do you 

want to talk to her?”, and I said “of course”.  And what this lady told me was this. 
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1st Part  - Colonial Portugal 

(Pedro Salvador - The musician sings) 

Song: Your desired letter, 

whose lines my eyes skimmed, 

eagerly 

Like a thirsty soul in the desert 

Looking for a drop of water 

Drinking your words one by one. 

Jumbembém ... Jumbembém  

I see in you my confidante like the Virgin Mary who helps me, 

and as such, see in my letter a prayer, a prayer, 

a Hail Mary for this soldier, 

to continue to grant me the grace of your friendship and comfort. 

Jumbembém ... Jumbembém  

Scene 3 – Prawns 

André (while frying prawns in a pan) (Voice 3): When I got there I said to my husband: 

'ask for your resignation from the Air Force and we’ll stay here! It is so good to be here! 

Here there’s no winter! Here it’s always summer! Africa for me… well, I was there two 

years…it was a dream. I felt like a queen! When I would come home the biggest shrimp 

were thrown on the grill and the smallest boiled. When my husband came home from 

work for the Air Force ... He came home and our lunch was grilled or boiled shrimps, 

because my husband when he was in Mozambique alone, and single, he would go out 

with his friends to the bars, drink beer and the free appetiser was shrimp. When we went 

there together in 1970 it wasn’t like that anymore. I tell you, the beaches in Nacala… 
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the person would go to the beach and walk for miles you could see the seabed ... the 

actual bottom, until you were out of your depth. I said to my husband, 'Look I'm not 

going in there ‘cause there may be sharks’, ‘No, there are no sharks here, there are 

only ... there are only ... there are only shrimp’. That's why whenever we got home we 

would only eat shrimp! 

Scene 4 - Dance class : the merengue 

André (to the audience): Welcome everybody! I usually say that to dance the Merengue 

you need to feel Africa! Feel Africa within you, the warm weather, the sensuality, and 

put a big smile on your face. Because if you can march, you can dance Merengue. Come 

on! Now everyone, let‘s all stand up! Welcome to our Merengue class and come on, let 

s begin to march. Come on! And now we go like this, to the side on 4. And 1,2,3,4 . 

1,2,3,4 . 1,2,3,4, 1,2,3,4 . And now with the hips. And to the other side. And go around 

and again. And back to the 4. 1,2,3,4. And now find a partner and wrap your legs around 

your partner’s. That’s it. And go down. And go down. And go down. And rise slowly, 

with a smile. And keep dancing. I want to see everyone dancing! 

André (Voice 2): Every weekend people in Africa… there were always... parties, they 

threw these parties. It was about socialising. The home of such and such, or that of 

another person. We were always socialising, parties, always parties. I remember that 

there were so many parties, one after the other. Ah, the parties were always such fun, 

with lots of music, and food, lots of food and music. (Voice 4): And after dancing the 

Merengues and Kizombas and all that… Because my parents like to be the best 

Merengue dancers of all!!! 
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Scene 5 – Hunting 

André (Voice 5): They would go wild animal hunting, shooting lions and so on.. . And 

one day the car ends up with a cracked windscreen and the story was it had been a 

Rhinoceros that broke the glass during a hunt. Until eventually my uncle showed up and 

decided to come clean and admitted it wasn’t a rhinoceros, it was actually a shotgun that 

fired inside the car. The other story is very famous. It’s the story of the monkey. My 

uncle brought a monkey home and didn’t get on at all with my grandmother. The 

monkey would start screaming and squealing every time he saw my grandmother. She 

couldn’t stand the monkey any longer, so she throw the monkey out the house, but it 

came back! The monkey was left I don’t know how many kilometres away, but it 

always returned. Only when we asked the house boy to take the monkey really far away 

to somewhere in the jungle, that the monkey was never seen again (André opens a 

camping tent and pushes Pedro inside it). 

Scene 6 -  Colonial Paradise 

André (Voice 6) (both Pedro and André are inside the tent): And so I went to live in an 

English colony within the colony that was called Sena Sugar . So, to go from Trás- os- 70

Montes to a place where there were golf courses, swimming pools, club houses, 

villas….. My villa had a pool. And at the weekend friends would come swim in the 

pool, in my pool! In the house where I was living. When I came home, the servant, 

because we had servants, you know? The servant, whose name was moleque (boy), 

would say: 'Look Miss, you got ticket there! “Ticket” was the invitation to the late 

afternoon parties, where we would go dancing, listen to the Beatles, the hits at the time. 

It took a long time for me to realise this was a paradise. I even remember when I was on 

 Sena Sugar Estates Ltd was a British company of sugar that operated in Mozambique.70
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a plane, one of those that swoop down and pass real close to the Zambezi, I thought I 

was dreaming, to go from Trás- os-Montes to this place. I had a very good impression of 

Africa. (Projection of the film Out of Africa. The projection is made inside the camping 

tent) 

André: When this lady told me about this plane ride over the Zambezi I immediately 

remembered the year 1985 when I went with my mother to the cinema São Jorge to see 

the movie Out of Africa. I remember I was amazed with the movie, it was the first time I 

had seen Africa in my life. So far all Africa had been was some black wood statues that 

we had at home, that my father had brought from Mozambique. My mother was always 

saying that we had ruined them: 'Oh you’ve completely broken these statues! These 

priceless blackwood statues your father brought all the way from Mozambique and now 

we only have this ashtray left and no one smokes at home. My God! 'And that was 

Mozambique for me…By chance recently I also read a book talking about this very 

same movie written by a man called Renato Rosaldo. Hand me the book Pedro. The 

book is called Culture and Truth and this gentleman wrote an article called Imperialist 

Nostalgia. And says the following: ‘Consider the enthusiastic reception of A Passage to 

India, Out of Africa, and The Gods Must Be Crazy. The white colonial societies 

portrayed in theses films appear decorous and orderly, as if constructed in accord with 

the norms of classic ethnography. Hints of these societies’ coming to collapse only 

appear at the margins where they create not moral indignation but an elegiac mode of 

perception. Even politically progressive North American audiences have enjoyed the 

elegance of manners governing relations of dominance and subordination between the 

races. Evidently, a mood of nostalgia makes racial domination appear innocent and 

pure.’ But lets leave Renato Rosaldo now and get back to our testimonies. 
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Scene 7 – Colonial war at Christmas 

André (Voice 6): I was teaching at a primary school, to primary school children, all of 

them Portuguese who... I just remember having one African student! The school was 

part of a this huge company, so there were the children of office workers and factory 

employees, because there were offices, a factory and a plantation and these kids had to 

have… so the school employed around 10 teachers.  (Projection Portuguese colonial 

war soldier sending Christmas messages) 

André (Voice 6): We went for Christmas to a tea plantation, with this family who were 

the plantation’s directors, the Pereira de Lima family. It was idyllic, and they received 

guests with such charm, elegance and simplicity . And I remember that we went to 

Christmas Mass and we kept weapons in the car, because the war was going on, the 

colonial war, and someone had been killed there. (André gets out of the tent) (The 

audience hears the soldiers speaking in video footage) 

Soldier 1: This is Carlos Fernandes da Silva soldier No. 357,767. A big hug to my 

parents and siblings and a Merry Christmas and prosperous New Year, goodbye, see you 

soon.  

Soldier 2: This is soldier no. 072076 wishing a very happy Christmas to my parents, my 

brothers and extended family. Goodbye, until my return. 

André (Performing the speech of Portuguese dictator António Oliveira Salazar): Only 

one feeling is at the same time quite so high and so deep as to massively flood our soul 

at this moment. The firm determination to defend national integrity. The mothers and 

fathers of the Portuguese who are here in joy or tearful, ask nothing but to offer their 

homeland as sacrifice the blood of their blood and the purest of their affections. In the 

face of all that is beautiful and great and unique we not only have the duty to be 

deserving of our dead, but also a duty to be proud of our living. 

�210



Scene 8  - Colonial war 

(André e Pedro start playing a game at the tent flap) 

André: Who’s going first, me or you? 

Pedro: First what colour, choose a colour?  

André: Red, I'm a leftie.  

Pedro. So I’ll be yellow then.  

André (Voice 7): In ‘61 I signed up for the army, on the 20th February 1961. And on 

15th March 1961 was when the terrorism blew up. That start of the war was just in the 

north of the Angola, in the south we didn’t see anything there until 1964, 1965. We were 

well and lived well and were able to circulate from one place to another without any 

problems... We had just crossed over a bridge that was near the Lojes river in the 

Ambriz when we’re coming back to Ambrizete, when man... the bridge exploded, the 

enemy had mined it and the bridge exploded just moments after we had taken it.  

André (Voice 9): They arrived there with their legs blow off , or blind, all down there in 

the hospital. All lying there seriously injured, and helicopters were still coming with 

more. We would go there to help, give them food and they wanted to talk... it was 

horrible. Hour after hour, so many men, blinded, mutilated, just dumped there. It was 

horrible. 

My cousin was in the army as a driver; he said it was one of the worst jobs of all, I don’t 

know. He came home to say goodbye before leaving to the war and there were screams 

without end. 

André (Voice 10): And when I was in the middle of my studies, I was sent to the army... 

I ended up in  military communications. Rather than the infantry that was the worst of 

all. That was the hardest part of the army, because in communications I had a different 
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kind of job. And I was there for four years. Bloody hell, those are years that you miss 

for the rest of your life. 

André (Voice 11): I have to admit my husband was more in favour of the war than me, 

he served in the army, things like that. I was the restless one. I would say: but why don’t 

we ... Why don’t we run away? I don’t agree… I don’t agree with this war. And it was 

not just a matter of our family’s safety, it was a matter of principle, because some 

friends had died and I was against it. 

André (Voice 10): I remember one New Year's Eve in Mueda. Mueda is a plateau in an 

area dominated by the Makonde, which could only be accessed by plane or military 

convoy. And that New Year we were attacked, when most of us were drunk, because it 

was New Year. But no one was harmed. Now onto the second part of this story… being 

at the base, you knew when an operation was about to set off, ‘it looks like today the 

mission going out is of the company of commandos and then later you would see again 

4 or 5 soldiers being evacuated by helicopter, either dead or seriously injured, people 

you had been chatting to before they went on the mission. 

André : You lost the game! What’s another word for this? A total wipe out! 

Pedro: Whatever. 

André: These shrimps are all for me. Sorry winner takes all. One day my brother comes 

home and says, 'André! André come here, shiu! Did you know that our uncle served in 

the colonial war? ' I didn’t even know what the colonial war was. He was in the war in 

Guinea.’ Turns out everyone was hush-hush about the colonial war, it is a huge scar for 

more than one million men who fought in: Angola, Mozambique and Guinea-Bissau. 

My uncle never told me anything about the colonial war, nothing was ever spoken about 

it in the family. In the colonial war 9000 men died, more than 15,000 were wounded and 

maimed, and that’s only on the Portuguese side. To get an idea, after just a few years of 
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the conflict Portugal had more men, in terms of proportion to of the population, serving 

in the army than the United States. Of course the backdrop to the colonial war was all 

the independence movements happening in Africa. The independence of the Belgian 

Congo was particularly important for Angola. It was from there that came the support 

for the UPA – Union of the Peoples of Angola. On March 15, 1961 UPA launches a 

brutal attack killing thousands of people - men, women, children, white, black. And in 

Portugal Salazar takes a long time to respond, because Salazar was trying to survive a 

coop launched by his defence minister General Botelho Moniz. General Botelho Moniz 

from the very beginning ... Would you like some coffee? Ok? General Botelho Moniz. I 

like these shrimp heads... General Botelho Moniz from the beginning said that the 

colonial war was impossible to win. Supported by the United States he tried to 

overthrow Salazar. But Salazar resisted and he takes the ministry of defence and the war 

begins with his speech 'To Angola quickly and in force'. Let’s have some coffee, shall 

we? 

Pedro: Who wants coffee? 

Scene 9 – Racial discrimination 

(Pedro and André start offering coffee to the audience, playing with the words “glass of 

white milk, black coffee, mulatto coffee…etc..) 

André: Do you want a coffee? What would you like? A little black coffee? A regular 

coffee? A little black coffee. Pedro, can you bring a little black coffee? Shorter, fuller 

how do you want it? Normal. Do we have normal little blacks today? There's little 

blacks here for everybody. And you want a cup of milk, right? Take note: one cup of 

milk. Here, don’t tell me, I already know what you want. This gentleman wants a white 

coffee, short coffee or mulatto coffee. That’s it a mulatto coffee. Pedro, take note. This 
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man wants a dark coffee. And you madam? A garoto, an expreso with a drop of milk. 

Your face is saying you want a garoto. A dark garoto. A cup of coffee too.  And Pedro 

what do you want? Would you like a cup of coffee too? 

Pedro: I want the one you’ve told me about.  

André: Want a cafuzinho? A mixture between black Africa and Indian Brazil. A 

cafuzinho, a cafuzinho. (they dance and after pretending to shoot each other) Death to 

the white milk!  

Pedro: Take that garoto! 

André: Death to black coffee! Coffee? Coffee. Coffee is ready. Did you bring the 

microphone? 

Pedro: Yes, I did.  

André: Do you remember what you have to ask me? You say something like this, 'After 

being in Lisbon and having returned to Mozambique what differences did you feel?' 

Wait I'm not ready yet. Don’t you want a drop of milk? 

Pedro: I like it like that. 

André: I want some. Where is the microphone? 

Pedro: You can speak normally this captures everything. 

André: Ah, so I don’t have to talk into it? 

Pedro: No, you can speak freely. 

Andre: Ok. Are you ready? Sugar? 

Pedro: No. 

André: So ok let’s do it. Whenever you’re ready. 

Pedro: 'After being in Lisbon and having returned to Mozambique what differences did 

you feel?'  
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André (Voice 11): Look, I'll tell you one thing, this was the main difference I noticed. 

When I left Mozambique at 16 years old I was ignorant of certain realities. Well, it 

didn’t... it didn’t even cross my mind, you see?  “I took things… for granted. I've never 

seen... objectively, I've never seen racist behaviour, right? Though later after some 

reflection, I saw that, for example, in high school I had Chinese, Indian colleagues, but I 

thought well, I only had colleagues of colour, the ... the ... the indigenous people from 

that place until the first or second year of high school, after that they disappeared. And 

so, there were no black people in the parties we threw there. But it wasn’t something we 

ever thought about. And I started just to get a sense ... I think I started becoming 

politicised here in Portugal.  

André (Voice 6): One day, I was on my lunch hour and the employee who served at the 

table was called Mouzinho... I said ‘Hey Mouzinho’, and the homeowner Mr Matias 

replied: ‘Mouzinho! He’s just the help and he’s very lucky because he could have ended 

up a monkey, because he was born with a tail like a monkey, only it was cut off for him 

to be able to sit. Now that was something… I never forgot that.  

André: Where is the microphone?  

Pedro: Here.  

André: Is it here? (Voice 9): Look they suffered a lot, the blacks suffered very much. A 

lot! They were beaten up. Ah ... it was something ... I was there ... when I saw that I was 

shocked. But life was very good there… a real nice life. Those beaches, everything was 

beautiful ... everything ... the quality of life was something else, everything cheap and 

why? all because of the ... exploitation of the workforce. 
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Scene 10 – Woman in the Portuguese colonies 

André (Voice 6): The director's wife invited us for dinner, and told us to speak French. 

We could speak French because we had learned it here at the Lyceum. And they treated 

us very well, and taught us to play canasta, because living in the bush we had to have 

something to pass the time. And there we met friends with whom we started to play 

canasta everyday. Everyday it was sacred, playing canasta with a Swiss-German, a 

Portuguese, and another Portuguese who played less, but with the first two always 

without fail. Then we would spend Sunday on the beach, and we took the dog, and the 

cook. We spent the whole day at the beach with waves that were like castles. It was like 

living in a dream. The problem for me there was the Portuguese population, who in the 

beginning didn’t approve of our behaviour, because those men were there with us ... we 

would even play out on the porch with the mosquitos so as not to draw any attention. 

But whether it was the school principal or the people in general, they all were stand-

offish, they didn’t understand our way of living ... like the fact that we wore scarves of 

African fabrics. 

Andre: Pedro give me a hand! (Pedro goes to grass and start cleaning things, like the 

coffee cups, the book of Rosaldo)  

André (Voice 6): Then they called the school inspector. The inspector came there to talk 

to us, accusing us of wearing bikinis – and we said no that we would only go to the 

beach! He went to the school to see our work and we managed to satisfy him and ... we 

didn’t have to change our behaviour, and could carry on like before.  

Andre: Pedro give me a hand! 

André (Voice 6): This Swiss-German friend of mine, with whom I played canasta every 

day, he once told me that ... the Swiss even warned him to be careful with the 

Portuguese, because what the women wanted was to find themselves a husband. And he 
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himself said he noticed that Portuguese women did not look people in the eye. It seemed 

to me like a kind of Victorian morality ... Maybe the problem was my a way of being, 

because the person who lives alone either is always cooped up at home or gets out and 

has a laugh… 

Andre: Pedro give me a hand!  

André (Voice 6): And one of the things that I had the habit of doing already here in 

Portugal, was to go to the library. And you never saw any women in Quelimane’s 

library, you see, none at all, and once I was there looking at some books and Sebastião 

Alba the poet approached me and said: ‘Wow that’s funny!  I’ve seen you around here. 

What book are you taking out today?’ Because he was surprised to see a girl there. It 

was not a typical thing to do… and maybe it was my attitude, could be, I don’t know… 

I come from Tras-os-Montes, and I really like dancing, there on the weekends everyone 

went out dancing, it was perfectly natural to go to Sporting for a dance.  

Then I met the father of my child. He was also a well-regarded man. He was the 

manager of a bank there, Montepio. He was a painter, he had programmes on the radio... 

He was very smart and he was a gentleman. Always walking his dog and never wore a 

tie, he wore those shirts, a yellow one and a green one. And.... I started dating him ... we 

decided that we weren’t going to get married; we were going to live out of wedlock. At 

the time you didn’t do that, such a thing did not even exist, good God. So we came here 

to announce it to our family. His family didn’t care, no. He’s a man, right? But, my 

family no, my family thought it was terrible. They threatened to throw me out of 

Quelimane. They wanted to talk to the bishop. Well I don’t know that for a fact, but it’s 

what someone told me. I had problems like this and also friends who stopped talking to 

me. But that was out life together, me and my husband… 
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 Scene 11 – Acts of resistance 

André : HUSH !! (they sea the stage to the see if they are alone) Psst!  

Pedro : What is it? 

André: Do you have the pumpkin seeds? 

Pedro: The seeds ??? 

André: Do you have the pumpkin seeds? 

Pedro: No man, don’t have the pumpkin seeds. 

André: Come on mate, but you always have the pumpkin seeds.   

Pedro: No, I don’t. 

André: You have the pumpkin seeds, just give me the seeds. 

Pedro: I don’t have any seeds. But I have some Zeca records over here. 

André:  Zeca?! No, I want the seeds. Give me some seeds. 

Pedro: I have the communist party magazine Avante? 

André : Avante?! No, I want the seeds. 

Pedro: I have those magazines that you like. 

André: The porno magazines? No mate, what I need are seeds. Just give me the seeds. 

Come on. 

André (Voice 6): We listened to certain things on radio Moscow. But we had to do it 

behind closed doors... and spoke about it only within that group. 

André (Voice 10): The PIDE (Portuguese Secret Police) was something from here in 

Portugal. We felt its presence. So, one of our games was with pumpkin seeds, you get 

me? The national snack, everyone snacked on salty pumpkin seeds with a beer. We 

would hide one here in our coat lapel and then we would go up to guys who were 

talking and say 'shut up I'm from the SEED'. Because that's how they did it, right? They 

would see two people talking and go 'I'm from PIDE', showing the badge under the coat 

�218



lapel. 'I’m PIDE. Follow me I’m PIDE. 'So we played this game using a pumpkin seed 

instead. In my group of Nampula, we had a group ... this group was a group of local 

people and some from the metropolis, as it was called at the time. I don’t know if you 

are familiar with that name – it was the metropolis. I didn’t care much for politics at the 

time but I got more engaged with this group, because mainly the people who were 

coming from mainland Portugal already carried the seeds of revolt in them. And we 

listened to lots of music ... Zeca Afonso. Because listening to music in those days you 

had to have one of those round things and a thing to make it go around. It's not like 

today where all goes txique, txique. And to be seen carrying a record like that at the time 

was dangerous, right? You can easily draw attention to yourself. In this group everyone 

was bit of a revolutionary and that's when I started to wake up. There was a feeling of 

revolt in the air because we realised the war had no end, even if we bumped off those 

enemy soldiers others would be born soon after to replace them. Therefore, the war only 

come to an end with an agreement and the later the agreement would be, the worse 

things would get. Later I came to realise that the right time for decolonisation to happen 

would have been many years before, when the African elites were studying in Lisbon, 

Agostinho Neto, Amilcar Cabral, Eduardo Mondelane and a few of the others who came 

to study in Lisbon and formed the first group that aspired to independence. And the 

reaction of Salazar was, 'No way! I want all these guys in prison!’, so he immediately 

went after them. This was the right moment. Why? Because when they tried here to 

negotiate a way forward for the colonies, because the old way was on its last legs, 

Salazar, the boots , on top of it all was a stubborn old mule and said no and 71

immediately they dug their heels in. And since we were in a right-wing dictatorship they 

of course went to the opposite extreme. So much so that virtually all the parties that led 

 Nickname of Portuguese Dictator António Oliveira Salazar71
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the wars in Angola, Mozambique and Guinea-Bissau became radically left wing. They 

were parties that the Soviet Union immediately latched onto and  said: we will support 

you. They were influenced by their allies. And this I think it was probably the most 

crucial moment for Portugal in the past century. 

Scene 12 – 25th April 1974, start of decolonisation 

André (Voice 6): Then when it was the 25th of April, there was happiness, but also some 

confusion. Will it actually happen? Or not? People were pleased, but afterwards some 

colonists demonstrated against it... After this relations began to thaw with Frelimo – the 

Liberation Front of Mozambique. It was what set it in motion, you see? And who was in 

favour of Frelimo.... the father of my son came forward. He went to get Samora, the 

leader of Frelimo, who even came… to our house. I even remember making an outfit for 

a guerrilla woman, because I know how to sew, and she was pregnant. I even made her a 

dress. And I remember those Kalashnikovs… After things started to happen, and those 

who liked Frelimo on one side couldn’t contain their excitement and those against it 

were wary and quick to show their disapproval even saying: ‘You and your husband are 

very full of yourselves, but when they barge in here we’ll have the last laugh, because 

you will be the first to have your heads cut off. ' It's true. Those were the exact words of 

a colleague of mine from school. 

