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1 KORTE PROJECTBESCHRIJVING

'TILL IT'S OVER' is een cross-disciplinaire samenwerking tussen het theatercollectief
SKaGeN en de Amerikaanse schilder en beeldend kunstenaar Richard Jackson, rond
de thema's burgeroorlog, tederheid en wraak.

Richard Jackson maakte een installatie op basis van Picasso's bekende
oorlogsschilderij Guernica. Acteurs Valentijn Dhaenens en Clara van den Broek
creéren een theatrale performance op basis van hetzelfde thema. Hoe gaan twee
mensen om met de gevolgen van extreem geweld, en wat is de blijvende impact
wanneer de tijd zijn werk heeft gedaan? Kan geweld ons dichter bij elkaar brengen?
Dringen we dieper in elkaar door en raken we verbonden ondanks of zelfs door het
geweld dat we elkaar aandoen? Creéert geweld intimiteit?

De installaties van action-painter Richard Jackson drukken vaak een gevolg uit: wat
blijft zichtbaar achter na een krachtige fysieke actie? Dhaenens en van den Broek
laten zich als performers aantasten door het werk van Jackson en verhouden zich
tot de context die hij creéert.

'TILL IT'S OVER is een samenwerking tussen SKaGeN, Richard Jackson, S.M.A.K.
Gent, C-TACT Genk, de Koninklijke Academie voor Schone Kunsten Antwerpen en DE
Studio / Villanella.
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2 DAGBOEKFRAGMENT

TILLIT'S OVER

Dagboekfragment (16 januari 2019):

Valentijn Dhaenens en ik zijn samen met choreografe Charlotte Vanden Eynde gestart
met de repetities van 'Till it's over'. We onderzoeken momenteel beelden van, en
ingangen tot, het gegeven burgeroorlog.

Valentijn en ik zijn tekstacteurs. Deze keer willen we graag zonder tekst werken. We zijn
benieuwd naar de impact die deze werkwijze kan hebben op onze gevoeligheid.
Misschien kunnen we met onze lichamen dichter komen bij empathie. Het lichaam is
naief, kan niet liegen.

We laten beelden in ons doordringen, laten onze spieren reageren, zoeken elkaar en het
vreemde op, proberen te voelen wat we niet kunnen begrijpen. Charlotte helpt ons
ingangen vinden tot die lichamelijke verbeelding.

We lezen ook getuigenverhalen van overlevenden, we maken ons poreus. Zoeken hoe
beeldende kunstenaars zich tot het thema hebben verhouden. Proberen de beelden te
lezen, ons ertoe te verhouden.

Ondertussen praten we dagelijks met Richard Jackson, hoewel hij zich momenteel aan
de andere kant van de oceaan bevindt. We sturen hem berichten terwijl hij slaapt, hij is
aan de slag terwijl wij rusten. We treffen elkaar soms in wat voor ons de late namiddag
is. Dan wisselen we ideeén, ervaringen, en gevoeligheden uit. Richard komt altijd
verrassend uit de hoek. Zijn verbeelding daagt ons uit. We sturen hem beelden die ons
bezig houden: stapels kleren uit de Rwandese burgeroorlog, een verlaten kind met een
zak knuffels in Aleppo, een groep onderzoekers in isolerende witte pakken (ze bezoeken
een rampgebied, hun pakken suggereren dat ze de verwoeste site niet willen
beschadigen, en dat ze zich willen beschermen - beschermen tegen wat?).

Richard reageert verbeeldingsvol, en met veel humor. Hij spreekt over een cartooneske
bom die een verfexplosie veroorzaakt. We bladeren door zijn oeuvre vol speels geweld,
of gewelddadige speelsheid. Richard stuurde vannacht het bericht dat hij naar beelden
van Picasso's Guernica aan het kijken is. Hij verhoudt zich tot de geschiedenis van zijn
discipline.

De zachtheid van onze communicatie, van Richards stem en ogen, weerspiegelen de
tederheid waarmee we dit thema willen aanvatten. Tederheid is één van onze ingangen
tot het geweld dat we niet helemaal begrijpen. In een teder gebaar zit de nood aan
tederheid besloten. Van waar komt die nood? Wat in onze lichamen heeft honger, wil
getroost worden? Op welke manier is onze hand leeg, en wil ze in de streling een kloof
overbruggen?

