






















 
AIDE À LA RECHERCHE ET AU PATRIMOINE EN DANSE 2019 

 

  
 
CN D/SRRC/décembre 2020 

 
 
  11 

The website is therefore organized with a double chronology that is both vertical and horizontal, 

enabling users to easily select a specific date or simply scroll along the timetable. Moreover, a menu is 

available in order to enable viewing the following options: 
 

1.! View the overall 5 categories; 

2.! View each category separately; 

3.! View only titles; 

4.! View only associated images; 

5.! View combinations of the ones mentioned above; 

6.! Search for topics: protagonists, places, and spaces. 
 

With these functionalities, the user is given the possibility of a comparative and selective reading that 

is impossible to attain while visiting the exhibition. While the exhibition proposes a spatial reading that 

is improvisational and exploratory, the website allows for a more intuitive and object-driven navigation, 

where specific information can be accessed by querying, instead of being found by chance. 
 

Hopefully, in a second moment, it will be possible to continue working on the website to allow for the 

combination of both modes: exhibition and research tool. A third moment would be devoted to the 

extensive treatment of the images and the bureaucratic procedures concerning its (open source) 

display, an endeavour we started for Festival Materiais Diversos and continued for the Serralves 

exhibition, but which requires an encompassing approach to internet rules. 
 

Though the online website is currently private, we plan to make it public after the Serralves exhibition, 

following the contents ’full revision, both in Portuguese and English. 
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A tool for collective study, exercise and transmission: what can be read on the Timeline   
 

Being that the central focus of the Timeline project is what is here being called “dance as an artistic 

practice,” that is, a discursive agent and form of thought anchored in its own time, where social and 

ethnographic dances, but also choreo-political projects, are included, it is worth noting the absence of 

references both to artistic dance and dance in general in the colonial and overseas Portugal, given the 

scarcity of dedicated studies. 

Several narratives, often contradictory to each other, can be read on this Timeline: narratives of 

cosmopolitanism and modernity; of nationhood and Portugueseness; of negation and absence; of 

excess and of State-choreography of bodies; of gender and colonialism ... Among these, the narrative 

below summarizes a general reading of the “Portuguese case,” presented in Brazil in 2017, which should 

not be read univocally, for the same reasons why the project presented so far has been devised. 
 

Even so, accepting the challenge of trying to outline a general narrative, it can be seen that in the 10s, 

20s and until the mid-30s of the XX century the presence of dance in a relatively cosmopolitan Lisbon is 

notorious, where performances in theaters and variety shows succeed one another (with the likes of 

Josephine Baker, Loïe Fuller, jazz-band, Moorish dances, Ballets russes, modernism and Orpheu) and 

timidly appear private lessons in Eurythmics with foreign madames who sometimes teach in 

recreational spaces or cultural circles to a cultivated proletariat. In the 1940s, starting with the “spirit 

policy” of the then head of state António de Oliveira Salazar and advertising minister António Ferro, and 

following with the subsequent folklorization of the country, the most visible project seems to be the 

creation of the Portuguese Ballets Verde-Gaio, the invention of dancing the nation and its history, the  

myths of which were being reinvented by these and other means. From the 1950s onwards, even 

though the Portuguese dictatorship continues, the State cultural project seems to fade or just generally 

keep to the lines drawn in the 1930s (such as the sustenance of folkloric ranches), which from a cultural 

point of view will make an increasingly larger elite of the educated population (who reads newspapers 

and magazines, consumes films and foreign music and will adhere to the recently instituted television) 

distance itself from a regime that was said to be nationalist, anti-cosmopolitan, and anti-modern, 

without ever making any particular big investment in dance. In turn, dance as an artistic practice will 

eventually find its way in the 1960s into private institutions, such as the Calouste Gulbenkian 

Foundation, which founded the Gulbenkian Ballet Group (later to become the Ballet Gulbenkian), or 

thanks to the isolated work of certain pedagogues. In this decade, not only does the beginning of the 

colonial war and immigration make many people leave the country, but the two student crises and the 

lack of opportunities that followed lead to greater discontent with a regime that, as an example 

pertinent to this project, comes to lead Maurice Béjart to the border with Spain because of him explicitly 

affirming being antifascist (which will eventually push the Calouste Gulbenkian Foundation to support 

the foundation of the Mudra dance school in Brussels, as a way to apologize for the Portuguese State 

procedure). The years leading up to the revolution marked the reformulation of the conservatory (which 

had not been reformed since the 1930s) and laid the ground for the future creation of the Higher Dance 
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School after the 25th of April of 1974, being that only in the 1980s, the time when the first modern art 

museum in the country inaugurates, will timidly begin to emerge an independent dance scene, later 

called the New Portuguese Dance movement, which boomed in the early 1990s when the results from 

Portugal’s ingression into the European Economic Community began to be felt. 
 