André (Voice 1): We were all very happy. I remember my husband who was older than 

me, who had never forgotten the student movement in Portugal with the demonstrations 

and the need for secrecy because of PIDE and the dictatorship. That was not my case, 

because when I went to Angola I didn’t know much about politics. Because we had no 

access to information, the things that would appear on television were what Salazar 

decided could be shown and families could see. And so, politics was something we 
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knew very little and spoke even less about. We were all very happy because finally the 

regime had fallen, that we knew little about, but we knew it was a fascist dictatorship, 

that oppressed the people and was evil. Deep down this is what I understood about 

politics. Until I heard my ex-husband singing the song of Zeca Afonso, I didn’t even 

know who Zeca Afonso was. Because when I moved there… since I didn’t study here in 

Portugal, and didn’t go to university, I didn’t know what was happening, right? I began 

to hear him sing the song of Zeca Afonso "They eat everything! They eat everything! 

And they leave nothing!" Finally we heard the music of Zeca Afonso and talked about 

books and spoke freely. 

André (Voice 6): But also the decolonisation process had this impact, on the one hand 

we... finally had independence. Chissano of Frelimo gave a very balanced speeches. 

Chissano said "We are celebrating because we are no longer a colony, but we are 

celebrating also with the many Portuguese that wanted the independence" While 

Samora was just the opposite. Samora the leader of Frelimo was always putting us 

down. At one stage it was just awful. Terrible. We we're so happy, I respected these 

people so much, I was so happy we had independence and he was always acting like 

that. Those people who  didn’t want independence had fled before, with their crates and 

containers. 

André (Voice 1): As time went on we started to see the war happening before our very 

eyes. And we began to realise that we Portuguese were there alone, there was no one to 

defend us. This was the biggest disappointment and the greatest pain we felt, because 

when we moved there they had told us Angola was Portugal. And therefore, this land 

was our home. A person falls in love with that place. And my will and my intention was 

to not leave that place, right? Returning to a place that meant nothing to me and made 

me feel sad, what with the poverty and the cold, all this was horrible. And we stopped 
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feeling that this land was ours and we started to realise we were in a foreign country in a 

place where people began to look at us differently. These are the colonialists. And then 

we were no longer Portuguese, we were the colonialists, we were bad guys. 

André (Voice 12): The situation was tense. There were times when we had to stay home, 

listening to the radio, waiting for the fighting to end. Then maybe we could go out in 

search of food and other things. It was easier for me to be the one who went out because  

I was older, and my brother was younger. If my parents ever left the house they could be 

have been caught because they were adults, and they would have been put up against the 

wall to find out whether they were for or against the regime, and which party they were 

supporting. And as a child it was easier, because no one would ever threaten me. I even 

enjoyed it when I heard the bombs falling and we had to hide under tables and beds. We 

heard (whistles)… And the bomb seemed to never reach the point of impact. And we 

knew we had to hide, because they could fall nearby. So for me it was kind of a game, 

because I did not understand what it was.

André (Voice 2): There are things that a person blocks. So much so that today there are 

films that I can’t watch. Those war movies, where everyone is shooting guns… Forget 

it, I can’t watch. I remember being with my mum at home and listening to it. And I 

would hide under the bed.  

André (Voice 1): I was so scared. Because people were in panic, such fear and panic. 

People were completely at their wit’s end, and those who had children even more. I 

knew nothing about politics, I could only think about my babies and their safety.  It 

started to be very difficult to continue working in the hospital, so I made a decision. I 

was going to move to New Lisbon, that was my decision and  I wouldn’t go to work in 

the hospital from the very next day onwards. The day I decided not to go, the MPLA 

fires a bazooka intended for the delegation of UNITA. They got the direction of the 
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bazooka wrong. It must have been a mistake. The bazooka hit the hospital where I was 

supposed to be working at that time. It was completely destroyed and if I had been there 

I would be most likely be dead now.  

André (Voice 10): They had to recruit men at any cost, arm them and turn them into 

regular soldiers. To defend us ... because there was a war going on. A war that... this 

little patch is now ours, that little patch is ours, now it belongs to us… I mean, you see 

what this is, no? Suddenly lots of people were joining the MPLA, FNLA and UNITA 

that were not prepared for any war. So take these bazookas and see what you can get. 

They would point the bazookas anywhere. In Luanda in 1975 we experienced periods of 

great terror, precisely because the armies were not prepared. If those armies had been 

prepared they would’ve only attacked each other. But no, they weren’t. What I felt was 

that we weren’t the target. None of those troops was intending to kill white people. They 

meant to fight each other. But if they found us, if we had the misfortune of being in the 

wrong place at the wrong time, we were not very well thought of, because we were the 

enemy number two. 

André (Voice 13): And the Portuguese government also knew who Savimbi was. 

Savimbi the leader of UNITA would say... he would say at a political rally one thing in 

Portuguese and another in Umbundo. He in Umbundo ... in Portuguese would say "The 

whites here are also our brothers. We will work for Angola ... all together as one, 

nobody needs to leave. Whites, blacks and mulattos nobody needs to pack their bags ... 

other races, the Indians, just nobody. But in Umbundo he would say, 'Let's show these 

whites, who were exploiting us.’ With these whites and mulattos because there is saying 

in Angola that goes ‘the child of a snake is a snake’. So to put an end to this problem, 

the best thing would be to is to run the whites out of town and kill the mulattos.  

André (Voice 7): When there were the movements ... I had the cards of the three 
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movements FNLA, MPLA and UNITA. If there was a UNITA checkpoint, I had the card 

of UNITA ready in my pocket and the other cards stashed away.  

André (Voice 13): It was like this that my father got killed. They were at a checkpoint in 

Quibala, one friend nervous and instead of showing the UNITA card he showed the one 

from the MPLA... and that was it. They killed him, Mr. Gil. I think their bodies were 

burned inside their truck.  

André (Voice 12): My father comes home and says, "Come on let‘s go right now!" And 

we left without any bags, without anything; just with the clothes we had on our back. 

Airplane. Airport. Goodbye. Forever. 

Scene 13 –Air Rescue 

(Pedro enters with a speaker that is transmitting and begins to give the following 

instructions) 

Voice Airplane: Welcome aboard. All baggage must be placed inside the overhead 

compartment. It is forbidden to place luggage in front of the emergency exits. Please see 

how to fasten, adjust and open the seat belt. Have your seat belt fastened during take-

off, landing and when the “fasten your seat belts” sign is on. 

André: This is nothing like what I heard. What I heard was this. 

André (Voice 1): We had to board the plane in the dark, with our heads down, with two 

children, as I told you, 2 and 3 years old, taking nothing, almost nothing with us. 

Because we couldn’t take any luggage. So I could take only a couple of bags with some 

clothes and food. After many hours the plain departed, almost in total darkness because 

everyone was afraid ... that we would be attacked, probably. It took us 14 hours from 

New Lisbon until we landed in Lisbon. Because we had to stop in Cameroon, to get 

more fuel. The plane stopped. It must have been about fifty degrees inside the plane. All 
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the people were crying, children screaming and in tears. Thank goodness my managed 

to sleep. The plane had to fly in complete darkness. Some men came aboard carrying 

guns, it was horrible. No one could stand up, no one could use the bathroom, no one 

could move in the aisles, no one could get off the plane. We had to be silent with the 

lights off and when it was possible the plane would take off. I could just feel the sweat 

dripping down me, I don’t even remember what I was wearing. All I could feel was the 

sweat dripping. I think half the people there couldn’t even speak such was the panic that 

we were feeling. Not knowing what was happening. Because nobody told us we were 

going to stop there, you know? I didn’t know what or where Cameroon was, and there 

would be armed men there.  I had no clue what was going on.  Then finally we left 

Cameroon in the dark, all good. We landed in Portugal. And then yes, what I didn’t do 

on my arrival to Angola I did when I landed in Lisbon. Then I started crying. I cried for 

a long time. 

2nd Part – European Portugal: Estado Novo, PREC, Democracy

Scene 14 – song Conquistadores 

André and Pedro sing  “Conquistadores” 

It was a new world 

A dream of the poets 

Go to the very end 

Sing new victories 

And proudly they raised flags 

Living adventures of battles 

that were a thousand epics 

 lives so full 
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They were oceans of love 

I've been to Brazil Praia and Bissau 

Angola Mozambique Goa and Macau  

Oh , I went to Timor I have been a conqueror 

André (interrupts the song, takes centre stage and addresses the audience): People 

always ask me "André why are you doing this show? Did your parents live in Africa? 

Were you born in Africa? And I always say, " No, no, I wasn’t born in Africa, but I lived 

for sometime in England. And there I got the best job in the world, front of house at the 

Barbican Arts Centre, checking tickets, or working in the cloakroom. And one day there 

was a concert in the hall and I was in the cloakroom. And a beautiful lady appeared, 

about this height, of a certain age. And she asked me where was I from? Which I didn’t 

think strange, because the Portuguese, unlike the Spanish, or the Italians or the French, 

who when speaking English you can immediately detected where they come from. The 

Portuguese have an accent that is a little difficult to identify, at least I got asked many 

times where I was from. And I said of course I was Portuguese. And suddenly, this lady 

starts to speak Portuguese with me, but with an accent that I had never heard in my life. 

And she tells me: “I am from Goa”, and she starts to get very emotional, she starts to 

cry and apologises for speaking such bad Portuguese, because it has been so long that 

she doesn’t even remember how to speak it. And I tell her: “No please I’m so happy to 

speak Portuguese with you.” I am also haven’t spoken Portuguese for months. And we 

were there for that fleeting moment, a small eternity speaking Portuguese together. And 

then the concert was about to start and she had to leave. And I stood there filled with 
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this sense of ... wow, we are Portuguese ... come on, we cross the world to spread our 

language, our culture. And that's why I'm doing this performance. 

André and Pedro sing: 

It was an entire people 

Guided through the skies 

It spreads across the world 

Following its heroes  

André (interrupts the song takes centre stage and addresses the audience): People 

always ask me. "André why are you doing this show? Did your parents live in Africa? 

Were you born in Africa? And I always say, " No, no. I wasn’t born in Africa, but I lived 

for sometime in England. And there I met a woman ... The woman of my life. She was a 

woman with a beautiful smile, very frank, very open. And I was just trying to be 

interesting. That’s what I think men do, to appear more interesting than they really are. 

And we were talking, and she asks me where was I from? And I thought, okay it‘s in the 

bag, I’ll say I’m Portuguese, Latin, hot blooded, and we’ll be together all our lives. And 

then I told her: I’m Portuguese. And suddenly, that frank and open smile that was 

charming me, began to disappear, to fade. She became suddenly very serious and told 

me: "You know André I lived for a year in Ghana. And once someone took me to the 

Portuguese fort. It was the place where the Portuguese kept the slaves before taking 

them to the Americas. And this person asked me I could still smell the blood, don’t you? 

And you know one thing André, yes I still could smell the blood. " And that's why I'm 

doing this performance. 
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André and Pedro continue singing 

And they carried the light of culture 

With tenderness 

Thousand epics 

So full lives 

They were oceans of love 

André (interrupts the song takes centre stage and addresses the audience): People 

always ask me, "André why are you doing this show? Did your parents live in Africa? 

Were you born in Africa? And I always say, " No, no, I wasn’t born in Africa, but I lived 

for sometime in England. And there I met a guy who half was German and half Filipino. 

And he ... we were drinking, drinking a few beers. And at some point he asks me "where 

are you from?" And I tell him I am Portuguese. He looks at me and says, "man, you’re 

Portuguese? The Portuguese are very nationalistic, aren’t they?" And I was ... I was 

about to die,  hearing this German guy call me a nationalist. And suddenly I thought …

wait…Germany 1989! 1989 is the year in which this fantastic song Conqueror wins the 

Portuguese Song Festival, and then goes to represent the nation, Portugal at the 

Eurovision Song Contest, coming almost in last place. This fantastic song was there to 

celebrate the five hundredth anniversary of the discoveries, five hundred years of 

Portuguese colonial imperialism. And that's why I'm doing this performance. 

André and Pedro continue singing 

I've been to Brazil Praia and Bissau 

 Angola Mozambique Goa and Macau  

Oh , I went to Timor  
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I have been a conqueror 

André (interrupts the song takes centre stage and addresses the audience): People 

always ask me, "André why are you doing this show? Did your parents live in Africa? 

Were you born in Africa? And I always say, " No, no. I wasn’t born in Africa, but 

curiously my parents lived in Africa. "My mother lived in Lourenço Marques, now 

called Maputo, she was a nun there and lived there for some time. And my father also 

lived in Mozambique in Quelimane, he was a police officer there and was also there for 

a few years. And there's something here in this colonial heritage of my parents, which 

brings to mind the civilising mission of the Portuguese that António Oliveira Salazar 

spoke about, with my dad enforcing the law of the Estado Novo dictatorship and my 

mother preaching religion to small children. And that's why I 'm doing this performance. 

(projection on the back wall of video footage of a fascist sports event)

André: António Oliveira Salazar in 1930 with the colonial act states that it is the essence 

of the Portuguese people to colonise and civilise, and later, in 1957, he says "We know 

there are races that are decadent and backward and it is our duty to bring them towards 

civilisation." The fact is at that time people couldn’t speak up, or argue. They had to 

follow simple rules like. "My politics is to work." because to talk about or discuss the 

country was to be against the country. It was all for the nation and the nation alone. And 

most people could not speak up, and everybody told me, "I'm here to work. I came here 

to work. I came to this land to work, I'm not here to get my hands dirty with politics. I'm 

here to work. I'm here to be happy. I'm here to make money, I'm not here to fight against 

injustice. I'm not here to see what's wrong with the world. I came here to work. I'm here 

to work. I want to have a house, a car, I want to put my kids in college. I'm not here to 

get myself in a big fat mess with these revolutionary ideas. I don’t care about what’s 
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wrong in the world. I'm here to work, I want to work. Let me work! Let me work. I need 

to work! I want to make money. I’m not here to change the world. "We could not talk 

about things André, you could not speak. It was the phrase I heard most often. I could 

not talk. Portugal until 1975 defended its presence in Africa with a based on the theory 

of a man named Gilberto Freire, a Brazilian. This theory is called Lusotropicalism. It is 

an ideology that is still very much within us, that makes up a lot of what it is to be 

Portuguese. This theory says that the Portuguese settlers were different from all other 

European settlers. Because we have some characteristics that nobody else has. We are a 

people that have an innate tendency for tolerance. And another very important thing is 

that we are also a people who mingle easily. Mostly us men are gifted with this and I'm 

here as the heir to this great Portuguese virtue to go places and make babies. Get to a 

place and mingle with people of other races, and procreate. Create a multi-cultural, 

multi-racial society where everyone is free, happy, because after all God created man 

and the Portuguese created the mestizo (shows the book by Gerald Bender) This man 

called Gerald Bender wrote a book called 'Angola under the Portuguese’ where he says: 

For the vast majority of non-Portuguese, Lusotropicalism is at best a romantic myth and 

at least a blatant lie to obscure the realities of Portuguese colonialism. Foreigners rarely 

took it for granted that the Portuguese really believed Lusotropicalism represented the 

colonial policy and its actions in Africa. But the truth is that the vast majority of 

Portuguese until 1974 in fact did believe that Lusotropicalism represented the policies, 

practices and objectives of the Portuguese. And today there are many Portuguese who 

still feel represented by Lusotropicalism. Lusotropicalism is still within us. This book is 

from 1978, but still today many of my interviewees said to me that they thought that the 

Portuguese had been better colonisers. But the fact is, during these years, around the 

world, despite all the censorship that no one knew what was going on, around the world 
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Portugal was being put under immense pressure to leave Africa. There were 

demonstrations outside the embassy; there were protest songs with everyone saying 

Portugal out! Portugal Away! Portugal Out of Africa! Portugal Enough. Stop the War. 

Stop the occupation. And the most famous song that emerged at that time was from a 

North American singer who wrote a song about António Oliveira Salazar, who also had 

the nickname “Boots”. And now we will do a little rendition for you. 

Scene 15 – Boots 

(Pedro Salvador sings Nancy Sinatra’s These Boots are Made for Walking. André 

dances a sequence of movements made up from Portuguese folk dances, while on the 

back wall there is screened video footage of black African couples dressed in traditional 

Portugal folk costumes dancing o Malhão, a traditional Portuguese folk dance. At the 

end of the dance André falls on the floor and Pedro exits the stage. Start of another 

video footage sequence of Marcelo Caetano and his official visit to London in 1973. 

Marcelo Caetano was the person who replaced António Oliveira Salazar in power at was 

the head of the Portuguese dictatorship until the Carnation revolution in 1974.) 

André: In June 1974, Marcelo Caetano already in power made an official visit to 

London. And he was received with shouts of "Murderer! Killer! Murderer!" It had come 

out in the international press the news of the Wiriamu massacre in northern 

Mozambique, where an entire village was completely obliterated. They destroyed 

everything. Our brave soldiers and the PIDE slaughtered an entire village. But despite 

everything when I look at these pictures I feel some joy, because it was almost over. In 

less than a year the 25th April would happen.  And with the 25th April ended the longest 

dictatorship that had lasted 48 years, and with it ended the longest colonial empire in 
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Europe, which lasted almost five hundred years. And thus began the exodus of people 

from Africa to Portugal. 

Scene 16 – Arrival in Portugal 

André (Voice 4): In France they are known as pieds-noir and then I told him the term 

that is used for to the people who came back from Africa, the whites who came from 

Africa, and that term is os retornados  - “the returned”. Then he asked me: They 

returned ... did you live here before? "And I said, no. Your parents lived here? And I 

said, no. Then they didn’t return anywhere. My father came here as a child, to visit. And 

my mother had never been here. The white settler that occupied ... Its not really what 

happened, and when ... At least in my case. And when you flie everything away in the 

same little box it is a bit exhausting. Because we suffered this stigma when we came to 

Portugal. My mother remembers it clearly ... Getting in a taxi here and saw seeing bay 

leaves on the dashboard of the car. And my mother thought it was a bit odd and asked 

what they were for? And he said it was to ward off os retornados  - “the returned”. 

That’s is why this word causes me some aggravation. 

André (Voice 12): We already had a television in Angola, which served as a lamp, 

because there was no antenna. But the tv had that light... and had that drizzle. And in 

Portugal the same television that came with us was in black and white. 

André (goes to a particular place on the Portuguese Astro Turf map on the floor): 

Cascais.  

André (Voice 4): I remember arriving in Portugal and my brother and me ... it started to 

rain and we were running to the beach because it was cool to play football in the rain. I 

remember my brother who was afraid to go to school, playing truant and coming home. 

I remember always being involved in fights because we were made fun of because we 
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spoke differently. I remember that on the ground floor lived a family and on the first 

floor lived another. And on the ground floor there was a family of Africans, but blacks. 

And we lived on the top floor. And we were two large families. And we went for a time 

to live in a campsite. (goes to a position in the Portuguese Astro Turf map on the floor) 

Sines. (Voice 14): We were placed in a hotel. I was there for a year. IARN paid for 

it.The hotels were all full with the likes of us. And what we were seeing was that the 

Communist Party and all the left were wielding a lot of power and if things were to shift 

more to the left, it could be particularly bad for us, for the people coming from the 

colonies. Man, because we were considered reactionary. Of course a lot of people were 

anything but reactionary. An individual who had been stripped of everything, of the fruit 

of their labour and to top it all being called reactionary. It was the system. Lamego. 

(Voice 15) Since I was small I’d had classes with boys and girls. And always had boys 

as friends, maybe as? in Angola it was different. And I went to a small country village 

that was very backward. I didn’t know, but girls couldn’t talk to the boys. Because I 

didn’t know, I would talk to everybody. And only later I found out I was considered the 

school slut because I would be talking to boys. Leiria. (Voice 12): And one day we came 

home to my grandparents' house and the few things we had were dumped on the street. 

And we moved to an abandoned school in front of my grandparents' house. It was the 

teacher who saw that, and said: this can’t be. Lisbon. (Voice 2): It hurt pretty bad, 

because our life was not anything like the life we had back there. The most important 

thing was that we were together. We were in our own place without anyone bugging us. 

Even if we had or if didn’t have... We had gone from a villa and a life of plenty to…. as 

I always say, to eating bread with margarine. It was not difficult for me. Bread with 

margarine, fine. It is bread with margarine. That was ok with me. I was glad because I 

was with my parents. 
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André: Not long ago I read an article in the newspaper. It was a year ago. The article 

was called 'The last children of the Empire'. It was an article that spoke of these people 

that we used to call os retornados  - “the returned”. But what caught my attention there, 

was not so much the great success of os retornados  - “the returned”, a word that many 

of them do not like to hear, for being so well integrated in Portugal, but an interview 

with Almeida Santos, who was speaking about the integration of the people who had 

come from Africa and the nationality law that was changed at the time. He says, 

"Everyone was Portuguese. Mário Soares and Vasco Gonçalves asked me to create a 

generous law. I replied. "I will not!' Portuguese nationality would only be granted to 

people who were at least was the great-grandson of a Portuguese by birth. “Otherwise 

the country would go down." He took as a reference the English case of the law of 

British nationality that in his opinion" was too generous", when the independence of 

India happened. The strategy in Portugal was to "avoid that everyone came" since "half 

of the Portuguese Army, for example, was African, and these soldiers wanted to keep 

their Portuguese identity to avoid being persecuted for being part of the Portuguese 

Army." Anyone who failed to prove their Portuguese descent was from that moment 

immigrant. I have to confess that when I read this news I was ... I was completely 

disgusted. How is it possible that these people, these military figures of April 74, these 

politicians of April, people of freedom could make law like this? How is it possible? We 

did not ask permission to for sending people those territories. We did not ask anyone if 

we could to occupy those places. To exploit the people who lived there. Obliging them 

to fight on our behalf! And then at the end of all this we have no historical conscience. 

We have no historical responsibility for what we have done for five hundred years. And 

we have not even the generosity to give them a passport. 
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Scene 17 - Memory 

André: Do you remember what Africa was like? Do you remember the feeling of 

endless space? The red soil, the smells, the flavours, the people you met there but have 

never seen again, do you remember? Ways of being and living that have disappeared 

forever…and now live on only in our memories. Portugal has been called a country 

without memory. A country that does not discuss its past somehow ceases to exist, and 

dies forever in our memory. That is why we are here today so that some of that memory 

may continue to live on within us. I shall never forget that generous man with so big a 

smile explaining to my girlfriend who is a foreigner that there was no Portuguese 

decolonisation history, but that each person had a unique and personal experience. Each 

person had their own decolonisation. I remember that difficult time when a woman 

showed me the open wound of the traumatic integration process here saying that to this 

day she still didn’t have Portuguese friends and didn’t understand the Portuguese.  Or 

that lady who had been talking to me very rationally, from the Bensaude park, when I 

would end the interview always with the same question: is there anything you want to 

say about this? Is there anything else left to say? and she burst into tears, burst into tears 

and told me "André I'm from Africa I’m from Mozambique and I will never go there 

again.” There were so many hours of conversation about the happy times, the difficult 

and complex times. Hours and hours of conversation that cannot fit into this show. And 

I still think, how can we Portuguese consider this glorious past of discoveries as an 

integral part of our identity? Still today we can’t look this past in the eye and see the 

darker side of it, still today we are afraid to open these drawers of history. Eduardo 

Lourenço said something very interesting: 'Portugal is a country that only knew how to 

live its history as sacred.' But I think things are starting to change. I think there are more 
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people who want to open these drawers. This one is just my first drawer. And I will 

continue to open the drawers of history until it makes sense. Until the next performance. 