We denken na over narrativiteit. We proberen niet te lineair te denken. Eerder circulair.
Misschien is de geschiedenis van de mens in wezen circulair, of spiraalvormig. We zijn
theatermakers die zich verhouden tot beeldende kunst, die zich poreus maken voor de
dimensies van een andere discipline, die zich in een andere wereld voortbewegen, met
onze lichamen en de verhalen die ons bevolken.
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3 CAST EN CREW

Concept en spel:

Beeldend werk:

Bewegingsregie:

Kostuumontwerp:

Geluid en technische leiding:

Productieleiding:

Zakelijke leiding:

Productie:

Coproductie:

Met de steun van de Vlaamse Gemeenschap

Valentijn Dhaenens en Clara van den Broek

Richard Jackson

Charlotte Vanden Eynde

Barbara De Laere

Jeroen Wuyts

Karen Van Peel

Korneel Hamers

SKaGeN ism Villanella/DEStudio

S.M.A.K., C-TAKT, KASKA

Met dank aan Latze Dieye, Matar Diouf, Patrick Da Silva Rosa, Louise Goegebeur, Joris Goorden, crew Villanella
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4 SPEELLIST
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Wo 27 maart 2019
Do 28 maart 2019
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5 GESPREK MET DE MAKERS (Engels, rechtenvrij)

geleid door Johan Pas, decaan van de Koninklijke Academie voor Schone Kunsten
Antwerpen.

Johan Pas is an art historian, a curator and a writer. Since October 2017 he is the
dean of the Royal Academy of Fine Arts Antwerp.

Johan Pas:
What led to 'Till it's over', how did it all start?

Clara van den Broek:

| read a book about civil war, being Without Blood by Alessandro Baricco. A bit
later | went to an exposition of Richard Jackson, 'Ain't Painting a Pain' in S.M.A.K.
Ghent. And | was really impressed, amongst other things by the fact that there is
something theatrical in his work, because it is three dimensional, you enter the
work and you start wondering 'o my god, what has happened, where does this
come from?'. So there is suspense, there is a time dimension, you're involved
physically and there is lots of space for imagination because the action took
already place, and you see the ‘jelled’ results.

One work, 'Painting with Two Balls', a car on its side with two big balls on top,
made me think of the opening scene in the book by Baricco. In that scene you have
a car coming from a distance, surrounded by smoke... So | thought it would be
wonderful to be able to play the book and having a visual dialogue with this work
of Richard Jackson. But how to organize that? When | asked SMAK they kindly
offered me to put me in contact with Richard Jackson and that's what happened,
and Richard was interested in the project from the beginning. But he immediately
said he preferred to come with something new, make a new work, go for a new
experience instead of retaking an old work.

Some time later | was going on a trip to California with my mom and children and
the night before leaving Valentijn was at my house and he suggested to write
Richard an email telling him | was going to be in LA. Maybe | could meet him,
Valentijn said, although | was not expecting that to happen... But | did write the
email and after two hours | already got a very friendly and open answer from
Richard and one thing led to another.

Richard read the book. But then we didn't get the rights to play the book, it's very
hard to get rights to adapt Baricco...

So that's one part of the story.

The other part is that we wanted to do something new with SKaGeN. | guess we are
at a certain stage in our career, having explored our discipline as text actors a little
bit, and now looking for new paths.
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Valentijn was interested in doing a play without words. And | had done a
performance during summer with almost no words, so we found each other on that
level. We asked Charlotte Vanden Eynde to join us and help us find ways to express
ourselves without words. And so we started working sort of from scratch. We had
the book, we had the theme of civil war and we documented on that.

Charlotte's way of working is very different from ours. In the beginning | had the
impression we were doing nothing. She put us on the rehearsing floor and gave us
an assignment like 'you're waiting for something', that's it. And then we were on
that scene for like two hours, Charlotte took all her time and didn’t give us the
feeling to expect something, and since there was no pressure for creating, things
just happened. That was very new to me, because improvisation is like horrible to
me. This new experience was very interesting... Everything was based on 'being'
and 'doing’', not 'showing'.