The New Portuguese Dance, often composed of dancers trained in (and diverging from) private 

institutions existing at the time, will be characterized as constituting a privileged platform for what 

André Lepecki describes as the complicated process of “activating a dancing body, immersed in 

contemporaneity and reflective about the anxiety of history” (2001)6. This movement will have rapid 

acclaim, also fueled by a governmental need to make Portuguese culture known in the recently joined 

Europe (which at the time coincided with modernity). Unfortunately, this acclaim will not have 

institutional correspondence, since the main dance institutions in the country will continue having 

relatively conservative matrices, being contemporary training relegated to the informality of festivals, 

production structures associated with choreographers and other private structures founded by artists. 

Despite this, there is a proliferation of choreographers and various presentation contexts, most of which 

are underfunded, leading to great precarity and, simultaneously, to large waves of emigration by 

national artists in search of better social security systems and more funding for artistic projects. The 

fetish for young artists and artists from the old New Portuguese Dance movement persists today, but 

without much critical discourse reflecting on the aesthetics and politics of the scene. With the opening 

of Portuguese institutions to European networks, there are also tendencies towards a monoculture of 

aesthetics (i.e. the official aesthetic) that circulates globally through systems which facilitate the 

programming of certain artistic agents to the detriment of others. 
 

This reading, in positive, allows a reading in negative, especially when made from the hesitations and 

specific stories contained and narrated in the commissioned texts, the ways in which terms such as 

“new,” “modern” and “modernity,” referring to concrete practices, have often been disputed and used 

as opposed to other terms, being important to understand who uses them, in what contexts, and to 

what are they opposed. For example, the modernity discursively denied, in a modern way, by Salazar 

on the radio, in 1932, is a State choreo-political project, as is the modernity defended by Prime Minister 

Cavaco Silva in the 1980s: a rhythm, a set of choreographies, certain cadences, are all imposed on the 

population. Whether being late (or trying to be late, like in the first case in which Salazar “refuses” 

modernity), or running (like in the second case, in which Cavaco Silva exhorts to run towards it, 

synchronizing the pace with Europe) modernity is, first of all, a logic, a set of discourses in which the 

referent is always beyond reach. Such discourses generate a movement and prompt a biased reading 

of the past, creating distortions. In fact, there is a whole reading of history and the history of dance in 

Portugal that is done in the light of a supposed delay, in parallel to the discourses of common sense and 

 
6“ What was called 'New Portuguese Danse' is neither a movement nor a style, but rather the name given to the heterogeneous 
set of works by a group of choreographers who started producing their works in the late eighties, early nineties. ” (Lepecki, 
2001). 



 
AIDE À LA RECHERCHE ET AU PATRIMOINE EN DANSE 2019 

 

  
 
CN D/SRRC/décembre 2020 

 
 
  14 

academia, “which allow themselves to get trapped almost unconsciously into this narrative,” whether 

by choosing as an object of study “that same distance from Portugal in relation to an ideal,” or to “tell 

a kind of Portuguese version of the history of Europe from objects that in Portugal are irrelevant” 

(Trindade, 2004).   
 

The “new” in New Portuguese Dance refers to the affirmation of a kind of independent dance that had 

hitherto little existed, but also to what in Europe followed the “wave” of the New French Dance and the 

New Belgian Dance, in anticipation to the New Eastern Dance, all names coined to facilitate a particular 

kind of international circulation, particularly strong after the Maastricht Treaty, which sought to unify 

and bring Europe together economically and culturally. 

 

In Continuation…. 
  

In conclusion, here are some notes on why it was possible to do this project now and why it might be 

interesting to continue: 

— there is the need for an overview of the XX century, putting it in perspective in order to look again 

into it; and to do so by tracing a history of the transformations of corporeality and the choreopolitics 

associated with it. Contingently, this was much done with the available technology — the internet —, 

from which a project like this is inseparable; 

— the study tool that this exercise generates is of undeniable interest; as its emphasis is, not only on 

the possibility of accretion, correction, and removal of textual entries, but also on the possibility of 

future novel associations between them. The narrative character of each entry, capable of holding and 

transmitting a small story, should be kept whenever possible. Historiographically, it is difficult to make 

periodizations visible without losing the capacity to create a network of overlays; whereas abiding to 

the Warburgian temptation to create image boards, outside of history, to allow for the reading of formal 

resonances, remains a potent exercise. 

— the possibility of developing and studying specific sections of the Timeline in stages, covering in detail 

decades, authors, companies, events, etc., allowing for deepening and clarifying the research already 

done, and proposing new arrangements; 

— likewise, the possibility of physically and performatively moving through time, walking along the wall, 

face to face with history, in turn fragmented into stories related to one another; and the pedagogical-

fictional possibility of creating tours across the Timeline with (un)trained guides, who propose readings 

of these narratives. 
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