Black out 
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Appendix 2: Script of the performance Passa-Porte (2016) (Passport) 

(NOTE: The text in capital letters in the script is projected on the back wall. The first 

scene happens as the audience is coming in. The performers are preparing the scene. 

Tereza is making the rice cake. The music of Charlie Hadden - Song for Che is played in 

the background) 

Scene 0 - The Rice Cake 

André: What are you making? 

Tereza: A rice cake. 

André: A rice cake? 

Tereza: Yes. 

André:  And what does it take? 

Tereza: Milk, flour, lemon, cinnamon 

Selma: And you do it in the microwave? 

Tereza: Yes. 

Selma: Tereza always finds a way to be fast. 

André: Listen, you don’t use rice flower? 

Tereza: No. 

André: Really? 

Tereza: Yes, I found this recipe on the internet. 

André: But it’s a rice cake without rice? 

Tereza: Yes… I don’t know why. 

Selma: I just hope it has sugar. 

André: And how did your concert go Selma? 
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Selma: It was good. I’m a bit tired, but very happy.  

Tereza: You’re a big star now, right? 

Selma: Please, don’t exaggerate. And you? Have you been able to dance? 

Tereza: I had to cancel some performances, because I do this performance of Václav 

Havel. It’s a very artistic piece about communism, but I need to drink 8 beers in an hour 

as part of the show, you know? So with the baby I just can’t do it… 

Selma: And why don’t you have non-alcoholic beer? 

Tereza: Because the show is kind of performance art, live art, you know? 

André: The show is about two pretty girls getting drunk… 

Tereza: Don’t say that, it’s a very artistic show. 

Selma: I really like the show, don’t be upset. But anyway, do you feel good? 

Tereza: Yes. I hope the baby will manage, but I feel fine. 

Selma: And if the baby decides to come today?  

Tereza: I hope that we will have some doctor in the house tonight. But don’t worry it’s 

all good.  

André: But are there any doctors here, by any chance? No? Nurses?  

Tereza: The cake is done. 

André: Anyone with a car to take Tereza to the hospital if it’s necessary? 

Selma: Don’t worry. Here is the cake. 

André: It’s looking good. Let’s try it. 

Tereza: And this music? Who is playing? 

André: Charlie Haden. 

Selma: He’s a Jazz bass player. 

André: He’s good, no? 

Selma: Very good. 
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André: And the cake is good too. 

Tereza: You like it? 

Selma: I’m just missing that sugar layer on top. 

Tereza: Sorry, I will put it on next time. 

André: No, it’s not bad. 

Selma: Yeah, it’s very good. 

André: Let’s start the show? Who will do the testimonies? 

Selma: It should be you, you were the one doing all the interviews. 

Tereza: Yes, I agree. 

André: Ok, no problem. And who takes care of the video? 

Tereza: I’m not a technical person, but I can do the video today. 

André: Great. So Selma you need to do the lights. So let’s start. 

  

Scene 1-  Charlie Haden 

André: In 1971 Charlie Haden came to Portugal for the first time, to play in the first 

Jazz Festival in the country. And halfway through the concert he said: I would like to 

dedicate the next song to all the black Liberation Movements of Angola and 

Mozambique. The audience was completely in euphoria with these words, people 

clapping, shouting and others protesting as well against what he had said. And 

obviously at the end of the concert the PIDE (Portuguese Fascist Secret Police) was 

waiting for Charlie Haden and took him for questioning. And after several hours one of 

the PIDE agents said: ‘Mr. Haden, here in Portugal we don’t like to mix politics with 

art.’ And they immediately took him to the airport and he was deported from the 

country. But for me, the most significant thing about this event was that for the first time 

it was here in Lisbon, it was not just in the United Nations, or on the doors of the 
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Portuguese embassies. Now it was here in the capital of the empire, the metropolis as it 

was called in those years, that it was demanded for Portugal to leave Africa as soon as 

possible. Portugal Out of Africa now! And it was Charlie Haden that did that in a very 

clear way.  

The performance that we are going to present today is a documentary theatre 

performance, which means that it’s based on real events and not on fiction. Our method 

is based on interviewing people, collecting testimonies of people that were born in 

Africa and at some point in their lives moved to Portugal. People that in the majority of 

the cases do not feel that their passport truly represents their identity. These are real 

people and not characters of a fictional play. Real testimonies that were treated as 

anonymous sources. Documentary theatre has been used as a political weapon and a tool 

to reflect on memory, it was used, for example, in Germany in the 1960s when the 

children wanted to question their parents on the crimes committed during Nazism. Also 

later in the USA in the 1980s the children used documentary theatre to question their 

parents about the crimes committed during the Vietnam War. And here today I also want 

to question my parents and my country on the crimes committed during Portuguese 

colonialism. 

Scene 2 - Testimony 1  

PROJECTION 

NAME: UNIVERSITY PROFESSOR 

PLACE AND YEAR OF BIRTH: MOZAMBIQUE - 1970 

PORTUGUESE PARENTS THAT MOVED TO MOZAMBIQUE IN THE 50’S/60’S. 

LIVED IN QUELIMANE.  

PARENTS WERE ADVOCATES OF THE INDEPENDENCE AND OF FRELIMO. 
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PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVES IN LISBOA 

Testimony 1 - UNIVERSITY PROFESSOR 

André: People would move to Africa and suddenly jump up of social class, right? 

Sometimes that isn’t said.  THE RETORNADOS LIKE TO TALK ABOUT THE 

LUXURIOUS LIFE THEY HAD AS SOMETHING THAT THEY HAD THE RIGHT 

TO HAVE. We stayed with this idea of the soft Portuguese. We have this idea that the 

Portuguese went and mixed with the people and so on. And it wasn’t really like that, 

many of the settlers were mediocre people here that would suddenly have a position, the 

retornados don’t like to say this, do they? But, they would start having a special position 

because they were in a place that gave them special privileges. On the other hand, they 

were second-class whites here because they were born there, that would have been my 

case. They didn't even have the same position from the administrative point of view. 

Scene 3 -  PASSPORT 

Tereza: This is my Czech passport; it says Česká Republika, Evropská Unie (in english 

The Czech Republic, European Union). 

Selma: This is my passport; it says Republic of Mozambique. I still remember when it 

said Popular Republic of Mozambique. 

André: This is my passport; it says European Union, Portugal. And when you open the 

Portuguese passport you find an image of our great poet Luis Vaz de Camões that sang 

the discoveries so well in his work Lusíadas and on the last page of the passport you 
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find our other great poet, Fernando Pessoa, that also sang the discoveries in his work 

Mensagem that was even given an award during the times of Fascism. 

Tereza: In On the first page you can see the Czech symbol: the lion and eagle with a 

crown on its head. But until 1989 there was also a five-pointed socialist star, which 

symbolised the five fingers of the hard communist worker.  

Selma: The Mozambican passport also has the five-pointed star and also the riffle, the 

hoe and the book. And this red band symbolises the fight against colonialism. 

André: When we open the passport on the main page we see our data and photograph. 

Mine says that I was born in 1977 in Lisbon. Since I was born in Lisbon in 1977 and I 

was the son of Portuguese parents I could have a passport when I needed it. 

Selma: If I would have been born before 1975 I would have been born Portuguese in 

Lourenço Marques the capital of a colonial part of a European country that was ruled by 

a fascist dictatorship. But I was born in 1981 in Maputo in the Popular Republic of 

Mozambique, an independent and communist country. 

Tereza: I was born in 1985 in Czechoslovakia. In that time you could not travel to the 

west, you could only go to the east. In 1989 the communist oppression fell down, the 

Berlin Wall fell down and people were finally free. 1993 Czechoslovakia separated into 

the Czech Republic and the Slovakia Republic and my passport became a Czech 

Passport. 

 André: The Portuguese passport, as you may know, has one of the best ratings in the 

world’s passport ranking. It is currently in 6th place. With this passport I can travel to 

172 countries without needing a visa. 

Tereza: This passport is also not standing so bad, at the moment I can travel to 167 

without a visa and its standing is 10th place. 
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Selma: I have lived in Portugal since 1988, but despite that fact I don’t have a 

Portuguese passport,. To travel in the European Union I need this; my resident card. I 

don’t know where in the world’s ranking my Mozambican passport is, but I have 

travelled enough to know that I need a lot of visas to travel.  

André: Passport comes from the French ‘pass the port’, which was a document that 

evolved with the times and came to the format we know today after the two great world 

wars and all the changes of borders and migration movements that those events caused. 

Scene 4 -  Toasts  

Tereza: But before we start, a toast! I would like to make a toast to all the people that 

fought for independences in Africa. 

Selma: I would like to make a toast to those who died in the fight against Portugal in the 

colonial wars and contributed to the overthrow of the longest dictatorship in Europa. 

André: I would like to do a toast to all the people that believed that it was possible to 

build a new country. 

Selma: I would like to do a toast to Amilcar Cabral, Samora Machel and Agostinho 

Neto. 

Tereza: I would like to do a toast to everyone that believed that it was possible to end 

colonialism. 

André: I would like to do a toast to all the people that fight to keep our memory alive 

and are not scared of looking our past in the eyes. 

Scene 5 – Party is over 

André: Let’s record. Ready? Ok and 1, 2, 3, action. 
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Tereza: They have just left, the party is over. The party is over. They left tired of 

dancing, of screaming and making toasts. The party is over, there is nothing left except 

these traces of destruction and filthiness. There is nothing left, the party is over, it ended 

the sun , the heat, the food, everything. The party is over.  

André: The party is over. There is nothing here for us, we need to leave and start again. 

Tomorrow is going to be another day and life will return to us, but not here now that the 

party is over. It is the end of colonialism, it is the end of the golden colonial ceilings. It 

is the end of the dance. No one dances anymore. It is the end of the shouts for freedom, 

for independence. It’s the end of the speeches appealing to the struggle. There is no 

more struggle, there is nothing except plastic carnations. 

Selma: The party is over. I want my country back. I want my country of sea and red soil. 

I don’t want the cold of Europe anymore. I want the heat of Africa; I want my sun, my 

party. I want the heat of the risen fists, of the strong hugs and the open smiles. I want to 

feel my country in my veins. I want to feel the party of freedom, the party of the 

revolution, the party of the independence. I don’t want more of the death from this cold. 

I want the party. Party or death. Party or death. Party or death. 

André: Cut. 

Repetition Sequence 1 

André – Let’s rearrange the flat?  

Tereza - Yes. 

André - Then let’s protect the floor ‘cause this flat is not ours. 

Selma -  Can my room be here? 

Tereza - Yes, and the kitchen? 

Selma - The kitchen is there. 
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André - And the bathroom? 

Tereza - It’s outside. Let’s have a shower. 

André - Can I shower with my clothes on. 

Tereza - Of course not. 

André - Come on, please let me have a shower with my clothes on. Only this time. 

Tereza - No. 

Selma - Damn cigarette. 

Scene 6  – The girl from the gymnastics class.  

André - She is the person who I felt I needed to talk to the most about her memories and 

to tell me her story. She arrived before the scheduled hour for the interview.  

Tereza: She was born in Mueda in Northern Mozambique and has never forgotten the 

strong Makondes tribes. She was very proud to have participated in her gymnastics 

class at the independence ceremonies in Mozambique.  

André: She said she was very happy that her life story was part of a theatre 

performance. 

PROJECTION 

NAME: GIRL FROM THE GYMNASTICS CLASS  

PLACE AND YEAR OF BIRTH: MOZAMBIQUE - 1961  

PORTUGUESE FAMILY MOVED TO MOZAMBIQUE IN THE 50s.  

MEMORIES OF THE RELATIONSHIP WITH THE TRIBE OF MAKONDES IN 

MUEDA. LIVED IN MUEDA AND BEIRA  

PASSPORT: PORTUGUESE  

NATIONALITY : PORTUGUESE  
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LIVING IN LISBON 

Testimony 2A  - GIRL FROM THE GYMNASTICS CLASS  

André: We said we were going to change the country. Therefore, I started working in a 

literacy programme when I was not even 14 years old, so it was another wonderful 

experience. My mother just said, 'Where are you going to get into? I do not know what. 

You're a girl.’ ‘Let me do it.’ So it was a ... a ... a dream, we thought we were going to 

change… and Mozambique was going to be an amazing country. On the night of 

independence ... we were all euphoric, let's go to the streets to light off fireworks. 

Independence was my April 25 as we usually say ... 

(Video  projection of Samora Machel Independence Speech) 

Selma: (with headphones on, transmitting words of Samora Machel proclaiming the 

independency of Mozambique) : Mozambicans, workers, farmers, freedom fighters, 

people, in your name at the 00h00 today, 25 June 1975, the central committee of 

FRELIMO solemnly declares the total and complete independence of Mozambique. 

André: ‘Oh Samora, why do you have your car full of bullets?’ ‘It's because I had the 

car painted with a pistol.’ I remember when I was a kid there were a lot of anecdotes 

about Samora Machel. Anecdotes that tried to represent Samora Machel, the leader of a 

new independent country as a man that did everything wrong… 

Tereza - Selma and for you in Mozambique, how was Samora Machel? 

 Selma – Samora Machel is our hero, our great fighter. The only man who had the 

principles and values we all believe in. (Selma sings Frelimo's hymn) 

Testimony 2B -  The reeducation camps 
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André: When it was the 25th of April many of the teachers of that time had left, they 

disappeared from Mozambique like many people. A lot of people left in a hurry. And 

what happened? New teachers came; it was the generation of the writer Mia Couto. So I 

had 3 or 4 subjects in school with fantastic teachers. And it went well, all the way until 

the independence. After the independence it was more complicated, because these 

fantastic teachers began to be threatened that they would be sent to labor camps. When 

the stories of the labor camps began to be heard, with news about some people sent to 

the Gorongoza camp, we listened but we did not want to believe it was true. Even our 

gymnastics teacher for whom we had a lot of respect. For me he was one of the best 

men, revolutionaries, I met and the state of Mozambique gave him 24 hours to leave the 

country.  

(video footage about a reeducation camp. Selma says the text of the head of camp) 

Selma (with headphones): I’m going to say you are here, and here is a camp for political 

education and for mental decolonisation, because many Mozambicans are mentally 

colonised. To educate… to educate… and to make us all u-united… but we also have to 

work… 

Testimony 2C – Layers of clothes 

André: I was at the door of the high school waiting for my mother to pick me up, when 

a van, unimog or whatever they called it, arrived. And they asked me for my 

identification, there were lots of raids at the time, and I did not have it. ‘Oh, now you 

must go to the forced labour camp.’ I was completely in a panic, I was 14 years old. 

'You must go, you must go.' And when they were threatening, my mother arrived. I do 

not know how my mother was not arrested. Seriously. It was very ... it was creepy 

because they had guns. She grabbed me and said, “ go immediately to the car….and 
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you, who do you think you are? “ She was arguing with them and I was inside of the car 

full of fear…. When we got home, she said, ‘Tomorrow I'm going to book tickets and 

you're going to go to Portugal to your aunt's house as soon as possible.' And then all 

three of us went to Portugal, and we each went to a different uncle and did not know 

anyone there. It was very painful for many reasons. Because I felt like an E.T., first. 

Then they were making fun of my accent, so much…..and of the colour of my skin; they 

said I was a bit yellow, maybe it was because of the sun, wasn’t it? They would count 

the layers I would dress in…I was so cold, I went from 37 to 0 degrees Celsius. And to 

have a shower, I would say ‘aunty please let me have a shower with my clothes on…’ 

‘No, you are not going to have a shower with your clothes on!’ And then the colours I 

would wear… ‘a girl in winter? you should not wear these colours, yellow and orange…

these colours are for blacks.’ That was one of the most unforgettable things. Then the 

thing they told me when I got there was, ‘you have exploited the blacks there and now 

you want to live here.’ I did not know what that was, I did not know, I did not really 

have that concept, exploiting blacks?? I did not know what that meant… ‘Returnee you 

came here to exploit blacks.’ And I would say: 'I AM NOT A RETURNEE, if anything I 

AM A FOREIGNER, do not forget that. I'm a refugee at the most. Now, I was not born 

here, I never came here, I do not know who you are.’ ‘Cause I feel when I'm asked 

where I am from I can not say I'm Portuguese. I'm not! 

Repetition Sequence 2 

André – Let’s rearrange the flat?  

Tereza - Yes. 

André - Then let’s protect the floor ‘cause this flat is not ours. 

Selma - Can my room be here? 
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Tereza - Yes, and the kitchen? 

Selma - The kitchen is there. 

André - And the bathroom? 

Tereza - It’s outside. Let’s have a shower. 

André - Can I shower with my clothes on. 

Tereza – Of course not. 

André - Come on, please let me have a shower with my clothes on. Only this time. 

Tereza - No. 

Selma - Damn cigarette.  

Scene 7 -The girl that is not a returnee 

PROJECTION  

NAME: A GIRL THAT IS NOT A RETURNEE 

PLACE AND YEAR OF BIRTH: MOZAMBIQUE - 1979 

BORN IN MOZAMBIQUE IN THE 50s. 

LIVED IN MAPUTO, MOVED TO LISBON IN 1988 

PARENTS WERE IN FAVOR OF INDEPENDENCE AND FRELIMO. 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE  

LIVES IN FRANCE 

(all of the performers are putting on another layer of clothes) 

Tereza - They spoke over the phone. 

Selma - She was in France and he was in Lisbon. 

Tereza - She is the cousin of another interviewee that said: 
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André - ‘ahh I have a cousin and she has a different story, because she and her family 

were in favour of independency, it might be interesting to talk to her, but the only 

problem is that she lives in France.’ 

Tereza – Through Facebook they arranged a meeting. 

Selma - But on the day of the interview she did not want to participate, because she was 

not a returnee, the family was not returnees. They had stayed in Mozambique and did 

not want to return. 

André - And with her I realised that my work was greater than just the testimonies of 

people who had come from Africa. I wanted to talk to everyone, to those who stayed, 

the ones who came, the settlers, the colonised, the war soldiers on both sides. With this 

lady all of a sudden my research hard turned up and gotten much bigger. I wanted to 

portray the end of Portuguese colonialism in the most complete way possible. 

Testimony 3 – The girl that is not a returnee 

André: So I remember many stories that happened in my family connected with the 

struggle for a free country... the will to stay in Africa, not to leave, and yes the struggle 

before the independence of this society for equality. Do you understand? You want to 

change the world, full of dreams and ideals, to be able to do something like that, you 

would not flee, no you would stay and fight. I remember stories, for example, where we 

were the only ones in our building who had colour television, and the television was on 

the terrace, in the courtyard of the building and we watched Michel Jackson's music 

videos there. When Thriller by Michel Jackson came out we had a great party, everyone 

there was, Black, White, Chinese, Indians, whatever. 

Selma (interrupts and says): Look, in 1986, even before I came to Portugal, I had no 

television, and we met at my aunt's flat, all blacks, there were no whites or Chinese, my 
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family is giant and this was the top weekend programme. My cousins and I saw the 

programme with a blanket on top of us because we were very scared and Thriller was a 

big hit. 

Tereza- ohhh I didn’t see it until 10 years later because at this time all the things from 

the west were prohibited in my, at that time, communist country, Czechoslovakia.  

André: I got married at the Portuguese consulate in Paris, I went to the consulate in 

Paris to get married and they asked me: 'So, your husband was born in Portugal, is he 

the son of a Portuguese?' And I said  ‘Yes', ‘And you? Were you born in Portugal and 

are your parents Portuguese?’ ‘I'm Portuguese, because my family always had 

Portuguese nationality, but I was not born in Portugal.’ ‘Then you can not marry here. 

Because YOU ARE NOT A TRUE PORTUGUESE.’ 'I'm not a real Portuguese?? So can 

you please tell me what the constitution says, so I can know my rights as a Portuguese 

citizen living abroad?’ Then they apologised, and I got married there at the consulate. 

When I arrived in Portugal it was the first time that I realised that being white or black 

was not the same thing as having curly or straight hair, you know? Or as being short or 

tall  ... Black or white to me has always been a characteristic of a person like having 

blue or green eyes. You are not better or worse, nor does the society judges you because 

you have blue or green eyes. 

Scene 8 - Whiteness  

André: I always considered myself as a white person, and I have lived my life from that 

viewpoint of being white without even realising it. For part of my life I was living in the 

UK in London, and one my best friends there, Daniel an Englishman, once told me, 

‘you know André, here in the UK you are not considered white, you are what we call a 

Mediterranean.’ I was completely in shock, I mean living for more than thirty years 
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thinking that I was white and suddenly someone tells me that I am not white, I’m 

Mediterranean. I got a bit upset with him and said, ‘you know Daniel, in Portugal you 

are also not considered white too, because you are…beef, you are red. 

Tereza: But André you are not white. In my country we say that your skin is …olive 

skin. 

André: But olives are green. 

Tereza: But also black. 

André: But I’m also not black.  

Tereza: It’s a mix. 

Selma: I’m going to show you what is white. This is white. (pointing at her black arm) 

André: But you are white from Africa and you, Tereza, are white from East Europe, like 

me, a white from south Europe, but these are completely different whites. I read about 

this concept of whiteness and I started to understand that being white is a place of 

privilege, a place in society of how the world sees us and how we see the world.. 

Selma: It is not by chance that I say that I am white. I do not have an accent, do I? And 

it's not because I've lived here in Portugal for many years. My Mozambican mother also 

does not have an accent; my Mozambican grandfather also had no accent. And when 

André invited me to be part of the interviewees I started a journey to the heritage that 

my grandfather gave us. 

André: I remember that day very well. It was a Friday morning. 

Selma: Yes around 9 am. 

André: Really so early?  I think it was around 10 am. Anyway, I remember you were a 

bit nervous. 
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Selma: Of course. You were going to ask something that I didn’t live, from my parents 

and grandparents time.  

André: You offered me breakfast. And I said no thank you. Let’s start as soon as 

possible. Where were you born? 

Selma: I was born in Maputo. 

André: Maputo, not Lourenço Marques. So you were born already in the independence. 

Selma: Yes, in 1981. 

André: Once you told me something about your grandfather that I think is interesting 

for my research. Can you tell a little bit about him? 

PROJECTION 

NAME: IN THE MIDDLE OF WHITES 

PLACE AND YEAR OF BIRTH: MOZAMBIQUE - 1981 

MOZAMBICAN FAMILY. 

LIVED IN MAPUTO. MOVED TO LISBON IN 1988 

COUNTRIES WERE IN FAVOUR OF INDEPENDENCE AND FRELIMO. 