And then there was the work of putting the things in order en retaking them, to
build a performance worth looking at. In retaking the parts we have to watch out
not to loose the quality of not 'showing' too much, not to step in regular theater
again. It's really a cross-over now between theater and visual arts, and for us also a
new way of performing. For me it is refreshing not to be able to grab to the normal,
well known theater-tricks while performing.

Johan Pas:
In what way is the theme of civil war still relevant? And is it important that the
audience grasps that connection?

Clara van den Broek:

For us it really is about civil war, or, in a broader sense, about violence and
intimacy and the relationship between those two.

But we had some try outs for people who really didn't know a thing about the
performance, and some of them saw other things. Some of them saw a play about
domestic violence, for instance. But that's fine, imagination can flow, it seems the
play can be touching as well if you don’t know it’s about civil war.

Anyway, we will make clear on the flyer what the performance is about, so people
who want to know can read it.

Johan Pas:

Mr Jackson, may we know from you why you got involved in the first place? Why
you responded to the invitation? Did you ever work with actors or theater makers
before?

Richard Jackson:
No, | didn't, which is partly the reason for accepting the invitation | guess.
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| mostly work alone, | worked alone like for ever, and lately | had an assistant,
which was an evolution, cause it's interesting when you work with somebody,
because they bring new information.

To be honest I'm growing away from the art community, because it's becoming
exactly what | didn't want to be involved in, a competitive business that's more and
more about money than about other things where I'm more interested in.

When | was in school | thought 'something interesting is going on here, because no
one is making any money'. And that's not the case now, younger people now see it
as an industry, and | guess it is.

But what I'm really looking for is the new experience, I'm always looking to learn
something. | can't learn something by doing the same thing over and over, except
that | can make a lot of money.

What's interesting about the play now for me, is that people all have a different
take and for me that's really good, you know, because when they see other things
they can have a conversation. And with my work it's kind of the same way, it's
performative, like I'm the performer, but the difference is | don't like people
around, because if they see everything and understand everything it's not as
interesting for them as when they have to try to figure things out.

Moreover | was interested in the project because it was about civil war. My
painting on the stage floor is an adaptation of Picasso's Guernica, which basically is
a painting about civil war, Spanish civil war, black and white, really powerful.

Clara van den Broek:

The first month Charlotte, Valentijn and myself were rehearsing in Antwerp, and we
shared information with Richard via mail and WhatsApp. And then Richard came up
with something. It could have been a mismatch, but things really came together
surprisingly well. And for me that's due to the fact that Richard is so flexible and
open, but still so loyal to himself, which | find amazing and inspiring.

Johan Pas:

What | think is amazing here is that from both sides a lot of risk is involved in this
project. You, the actors, take a lot of risk in going to an artist in California and ask
him to collaborate. And the visual artist, well established in the gallery system,
takes the risk of getting involved in a theater piece that hasn't been developed so
far.

Clara van den Broek:

It was funny when we met the gallery owner in Paris and mentioned our budgets.
The way he looked at us said everything, we were on different planets... But
Richard said 'l will do it anyway'.

Valentijn Dhaenens:
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What's contradictory with Richard is that he almost never collaborated with anyone
before, so he was probably a little scared about getting involved with other artists,
but he gave us so much freedom, half of his answers were 'l don't care', he likes to
add something but he's not afraid of going in a direction he's not familiar with... So
I'm starting to think: isn't it a shame you haven't collaborated before, because it
suits you very well? Or is it just the fact that we are very different, us being theater
makers, you being a visual artist, that allows us to give each other so much
freedom, because we're not specialists in each others fields? Working together
with another visual artist might have been more complex.

Richard Jackson:

The answer to that is that | really do not care.

| don't like to make value judgments about art.

| enjoy working together with people and spending time with people that are very
unlike me, because | feel like | can learn more from them. And | did that my whole
life, | worked in construction, they never knew what | did, and | was able to learn a
lot by working with them.

You know, like if we all sit around and we are all artists, we talk the same language,
we can look at a painting on the wall that is just all blue and have a conversation
about that... That's crazy, to get to that point where you are so specialized. And
then somebody says 'my child can do that'... And you know what? That's true.
When | taught at the university | had a different idea about how people learn. | had
the idea that they learn from each other and so that if you have 50 students
instead of 10, you have more information in the room, and then all you have to do
is set up an atmosphere. That's the key to the whole thing: setting up an
atmosphere that is conducive to learning. And the other part is they have to trust
you. Once they trust you they are OK.