PASSPORT: MOZAMBICAN 

NATIONALITY: MOZAMBICAN 

LIVING IN LISBON 

Testimony 5 – Selma 

Selma: My grandfather was… was a nurse and as a nurse he was an assimilated. Ahhh, 

that is one of the strongest memories that we have in the family, because my grandfather 

somehow assimilated so much from the Portuguese culture that he was, for example, 
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forbidden to speak any of the languages of Mozambique at home. Today it makes us 

understand the power that the colonialism had on society. We have photos of my 

grandfather as the only black amongst whites. I think that my grandfather was a 

convinced assimilated, and he was proud of it.  He was very proud of his suit, his ... 

his ... his clothes, his pocket watch, his ... his ... his way of being. My parents, what we 

talked about is mostly concerned with the emancipation of the woman…the women's 

role in society after the independence. In fact, there was no space for women to have 

any other position than being domestic or a job typically feminine, feminism for those 

times, isn’t it? My mother went to do African studies and ... and went to study the 

history of her country and went to teach literacy classes across the country ... the whole 

country… also having this aspect of teaching people to read and write without needing 

the white man to do that, without a religious institution to do so. There was 98% 

illiteracy in the country. This means that colonialism did not allow Mozambicans to get 

access to education…they would remain ignorant so they would not have any power . 

Scene 9 - Forced Labour 

Tereza: The Policy of assimilation was first used in the French empire and then the 

Portuguese followed it. It was basically an attempt to destroy all the African traditions 

and to create a special class, a privileged elite that would collaborate with the 

colonisers.  

André: In the Portuguese colonial empire the citizens were divided into civilised and 

uncivilised. The white were immediately considered civilised. The black had to prove 

whether they could be considered civilised or not. If they could read and write 

Portuguese correctly, if they did not speak any of the native languages, if they respected 

the Catholic religion, then they would be considered an assimilate; they had assimilated 
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the great European culture, which was the Portuguese culture. This would give them the 

right to have a better job, access to property (and to have a Portuguese passport). Those 

who were not assimilated were native. Until 1961, the status of the native who did not 

have any rights existed. The native were even subject to forced labor, a disguised and 

legal form of slavery that prevailed in the Portuguese Colonial Empire until 1961. 

Selma: At the end of the 1940s, Henrique Galvão came to the National Assembly of the 

Estado Novo to present a report on the conditions of the natives in Angola, 'From a 

certain point of view, the situation is more serious than that created by pure slavery, 

where people bought the negro, acquired as an animal, constituted a commodity which 

his owner had an interest in keeping him as he did his horse and his ox. Now the black 

is not bought, but simply rented to the state although it carries the label of free man and 

the boss cares little when he gets sick or dies, as long as he can work while still alive. 

Because when he is invalid or dying he will complain and get another one. There are 

bosses who have 35% dead among their staff during the contract period and it is not 

stated that someone has been deprived of the supply of more when they need it. 

(Video footage of men reporting on the abuses committed by the Portuguese in Africa) 

Tereza (with headphones): In village after village, they told us of the beatings by the 

hands of the local police, and by the Portuguese administrator the chefe de posto; they 

showed us what the truncheon had done and palmatória seemed to them a symbol of 

Portuguese rule. 

Scene 10 - The History class 

André: One of my favourite subjects at school was history; I loved studying history. On 

my first test of history I had 100%. I loved studying our history and was very good at 

memorising the dates. And my favourite dates were those of the discoveries, the golden 
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moment of our history. 1415? 1415 is the beginning, the conquest of Ceuta; it is the 

beginning of the great Portuguese expansion, the beginning of the discoveries. If we 

think about it, we are here in this corner of Europe, we had opportunities, we had the sea 

around us and we had the courage and the ability to pick up wood and build boats. And 

there we went ... (blows to the wood) And we began to study the tides, the currents, the 

stars, to be able to orient ourselves in the sea and we went. 1488 Bartolomeu Dias 

discovered the Cape of Storms now baptised as Cape of Good Hope. Because we had 

immense science at the time, we were of the most advanced people in the world. 1498 

Vasco da Gama, the great Vasco da Gama arrives in India, 1500 Pedro Alvares Cabral 

discovers Brazil and then we go to Malacca, then we go to China and Japan…. 

Tereza: André I think you forgot some dates. How about 1441? 1444? 1462? 

André: I don’t know about these dates. I never learned them in school. Some dates were 

not taught to me in school, in fact I had to learn them outside of Portugal, it seems that 

certain things cannot be known in this country. I was in a class in London, the subject 

was Race, Gender and Representation. The topic on that day was slavery, we were all 

discussing slavery and suddenly the professor shows an image of a timeline of modern 

slavery and I see 1441 the Portuguese begin the slave trade in Africa. I didn’t know; I 

was in shock. I was the only person in the room that did not know the history of his own 

country. This was one date that no one had taught me at school. 

PROJECTION: 

1441 - START OF EUROPEAN SLAVE TRADING IN AFRICA. THE PORTUGUESE 

CAPTAINS ANTÃO GONÇALVES AND NUNO TRISTÃO CAPTURE 12 

AFRICANS IN CABO BRANCO (MODERN MAURITANIA) AND TAKE THEM TO 

PORTUGAL AS SLAVES. 
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1444: 235 AFRICANS KIDNAPPED AND ENSLAVED AND BROUGHT TO 

PORTUGAL, THE FIRST LARGE GROUP OF AFRICAN SLAVES BROUGHT TO 

EUROPE. 

1462: THE PORTUGUESE COLONY ON CAPE VERDE ISLANDS IS FOUNDED, 

AN IMPORTANT WAY-STATION IN THE SLAVE TRADE. 

1462: PORTUGUESE SLAVE TRADERS START TO OPERATE IN SPAIN 

1481-86: DIOGO DA AZAMBUJA BUILDS THE CASTLE AT ELMINA IN GHANA, 

WHICH WAS TO BECOME THE MOST SUBSTANTIAL AND THE MOST 

NOTORIOUS OF THE SLAVE-TRADING FORTS IN WEST AFRICA. 

1486: PORTUGUESE SETTLE THE WEST AFRICAN ISLAND OF SÃO TOMÉ. 

THIS UNINHABITED WEST AFRICAN ISLAND IS PLANTED WITH SUGAR 

AND POPULATED BY AFRICAN SLAVES BY THE PORTUGUESE.  

André (says the poem of Pessoa Mar Português while hitting the wood with a 

sledgehammer): Portuguese Sea 

O salty sea, so much of whose salt 

Is Portugal’s tears! All the mothers 

Who had to weep for us to cross you! 

All the sons who prayed in vain! 

All the brides-to-be who never 

Married for you to be ours, O sea! 
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Was it worth doing? Everything’s worth doing 

If the soul of the doer isn’t small. 

Whoever would go beyond the Cape 

Must go beyond sorrow. 

God placed danger and the abyss in the sea, 

But he also made it heaven’s mirror. 

Repetition Sequence   3  

André – Let’s rearrange the flat?  

Tereza - Yes. 

André - Then let’s protect the floor ‘cause this flat is not ours. 

Selma - Can my room be here? 

Tereza - Yes, and the kitchen? 

Selma - The kitchen is there. 

André - And the bathroom? 

Tereza - It’s outside. Let’s have a shower. 

André - Can I shower with my clothes on. 

Tereza – Of course not. 

André - Come on, please let me have a shower with my clothes on. Only this time. 

Tereza - No. 

Selma - Damn cigarette.  

Scene 11 - Tereza’s testimony 

PROJECTION 
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NAME: THE ELMINA WOMAN 

PLACE AND YEAR OF BIRTH: CZECHOSLOVAKIA- 1985 

PARENTS AGAINST SOVIET OCCUPATION. 

SHE LIVED A YEAR IN ACRA IN GHANA 

PASSPORT: CZECH REPUBLIC 

NATIONALITY: CZECH 

LIVING IN LISBON 

Testimony  5 - Tereza 

Tereza (says her testimony while preparing another rice cake):  I was visiting all these 

places when I had time and it made me more aware about the slavery and all these 

things that happened in the history and of course it made me realise what the Europeans 

did to them was kind of… I don't know, very difficult for me to accept. To be… in those 

places, like this Elmina castle, the Portuguese forts and to really smell the actual blood 

that was still there… you actually really felt it, you really felt it. It made me think about 

how the past was really awful, even more than when you read it in the books, when you 

are literally in the spaces you kind of understand it … you acknowledge it even more. I 

don’t know, it’s still very difficult for me to… to understand how… how the… the 

countries that were colonising the others could have the guts to really take more and 

more and do the things that they did. But regarding like… comparing the Czech 

Republic and Portugal you know, we never had this in history that we owned someone 

else’s lands or we occupied someone else; we were always… it was the opposite, you 

know, in the history it was the Habsburg’s Monarchy that we were part of, you know, 

from ‘48 we were occupied by the Soviet Union or, you know, we kind of more or less 

lived this oppression… to be from a country that was occupied by the… the Soviet 
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Union for 41 years; even imagining it, I wasn't living it but still like my parents did and 

they kind of really imprinted it on me, I still felt it very strongly even though I didn't 

live it… you know, when I’m thinking that for almost five hundred years Portugal had 

colonies and actually was occupying and oppressing ahhhh… so many places I just…. I 

don’t know I just find it almost disgusting.  

Scene 0/2 - The burned rice cake  

Tereza: Ok guys, let’s eat the rice cake. I am a bit hungry.  

Selma: Ok, I am also a bit hungry.  

André: But you want to eat after this scene? We did not rehearse this…  

Tereza: I think it will make us feel good to eat now, this scene was very serious. 

André: Why? Didn’t it go well? 

Tereza: No, No, it went very well, I almost cried… 

 Selma: Yes, I was very touched as well. 

Tereza: Ok, it’s already in the microwave. 

André: Ok, so, we finished with Mozambique, now let’s go for Angola. And as you 

know the process of independences was much more complex there, with the beginning 

of the civil war there..Selma, your friend was there at that time, no?  

Selma: Yes, she told me she remembers lots of chaos in the streets, queues trying to 

manage to get some food, tanks of Cubans and people from the East. 

Tereza:  I read that my country during that time, Czechoslovakia, was helping in this 

war with food, in the hospitals, education. 

Selma: It is true..my father was studying in east Germany. 

André: I remember seeing a film in the Czech Republic about an African student that 

studied medicine in Prague. 
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Tereza: Yes, Yes, it is a film from the 80s. I remember when I was a girl, that I went to 

Prague with my mum and one day I saw a black person on the street.  

Selma: “Uma pessoa preta” (correcting Tereza’s Portuguesse)  

Tereza: Uma pessoa preta:. It was so exciting, I had never seen a black person before. I 

wanted to touch his skin. 

Selma: You can touch my skin if you want. 

Tereza: I remember I asked my mum, where is this person from? And she told me that 

he is from Africa and that he is studying medicine here. And from that moment I always 

thought that all blacks are very intelligent…. 

 Selma: And we are!  

Tereza: Yes, but that guy studies medicine, he was not a singer like you, you know? 

(laughing) 

(The cake has just started to burn, smoke starts coming out of the microwave.) 

André (runs to the microwave switches it off and takes the cake from inside) : And now 

we can start to talk about Angola, where the civil war started even before the 

independency happened. With the rise of the violence of the war people were in panic 

trying to escape to safe their lives. One of the best descriptions about what was 

happening in Angola at that time in 1975 was from the Polish journalist Ryszard 

Kapucinsky. 

Scene 12 - Kapuscinsky. 

Tereza: Ryszard Kapucinsky (correcting André’s accent) 

André: He went to Angola in 1975 to capture the End of the Portuguese colonialism and 

to observe the birth of a new independent country, and he wrote his life-experiences in 

this book, what is it called Tereza?  

�261



Tereza: Jeszce dzien zycia. 

André: And in Portuguese ‘Angola mais um dia de vida 1975’. And for me the most 

interesting part of the book is when he starts reporting that this conflict transforms into 

an international war, becoming part of the cold war.  

NAME: POLISH JOURNALIST 

PLACE AND YEAR OF BIRTH: POLAND - 1932 

LIVED IN ANGOLA DURING THE INDEPENDENCE PROCESS. 

FAVOURABLE TO THE MPLA 

PASSPORT: POLAND 

NATIONALITY: POLISH 

DEFEATED IN WARSAW IN 2007 

André: (reading from the book of Kapuscinsky, for the video camera that Tereza is 

holding): He starts saying, ‘the situation in Angola had a dramatic change in the last 

24h, the South African army supported by mercenary units and the liberations 

movements FNLA (National Liberation Front of Angola) and UNITA (National Union 

for the Total Independence of Angola) has occupied Benguela, the 2nd biggest city in 

Angola. These troops are advancing with two armed columns towards the capital 

Luanda. In Luanda the MPLA (Movement for the Liberation of Angola) is organising 

the defence of the city.’ The truth is that MPLA is isolated and badly armed. The MPLA 

had some support from the Portuguese army, the Portuguese army was supporting the 

MPLA from the start. In the previous months the MPLA had expelled FNLA and 

UNITA from Luanda, but the situation changed. The South African army came from the 
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south (music comes in, André keeps on talking about the war and Tereza and Selma start 

a movement sequence) 

Repetition Sequence  4  

André – Let’s rearrange the flat?  

Tereza - Yes. 

André - Then let’s protect the floor ‘cause this flat is not ours. 

Selma -  Can my room be here? 

Tereza - Yes, and the kitchen? 

Selma - The kitchen is there. 

André - And the bathroom? 

Tereza - It’s outside. Let’s have a shower. 

André - Can I shower with my clothes on. 

Tereza – Of course not. 

André - Come on, please let me have a shower with my clothes on. Only this time. 

Tereza - No. 

Selma - Damn cigarette. 

Scene 13 - The family from Barreiro 

Selma: On that day in Barreiro, André interviewed 6 people, two daughters, the parents 

and the grandparents. Today we will use the testimonies of the parents and grandparents, 

those born in Africa. The grandparents have a very funny story, they both widowed here 

in Portugal and found each other in one of those reunions of returnees that happen every 

year, the meeting of the Retornados de Sá da Bandeira, today called Lubango. André 

�263



was there last year at their invitation, in Caldas da Rainha, at a party where the music 

was heard from miles away. When André left he wrote in his notebook:  

Tereza (reads from André’s notebook): These people are the Portuguese from Africa or 

better the African with Portuguese ancestry and they are completely unique. They exist 

in a time and space that has disappeared forever and they continue to perform their 

identities with their children and grandchildren. They form a diaspora, an African 

diaspora of country that exists only in their memories. 

NAME: MR. OF THE AGRICULTURAL SCHOOL 

PLACE AND YEAR OF BIRTH: SÁ DA BANDEIRA (LUBANGO) 1940 

FAVOURABLE TO INDEPENDENCE 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVES BETWEEN BARREIRO AND CARTAXO LISBOA 

NAME: MRS. OF THE SEWING MACHINE 

PLACE AND YEAR OF BIRTH: SÁ DA BANDEIRA (LUBANGO) 1941 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVES BETWEEN BARREIRO THE CARTAXO 

Testimony  6A Barreiro – After the 25 Abril 1974 

André: It was April 25th , when we said 'now we are independent, we are independent, 

great! It's a good thing we're independent, our governors will start to rule here.’ We were 

independent of the Salazar, that only took everything from here. We always thought that 
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when the independence happened we would stay there, and that life would continue 

here. But no, it was the opposite, then there was the war ... then there was the war 

between the movements themselves, man… But I've also had a good moments there, 

with the movements there, man. They had checkpoints here, checkpoints there…and I 

would always pass…I would collaborate with them, man…. I went through the 

checkpoint of small boys, 10-12 years old, with guns in their hands and I would say to 

the old soldier, ‘take these guns away from these kids, they do not know what they're 

doing, they can even kill their own mates, man.’ I would give them a pack of caricocos, 

which were some cigarettes there. They smoked and let me go. It always happened like 

this. 

Selma: They wanted money and tobacco, this was what they wanted.  

André: Money and tobacco!  

Selma: And the youngest was attacked there. They did everything bad to his wife that he 

had recently married. They abused her. And after they wanted to kill him… 

André: They beat him up. It was the MPLAs.  He worked on the isolated farm, they tied 

him to a tree, beat him with katanas, with the blade of the machete in his back until he 

had an internal blood spill….that gave him a bad illness…he died, he was one of the 

youngest, he was only 26 years old. 

Tereza: And to change the subject André decided to ask:  

Selma: And how did you live through the independency of Angola, 11th November 

1975? 

Testimony 6 B – Independency of Angola    

André: Look, it was a day I spent without sleep. I was around the fire ... we were all 

gathered in the house ... at Mr. Américo's house, we did a fire outside, each one with his 
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shotgun waiting for the independence, to see if the dudes were coming for us to blast 

against them. 

(Civil war in Angola - Video of the independency of Angola) 

Tereza (with headphones performs in Czech, Agostinho Neto, leader of the MPLA 

declaring the independence): The central committee of the Popular Movement for the 

Liberation of Angola (MPLA) solemnly proclaims to Angola and the world the 

independence of Angola. 

André: In Angola the day of independency was 11th November 1975 and it was 

proclaimed at the same time by all of the three largest nationalist movements MPLA, 

UNITA and FNLA, With Agostinho Neto in Luanda by MPLA, Holden Roberto in 

Ambriz by FNLA and  Jonas Savimbi Humabo UNITA. But the only declaration of 

independency that was internationally recognised was the one by MPL.  

NAME: Mr. of the Rice Cake 

PLACE AND YEAR OF BIRTH: MOÇAMEDES 1964 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVING BETWEEN LISBON AND LUANDA 

(Tereza and Selma do a movement sequence based on movements and gestures of the 

Pioneers in the Czech Republic and the fascist Portuguese organisation Mocidade 

Portuguesa) 

Testimony 6C 

André: The independence happened and we escaped to the bush. We were hiding for a 

month and a half in the woods. The forests of Angola always had guavas, mangoes, and 
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avocados, so we would climb up the trees, shake them and the fruits would fall down. 

And when we returned to the city, our houses were all …they robbed everything. 

Because I belonged to the Mocidade Portuguesa (Portuguese Fascist youth group) in 

1974, we used to wear, I do not know if you know, that khaki fabric. We wore brown 

shorts and a green shirt. And on it was the emblem of Portugal and we had a little hut 

that looked like a boat. I was holding a flag as I was the flag-holder, which was nice. In 

1975-76, we were the pioneers of the OPA, what was it? It was the Organisation of the 

Pioneer Angola. After the OPA we moved to youth of MPLA, which was equal to the 

JSD here. 

André: When I heard these things I was just thinking, wait a minute, how could there be 

a youth of the communist party in Angola the same time as a youth of JDS, a right wing 

party in Portugal?? And I was also thinking of this poor man, that went directly from 

Mocidade Portuguesa to the pioneers of Angola. If he made a mistake and changed the 

salute... putting his hand here rather then there ...he was going to be in trouble, he was 

going to be seriously punished. I was just thinking that that poor man had to train the 

salutes in front of a mirror every day to not make a mistake.  

Testimony 6D – Eastern Europe and the Cubans 

André: We received shoes from the east ... from the east ... Eastern Europe. They were 

number 52, but we were number 41, we would cut it here ... here like that and it would 

be like an open shoe. There were queues to receive food ... In our house we never 

lacked anything because we made cakes ... then we knew some Cubans that liked the 

cakes we made ... they liked the rice cake a lot. And they thought the rice cake would 

have rice in it. They would say, 'Mother make rice cake.' And my grandmother just said, 

'There's no rice, if I would have it I would do a rice cake.' 'Tomorrow. Tomorrow, I'll 

�267



send you rice here, tomorrow. "Oh they carried sacks of rice, boxes of oil they took 

from the barracks and brought it here to our house”. (Another rice cake is burnt in the 

microwave. André runs to take the cake out. The room is filled with a smoke). It was at 

this time that they told me about their incredible journey to exile in Portugal, leaving 

Angola by car through Namibia, which controlled the boarders of South Africa, they 

stayed there for weeks, waiting for permission to travel to Cape Town. They travelled 

2700 km guarded by the South African army…then they waited there in the refugee 

camp, waiting for the plane that would take them to Portugal.  

NAME: MR. OF THE AGRICULTURAL SCHOOL 

PLACE AND YEAR OF BIRTH: SÁ DA BANDEIRA (LUBANGO) 1940 

FAVOURABLE TO INDEPENDENCE 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVE BETWEEN BARREIRO AND CARTAXO LISBOA 

NAME: MRS. OF THE SEWING MACHINE 

PLACE AND YEAR OF BIRTH: SÁ DA BANDEIRA (LUBANGO) 1941 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVE BETWEEN BARREIRO THE CARTAXO 

NAME: MRS. SUNDAY ICE CREAM 

PLACE AND YEAR OF BIRTH: SÁ DA BANDEIRA (LUBANGO) 1966 

PASSPORT: PORTUGUESE 
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NATIONALITY: PORTUGUESE 

LIVE IN BARREIRO 

Testimony 6E  – Refugees 

André: The arrival to Lisbon was..ohhh it was 10th March…it was so cold… 

Selma: So cold. 

André:  They gave us blankets and we waited there. 

Selma: So cold. 

André: The worst thing was that they sent us to the sanatorium of ... the ... of Covilhã 

(in the mountains), man. For a person, who comes from a hot climate. That night, when 

we got there it was midnight, when we got to the mountain... it was snowing ... it was all 

white, man. No heating, we were there wrapped in blankets. Look, I was there for ten 

days, because then I went to Braga ... I never got out of bed. I had my two sons, man, 

they brought my food to my bed, they went to get breakfast and lunch, and I could not 

leave the bed. It was so cold there. 

Selma: And the things that we brought in the suitcases. 

 Tereza: Those old, antique, suitcases 

 Selma: Those old, antique, suitcases, you know…When we went to pick them up, there 

were bricks inside, they stole everything!  

André: They stole everything! I caught a policeman stealing our boxes in the night, 

under the 25 of April bridge, where I slept, waiting to load the boxes to take to Braga, 

and the policeman who was guarding that place was stealing the boxes from people, 

man. 

Tereza: When we arrived there, in the North, we heard the fireworks; I was holding on 

to my father’s legs screaming, ‘ohh dad look UNITA, UNITA.’ ‘No, this is not UNITA.’ 
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(Selma sings “ANGOLANO SEGUE EM FRENTE” and all performers do a movement 

sequence)  

André: If we look at the recent refugee crises, we are going to see that, for example, 1.1 

million refugees arrived to Germany, a country that has 80 million inhabitants. In 

Sweden, the country that received the most refugees in terms of the percentage of their 

population of 10 million people, 120 thousand refugees were sent. With the process of 

decolonisation, 800 thousand people were sent to Portugal, a country that has 8 millions 

inhabitants.  

Repetition Sequence  5 

André – Let’s change the furniture? 

Tereza - Yes. 

André - Then let’s protect the floor ‘cause this flat is not ours. 

Selma -  Can my room be here? 

Tereza - Yes, and the kitchen? 

Selma - The kitchen is there. 

André - And the bathroom? 

Tereza - It’s outside. Let’s have a shower. 

André - Can I shower with my clothes on. 

Tereza - Of course not. 

André - Come on, please let me have a shower with my clothes on. Only this time. 

Tereza - No. 

Selma - Damn cigarette. 

Scene 14 -  Professor 
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Selma (reading from André’s notebook): Lisbon, 15th March of 2015. What struck me 

most about this man was his political consciousness. He was a supporter of 

independence and as a medical student in Coimbra, he was part of the House of 

Students of the Empire. In Coimbra he was arrested by the PIDE (Portuguese secret 

police). André was interested in knowing why his experience was so different from most 

of the people he had spoken to and he asked him, 

Tereza: “How and why did you start to be interested in politics?” 

PROJECTION 

NAME: PROFESSOR 

PLACE AND YEAR OF BIRTH: MOZAMEDES 1953 

IN FAVORE TO INDEPENDENCE AND THE MPLA 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVING IN LISBON 

Testimony 6A Professor: I just cried 

André: I was interested in politics for a simple reason. I was six years old, my father 

was a railroad employee, as I mentioned before, and we were at the railroad station to 

catch the train to go to the place ... where my father worked. And at that time, my dad 

had with him a big lunchbox, those wicker baskets, which I remember perfectly, 

opening up like that, big one. We were waiting for the train and the PIDE appeared and 

arrested my father. At that time I did not even know what PIDE was; I had no idea. They 

arrested him ... I just cried. 
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Selma: And suddenly this man starts crying there in front of André, this strong man, a 

teacher of physical education, a huge man, disappearing in front of André…and 

becoming that six-year-old boy again, crying at that station, because they arrested his 

father. 

Testimony 6B Professor:  Civil war  

André: They arrested my father .... Excuse me .... (a man crying) They arrested my 

father and they left me there at the station. I looked everywhere; I was a six-year-old 

kid. Then a colleague of my father came and said, 'don’t worry, tomorrow your father 

will be home.' My father was a left wing, never a member of the communist party, he 

later confided in me when he was close to his death ... because he said, 'You're a left- 

wing, right?' 'Oh how do you know?' 'Father knows everything.' 'Of course I have a 

tendency, I do not forget what they did to you when I was six.' I had never mentioned 

this to my dad before. The 25th of April …the euphoria, but then began the excesses …

Violent transition, people would kill each other because of nothing. They would be 

fighting between themselves, between UNITA, FNLA and the MPLA, they would be 

fighting every day. There was shooting in the middle of town, but serious shooting. In 

the morning the truck would collect the dead bodies from the streets. It would go to the 

ground behind the medical school, so the people could go there and try to recognise the 

bodies, the relatives who were killed at night. Now those individuals who oppressed the 

black people, they had to flee, otherwise they were killed. But dude, what goes around, 

comes around…  

Testimony 6C Professor: Forced to return 
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André: I did not want to come, but there was a guy who took the jeep that I had, and 

then he arrested me. I was arrested and taken to a bull fighting arena and I was judged 

by a revolutionary committee for economic saboteur. Suddenly a student of mine, who 

had been my student at Casa Pia, Commander Jonatão, appeared. He suspended the 

process, said, 'Stop!' He was a political commissar. 'What is going on here with the 

comrade professor?' 'He is an economic saboteur, he is doing harm to our land!' 

Jonathan said: 'I know him very well. He taught at Casa Pia and never robbed a penny.’ 

And yet Jonathan says to me, 'Oh professor, these MPLA people of the city will be on 

your back. I'm going to take you to the airport, would you like to go somewhere else?’ I 

said, "No, no, directly to the airport." He took me to the airport and said, "One day 

you'll return to our land.”   

Scene 15 - The queen Ginga 

(André is offering cigarettes to Selma and Tereza. All of them are smoking a cigarette. )  

NAME: WHITE MAN’S WOMAN 

PLACE AND YEAR OF BIRTH: LOBITO / BENGUELA 1960 

PASSPORT: ANGOLAN 

NATIONALITY: ANGOLA WITH PARENTS FROM CAPE-VERDE 

THE INTERVIEW DATE WAS A RISK TO STAY WITHOUT A PASSPORT. 

ANGOLA 

LIVING IN LISBON 

Testimony 9A: The queen Ginga 
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André: And I still took a week of sleeping in the bathtub, because of the shootings, 

because the bathtubs were made of concrete, so I would sleep there with my baby girl. 

One night the FNLA came with guns in hand and I do not know what ... those soldiers 

looked at me and said ‘you are a white man’s woman, even if you were the queen 

Ginga', now imagine I did not even know that my country had a queen Ginga. Because 

the history of Angola was not available to us, we only knew the history of Portugal. 

'You could even be the queen Ginga, but you are going to end tied up to a tree.' My 

husband who heard all this just said, ‘Prepare yourself, tomorrow you will go to 

Lisbon.’ I only picked up half a dozen things for ... for ... for the little one, airport, air 

rescue to Portugal. At that time we already had an air rescue to Portugal. Phone call 

here, phone call there and my husband said, 'I have a cousin, I have a cousin, in the 

Castelinhos; it's an area in Lisbon. Here's the address, go there’. 'And I went, I went 

there, I met this extremely nice lady, and, man, I am there during the day and I told her, 

‘If you do not mind, I am going out for a coffee.’ She looked at me and said, ‘What? 

Coffee? Okay, I'll go with you.’ We arrived at the café, I asked for coffee and cigarettes 

and she looked at me and said,  ‘I'm sorry darling, but you can not stay in my house.’ 

And I said, ‘Why?’ ‘Because whoever goes to coffee houses and smokes are prostitutes 

and I do not want to have a bad reputation for having you in my home.’ I died. I said, 

‘damn cigarettes and damn coffee’. ‘Damn cigarettes and damn coffee’…at that time 

that was not seen… 

Testimony 9B: Racism in Portugal 

André: And now you ask me, ‘Where did you sleep? On the bench of Rossio. It was sad. 

There… I lived through this…well, it is gone…In the morning we went to a café to take 

care of our hygiene. His family was never good, but the fact that he found a black 

woman was not accepted. And I felt it. No matter what he would do, I felt it. We were 
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all Portuguese, because the documents I brought were Portuguese, my identity card was 

Portuguese, but suddenly it was no longer Portuguese. Ahh because we were part of the 

ex-colonies... we had no rights anymore. Only those who had grandparents had the right 

to the Portuguese documentation… and those who did not, could not have it. And that's 

why I never wanted it. I said, ‘I have nothing to do with the Portuguese. They denied me 

when I was theirs. The Portuguese denied me.’ 

(PROJECTION OF THE PHOTO OF Alcindo Monteiro. )  

Selma: This story reminds me of the story of Alcindo Monteiro.  

André: Alcindo Monteiro was born as a Portuguese citizen in Cape-Verde in 1967. 

Selma: Then in 1975 he became a citizen of Cape-Verde. 

André: In 1978 he went to live to Lisbon.  

Tereza: In ‘91 he became a Portuguese citizen again and was part of the Portuguese 

military army.  

André:  And in 1995 on the 10th June he decided to go out at night.  

Selma: Alcindo Monteiro was a great dancer. 

André: I remember in that same year the secretary of youth declared that in Portugal 

there was no racism, because the Portuguese had colonies in the past and people were 

very tolerant there. 

Tereza: In Portugal they were used to live with other races, other cultures for centuries 

and centuries. 

Selma: Portugal is a country of emigration and knows how difficult it is to live abroad.  

André: And on the 10th June 1995 Alcindo Monteiro went out in the night. It was the 

day of Portugal. 

Tereza: The day of race 

Selma: as it was called during fascism.  
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André: I remember that day very well; it was the day of the Portuguese football cup 

final between Sporting and Marítimo. I’m a Sporting fan and since they had not won 

anything for more then 10 years I went to the game with all my Sporting friends. The 

game was won very easily and I just remember celebrating outside the stadium, eating 

and drinking, dancing and singing. And we were saying, ‘this city is ours tonight; let’s 

paint this city green and white. Let’s go and celebrate in Bairro Alto.’ Alcindo Monteiro 

was also going to celebrate that night. He was going to dance the whole night. He got on 

the boat in Barreiro and he went to Bairro Alto. He was going to dance the whole night. 

We ended up not going; we were exhausted from both screaming and dancing so we 

went home. But he went; he went for us. He was on the Rua Garrett in Chiado, on his 

way to Bairro Alto when he was caught up in a mix of screams and violence and was 

beaten to death by a group of fifteen skinheads coming from Bairro. And it was not until 

the next day that I realised what had happened. There was news scattered among the 

newspapers, radio, television:  

Selma: Black killed by skinheads in Bairro Alto. 

Tereza: Cabo-Verdiano Dead in Bairro Alto. 

Selma: Emigrant Cabo-Verdiano is killed in racist attack. 

Tereza: Black emigrant is killed by skinheads in Bairro Alto. 

 (Selma sings) 

Selma: Alcindo Monteiro was never recognised by the Portuguese society and media as 

having Portuguese nationality. He died as a Cape-Verdean citizen despite having 

decided to be a Portuguese citizen. 

Testimony 7 C:  Cape-Verdeans in Angola 
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André: The Cape-Verdeans were inculcated that they were second-class whites. They 

would go as a foremen ... they had a certain status. The Cape-Verdeans could not mix 

with the children of the Angolans. The neighbours said, “ are you there?” “ Yes, my 

mum went to buy milk.” “Come, come to eat here with our kids,” so I went. I jumped 

over the wall and went. When my mother arrived she saw me in the garden and said, 

“come home!” I arrived, looked at my mum and she hit me with the glass bottle of milk, 

to the point that I was bleeding. And said, “Do you want to be like them? It is very easy; 

I will put a potato inside your nose and clothes peg on your lips for you to be like 

them.” It was the last time that something like this happened. 

Selma: This lady also told us the story of her grandmother. And how she was cheated 

into going to Angola and ended up being a slave there. She was a slave for 15 years of 

her life. And unfortunately it was not the only story of slavery we have collected. 

(projection of video footage of the forced labour)  

Tereza: I was completely shocked when I heard this story of slavery. I was completely 

shocked when I understood that until 1961, in the middle of the 20th century, Portugal 

still had a disguised form of slavery. How could this happen? But strangely enough it 

was not the only testimony of slavery that André collected. 

Scene 16 - The History Class 2 

NAME: YOUNG GIRL OF  TOURISTIC VISA 

PLACE AND YEAR OF BIRTH: LUANDA 1982 

PASSPORT: PORTUGUESE 

NATIONALITY: PORTUGUESE 

LIVING IN ESTREMADURA- SPAIN 
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Testimony  10A: Slavery 

Selma: It seems that at the time a white person having a child or having a relationship 

with a black woman was a sin, right? So my grandfather liked one of the maids or 

slaves at the time and had some children with her - my grandmother and two more 

brothers. And they decided to sell this black woman to another family and they kept my 

grandmother as their servant. She was forbidden to call her father - father. She lived 

with the other black people in the slave quarters and it seems that the blacks also treated 

her badly; they told her that she was a landless woman, who was neither white nor 

black. She was badly treated by whites because she was sin’s daughter and by blacks, 

because she had no land. So all these stories she has as trauma... When she was 13 years 

old she was forced to go with a man to bed and had four children with that man to 

whom she was sold. 

Selma (picking the piece of wood that André used before): One of my favourite subjects 

was history; I loved studying history. On my first test of history I had 100%. It was the 

first five that I had in the 6th year, the 2nd year of the cycle as it was still called at the 

time. I loved to study our history and was very good at memorising dates. And my 

favourite dates were those of the discoveries, the golden moment of our history. “1415"? 

1415 is the beginning, the conquest of Ceuta; it is the beginning of the great Portuguese 

expansion, the beginning of the discoveries. Because if we think about it well, we were 

here in this corner of Europe, we had no chance, we had the sea around us and we had 

the courage and the ability to pick up wood and build boats. And there we went ... 

(blows on the wood). And we began to study the tides, the currents, the stars, to be able 

to orient ourselves in the sea and we went. 1487 Bartolomeu Dias doubles the Cape of 

Storms, now dubbed Cape of Good Hope. Because at the time we had immense science, 

we were the most advanced people in the world. 1498 Vasco da Gama, the great Vasco 
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da Gama, arrives in India. And it was with this journey that Mozambique was 

discovered for the first time and the colonialism of my country began. (Selma sings the 

song Zumbi to homage Slavery and hits the wood with a sledgehammer) 

Repetition Sequence  6 

André – Let ‘s rearrange the flat?  

Tereza - Yes. 

André - Then let’s protect the floor ‘cause this flat is not ours. 

Tereza - Can my room be here? 

André - Yes, and the kitchen? 

Tereza - The kitchen is there. 

André - And the bathroom? 

Tereza - It’s outside. Let’s have a shower. 

André - Can I shower with my clothes on. 

Tereza – Of course not. 

André - Come on, please let me have a shower with my clothes on. Only this time. 

Tereza - No. 

Scene 16 - The return 

NAME: OF EVERYWHERE 

PLACE AND YEAR OF BIRTH: LUANDA 1976 

PASSPORT: PORTUGUESE and SÃO TOMÉ AND PRINCIPE 

NATIONALITY: PORTUGUESE AND SÃO TOMENSE 

LIVING IN LISBON 
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Selma: We lived in a flat there and here we came to live in the slums ... the floor was 

made of dais, those dais, right? Underneath there were rats. In the summer it was very 

warm and in the winter very cold. It would rain and we would see the water coming in. 

There were nights that my dad had to get up, those winter nights, those nights we had to 

get up because of the wind; it looked like the house was going to fall.  And if it would 

fall we need to be ready to run out. Okay, it was like this ... it was very difficult. We 

would often hear the attacks, they would call us “black”, this is where I started hearing. 

For a child to hear 'black' ah ... or there were even songs that were created 'look Guinean 

girl washes her face with stink', these ... for me to hear that ... it shocked me; in our land 

we did not hear it of course. Here we began to think that it must be a part of it. I do not 

know, how I'm going to explain it, it's ahhh ... so we got used to it. And I'm thinking, 

look, I do not know where I am from ... I'm São-Tomense, but wait, my parents were 

born in São-Tomé. I'm from Luanda…wait a minute…I am not a Luanda citizen, 

because I was only born there. I'm here now; I'm Portuguese. No, I'm not Portuguese, 

because I just live here and at some point the person is from nowhere. And that worries 

me in relation to my children, because they were born here. As they say, ‘mother, I'm 

Portuguese,’ but I'm thinking, are they? Is it ... that the Portuguese look at my children 

as Portuguese? 

André: This story reminds me of the story of my mum when she came back from 

Mozambique, from Lourenço Marques as it was called in that time. She came to live in 

a slum in Lisbon with my uncles and cousins. And that's where my parents' love story 

began; my father was a public security police officer and guarded that slum, my uncles 

had a dog and my father was always asking where the dog was. And my mother thought 

it was a bit strange. She commented on it to my aunt, 'the policeman is always around 
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the dog', 'Maria Augusta the policeman is around you.' And the policeman asked my 

mum to go out to the cinema and my mother accepted; the policeman invited her to 

walk to Mayer Park and then to the popular fair and after a few months she accepted the 

policeman’s invitation to marry him at the Jeronimos Monastery. And then they moved 

to the suburbs of Lisbon and it was the beginning of a new era. My uncles lived in that 

slum until April 25th; it was April 25th when my family finally got a home. More 

precisely, on 2nd May, when my older cousin with other members of the political party 

UDP squatted a whole neighbourhood. He always tells this story with great pride; how 

he entered the building and was choosing the flat, to see if he had enough rooms for 

him, his sister and his parents. It was finally the fulfilment of a dream, his family was 

going to have a flat. It was the beginning of a country that could no longer stand the 

poverty, the misery, the hunger, the country of the very rich and the very poor. The 

country of those that worked from dawn to dusk, those who could not read or write, 

those who were going to serve in the mansions of the lords, those who worked from 

dawn to dusk, those who slept without a mattress, those who shared 1 can of sardines 

for a family of 6 people. In Africa it was more or less the same, but the difference was 

not only social, it was also racial, the black, the indigenous, the natives who could not 

read or write, the indigenous subject to forced labor, those who lived in the musseques, 

the uncivilised, the slaves, the exploited, the ones who were punished, the ones who 

were being sold, changed, violated, raped, the ones who were not good, black. Black. 

This is my passport; it says EU –Portugal. I was born in Lisbon in 1977. 

Selma: This is my passport. It says Mozambique; I was born in Maputo in 1981. 

Tereza: This is my passport; it says Czech Republic. I was born in Cheb in 1985. 

Selma: This is my passport; it says Portugal. I was born in Mueda, Mozambique in 

1960. 
�281



André: This is my passport; it says Portugal. I was born in Beira, Mozambique in 1968. 

Tereza: This is my passport; it says Portugal. I was born in Sá da Bandeira, Angola in 

1941. 

André: This is my passport; it says Portugal. I was born in Cape Verde in 1967. My 

name is Alcindo Monteiro. 

Selma: My name is Alcindo Monteiro and this is my passport; it says Portugal. I was 

born in Luanda in 1976. 

Tereza: This is my passport; it says Portugal. I was born IN Luanda in 1980. My name 

is Alcindo Monteiro. 

Scene 17 -Other passports 

André: This passport is from a girl who came from Angola to Portugal at age 2. Child of 

a Portuguese father and Angolan mother that came to Portugal with no records, every 

year she would have to renew her touristic visa to be able to live here. Only when she 

turned eighteen did she finally gain her Portuguese nationality and got a Portuguese 

passport. 

Tereza: This passport belongs to a woman whose family went to live in a borrowed flat 

in Benfica (Lisbon). And the mother of the family covered everything in plastic, the 

floor, sofa, TV, ..everything…to not destroy anything… 

André: This passport is from a boy who, with his mother and brother, was thrown out of 

his grandparents’ house, because “you could not trust the returnees, they were the bad 

people”. So they went to live in an abandoned house in the primary school that was 

right in front of the grandparents' house. He told me this with a smile, that it was one of 

the creative moments he remembers from his childhood, as they would rearrange the 

furniture every day differently…here is your bedroom, here is kitchen, and the 
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bathroom is outside, because there were no showers in the primary schools, so they 

always had a shower outside with water heated in a pan.  

Selma: This man does not have a passport; he is stateless. He came to Portugal in 1975 

without any papers. He was released from prison recently, but he can not ask for 

Portuguese nationality. He is locked in this country because of that.  

Scene 18 - Final Toasts  

André: But before we finish, I would like to make a toast.  

André: I would like to do a toast… I would like to do a toast to all those that eat too 

much cheese.  72

Tereza: I would like to do a toast to all of those that rapidly forgot about colonialism. 

Selma: I would like to do a toast to all of those that have no memory. 

Selma: I would like to do a toast to all of those that had to have a shower outside in 

winter in Portugal in the 70s. 

André: I would like to make a toast to all people that still like to say machimbombo 

(bus) and geleira (fridge). 

Tereza: A toast to all the plastic. 

Selma: A toast to all people that had to wear lots of layers of clothes. 

André: A toast to all those people that still cover their flats with plastic, the carpets, the 

sofas, the TV, everything covered with plastic. 

Selma: A toast to all the stateless people. 

Tereza: A toast to all the refugees and returnees. 

André: A toast to all pregnant women that are on stage today.  

Selma: A toast to all the babysitters that are with our children right now. 

 Portuguese expression meaning “in order to forget things”72
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André: A toast to all that like to eat shrimp with their beer. 

Selma: And to all that think that lupins are seafood.  

Tereza : A toast to all that are mixed- race.  

André : A toast to Cubans that loved the rice cake.  

André:  A toast to Davinci for creating a hymn of lusotropicalismo.  

Tereza: A toast to Kapucinsky. 

Selma : A toast to Alcindo Monteiro. 

Tereza: to Charlie Haden. 

André : A Toast to all that survived the “palmatoria” , the spanking paddle.  

And a toast to all of you for being here with us today.  

André: What are you making? 

Tereza: A rice cake. 

André: A rice cake? 

Tereza: Yes. 

André:  And what does it take? 

Tereza: Milk, flour, lemon, cinnamon 

André: You know that story of the first negotiations with Portugal and Frelimo 

(Mozambique) with Mário Soares ( minister of foreign affairs), where Mário Soares 

turns to Otelo Saraiva de Carvalho (spokesman of MFA, Military that did the revolution 

in Portugal) and says to him, 'You think I should respect the protocol or that I should get 

up and give Samora Machel a hug.' To which Otelo replied, 'If you do not do that, I 

will.' It was the time to forget; it was the time to pretend that all the years of colonialism 

were not our fault. It was the time to say that it was a problem made by the fascists and 

the colonialists. It was so easy, the 500 years of colonialism were forgotten. It was easy 

to say that it was the fault of the fascists, the colonialists, the returnees. Everything that 
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was done had nothing to do with us. What was important from it was to look to the 

future without remorse, without fears, we had Europe waiting for us and it was 

necessary to do a very good job of separating who could have the rights to be 

Portuguese and who could not have them. 

Selma: This is interesting, do you remember the story of that girl that André interviewed 

whose father was arrested in Angola and André was so excited as he thought that it was 

a political prisoner, and that it will be a great story, but then she told him that he had 

been arrested because he was a diamond black-market dealer. 

André: And she was saying, ‘I don’t know if I can share this with you because it is a 

family secret.’ And I said, ‘don’t worry; all testimonies are treated anonymously…no 

one will know.’ 

Black out 
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Appendix 3: Script of the performance Libertação (2017) (Liberation) 

Scene 1 - The party is still not over 

Nelson: Dear audience, thank you so much for coming to our party. Soon we will go 

live in Portugal, so we will need to rehearse your participation in our party. Once I show 

this sign, I want you to say, ‘VIVA!!’ 

Everyone: VIVA!!! 

Nelson: One more time!! 

Everyone: VIVA!!!! 

Nelson: Get ready; we are going live in Portugal in 3, 2, 1, 0. 

André (on the microphone): And we are here at the Angola radio club to celebrate the 

New Year’s Eve of 1961. We have many guests here to celebrate life in this unique 

Portuguese place in Africa, this unique space where black people, white people and 

mixed race can be happy under the national flag. Because Portugal is an African Nation 

and Portuguese people will stay here forever.  

(to the audience) You look great! Really good. Have you just come from the metropole 

or have you been here for a long time? Oh, you came by Vera Cruz? That’s good. You’re 

feeling good. The weather is excellent now; it’s not very different from the metropole. 

It’s great. Do you advise all your colleagues to come for a walk around here? Great! 

That’s the way. 

Nelson: We are here to celebrate the independencies in Africa, such as Sudan, Morocco 

and Tunisia in 1956; Ghana in 1957; Guinea Conakry in 1958; Cameroon, Togo, 

Senegal, Madagascar, Somalia, Congo Democratic Republic, Congo, Benin, Niger, 

Burkina Faso, Ivory Coast, Chad, Gabon, Mali, Nigeria, and Mauritania in 1960. 
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Lucília: Guys, it’s time. 

Everyone: 10, 9, 8, 7, 6, 5, 4, 3, 2, 1, 0. 

André (goes to Nelson’s shoulders, puts the headphones on and says the words of the 

video footage of an interview with a Portuguese settler): You know that Portuguese 

people can’t get out when they want; they will never leave this place, Portuguese people 

like me and many others. When this all broke, I was one of the few who screamed loud 

and clear: I will stay here either dead or alive.’ No one here gets out. And the proof is 

the fact that we are still here and we will certainly keep staying here. 