Johan Pas:

To my opinion that's a perfect definition of an art school. It's just creating a safe
community and conditions for formal and informal learning, for mutual exchange.
Most of the students learn from each other more than they do from teachers and
the teachers learn from the students as well.

When the conditions are fine, when you feel safe and secure, which is probably the
same while rehearsing a play, then things happen by themselves. And when you say
you don't care... of course you do care, you are an artist, but just by saying it you
leave things open, you create open conditions instead of fixing it and saying how it
has to be according to you.
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Clara van den Broek:

In a way that is also how Charlotte works. She creates an atmosphere in which we
just can breathe during rehearsal, and that's different from what we normally do.
We normally train and push each other. Charlotte doesn't push, she lets us be.

Richard Jackson:

I'm always interested in the process more than the result in a way.

They have a rehearsal, then they change some things, work on it all day, maybe
dropping and adding some parts... The experience that people share is interesting
to me. I'm looking for more, new venues and opportunities, and this experience
kind of made me think about other things.

Johan Pas:

Going back to your exhibition in S.M.A.K. Ghent, 'Ain't Painting a Pain', where you
showed objects and installations: a lot of energy came from that exhibition, the
installations gave a suggestion as that things could continue or go on.

And there was also a lot of humor in it. And humor is important, especially when
you're talking about civil war, which is a serious topic, tragic and painful. | suppose
with your painting on the scene you bring in some humor?

Clara van den Broek:

That's indeed also great about Richard, some kind of happiness and cheerfulness
comes from him and from his work. We have a broken table in the middle of our
stage made by Richard and when you think about Richard making it, it's in fact kind
of funny, touching and tragic at the same time.

Valentijn Dhaenens:

During the performance the audience is sitting in a circle around us, wearing yellow
overalls.

With those yellow suits they look funny and at the same time their individuality
disappears. But as they surround us they are really involved on the floor where
Richard works, as if they are part of a community, as if they're prisoners, soldiers,
they are part of one group because they are all wearing the same uniform.

It started with an idea of monks meditating on civil war and there was also our
association with researchers going to a disaster area. In the beginning we thought
about white suits, but Richard doesn't like white, so now it's yellow suits.

However, this performance doesn't exist without the audience because they are
really involved and there's a lot of participation, some of them become part in the
massacre that Clara is doing, or have to help in 'killing', they assist the actors. So
some nights things can go wrong a little bit or things won't work out like the night
before, which is hard for me, cause I'm used to getting things right, having the

TILLIT'S OVER pagina 11 van 19 PERSMAP



show ready and then not changing it a lot the next few nights. But I'm starting to
enjoy this unpredictability.

Clara van den Broek:
| feel supported by the audience. It looks like, as they all wear those yellow suits,
they are willing to create a community that supports me.

Charlotte Vanden Eynde:
After the try outs several people admitted that wearing those suits made them feel
save about participating, more than they normally would in such a situation. It's
something about being anonymous, people not feeling insecure about how they
look and what they wear.

Johan Pas:

It also kind of tells something about the uniform as a tool to make people do things
they would never do in normal life, wearing a uniform makes you somebody else,
with power maybe... It's a bit creepy.

Valentijn Dhaenens:

But it's a new fact that people also enjoy it. | didn't expect that, | thought some
people would go like 'l really need to wear this stupid yellow too big suit with a
zipper?', but most people seem to like it. They are anonymous, not able to check
their phones but they seem to be relieved, even liberated they can't check their
phones during 1,5 hour.

Clara van den Broek:

| remember you stressing on the fact that we should create a context in wich
pleople would maybe adopt an other way of looking. For instance just sitting and
‘being there’ when there's nothing to see. Because sometimes it is tense, but at
other moments nothing is happening. So the audience is just sitting there, they can
look at each other and at Richard's art work, find some rest, and let their
imagination flow.

Johan Pas:
Can you, Charlotte, explain to us what was your approach for this performance, is it
different from any other work you did before?