Scene 2 - André’s father’s photo and body map 

André: This is a photo taken in Mozambique during the 60’s, more precisely in 

Quelimane, where my father worked for many years. He is the person in the bottom 

row, the white man that’s here in the middle of black local police, called “cipaios”… He 

was a policeman there for many, many, many years. And… he never told me much 

about these years and I had many questions to ask him, due to this work. According to 

testimonials, I know that there was a lot of police violence; there are many descriptions 

of the violence of “cipaios”, the black local police… but the white policemen also 

practiced many violent acts. And I would like to know, I would like to ask him if he ever 

participated in any of those violent acts. If he has actually ever beaten someone, 

spanked or tortured someone… If he ever saw it, if he was present, if he was an 

accomplice… But my father died in 2010 and I never had the chance to ask him any of 

these questions, because I started this work many years later. And that is why we are 

making this show. (point to point on his body) I was born here, in Lisbon, right here, in 

1977, but my father is not from Lisbon. He was born in a village near Elvas, a few 

kilometres away from Elvas, more or less there. And my mother was born in a town that 
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is closer to the north, in a village in Viseu in 1944. I was born in 1977 and my father in 

1938. And my parents met here, during the 1970’s, but they were not coming from the 

villages where they were born. They were coming from another continent. They were 

coming from Mozambique. My father was returning from Quelimane, he was there 

during the 50’s and 60s; and my mother was returning from Lourenço Marques in 1969. 

Lucília: I was born here in Mozambique, more precisely here in Nampula, in 1979. 

Where my father was also born in 1955. My mother was born here in Ribaué in 1959, 

which is in the same province and district. They met, fell in love and got married. I was 

born and they separated. Quelimane. Where my sister’s father, my paternal figure, was 

born in 1954. We lived in Beira until 1983 when we flew to Angra do Heroísmo, Ilha 

Terceira, Azores, Portugal. And in July 1989 we flew to the continent Coimbra.  

Nelson: I was born here in Pontével, in Ribatejo in 1979. But my mother was born here 

in Angola, more precisely here in Malanje in 1958. In October 1975, right before the 

independency of Angola, my mother and her family fled to Portugal. And they came to 

Pontével where she met my father on a typical town dance evening. My father was born 

here in Pontével in 1957. On the dance day, he was challenged by his friends to dance 

with the black woman; they made a bet and he went. And in 1979 I was also born here, 

in Pontével. 

Scene 3 - Marianne Hirsch 

André: We are the children of the Empire, the children of colonialism. We are the post-

memory generation; we didn’t live the Portuguese colonialism, but it was transmitted to 

us through our parents and other relatives. This is a concept that was defined by the 

North American, Marianne Hirsch, who defined this concept in herself, when she 

realised that she had some trauma inside her which she never lived, and she realised she 

�288



had inherited it from her parents who were Holocaust survivors. The first testimonial 

that we are going to hear today is also a post-memory one. It is from a woman who was 

born in Lisbon in 1981 and who saw the first performance of this cycle Portugal is not a 

small country. At the end of the performance she was waiting for me, tears in her eyes, 

and told me that she needed to tell me her history. The interview was in December at her 

house, and I remember that she brought many films and photos from that time to the 

table, and she spoke about her parents’ and grandparents’ life as if it were a movie, 

because everything was so unreal, and her parents really seemed like characters from a 

50’s or 60’s movie.  

Lucília (testimony): Everything that is said about the 25th of April and what is defended 

in the majority of the people who are my friends nowadays and who are my peers, 

everything that is said… about the dictatorship, who was Salazar, the principles of that 

time… it was never transmitted to me in that way. What was transmitted to me was that 

those times were the good ones. When you think about the collective it’s obvious that 

the end of Salazar was a good thing, that thankfully there was an end to all the… all 

the… PIDE, all the persecutions and atrocities that were committed. When you think 

about it on a personal level, when you think about the history of someone’s life… who 

at the age of 16, that was my grandfather, went on a ship without knowing anything, 

neither about life or the world. He went there on a ship without anything and built a 

fortune, it is such a fortune that I can’t even… I think that we don’t have the slightest 

notion of its size… because everything is… it isn’t one hectare, it’s ten thousand; and it 

isn’t about 500 cattle heads, it’s about 50 thousand. Everything is in thousands and 

millions… where people say, ‘I never saw anything like that and currently we don’t 

have anything like that.’ Everything was lost and sent away like… like you shouldn’t 
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even treat a dog. It was in such a manner that when he came, after a few years, he 

committed suicide.  

Scene 4 - History 

André: This performance is about history… like these family memories, identical to so 

many other families that returned from the colonies. This narrative is about the colony 

self-made man, about these people that escaped from here in misery, went to those 

places without anything and, thanks to their effort and work, managed to get rich. We 

like to remember people like this and to create narratives, but we forget to look at the 

circumstances of privilege in which that richness was created; we completely ignore that 

the majority of the people who lived in those places that we called Portugal were in 

absolute misery, without access to education and without access to an escape from 

poverty, and that was 97% of the population. But there are many kinds of history. And 

this is also a performance about the history that is in the books, the one which is worth 

knowing, which is worth memorising the dates of and about which it is worth making 

monuments and worth celebrating year after year, with parades, with speeches. And then 

there is that other kind of history that we preferred had never happened. The history that 

we like to store in drawers and that we don’t want to remember. The history that is 

buried forever in archives that are not even worth knowing about. Those events that we 

want to be stored forever in closed drawers in forgotten places. Luckily, there is a very 

interesting book here written by Paul Ricouer called Memory, History, Forgetting and 

he speaks about that in this book. He speaks about this kind of history, right? This kind 

of history that we wished had never happened. But while some countries often decide to 

forget certain kinds of history, there are other countries, with other people, in other 

places of the world, where this history is very important. And this history that we would 

like to be able to forget, is very important for others to never ever forget. So that they 

�290



can forever remember that it happened. And this performance is about that: about this 

kind of history that we would like to forget and that the others can’t forget. Paul 

Ricouer, Memory, History, forgetting. 

Scene 5 - Quotes 

Lucília: Franz Fanon, The Earth’s bastards. 

Nelson: Regressos quase perfeitos, Maria José Lobo Antunes. 

André: Paul Gilroy, After Empire. 

Lucília: La Fracture Coloniale, Pascal Blanchard 

Nelson: Autobiography of a Generation, Luisa Passerini. 

André: Kesha Fikes, Managing African Portugal. 

Lucília: Postcolonial Drama, Helen Gilbert and Joanne Tompkins. 

Nelson: A Malha que os Impérios tecem, Manuela Ribeiro Sanches. 

André: Benjamim Stora, La grangrène et l’oubli (The gangrene and the forgetfulness). 

Lucília: Adolfo Maria, Angola Sonho e Pesadelo. 

Nelson: Angola 61, Dalila Cabrita Mateus. 

André: Performing European Memories, Milija Gluhovic. 

Lucília: Amílcar Cabral – Biography by Patrick Chabal. 

Nelson: Culture and Imperialism, Edward Said. 

André: Dalila Cabrita Mateus, The PIDE/DGS in the Colonial War. And there is a 

sentence here at the beginning of this book that I find particularly important for this 

performance. She says, “We try, just and only, to understand the past. Although we think 

that understanding also comprises a judgement about right and wrong.” 

Scene 6 - 25th of April on TV 
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Lucília: Attention dear audience, good afternoon. From this moment on the Movimento 

das Forças Armadas totally controls the broadcasting network of Rádio Televisão 

Portuguesa. Within moments we will broadcast a special edition of the news to which 

we ask you for your closest attention. 

Nelson: At dawn on the 25th of April the Movimento das Forças Armadas, during the 

course of a joint action, established control of the political situation all over the country 

after occupying strategic points, namely ministries, radio and television broadcast 

stations, airports and borders. The movement, which is complying with the most 

important success of the civic actions of the last years of our history, proclaims to the 

nation its purpose of freeing it from a regime that has oppressed it for many years and, 

until its complete realisation, to prosecute a programme of salvation for the country and 

restitution of the civic liberties that have been deprived.  

Lucília: We are waiting for the appearance of Lumiar, of the Junta de Salvação 

Nacional, who will be in the studios at any moment to make a proclamation to the 

country. While we don’t broadcast a new news service that will bring you important 

communications, we offer our dear listeners an interpretation of Beethoven’s 3rd 

symphony. 

Scene 7 - The thesis 

André: Do you have Beethoven there, Nelson? 

Nelson: Beethoven I don’t, but I have Tchaikovsky. 

André: So, it’s classical music; it’s good enough. (They write command words on the 

floor with chalk : WHITE PEOPLE OUT. ENOUGH OF COLONIALISM. WE WANT 

TO FREE AFRICA. DEATH TO TUGA. OUT WITH COLONIALISM. THE 

VICTORY IS CERTAIN. HAIL TO AMÍLCAR CABRAL. INDEPENDENCY OR 
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DEATH. SET DOWN COLONIALISM) For us here now, the 25th of April didn’t start 

on that day. For us here now, the 25th of April didn’t start with the conspirators of the 

April, organising the coup d’état in secrecy. For us here now, the 25th of April started to 

be drawn a long time before by the nationalist Africans who fought against the 

Portuguese colonialism. 

Lucília: The 25th of April started to be discussed in 1944 in Lisbon, in the Casa dos 

Estudantes do Império. 

Nelson: The 25th of April started in 1955 in Bandung, Indonesia, when the first Afro-

Asian Conference happened, which looked for cooperation to fight against colonialism 

and start what would become the non-aligned movement.  

André: The 25th April started in 1956 in Paris on the 1st Congress of Black Writers and 

Artists that happened in the world, where the Angolan nationalist Mário de Andrade was 

present and witnessed the speeches of Franz Fanon and Aimé Césaire. And Aimé 

Césaire ended his speech with a sentence that went down in history. 

Everyone: “Let the black people enter the stage of history.” 

Lucília: The 25th of April started in 1957 with the Ghana independency speech in which 

Kwame Nkrumah would only rest when all Africa was independent. 

Nelson: It started in 1959 in Rome in the 2nd Congress of Black Writers and Artists 

where Amílcar Cabral, Agostinho Neto, Lúcio Lara and others met with Franz Fanon. 

André: It started in 1960 in Tunes in the 2nd Pan African Conference, where Franz 

Fanon had a discussion with Holden Roberto about the need to fight the colonialism 

recurring to violence. Amílcar Cabral and Mário de Andrade formed the MAC – Anti-

Colonial Movement. For us here today, the 25th of April wasn’t a revolution without 

victims; the 25th of April had thousands of Portuguese soldiers as victims of fascism, 

and had the African nationalists who died fighting for the end of the colonialism and for 
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fascism in Africa as the heroes and the martyrs of freedom. The thesis that we will 

defend here today is that the freedom movements in Angola, Guinea Bissau and 

Mozambique knocked down the longest European dictatorship and the longest colonial 

regime ever. The thesis that we are going to defend here today, is that one of the 

architects of the 25th of April revolution was a man who spoke to the Portuguese army 

in Africa. He made the Radio Liberation in Conacri to speak with his people and with 

the Portuguese soldiers. And this man is one of the true architects of the Portuguese 

revolution. 

Lucília: Nelson, don’t you want to put some music on? This is becoming a little bit 

heavy. 

Nelson: Yes, I think so. Look, let’s try some José Carlos Schwartz.  

Lucília: And who is he? 

Nelson: He is a Guinean who was very involved in PAIGC. 

André: That’s true, we happen to have a book here that speaks about that. But your 

mother must have told you about it, right? 

Nelson: No, my mother doesn’t speak about those things. (Movements sequence with 

books on their heads) 

Scene 8 - Political Committee 1 

André: Comrades, we have gotten to the lowest point of this performance. I know it is 

rather soon, but in fact, we have already gotten here. The time has come for the saddest 

moment of this performance. It’s a very hard moment because I know that no one wants 

to do it, but we have to be strong because our performance thus requires it. It’s one of 

the hardest moments that we can see our determination and dedication to the fight. I 
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would like to ask for a volunteer to play the role, right now and right here, of Doctor 

António Oliveira Salazar. 

Lucília: I propose that you do it because you’re white, Portuguese, and your mother is 

from the area of Viseu, just like doctor António. Besides, your mother used to be a nun, 

so: God, Homeland, Family. You’re perfect for the role.  

Nelson: I propose that you play the role of Salazar. You came from a family of 

“assimilados”, you know how to eat at a table with a knife and a fork, you speak and 

write better in Portuguese than me so, André, you are the perfect version of what 

colonialism is. 

André: As you know, the great motto of the lusotropicalism of the Estado Novo was: 

“God created Men and the Portuguese created the mestizo”. So, in this case, I think that 

you are the best one for this role. 

Lucília: I agree. 

Nelson: I had to be the lucky one… 

Scene 9 - Salazar 

André: And now the National Radio Broadcaster will make a special transmission, 

bringing, to all the Portuguese, the words of Mister President of the Council, the 

professor António Oliveira Salazar. 

Nelson (Nelson speaks with a projection of Salazar onto his body)(Salazar): The 

concept of the nation is inseparable, in the Portuguese case, of the notion of the 

civilising mission, far beyond and much different from the introduction of new 

techniques and of the exploration of natural richness of the found territories. Awakening 

the conscience of the national, or in other words, creating a homeland, and bringing the 

people to a level of a superior civilisation. Those who do not believe this smile 
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contemptuously at us, but this is our way of being in the world as it has already been 

stated by others. (video footage of a black choir singing the Portuguese National hymn 

directed by a white conductor) 

Scene 10 - The interviews and a certain way of looking at history 

André: With the interviews process I started to acknowledge the mistrust that still exists 

between the Portuguese and the way Portuguese look at the colonial past. I remember 

one gentleman who, after I explained my project to him, answered that he knew the 

history of colonialism quite well and that I could not deceive him about it. And I look at 

those reactions as the answer to the special way that we tell this history. Today Portugal 

is still a country that thinks of itself as the special coloniser, the friend of the 

indigenous. Portugal still has, to this day, a President of the Republic that tells our 

special version of history. Quite recently during an official visit from Marcelo Rebelo de 

Sousa to the Gorée island in Senegal, one of the most striking places in the history of 

slavery and of the slave traffic, it was expected that our President would apologise for 

our role during the slavery and the slave traffic. But on the contrary, we again saw the “ 

white washing of history.”  He said that  Portugal doesn’t have to apologise for the 

slavery, because Portugal did what had to be done a long time ago with Marquês de 

Pombal in 1761. That’s our way of distorting history and it persists in the Portuguese 

culture. Marcelo Rebelo de Sousa forgot to refer to Marquês de Pombal who ended the 

slavery in European Portugal, but not in the other colonies and he didn’t end the salve’ 

traffic. Portugal was forced to end the salve’ traffic by England, but slavery persisted, 

and when it ended it was replaced by forced labour. Portugal went from slavery to 

forced labour, which only ended with the beginning of the war. We’ll look into this 

history through the testimonials of people who fought against the Portuguese 

colonialism; some live in Portugal, others are in Angola, Guinea-Bissau and 
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Mozambique, but also in other places around the world like California or Brazil. Many 

interviews were made through Skype, WhatsApp and telephone. I’ve interviewed 30 

people for this performance, two of those people are on stage with me. It was after I 

interviewed them that I invited the actress Lucília Raimundo and the DJ Nelson 

Makossa to be here today with me. The testimonials of these people were treated as an 

anonymous source; however, the lives of some of these people were connected with 

history in such a way that their identity can be difficult to hide. The internationalisation 

of these interviews ended up being one of the proofs that show how these wars are not 

only fought on the three theatres of operations, but were also made with the growing 

international support that the liberation movements had in the condemnation of 

Portugal. And they weren’t only made in the United Nations and also through the 

support of other countries to the movements. For me, the most significant was when it 

started to be done by university student’ groups in the United Kingdom, or in 

Netherlands, or in France, when it transformed into demonstrations like what happened 

in London in 1973, when it transformed into theatre plays like the one from the German 

Peter Weiss, when it transformed European volunteers helping the liberation movements 

to help them in the fight against the colonialism, like the case of the Italian Historicist 

Passerini, when it transformed into a boycott against Portuguese products. It’s when the 

fight got out of the diplomatic halls and got control of the streets that we realised the 

dimension of this war and how the world screamed from the top of their lungs: Enough! 

Out! 

Scene 11 - War background 

Lucília (testimony): I arrived in December, Christmas, the massacre had already 

happened. Then, the older ones spoke of the massacre and spoke about a gentleman that 
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would become the president of PAIGC, engineer Amílcar Lopes Cabral. And the… that 

man had value, because he was the… he is a negro, but when we say negro, we don’t 

mean black negro but a nearly mestizo negro, and the Europeans would stop when they 

saw him, to greet him. They valued him; that’s what I saw. 

André: This is one of the protagonists of our history. A man who was part of the school 

of PAIGC and who graduated as a doctor in the Soviet Union. And he came from a 

family that achieved the status of “assimilado” and when I asked him what they had to 

do differently from the indigenous he told me that in his house they ate at a table with 

plates and tableware. In his testimony this man spoke about one massacre, it was the 

massacre of Pidjiguiti on the 3rd of August 1959, in the port of Bissau, when the colonial 

Portuguese government used shooting to silence a strike of dockers and port workers 

who fought for better labor conditions. 50 people were killed on that day and more than 

one hundred were wounded. It was one of the first PAIGC actions and it was another 

proof to Amílcar Cabral that he couldn’t negotiate the independency with the colonial 

government; that the only way for liberation was the armed struggle. More massacres 

happened in Mozambique; on the 16th of July 1960 another massacre happened, this 

time in Mueda, in the north of Mozambique, and in Angola, in the Baixa do Cassange, a 

protest started in December 1960. Both related with the cultivation of cotton and the 

prices that were paid to the workers. In Mozambique, the army shot over the protestors, 

killing hundreds of people, and on the 4th of January 1961 in Angola, the colonial 

government decided to end the population insurrection with Napalm bombardments.  

Lucília: The next testimonial is from a man with Indian origins, born in Mozambique 

during the colonial period. He was so strongly marked by the colonial experience that 

he became a historian specialised in the Portuguese colonialism and in the Massacre of 

Wiriamu in particular, which happened in the north of Mozambique during the 70’s. 
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This man has been away from his country for so many years that he doesn’t even 

remember how to properly speak Portuguese, he speaks with an English accent and 

many times he really has to speak English in order to communicate. The interview was 

done through Skype at 7 a.m. Lisbon time, and 1 a.m. in California. 

André (testimony): One day, I left home, it was the first time I bought a tricycle, 

because… my parents were really poor and they said, “Look, go do some shopping for 

the neighbours and they might give you some small coins”. I wanted to save them, 

because I wanted to buy a “turtle”, is that what it’s called? 

Nelson (is filming the interview that is being projected at the same time): Uma 

“tartaruga”. 

André (testimony): I wanted the turtle, and I was so happy because now I had a job to 

earn some money, where I left my home and I turned a corner, right corner or left 

corner, I can’t remember it now… and I forgot to respectfully greet the civil chief 

administrator of my village, who was a white person. Naturally… this was really 

disrespectful and they grabbed me and spanked me and… after that they… I went to jail 

to… because it was a… “this was a lesson to teach me, yes, about respect”. For a 7 or 8 

years old boy, it is an exponential reality, right? As a non-civilised there was no 

possibility that I would get education without fees. My mother was Hindu and my father 

was Muslim and my only possibility to have access to education was to convert myself 

into a… as a Christian. So, on one day I was a Muslim and on the other day I was a 

Catholic.  

Nelson: Your parents tried to get the status of “assimilados”? 

André (testimony): They couldn’t get it. 

Nelson: But they tried? 

André (testimony): They tried.  
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Nelson: How was the process? 

André (testimony): The process was the capacity or ability to speak Portuguese, to write 

Portuguese, to read Portuguese, to acquire social manners, to be close to the values of 

the Mocidade Portuguesa and of clearly fascist values. Only the white skinned colonial 

people could say that  you had reached the gates of civilisation.  

Lucília(testimony): And some of the most shocking memories are related with that, 

which is hard to pass a normal thing to a nine or ten year old child, that is, the children 

were hit… the children were slapped, were hit a ferule in school, in my time, but it was 

normal in Portuguese families to hit the children. It was also normal in some families 

for the man to hit the woman. But above all, hitting the children was a very normal 

educational method. In school you could be hit with a ruler, but we were kids. What was 

strange was that the adults, sometimes older, sometimes with white heads, could also be 

hit with a ferule to a point that their hands and feet would get completely swollen or 

they would be incapable of sitting. So, that aspect of the colonial relationship is about 

the possibility of treating negros as children, not only as incompetent and incapable, but 

also as minors and, thus, legitimise the punishments they received that society did not 

legitimise for white adults, evidently, right? That didn’t exist. That’s maybe one of the 

strangest things that I remember, that only later one comes to understand. 

Scene 12 - Angolan radio 

André: This testimony is from an Angolan historian that happened to be in Lisbon when 

I started the interviews process for this performance. When she returned to Luanda, she 

sent me a series of interviews that she had in an archive from the Radio Nova Angola. 

(Nelson and André go to the radio part of the set) (André plays the Interviewer) Hello 

listeners, good night! As usual, every Saturday between 7p.m. and 8p.m., we have the 
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programme “Foi há 20 anos” (It was 20 years ago). A programme where we try to listen 

to personalities whose life, or whose action, was connected to the apogee of the 

National independency on the 11th of November 1975. In this edition, we welcome the 

citizen Moisés Camabaia that will start by presenting himself. 

Nelson: I was born in Malanje, evidently an Angolan, who dedicated himself, in a 

certain way, to think about the national life. We didn’t have the right to even enter a 

cinema; when the age came for us to have documents, we couldn’t have a simple 

identity card. After I got matriculated in the school Vasco da Gama, which was then a 

primary school, I was taken away because my parents didn’t have an identity card. So, 

those injustices started to make me think that if I also had the possibility of having at 

least an identity card, I would like to have the same rights that the Portuguese people 

had. We were bound to forced labor. We didn’t have the same status as citizens. That’s 

how the liberation movement started, on the 28th of December 1960, in Baixa de 

Cassange. It isn’t talked about much in national mythology, but on the 4th of January all 

of Baixa do Cassange was on fire. That’s why the Angola liberation fight started; in the 

modern times it started in Baixa do Cassange and in Malanje. 

André (Interviewer): Mister Moisés Camabaia, some say that the 15th of March of the 

UPA was excessively violent, do you share this point of view? 

Nelson: I don’t share that point of view, because the violence practiced by the UPA was 

with katanas, it was with “canhangulos”, it is not the same violence that we saw in 

Baixa do Cassange. Note that the 15th of March came after the 4th of January, but in 

Baixa do Cassange for the first time we saw napalm bombs falling on individuals who 

rised up in protest with nothing but stones in their hands. Mister Holden Roberto was 

actually talked about; he was the one who first spoke about Angola in the United 

Nations. 
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Scene 13 - Holden Roberto Video 

Lucília (Holden Roberto): As you know quite well, we appealed to the Portuguese 

government, we addressed them, we challenged, we made conferences asking Portugal 

to understand that common sense demands that in this moment the oppression must be 

banned from Angola. But, unfortunately, we weren’t understood, and we were obliged 

to pick up our weapons to release Angola. The whole population, including all the tribes 

in Angola, supported us in our fight, and you know, like us, that the only possibility that 

we had left to release Angola was through legitimate violence. And I think at about this 

point there is no doubt anymore. 

André: Holden Roberto, the leader of UPA, that later would be called FNLA, was here 

in Zaire, like it was called back then, giving an interview for a French channel. He was 

speaking from his base in Kinshasa. He is the moral responsible for the 15th of March 

1961 attack, the pinpoint of the beginning of the war. It was an attack to the farms that 

killed thousands of people; people were gutted with katanas. They killed the whites and 

blacks alike, people who worked on the farms. But the Portuguese answer didn’t take 

long.  (start a footage of Portuguese war anthem Angola é nossa - Angola is ours) 

Scene 14 - Eating canned food 

Video Portuguese soldiers arrival 

André (they all eat canned fish in silence for a long time as the video plays): I wish I 

could have a coffee now… 

Scene 15 - The party isn’t over yet in Guinea-Bissau 
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André: And we are here at the Angola Radio Club to celebrate the New Year’s Eve of 

1961. We have many guests here to celebrate life in this unique Portuguese place in 

Africa, this unique space where black people, white people and mestiços can be happy 

under the national flag, because Portugal is an African Nation, and Portuguese people 

will stay here forever. (To the audience) You look great! Really good. Just came from 

the metropole or have you been here for a long time? Oh, you came by Vera Cruz? 

That’s good. You’re feeling good. The weather is excellent now, it’s not very different 

from the metropole. It’s great. Do you advise all your colleagues to come for a walk 

around here? Great! That’s the way. 

Nelson: Sierra Leone, Tanganyka 1961, Burundi Ruanda, Algeria, Uganda 1962. 

Lucília: Guys, it’s time! 

Everyone: 10, 9, 8, 7, 6, 5, 4, 3, 2, 1, 0. 

André: And in this year the war in Guinea starts with the attack of PAIGC on the 

Portuguese cantonment of Tite, on the 23rd of January.  

Scene 16 - The war in Guinea 

Lucília (testimony): When I went to the south of Guinea, it started to become visible 

that there were individuals that already had a certain political preparation. They started 

to mobilise people, they came to our home during the night and started to talk about the 

need to fight for an independency of  Portuguese colonialism. And we had to bring food 

and water for them, who were a certain distance away. And before my aunt and I 

brought that food, we were obliged to listen to the reunions, and I don’t know what else, 

and then we had to try the food and the water, to make sure that nothing was poisoned 

and then they would eat. Because in Cadique, a Portuguese platoon of 5 or 6 men would 

come to protect the people. So they stopped under a tree, in the dark, and asked us to go 
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see how many weapons were there. We got there and we counted: 1, 2, 3, 4. You see, 

there were 5 or 6 weapons there. And they started to discuss should we attack them or 

not? And they started a discussion. I remember that scene. Then one says no, that if we 

attack on that morning they will invade I don’t know what… They left. But the… 

colonial troops didn’t know that those people disguised as the population were in fact 

military.  

André: But PIDE was watching the moves of Amílcar Cabral and of the guys from 

PAIGC, from the beginning. By the way, there is a book here that is very important, 

which is written by Dalila Cabrita Mateus titled A PIDE na Guerra Colonial, that talks 

about that. Here it is, “In 1961 they were in Prague, Czechoslovakia  attending a politic-

military course, many high-ranking PAIGC, Amílcar Cabral among them”. 

Czechoslovakia was the first country to provide weapons to PAIGC. “In the beginning 

of 1963, 60 members of PAIGC returned to Guinea from Czechoslovakia, where they 

had received military instruction”.  

Lucília: Can I see that book? 

André: Of course, it is really very important to understand that PIDE committed 

political mass murder during the war. Nelson, don’t you have a song from Guinea to 

play? The ambience is a little bit heavy. 

Nelson: I do, coincidently this man was part of PAIGC; he is José Carlos Schwartz. And 

he knew about PAIGC in Lisbon, when he came to visit his father who was ill; the 

father was German and the mother was Cape Verdean. 

André: There is a book here talking about those things. But you also know about that 

because your mother told you about it. 

Nelson: No, my mother doesn’t like to talk about those things.  (they again do the 

movement with the books on their heads) 
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Scene 17 - Political committee Amílcar Cabral 

André: Well, comrades, we are reunited here to discuss a very important thing. The time 

has come… the apogee of this performance. And we have to decide which one of us will 

have the privilege of enjoying this moment, that is, which one of us three will represent 

Amílcar Cabral today. Now I know that all the comrades who are here present have 

ambitions in that sense. Thus, what I propose is that each one of us exposes our 

arguments and clearly says why he or she must play the role of Amílcar Cabral, and 

from there we will vote. Do you agree? Since I already got the floor, I’m going to 

present my points now, so that we don’t lose time and if the comrades don’t mind. So, 

comrades, I think that I must be the chosen person to play Amílcar Cabral because, first, 

as the comrades know, I started researching many years about Portuguese colonialism. I 

know the whole life of Amílcar Cabral, from the start to the end, I saw all the movies, 

saw all the photos, I studied all the political speeches, thus, I’m completely ready to 

play Amílcar Cabral. Secondly, I also have all my work as an actor, all the practice as an 

actor, I mean, don’t take it badly, but I studied in Lisbon where I got my Bachelor’s 

Degree and had my graduation, in England I got my Master’s Degree and I’m 

concluding a PhD, and, furthermore, I recently underwent a workshop in New York 

about how to play Amílcar Cabral at which I was extremely successful, I must say. And, 

therefore, it seems to me that, in fact, there are no doubts, and I’m not even counting 

number three, all my political motivation and my fight to decolonize Portugal, which I 

think perfectly places me as the right person to play Amílcar Cabral. Now, I understand 

that the comrades might say, ‘but, hey, comrade, you are white, how can you be chosen 

to play Amílcar Cabral?’ Comrades, there I must give in, but I think that my effort, my 
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dedication, my motivation, my know-how, and, who knows, a little make up, will make 

that nearly unnoticeable. So, the word is now yours, comrade. 

Nelson: So, this is how it is comrades… You have many points in your favour, but you 

have an important downside: you’re white, you’re white and you’re white. After all, 

there are three. Secondly, you invited me to this performance because of the music, and 

without music there’s no revolution and without revolution there’s no music. And I did 

the research for this play to create the perfect ambience for the fight against the 

colonialism in Africa. And I think that I’m the ideal person, I’m mestiço; if I wear a suit, 

a cap and dark classes I will be the pure replica of Amílcar Cabral. And finally, I don’t 

have any education in acting like you do, but I think that is a point in my favour, 

because while you will play Amílcar Cabral, I will be Amílcar Cabral, because I don’t 

know how to do it in any other way. Therefore, you can’t find a purer and more original 

person than this. Now, I cede the word to our comrade. 

Lucília: I won’t waste time objecting your arguments. I would only like to say that, 

according to my point of view, in these times, the most revolutionary act that could 

happen here would be to have a woman playing Amílcar Cabral. 

André: Ok, comrade, we get your point of view. Therefore, now, it is for the people to 

decide. Let’s proceed to the popular vote. Madaíl, light this here a little bit, so that we 

can see our comrades. Thank you. Comrades, the time has come for you to use your 

vote and decide which one of us three must play Amílcar Cabral in the fight movement 

of our performance today. Let’s start then. Who votes for our Comrade? (counts) Who 

votes for our other Comrade? (counts) And finally, who votes for your Comrade here? 

(counts) Very well, there are no doubts, Comrade, you won with the absolute majority.  

Scene 18 - Radio Liberation – Amílcar Cabral 
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André: We are here speaking directly from Conakry, Radio Liberation in the fight 

against the Tuga colonialism. We have here today with us the comrade Amílcar Cabral, 

who will make a declaration to all the brothers from Guinea and Cape Verde. Comrades, 

the Fight Goes On! 

Lucília: (Amílcar Cabral) Comrades and compatriots, in this decisive moment, we must 

give our colonialist and racist enemy – to him and to his agents and means – crushing 

blows wherever they are. Because no crime, no strength, no demagogy manoeuvre from 

the criminal colonialist Portuguese aggressors will be able to stop the march of history. 

The irreversible march of our African people from Guinea and Cape Verde for 

independency, peace and true progress, to which we are entitled. Forward, comrades and 

compatriots of our heroic fight for national liberation. 

André: And now, our comrade Amílcar Cabral, who just returned from Prague, brings us 

a Comrade from Czechoslovakia to train our soldiers. 

Scene 19 - Military training  

(movement sequence from military training moves) 

Scene 20 - Liberated area 

Nelson (testimony): So, I will tell you frankly, in the liberated zone we had a good life, 

because the people planted rice, did the tillage, gave food to our own people and gave 

food to the PAIGC military! The only evil we suffered in the liberated zone were the 

bombardments and assaults from the colonial troops, that killed during those times, 

killed… killed… Napalm… and sometimes with American manufactured. Napalm, that 

bombardment that destroyed the people… it destroyed the people and the PAIGC 
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military! The liberated zone had everything; as I was saying, in the beginning it was 

hard, because in the beginning we didn’t even have a health post, nor a school, but soon, 

after two years, the barracks appeared, improvised barracks, for the function of a school 

and a health post… Then the health part was solved and the education part was solved. 

So the children started to study, they started to study and to learn the history of PAIGC 

quite well, to know the history of Guinea Bissau, what made PAIGC start the war, why 

PAIGC was founded and who founded it, what it was founded for, what purpose, 

because Cabral, Amílcar Cabral, always said that he didn’t fight; he isn’t fighting the 

Portuguese people, he is fighting against the Portuguese colonialism. Because 

Portuguese people are under colonial domination in Portugal. The book came from 

Conacri, the border, carrying that on his head, until the far away liberated zone was 

reached, where all those books were distributed in every school. 

André (testimony): In the Olosato where we had our headquarters for 14 months; it was 

in the woods of Oio, near a big PAIGC base that was called Morés. And there we could 

really listen to the radio voice of the revolution that broadcasted from Conacri, and 

many times I heard the voice of the one and only Amílcar, speaking to us, to the 

Portuguese! And the things he said, I agreed completely! Because he wasn’t against us, 

he was against the Portuguese colonialism and I was also fighting a big contradiction 

there. On one hand, I was an intimate friend, a comrade, of those who went with me 

and, on the other hand, I had people who fought in the woods, people who fought 

against us! And I knew that they were fighting for a righteous cause, for the cause of 

Guinea independency! When I went to the operations, I had to defend myself, because I 

had to defend myself; if I could avoid killing, I did avoid it, but I was almost killed in 

many situations by my eventual friends and comrades! (removes the headphones) This 

man was from the Portuguese communist party and went to the Ultramar War to do 
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political work for the party, to convince the Portuguese soldiers that they were fighting 

an unfair war and that it was necessary to end the war and the fascist regime in Portugal. 

Scene 21 - The party is not over yet Mozambique 

André: And we are here at the Radio Club of Lourenço Marques in Mozambique to 

celebrate the New Year’s Eve of 1964. We have here many guests to celebrate life in this 

unique place of Portugal in Africa, this unique space where black, white and mestizos 

can be happy under the national flag because Portugal is an African Nation. 

Nelson: We are there to celebrate the independencies in Africa, such as Zanzibar in 

1963, Malawi and Zambia in 1964. 

Lucília: Guys, it’s time! 

Everyone: 10, 9, 8, 7, 6, 5, 4, 3, 2, 1, 0. 

Scene 22 - Mueda massacre and Ruy Guerra 

Lucília: The war exploded in 1964, and the great moment that marks the beginning of 

the liberation fight in Mozambique was the Mueda Massacre on the 16th of July 1960 in 

the north of Mozambique. 

Nelson: Ruy Guerra is a director who was born in Mozambique, in Lourenço Marques, 

in 1931. Ruy Guerra became famous for his role in the new Brazilian cinema during the 

60’s. He returned to Mozambique with the independency, where he directed the movie 

Mueda, Memory and Massacre, the first Mozambican feature film. 

André: In his movie, Ruy Guerra registers a representation of the community of Mueda 

which started around June 1976 and continued for about two decades. This 

representation occurred annually in the square of Mueda, in front of the old building of 

the colonial administration and inside of it, in the same place where the events 
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happened, a popular theatrical representation, collective and carnival. I remember 

watching this movie and being impressed with how this community used the theatre, 

year after year, to revive that traumatic event, preventing it from being forgotten.  

Scene 23 -Film 

(video footage of the movie of Ruy Guerra passes at the same time and the performers 

reenact the character of the film and say their lines) 

Lucília: A person arrived; he is a black man who wants to speak with you, Mister 

Administrator. 

Nelson: He is black, black, black like you? 

Lucília: I’m white. 

Nelson: Oh, you’re white. 

Lucília: Yes. 

Nelson: Let him pass. 

Lucília: Let him to pass! 

Nelson: So, tell me. 

Lucília: The black man is here. 

Nelson: Ask him what he wants. 

Lucília: What do you want? 

André: Lucília, you know perfectly that in the movie they are speaking Makonde. You 

two are speaking in Portuguese, but with me you have to speak Makonde. 

Lucília: But I don’t know how to speak Makonde. 

André: You’re right; I forgot that your family is Makua. So, speak Makua, nobody here 

will notice the difference, anyway. 

Lucília: André, I don’t know how to speak Makua either. 

André: Then speak any other language from Mozambique. Changana, for example. 
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Lucília: André, I don’t know how to speak any of those languages, I grew up in 

Portugal. 

André: Ok, then change. Nelson, you will play the role of Lucília and speak 

Quimbundo, no one will notice the difference. 

Nelson: André, I can’t speak Quimbundo. 

André: Umbundo. 

Nelson: I grew up in Portugal. 

André: OK, well, Crioulo then.  

Lucília and Nelson: That’s in Cape Verde, Guinea and São Tomé and Príncipe. 

André: OK, well, then just pretend that you speak it, ok? Let’s proceed. Madaíl, go on 

with the video. 

Nelson: So, tell me. 

Lucília: Here is the black man. 

Nelson: Ask him what he wants.  

Lucília: He came to ask for independency. 

Nelson: But does he know what independency is? 

Lucília: He knows. It’s the Mozambicans themselves who are asking for Mozambique. 

Nelson: He doesn’t know that it was us, the Portuguese, the ones who made 

Mozambique? 

Lucília: He is saying that the Portuguese are fishes that came from the sea. 

Nelson: He can’t; we were the ones who cut off their tails. 

Lucília: They didn’t have any tails. 

Nelson: He can discuss this with me. 

Lucília: Is he allowed to speak? 

Nelson: No, he’s not, send him there to Tanganica; send him to where he came from! 
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Scene 24 - Phd introduction 

André: This work is part of a PhD project that I’m doing in England and it has a thesis 

part, like any other PhDs, but it also has a part of artistic creation. It’s a PhD about a 

specific kind of theatre, which is documentary theatre, and this documentary theatre is 

studying the end of the Portuguese colonialism. So, we already did two performances. 

The first one, about the old colonists, that later became known as “retornados”. The 

second one was called “Pass-Port” and was about the identity and nationality changes 

that the end of the Colonial empire provoked. And now, this performance is about the 

liberation wars, trying to approach the liberation movements. My work method, on a 

last analysis, is to recollect testimonials. There is a historic study, but after that it is from 

the people who lived in that time that I will build the performance. Thus, in the 

performances I really use the words from the people. Well, that’s pretty much it. So I 

will start by asking you: How do you characterise the colonial life you lived in 

Mozambique?  

Lucília (testimony): Our neighbourhoods were made of wood and zinc or reed, as we 

used to say, because its houses were made with a precarious construction, then there was 

the cement zone, right?, which was the white city? More than 95% of the colonial city 

was a white city; it was a place where we went to either go to school or to work (in the 

case of our parents), but we had the conscience that that world didn’t belong to us, or 

better, that we weren’t a part of that world. On the other hand since those were 

precarious neighbourhoods, they were susceptible to many hazards, many times as a 

consequence of periods of rain, which means they were susceptible to flooding. I 

remember crossing that cement border many times, crossing the avenue with the books 

over my head and with the water up to my waist. It was normal. We played in the dump, 
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for example, where we would collect the toys from the white children, who abandoned 

those toys, which would then become our toys. Our parents determinedly forbad us to 

speak national languages, it was easier for those who mastered the Portuguese language 

to progress in both school and in society. And we learned those national languages on 

the streets with our friends. We realised that some things weren’t ok, sometimes it were 

the complaints from our parents, wasn’t it? That the boss was always white. And there 

was an episode that I lived here in Nampula, in which we were at recess and suddenly 

someone said that an African and a European were fighting. I remember getting out of 

there and running to see what an African was, I had never seen an African, you know? 

And when I got there I realised that an African was a person like me after all! It was 

somehow shocked at the same time, to say that after all I was this. Well, I didn’t know 

what I was.  (Dance with Weapons) 

André (testimony): I have to say one thing; that bastard Salazar managed to sell to the 

majority of those guys, poor fellows. I consider many of them as poor fellows, man, 

above all the depoliticised, aren’t they? Which were the majority, one must say. Those 

guys thought it was the world order, eternal and forever! They didn’t look to Africa, 

didn’t understand what had happened in Congo, what had already happened in Algeria, 

what the independency of Ghana was. Moreover, they had no idea what Africa was, or 

the history of Africa. Perhaps they could know a lot about anacondas and the weather, 

about the stuff from where they were, but that Africa was another thing, it had Portugal 

in it, man… another logic. When the 25th of April happened it was a world order that 

was turned inside out. We went to Voz de Mozambique, which was the only newspaper 

that was still in opposition there, and there we went, these young white guys, selling the 

newspaper as paperboys, in the colonial city, which was unconceivable. Because the 

people who sold the newspapers were black, kids or grownups, but they were blacks. 
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And we went to sell the newspaper in the coffee shops on purpose, everywhere. And 

there was a very famous pastry shop there, which was Princesa, where the guys knew 

that a group of PIDE police used to meet, among them Casimiro Monteiro. Once we got 

the newspapers, the first thing we did was to sell the newspaper to those guys. Casimiro 

Monteiro looked at us and said: “You son of a bitch, get out of here before you are 

fucked”. It was only after the 25th of April that we learned that that son of a bitch was 

the guy who really killed Humberto Delgado.  The plan was: the ticket was cheaper than 

the flight; we came in third class. PIDE knew about that shit and made a swoop to the 

ship that was supposed to leave at 11 a.m., but didn’t leave until 4:30 p.m.. We thought 

that we wouldn’t even leave Lourenço Marques, I mean... but no, they let us get out at 

Lisbon. The first time we tried to get out through Vilar Formoso; when the train stopped 

once longer than normal, and I said, ‘it’s about us!’ And it was. Soon PIDE appeared. 

‘Sir, please get out.’ Then, looking at the map, we saw where there were borders marked 

with I don’t know what, with a station, I don’t know what. We choose the village of 

Barrancos. The plan was to jump at the border, to walk the twelve kilometres down the 

road that we had seen on the map and, in Encinasola, quite late at night, finding the girl 

who had the car and who would take us to Higuiera de La Rialva, and from there to 

Seville, and so on and so on. In Sweden it was marvellous, we arrived to the police 

station there, we asked for asylum, we were refugees, whatever, ok. And in Mälmo, it 

was cool, we even managed to go to a Grito do Povo meeting. There was a guy who told 

us, ‘man, don’t you want to go to the plastics in Portugal? Plastics? What is that, going 

to the plastics? Man, Palma Inácio is going through here and he needs some guys to 

place some plastic explosives in Portugal. Come on, I’m fighting on the side of  

FRELIMO, I mean, that task you can do yourselves, because we are doing… we are 

placing the plastics explosives somewhere else!’ You see, it really is like that. It was 
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because of the colonial war that we had the 25th of April; everything else is just idle talk.  

(Removes headphones) This was one of the funniest interviews I’ve had. I remember 

that as we spoke we were drinking some beers, laughing, celebrating this past of 

fighting. When we started to talk about his escape to exile, he told me that his life had 

changed a lot, that he had recently had a stroke and that this year, after more than 40 

years, he wanted to go to Barrancos and to all the other places that marked his escape; to 

meet people there, see if they are still alive and say thank you, thank you for helping 

him escape to exile.  

Scene 25 - Party – Salazar falls of the chair 3rd of August 1968 

Lucília: Guys, it’s time: 

Everyone: 10, 9, 8, 7, 6, 5, 4, 3, 2, 1, 0.  

André: The highest moment for Portugal was during the 60’s. 1968 brought winds of 

change all over Europe and on the 3rd of August 1968 António Oliveira Salazar fell off 

the chair. It’s the end of the Estado Novo creator, the one responsible for misery, death, 

torture, war, censorship and ignorance. The biggest Portuguese criminal of the 20th 

century stepped down; the time had come to throw a party. A toast to the chair!!!  But 

unfortunately Estado Novo didn’t come to an end with Salazar, who was replaced by 

Marcelo Caetano, and everything stayed more or less the same, some names changed, 

but Estado Novo and Portuguese Colonialism continued. And one of Marcelo Caetano’s 

first actions was to visit the Colonies.  Video of Marcelo Caetano in the Colonies 

Scene 26 - The family 

André: I remember that we were in a room and that outside they had a backyard. The 

man was sitting in an armchair, I was on the sofa and the woman was in the kitchen, but 
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from time to time she came in to talk with us. And he had a photo album that he would 

show as we were speaking. You can use this book; it has many images of war. 

Nelson (testimony): This one was on an operation that we did in the woods, which was 

a mine. So, this part, this is the incendiary grenade… this would make anything 

explode. Everything was on the ground, on the ground and here… there was the…the 

detonator, here on this place. We would go through the woods on an Unimog, which is 

a, a car of, well… a small military car, but there were around twenty people and the 

sappers were going ahead, “picada” , isn’t it? Then one of the sappers suspected 

something, “My Furriel, there is something here that doesn’t look good. They gave 

orders to stop the Unimog and went there to see… Eh…there was a mine there. We 

listened to the radio… you know, the voice of… of those who we called terrorists, 

weren’t they? They were the “turras”, we listened to them on… the radio, we listened to 

them speaking, that’s it. They also had their songs, but… back then they also killed 

Mondlane, who was the boss of FRELIMO over there; I was also there during those 

times. And the commander would comment to the captain, “you know what, they killed 

Eduardo Mondlane!” And the commander answered, “good job from PIDE”. 

Interestingly enough, I never forgot that. 

André: I’ve been speaking with some soldiers and they always tell me about the war 

godmothers and the aerograms? Do you still have something from those times? 

Nelson (testimony): Can you imagine that this little girl threw them out?! 

Lucília(testimony): Me?!!!! 

Nelson(testimony): I had them in the album and she threw them away. 