Charlotte Vanden Eynde:
| had similar experiences.
For me it was very much about having a lot of antennae, like trying to feel what
both of them were thinking, feeling, wanting and what | could add to that and
trying to guide that into something consistent. It's very interesting to me and, as
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said before, it comes down to creating an environment where things can happen.
There was a lot of talking about how we saw and felt things and what we wanted to
bring to the audience about civil war, violence and trauma, putting all that
together in a performance.

| have off course a dance back ground, but it became immediately clear to me that
they wanted to work more with actions and objects, and less with the body itself.

Johan Pas:

The work of Richard stayed virtual for a long time, but once it was clear what it was
going to be, did it affect you in the process of creating? For instance the selection
of the Guernica painting, such an iconical image, must have had an impact?

Charlotte Vanden Eynde:

We were already far in the process when Richard brought his ideas to the creation,
so it was more like things coming together at that moment. But indeed, knowing
that he was inspired by the Guernica, we did work with iconical images of war and
suffering ourselves. We made our own versions of some of those photographs and
paintings in live action.

Valentijn Dhaenens:

There is a beautiful tension now between the darkness that we developed on the
civil war theme and the input of Richard which makes it light, bright and colorful.
And this tension is the most beautiful thing for me now just because there's
something perverse about it, but also: that's life.

If we would have done this just with the three of us, without Richard, it would have
been very dark, with sensitivity of course, but the layer of paint that he throws
over us has so much more meaning. It also makes you think differently. For
example there's paint dripping from the ceiling in buckets. That's something sad,
the roof is leaking, but at the same time those bright colors destroying Richard's
Guernica painting are great to watch, the drops evolve into something very playful.
That's what | find most exciting at this point: the tension between the very dark
side and the playfulness.

Johan Pas:

Can there be beauty in war? Like Marinetti proposed war as a kind of esthetic
experiment. Is it possible to say that war can be beautiful? Or is it per definition
ugly? The fact that you as a painter, as actors, deal with war, are you pushing
limits, seeking beauty in ugliness?

Didn't Picasso aestheticise war with his Guernica painting, didn't he translate
tragedy into beauty?

TILLIT'S OVER pagina 13 van 19 PERSMAP



Richard Jackson:

Beauty is relative. Some people see my work as really beautiful, but only isolated
parts maybe. All the years that I've been a practicing artist, I've never had a critic
that really liked my work. The beauty thing is kind of relative to what you bring to
it. And | think it's the same with the play. You go in there with a different
background than the person sitting next to you, and so you take something
different away from it.

And with art it's the same thing. If you go in there with absolutely no knowledge,
then you can't relate to it like i.e. someone with a degree in art history. I've always
tried to have my art be something that you don't need a degree in art history to
understand or appreciate, but that's kind of a difficult thing, because you are an
artist and you can't play dumb, you can't escape your frame of reference, you can't
pretend you don't understand cause you do.

Clara van den Broek:

The question about beauty is a very difficult one...

But one of the questions in the play, also a bit of a shocking question, is 'can we
get closer together by violence?'. Can we come closer to each other by violence
than by love? Which is also a possible interpretation of the book of Baricco. And it
is what we do on stage as well: we change roles between offender and victim, but
we also stick together, and there's violence, but also tenderness involved, which is
touching | guess.

Valentijn Dhaenens:
Richard, you said something very sad about students wanting to be involved in the
industry, that they're not interested anymore in things you find important.

Richard Jackson:

Not all of course. But | think it's because they are now all floating into LA. They can
work there relatively cheap compared to other parts of the US.

But I'm to blame for a big part of it, because | taught at the university and there
were lots of good real artists, Paul McCarthy, Nancy Rubins, Chris Burden, Charles
Ray... And those people were attracting students from all over. And the students
that the school put out were so successful and really great artists and then all the
sudden everybody wanted to come to LA.

Johan Pas:

| remember LA becoming very hip. New York had always been the scene of
contemporary American art since the 1940's. But then that changed with your
generation, and the whole west coast post punk scene, kind of iconoclastic punky
rock n roll messy style became like the LA style and in the nineties that attracted a
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lot of people, | guess it was much more fun than New York. But | can imagine it was
kind of a hype and if something peaks it also slows down again after a while.

Richard Jackson:

Yeah... All the teachers retired or quit because they didn't need to teach.

It's difficult to find important good artists to teach today. Some of them don't want
to do it. And then they say 'well, he's not a great artist, but he's a good teacher'...
But how the hell can you learn from a bad artist?

Clara van den Broek:

The piece will be shown in another circuit than the regular theaters, more in an art
context. We wanted this performative context and the context of visual arts,
because we expect that to challenge us. | also think people will look at the
performance with a more open mind when not played in regular theaters, because
in a theater they expect a story, they expect playing...

Charlotte Vanden Eynde:

| doubt if it will change a lot. You are a theater group, so there is this expectation
apart from the setting. | think it would be even more interesting to try different
contexts.

Clara van den Broek:

| remember one of the big challenges was the relationship to the audience.

Because in visual art this is totally different than in theatrical art. In visual art you
have individuals or smaller groups as an audience, in theater it's more like groups
of hundred persons and more. So we had lots of questions about the relation to the
audience, do we want them to be mobile, or do we give them a seat etc.

Valentijn Dhaenens:

To me it did a lot during the creating process, knowing that we were going to
perform in other places than regular theaters. Cause a theater for me consists of
two zones, there's the zone where someone is performing and the zone where
someone is sitting and wants to be given something. And performing in spaces
where you don't have this clear mark between audience and performers is very
different, it's liberating.
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6 PERSFOTO’S
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7 CURRICULA MEDEWERKERS

Richard Jackson (Sacramento, 1939) is een Amerikaanse beeldend kunstenaar, die
in Los Angeles, Californié woont. Hij studeerde Kunst & Techniek aan het
Sacramento State College van 1959 tot 1961 en doceerde beeldhouwkunst aan
UCLA Los Angeles van 1989 tot 1994.

Sinds de jaren 1970 is hij een prominente figuur in de Amerikaanse hedendaagse
kunst. Beinvloed door zowel het abstract expressionisme als de action painting,
onderzoekt Jackson een performatief proces dat het potentieel van de
schilderkunst wil vergroten door zijn technische conventies te verbeteren. Voor
Jackson is verf geen hulpmiddel om een representatief beeld te creéren, maar
wordt het gebruikt als een alomtegenwoordige vloeistof die wordt gespetterd en
verspoten over het oppervlak van zijn installaties. Jackson wil schilderkunst
herpositioneren als een dagelijkse ervaring. Daarom maakt hij gebruik van
huiselijke omgevingen en banale menselijke activiteiten als basis voor zijn
installaties.

De internationale belangstelling voor zijn werk blijkt uit tal van vooraanstaande
tentoonstellingen, o.a. tijdens de Biénnale van Lyon in 1997 en de Biénnale van
Venetié in 1999. De retrospectieve "Ain't Painting a Pain" tourde in 2013 naar het
S.M.A.K. in Gent, het Museum Villa Stuck in Minchen en het Orange County
Museum of Art in Newport Beach.

Clara van den Broek (Sint Niklaas, 1974) studeerde Romaanse Talen, Culturele
Studies en Filosofie aan de KULeuven, en studeerde in 2000 af aan de
toneelopleiding Dora van der Groen, Koninklijk Conservatorium Antwerpen. In
datzelfde jaar richtte ze samen met haar klasgenoten het theatercollectief SKaGeN
op. Sindsdien speelt, schrijft en creéert ze theaterproducties, intussen een 30-tal,
waaronder de monologen Aantekeningen uit het Ondergrondse (SKaGeN), Heimwee
naar Tirgu Mures (Cinderella) en De Vloed (SKaGeN), en de ensemblestukken
Zeestuk, Pardon!, Deurdedeurdeur, Alles van Eva, CCC, The Best of Alma Mahler,
Laura Exterieur, Wonderland, Winterkant, 10 (SKaGeN), Ziek van Dood Zijn,
Husbands and Wives (De Tijd), De Wet van Engel, Van Alles naar Allen (De Koe),
Allemaal Indiaan (Les Ballets C de la B en Nieuwpoortheater). Ze brengt de
Franstalige versie van De Vloed, Raz de Marée, tijdens het theaterfestival van
Avignon 2019.

Daarnaast is Clara van den Broek codrdinator van de afstudeerrichting Acteren aan
het Conservatorium Antwerpen, en voorzitster van de onderzoeksgroep
Uitvoeringspraktijk in Perspectief aan dezelfde instelling.