Lucília (testimony): I didn’t throw them away, you are the one who can say that you 

“laid” them off… So, I was here with an album when… with women? 
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Nelson (testimony): When we received an aerogram, a little letter from the, the 

metropole, it was a crazy joy, that’s it. (sigh) It was something indescribable, that’s it. 

Scene 27 - Goodbye until my return 

André and Nelson (testimony): I fought in Mozambique, Nacala, Chaimite zone, a very 

complicated zone. We, the paratroopers, did the cleaning operations, called clean-up 

operations. We were brigades of six on the helicopter; we would leave in a certain 

location and, during the night, we would clean-up everything with the bayonet, we 

would very rarely use firearms. So, that was quite traumatic, because killing a person 

with a shot is one thing, cutting heads with a bayonet is another. Why?! Because the 

clean-up operations, were operations that were necessary as a psychological mean; the 

idea was to traumatise the enemy in a way that they were not used to. They already had 

more weapons, with better quality, and we would slaughter the women and the children, 

in such a degree that we would destroy villages; when they arrived there was nothing. 

Those are things that only those who were there, those who went through, it can 

understand. This was not official, like Napalm wasn’t official, but it was used! I went 

through hell, I went through hell… To have to kill two-month-old babies clinging to 

their mothers, cutting their heads off, and the mothers begging me for mercy while 

holding my legs. And I started thinking, who am I to do this, what am I actually 

defending, what homeland am I defending? Commander, I’ve been fighting children; I 

need to get some rest. But before you take off with the gentleman who is there in the 

helicopter that is ready to fly, there are three very important prisoners there who you 

need to take with you. You make them tell you the information you need, and you 

already know what you have to do… and you don’t land with them, obviously. Man, I 

stood there looking at him! “What are you asking me?” “That  you throw them 
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overboard, obviously?”  In that moment I went crazy, I took off my insignias, gave him 

my pistol, saluted him and said, “Lord commander, I refuse to follow such an order!” 

“Excuse me!?”. “I won’t do it. I’m someone’s son, that’s goes against everything, I’m 

done with war!” And he said, “Listen, do you know what you are risking? You are 

risking 25 years of doom in the fortress of Elvas”. “There are values that are with me 

and that stay with me, Lord commander, the Germans in Nuremberg also stated that 

they were just following orders. I have a brain and a mind to think!” “Well, then you, 

sir, are under arrest!” I came home and my father noticed that I was sick and I was 

immediately admitted in the military psychiatry, and I didn’t leave it until two years 

later. Video Goodbye until my return 

André: This was one of the most disturbing interviews that I did during the whole 

process; it isn’t easy to hear someone describing war crimes. It’s a really uncomfortable 

position. I thought about stopping the interview many times. It’s incredible how the 

power of this ideology could make men like this practice these hideous crimes until a 

point where they couldn’t stand it anymore and had the need to say enough. They 

needed to revolt. But Portugal is the country where we got used to not pointing a finger 

at war crimes; we let our criminals escape unharmed from the massacres they 

committed in Africa. We let our criminals escape unharmed from the tortures and 

murders committed in Portugal. They fled to Brazil, to South Africa, to Rhodesia; they 

ran away. And we didn’t do a thing. What would humanity do if the Nazi criminals 

weren’t judged? If Hitler hadn’t died would you let him run away to Brazil too? 

Because we allowed the highest person responsible for a murderer regime to run away, a 

regime that created concentration camps like the one in Tarrafal, the one in São Nicolau 

in Angola, the one… in Mozambique. We allowed those responsible for the death of 

Amílcar Cabral to run away to Brazil, the one responsible for massacres like the ones in 
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Wiriamu and… We let the person who was responsible for the actions that this tenant 

told me run away to Brazil. Just because you are in a war and the other side is the 

enemy, it doesn’t mean that anything goes. It isn’t right to kill women and children in 

order to terrify the enemy. But here in Portugal, apparently no one is responsible. No 

one was condemned. Nobody is even pointed at in the street or has to hear “that person 

is a war criminal”. With this study, I was impressed with the highest righteousness and 

propriety of the liberation movements towards the Portuguese army. The actions of the 

Portuguese army were a shame and that needs to be said. It was shameful, we 

committed innumerous crimes and the ones who conjectured, planned and executed 

them should have been judged. The liberation movements soon understood, with the 

15th of March 1961 massacre, that if they wanted to have international support, they 

would have to play clean in the war. But Portugal always knew that it was on the wrong 

side of history and we only behaved in a dignified manner during rare moments of 

propaganda. After all, with the escalation of the Cold War, the Lajes Air Base on Azores 

had a vital importance to the United States of America and NATO, which made it 

possible for Portugal to abuse and use the American Napalm as we pleased.  

Scene 28 - Radio Angola Combatente 

Nelson (testimony): I was married, my son had just turned one year old, and I decided 

to go and search for the MPLA. We went to Algiers; listen… Algiers was a volcano, 

Algiers was an extraordinary bonfire, I mean, it was a very rich experience. There were 

revolutionaries from all over the world; everyone who was a revolutionary of the world 

went to that place… So, individuals would appear there who were Trotskyists, 

Bourdillonists, who knows what… from the second international… the fourth, the 

fifth… well! It was an impressive thing.  I had been on the radio for a short time and 
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after that Pepetela appears from the headquarters and says, “man, I need to go to the 

headquarters!” I said, “Damn! It’s programmed!” But you see this organisation work! 

“Man, but the guys want you there, the guys listen to you”. And he says, “That comrade 

who is speaking must be the big guy; he speaks short and sweet and he isn’t afraid!” But 

we also had to take provisions to the guerrillas, rice and what not, on our backs, right? 

Why? Because the headquarters of Cabinda had some characteristics; there was no local 

production, was there? The headquarters were supplied from the exterior, but since the 

organisation wasn’t working properly, many times the guerrillas starved. We received 

aid, didn’t we? Not only weapons, but also munitions, and sometimes, when such things 

were disembarked, we received in-kind, the famous soviet peas, which just didn’t 

nourish, pea, boiled pea, isn’t it? You eat it once, it’s ok! Now, two, three, a whole week, 

two whole weeks and then you don’t even have oil to add or anything, right? It’s just 

boiled water, I mean, in order to endure, and sometimes even that would run out! Then 

there was some canned food, mackerel, fish… The powdered eggs, powdered eggs, you 

mix it with water, and it becomes a mash, doesn’t it? With a light egg taste, but it isn’t 

an omelet… What motivated me to enter the fight was really the ideal that my country 

had to be independent! Independency would free us from the colonial oppression, which 

was violent! To say that after it took the path I wanted too… I can’t say that! It doesn’t 

matter, anyway; at least in one way it did, the individual who was considered an object 

started to be a person, the Angolan, and that is very important to me. 

Scene 29 - Pioneer Song: I will die In Angola 

I will 

I will die in Angola  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With weapons  

With war weapons in my hand  

I will 

I will die in Angola  

With weapons  

With war weapons in my hand 

Grenades  

Grenades will be my coffin  

Burial 

Burial will be in the patrol  

Grenades   

Grenades will be my coffin  

Burial 

Burial will be in the patrol  

I will 

I will die in Angola  

With weapons  

With war weapons in my hand  

I will 

I will die in Angola  

Scene 30 - New Year’s Eve 1973 

Everyone: 10, 9, 8, 7, 6, 5, 4, 3, 2, 1, 0. 
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André: We’re here to celebrate the year… What year is it? 

Lucília: 1973. 

André: Isn’t this the year we had decided not to celebrate? It’s the year of Amílcar 

Cabral’s death… 

Lucília: But it’s also the year of Guinea’s Independence! 

Nelson: Comrades, let’s at least eat the raisins! 

André: Ok, Comrade, that’s it. Let’s eat the raisins and make some wishes. Comrade, 

we’re three, 36 raisins are enough. 

Nelson: Yes, André, but let’s not forget it’s been 13 years of war, which times 36 raisins 

a year adds up to 144 raisins each, a total of 468 raisins. 

André: But do you want to stick here for the next two hours eating raisins and making 

wishes? 

Lucília: We could offer our wishes to the comrades present in the room. We eat one each 

and the rest is for them. I believe this leaves about two wishes per person.  

André: What a great idea, Comrade! So in the end, comrades, before you leave, please 

make two wishes each for our sake! And 1973 is the year of the death of Amílcar 

Cabral, on the 20th January 1973, murdered by two members of the PAIGC who were 

released from PIDE’s jail not long ago. They defended Cabral’s death as a way to fight 

against the power the Cape-Verdeans had in the party compared to the Guineans.  

Lucília: Cabral knew he had been sentenced to die, and he told our doctor, trained at the 

Soviet Union, in December 1972, he knew PIDE was conspiring to kill him. 

Nelson: But Guinea declares its intention of independency on the 24th September 1973. 

Because just as the man who had lived in the liberated areas told us, “the bullet killed 

Amílcar Cabral, it killed the man, but it didn’t kill the idea.” 
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André: This is also the year in which the movement of captains that would lead to the 

25th of April 1974 was founded in Guinea. Many affirm that they weren’t indifferent to 

the words of Amílcar Cabral, “Our people see the distinction between a fascist colonial 

government and the people of Portugal: we aren’t fighting the Portuguese people…

we’re fighting the Portuguese colonialism. And may no one be in awe if we dare to 

affirm we don’t feel proud of the fact that each day…a great number of Portuguese 

young soldiers succumb ingloriously under the fire of our fighters.” 

Nelson: In Angola, the movements are going through a crisis, MPLA in particular, 

within which several movements are challenging Agostinho Neto’s leadership. The 

Portuguese army controls the situation, for the moment. 

Lucília: Meanwhile in Mozambique, the actions of FRELIMO intensify under the 

orders of Samora Machel, with attacks to boycott the construction of the dam of Cabora 

Bassa, and the guerrilla starts to approach Beira, the second major city in Mozambique. 

The war in Mozambique is nearly lost. In January 1975 some settlers protest against the 

inability of the Portuguese army to protect them from the FRELIMO. FRELIMO keeps 

creating liberated areas, bringing the education to the people which they never got from 

the colonial government. 

Nelson: It is also in Mozambique that the most serious massacres perpetrated by the 

Portuguese army took place, in 1971 in Mucumbura, near Tete, and in 1972 in Chawola, 

Wiriyamu and Juwau. 

André: The news of these massacres is internationally denounced and in an official visit 

to London, Marcelo Caetano is welcomed with shouts of “murderer, murderer!” Our 

history Professor, who was marked by the history of Portuguese colonialism, ran from 

Mozambique to London, where he was at that moment, a part of the committee which 

organised these demonstrations. 
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Scene 31 - Coutinho, Filomena And Gouveia De Carvalho Archives 

André: These images are part of the African Studies Centre archive. They were taken by 

a Dutch doctor who went to the PAIGC to work as a volunteer in one of the hospitals 

that PAIGC had on the border with Senegal. And it is through his photos that we know, 

today, where the PAIGC liberated zones were. During his time in Guinea-Bissau, he was 

particularly impressed with the effort of PAIGC to build schools and to teach people 

how to read and write, something that Portugal had never done. In Guinea, in the 60’s, 

there was a 98% rate of illiteracy.  One of the first international interviews I did was 

with a Cape-Verdean woman who now lives in Guinea-Bissau and who told me about 

her involvement with PAIGC in Europe, where she performed political theatre in 

France, Germany, and Holland. With this actress I found out how theatre can have an 

enormous power of political mobilisation.  Another man who was extremely well 

documented at the interview was an official from the Portuguese army, who was at 

Guinea. He brought me photos, military documents, letters, everything that proved what 

he had to tell me. In the other performances in this cycle, I found the official Estado 

Novo archives often had very interesting testimonies of the oppression, and in this 

performance I focused more on the personal archives and noticed how they can be real 

testimonies of resistance against oppression. At the end of the interview I said, “thank 

you so much for bringing me all this information!” And he replied, “No, no, this isn’t 

for you! This is for my grandchildren, so that they know how their grandparent lived 

through this period.” And it was because of a man like this that we can also celebrate the 

independence of these countries here. 

Scene 32 - Independences 
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Nelson: And we are still celebrating the independencies in Africa: 1973, Guinea Bissau, 

1975, Mozambique, Cape Verde, Comoros Islands, São Tomé and Príncipe, Angola, 

1976, Seychelles.  

André: That history teacher was so deeply marked by the experience of colonialism in 

Mozambique that he now teaches post-colonialism classes to the PhD students at the 

Universidade de Coimbra. And he found out that the room of the economy Professor 

António Oliveira Salazar is still there, intact, the room where the 1930 Portuguese 

colonial laws were written. He asked to visit this room. 

André (testimony): And I said to the… Dean, “Can you leave me here, on my own, for 

five or ten minutes?” The chair where he used to sit was there, completely… the table 

was there. This was the… this was the room… where… the formulation of the colonial 

laws were… well, thought and then, aeh… written. Thus… I opened the big window 

and I sat down on that same chair and I said the following: “Was it worth it?” 

André: Was it worth it? That was the answer I was looking for when interviewing the 

post-memory generation, trying to know what memory of the colonialism had been 

transmitted to them. I particularly remember an interview I did in one of those 

clandestine Chinese restaurants at Martim Moniz, in Lisbon. The most striking moment 

happened after I turned off the recorder, when that man told me he couldn’t forgive his 

parents for having lied to him, as Angola, or Mozambique, or any of the other colonies 

couldn’t have been the paradise they had always spoken of. How could it be a paradise 

when over 90% of the population of these territories lived in poverty and oppression? 

Scene 33 - Apologies 

André: When the research for this performance started, the presidential elections were 

happening in France, and back then, one of the right-wing candidates, François Fillon, 
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stated that the French people shouldn’t be ashamed of the French colonialism because 

what the French people did was share their culture. At the same time, another candidate, 

Emmanuel Macron, the current President of France, did an official visit to Algeria and 

declared that what France had done during the war against Algeria constitutes a crime 

against humanity. Back then I was particularly surprised with the French newspapers’ 

reactions, which said that Macron had lost the elections because he had the boldness to 

make such a statement. Macron returned, recanted and won the elections. But I think… 

I don’t know, is there anyone here that doubts that what France did in the war against 

Algeria was a crime against humanity? Maybe only a few will doubt that. But will we 

have the same boldness, the same assertiveness to say the same about the Portuguese 

colonialism and the liberation wars? Maybe not all of us. António Costa, our prime-

minister, is the first prime-minister with ancestry from a colonised country, but while 

this fact was underlined and commemorated in India, we, here, pretended that such 

thing didn’t happen, we pretended that it wasn’t important. We just echoed the news that 

we heard from India. And sometimes I ask myself: when will our time come? When will 

the time come for our presidential candidates, for our candidates for prime-minister, for 

our autarchies candidates, wherever it is. When will it be our turn to actually discuss our 

past, face to face. When? I would like to apologise to the students who still have to learn 

the same history as I and the people from my generation did. You will understand that 

the dates that you must memorise are nothing when compared to the dates that they 

want to hide from you. I’m sorry. 

Nelson: I would like to apologise to the Portuguese soldiers who were forced to fight on 

the wrong side of history. I’m sorry. 

Lucília: I would like to apologise to everyone to whom the right to speak in their own 

language was denied. I’m sorry. 
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André: I would like to apologise to everyone who was born in Portugal today and 

doesn’t have the right to have a Portuguese passport. I’m sorry. 

Lucília: I would like to apologise to all the people who see their revolt screams gagged. 

I’m sorry. 

Nelson: I would like to apologise to all the black people that still suffer today from 

police persecution. I’m sorry. 

André: I would like to apologise, I would like to apologise to all the people from 

colonised countries for never having heard an apology from the Portuguese political 

representatives. I’m sorry. I’m sorry. 

Lucília: I would like to apologise to all the people who still get their cries of anger 

muted. I’m sorry. 

Nelson: Now I wouldn’t like to apologise, I would like to tell people to go to hell. I 

would like to say, “fuck you” to those people who, while speaking with me, say bad 

stuff about the black people and then look at me and say, “I’m sorry, I’m not racist.” 

Fuck you. But I would also like to say, “fuck you” to those people who don’t sit next to 

me on the train. Fuck you. 

Lucília: I would like to say, “fuck you” to all those people who compliment my black 

woman ass. Fuck you. I would like to say, “fuck you” to those who, after knowing me 

for five minutes, start speaking Crioulo to me. I don’t speak Crioulo, fuck you. 

André: I would like to say, “fuck you” to all of those who don’t speak Crioulo with me 

because I’m white. Fuck you. 

Nelson: I would like to say, “fuck you” to those who know my musical project and still 

ask me for kizomba. Fuck you. 
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André: And, by the way, now I don’t want to say, “fuck you”. I want to declare this 

theatre here as a liberated zone. This room is completely decolonized. Any kind of 

colonial thought is over. 

Nelson: That row back there is liberated. 

André: I declare the United States of America as a liberated zone. And the white 

supremacists and Trump and Crump, and Crap. 

Lucília: I declare all the NEOs as a liberated zone, neo-colonialism, neo-imperialism, 

neo-slavery. 

Nelson: I declare this person as liberated. 

André: And Brexit, and the Russians who still miss the imperialism, and China, and 

Japan, and Brazil. 

Nelson: This person here in the front is liberated.  

Scene 34 - Family photos 

Lucília: This girl here is me and this gentleman is my father. We took this photo when 

we went from Beira to Nampula to say goodbye to our relatives before we came to 

Portugal. And because we didn’t know when we would see each other again, we went to 

the studio to take this photo, so it would have a better quality. My mother told a joke 

and I laughed enough, but my father didn’t find it that funny, I think. 

Nelson: This is my mother during chrism in Angola. She was around 13 years old. She 

is all immaculately dressed in white, as you see the knees here have two marks, 

probably because the church was on the street. It’s the only photo she has from Angola 

and she never went back there after her return to Portugal. 

André: This is my father, and I only found this photo recently. The only thing I knew 

about Africa was that in my home there were some statues made of African black-wood 
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that my father brought from Mozambique which my mother accused me and my brother 

of breaking when we were kids. And after my father died, when I started doing this 

work, I decided to ask my mother, ‘isn’t there anything else, really?’ And suddenly she 

brought me an album of photos that I had never seen in my life, from the times when 

my father was in Quelimane. And I stood there, looking at this past and thinking why is 

it that there are still some things that are not talked about in Portuguese families. 
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Appendix 4: Video Documentation and Press Book 

Portugal não é um país pequeno (2015) (Portugal is not a small country) 

TRAILER: https://vimeo.com/172561365 

FULL LENGTH VIDEO performed in Portuguese with English surtitles: https://

vimeo.com/151331245 (password: portugal) 

FULL LENGTH VIDEO (site specific version performed in English)  

https://vimeo.com/195649752 (password: portugal) 

Passa-Porte (2016) (Passport) 

FULL LENGTH VIDEO performed in Portuguese with English surtitles: https://

vimeo.com/221859822 (password: passport) 

Libertação (2017) (Liberation) 

FULL LENGTH VIDEO performed in Portuguese with English surtitles: https://

vimeo.com/249242280 (password: liberation) 

PRESS BOOK: https://issuu.com/hoteleuropa.pt/docs/libertacao_pressbook 

Hotel Europa company 

WEBSITE: http://www.hoteleuropatheatre.com 

VIMEO: https://vimeo.com/hoteleuropa 

BROCHURE (Cycle of Documentary Theatre): 

https://issuu.com/hoteleuropa.pt/docs/hoteleuropa_catalogue 

PRESS BOOK (Cycle of Documentary Theatre) 

https://issuu.com/hoteleuropa.pt/docs/hoteleuropa_dossierimprensa-min 
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Appendix 6: Ethical Approval 

  The research for this project was submitted for ethics consideration under the 

reference DTP 14/021 in the Department of Drama, Theatre and Performance 

and was approved under the procedures of the University of Roehampton’s 

Ethics Committee on 28.01.15. 

  In the next page an example of the consent form used in this research can be 

found. 
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!  

PARTICIPANT CONSENT FORM  

Title of Research Project: Re-writing the history of the Retornados through 

Performance Making. 

Brief Description of Research Project, and What Participation Involves:  

This practice-based research will reflect upon the identities, stories and 

memories of a Portuguese group called Retornados, with the goal of correcting 

the perception of their history. The Retornados were the Portuguese settlers 

who with the end of the Colonial Empire fled the newly independent countries 

and returned to Portugal.  

This investigation will use historiography methods, particularly archival research 

and oral history, which will be analysed through performance making. This PhD 

will result in a serious of original performances and a dissertation that will reflect 

on the performance work and its processes in discussion to the concepts of 

documentary theatre and with contemporary Portuguese theatre engaged with 

the subjects above mentioned. 
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This form requests permission of the participants to be interviewed on issues 

related with the Portuguese Decolonization and the return of the Portuguese 

settlers from the Colonies. The interview or parts of it may be used as material 

for the devising process and script writing for the creation of public 

performances that are part of this practice-based research and for the critical 

reflection that will be conducted in the written thesis. The interviews will be 

documented using video and/or audio devices.  

The participant consent may be withdrawn at any time without giving a reason. 

Should the participant decide to withdraw from the investigation, their data 

might still be used in a collated form.  

In this research project the participant will not be anonymous. Nevertheless, the 

participant may request that if he/she wishes to do so. 

There will be no payment for the participation in this research project.  

All the information and documentation concerning the participants will be stored 

safely and will be used only in the context of this research. 
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Investigator Contact Details: 

André Amálio 

Department Drama, Theatre and Performance 

Roehampton University, Digby Stuart College,  

Roehampton Lane 

London SW15 5PJ   

rodrigua1@roehampton.ac.uk 

+351 933559765 

Consent Statement: 

“I agree to take part in this research, and am aware that I am free to withdraw at 

any point without giving a reason, although if I do so I understand that my data 

might still be used in a collated form. I understand that the information I provide 

will be treated in confidence by the investigator and that my identity will be 

protected in the publication of any findings, and that data will be collected and 

processed in accordance with the Data Protection Act 1998 and with the 

University’s Data Protection Policy.” 

I agree that the interview is going to be documented using video and/or audio 

support and that this material may be used as part of this research project, 

particularly in creating public performances as support for the works’ analysis.  

The consent for the use of such audio, or video may be withdrawn at any time 

without giving a reason.  
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I will not be paid for collaborating in this research project.  

Name …………………………………. 

Signature ……………………………… 

Date …………………………………… 

Please note: if you have a concern about any aspect of your participation or any 

other queries please raise this with the investigator (or if the researcher is a 

student you can also contact the Director of Studies.) However, if you would like 

to contact an independent party please contact the Head of Department.  

Director of Studies Contact 

Details:   

Dr. Ioana Szeman    

Grove House,                

Roehampton Lane,  

London SW15 5PJ   

I.Szeman@roehampton.ac.uk 

(44) 208 392 3896  

Head of Department Contact 

Details: 

Prof. Joe Kelleher 

Grove House,  

Roehampton Lane, London SW15 

5PJ 

J.Kelleher@roehampton.ac.uk 

(044)0208-392-3 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