Van den Broek was van 1998 tot 2002 dansrecensent bij de krant De Morgen, en
van 1997 tot 2003 redacteur bij het podiumkunstentijdschrift Etcetera.
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In 2006 publiceerde ze de roman Aarde bij De Geus, en daarna ook een aantal
kortverhalen. In 2012 verscheen Sommige Dingen vallen in het Water, eveneens bij
De Geus, na een publicatiereeks in afleveringen in De Morgen. Van den broek werkt
ook af en toe als freelance publicist. In de zomer van 2016 maakte ze in opdracht
van de krant De Morgen een interviewreeks rond migratie onder de titel Van Hier
en Ginder.

Valentijn Dhaenens (Gent, 1976) is theater- en filmacteur. Hij studeerde in 2000 af
als meester in de Dramatische Kunst aan het Conservatorium van Antwerpen. Hij is
medeoprichter van het theatergezelschap SKaGeN.

Hij was ook te zien in voorstellingen van diverse andere grote en kleine
theaterhuizen, op televisie en in films, onder andere in Meisje (Dorothée Van Den
Berghe), Koning van de wereld en S. (Guido Henderickx), Mr. Nobody (Jaco Van
Dormael), Copacabana (Marc Fitoussi), After Day (Nico Leunen) en De
onbaatzuchtigen (Koen Dejaegher). In De helaasheid der dingen (Felix Van
Groeningen) speelde hij de rol van Gunther, meer recent in Girl (Lukas Dhont)
vertolkte hij de rol van psychiater.

Zijn doorbraak op de planken kwam er met DegrotemonD: een ode aan de
redevoering. Daarna volgde de succesvolle monoloog DeKleineOorloG. Beide
producties tourden wereldwijd.

Zijn monoloog Onbezongen (SKaGeN/KVS) is nog steeds een internationaal succes.
In 2018 won hij met de Engelse versie, Unsung, een Fringe First, een van de
belangrijkste awards op het Edinburgh Fringe Festival.

Charlotte Vanden Eynde (Belgié, 1975) is danseres en choreografe en woont in
Gent. Ze studeerde Hedendaagse Dans bij P.A.R.T.S Brussel.

Sinds 1997 creéert ze zeer persoonlijke choreografieén en performances, met een
focus op het lichaam en met een sterke sculpturale en fantasierijke gevoeligheid.
Haar vroege werk ('Benenbreken’, 'Zij Ogen' en 'Vrouwenvouwen') ging over
kwetsbaarheid, intimiteit en vrouwelijkheid. In 'Lijfstof' onderzocht ze het lichaam
als object/materie en in 'MAP ME' werden videobeelden op het lichaam
geprojecteerd als op een doek. Ze voerde haar bewegingsonderzoek voort in het
groepswerk 'Beginnings/Endings', de solo's 'I'm Sorry It's (Not) A Story' en
'Shapeless’, en in verschillende locatiespecifieke uitvoeringen en
improvisatiesolo's.

Ze werkt vaak samen met musici (Nicolas Rombouts, Christian Mendoza) en
theatermakers (Dolores Bouckaert, SKaGeN, De Roovers, Jan Decorte) en danst in
stukken van Marc Vanrunxt en Ugo Dehaes. Daarnaast geeft ze advies aan andere
kunstenaars en geeft ze workshops op basis van haar eigen artistieke praktijk.
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8 INFO & CONTACT

e De voorstelling TILL IT'S OVER duurt ongeveer 90 minuten zonder pauze.

e Voor alle vragen omtrent de productie TILL IT'S OVER kunt u mailen naar
korneel@skagen.be of bellen naar het nummer +32 485 63 08 74 (zakelijke
leiding).

e Vrijkaarten voor leden van de pers of programmatoren zijn te verkrijgen door
op voorhand te reserveren op het bovenstaande mailadres.

e SKaGeN is te volgen via haar  website skagen.be of via
facebook.com/SkaGeNtheatre.

e Voor meer informatie over de voorstellingen, of voor een duik in het
verleden, kunt u sinds kort terecht op het online SkaGeN-archief. Hiervoor
moet u zich wel even aanmelden via de site.
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