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FOREWORD

Perspective: Dance offers the interested reader an insight at several 
levels into the developing dance landscape of Flanders and Brussels. 
With its outline of the landscape, new research material and above 
all a great many portraits of performing artists and producers, as well 
as an overview of intermediaries, this book provides evidence of a 
dance scene whose dynamism is considered exceptional throughout 
the world.

The dance scene as it currently exists in Flanders and Brussels is 
all in all a relatively recent phenomenon. In the 1980s, creating dance 
in Flanders and Brussels was still work for pioneers. Since then things 
have changed radically for dance-makers. ‘We once planted a tree in 
a desert, but now that tree stands in a wood’, said the choreographer 
Wim Vandekeybus some time ago during a debate organised by VTi 
– Institute for the Performing Arts in Flanders.

Previous research publications from VTi, such as Canaries in the 
coalmine. Master plan for dance in Flanders and Brussels (2007), Ins 
& Outs. A field analysis of the performing arts in Flanders (2011) and 
Perspective: artist (2012), described not only the growth of this wood, 
but also the increasing diversity of its flora and fauna, and the pro-
found symbiosis between the permanent wood-dwellers and the 
sometimes chance visitors. We charted how much the performing 
arts landscape in Flanders had changed in recent decades – from a 
scene chiefly reliant on theatre, to a broader performing arts scene 
where dance, performance and interdisciplinary artistic practices 
were put firmly on the map. This research focused on changing meth-
ods of creation and production. The traditional type of company was 
gradually joined by more open production organisations that main-
tain more semi-permanent relationships with performing artists and 
set up productions in international cooperative partnerships. The 
artistic results of these organisational developments are remarkable: 

http://vti.be/en/over-vti/publicaties/canaries-coalmine-master-plan-dance-flanders-and-brussels
http://vti.be/en/over-vti/publicaties/canaries-coalmine-master-plan-dance-flanders-and-brussels
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recommendations in order to give the dynamism of the dance world 
solid foundations in the longer term too.

Major changes have taken place in policy. In recent years signs 
of policy recognition have been abundant. In 2012 Anne Teresa De 
Keersmaeker and Sidi Larbi Cherkaoui were awarded the Flemish 
Culture Prize for General Cultural Merit and for the Performing Arts 
respectively (they are both interviewed further on in this publication). 
Some policy changes may also signify a structural breakthrough in 
the longer term. Rosas, les ballets C de la B and, recently, Ultima Vez, 
have received support for their infrastructure projects; these compa-
nies now have studios which they can make available to the sector 
in general. The ‘midfield’ in dance has also been given a more solid 
basis. Several new organisations have been recognised since 2008: 
Eastman, fieldworks, SOIT, Peeping Tom, kobalt works, A Two Dogs 
Company, Action Scénique, the Sarma dramaturgy workplace and so 
on. The range of subsidy instruments for individual performing art-
ists has also been developed and diversified. There is also the promise 
that from 2013 there will be more resources for project subsidies, both 
for productions and international activities.

These are major breakthroughs for dance production. At the same 
time, there remain a number of challenges: the precarious position of 
individual artists, audience development and the very laborious dis-
tribution and circulation of this internationally highly regarded work 
in Flanders itself. Both the sector itself and the policy-makers seem 
hardly able to find answers to this. And the international work is also 
under increasing pressure, as the new analysis of the figures based on 
the VTi database shows. International tours appear to be in danger. 
Is this the impact of the financial-economic crisis?

To summarise: there is no reason for resting on one’s laurels; it 
is necessary to continue working on a dynamic and balanced dance 
scene in which not only production, creation and internationali-
sation receive attention and recognition, but where distribution, 
and increasing and broadening audiences are high on the agenda 
and are stimulated. Things are no different in other countries. On 
the contrary, the cultural policy situation in increasing numbers of 

in recent decades Flanders and Brussels have developed into hot-
spots in the international performing arts. Nevertheless, the position 
of dance- and theatre-makers, who have to build up their careers in 
an uncertain succession of ever-changing projects and cooperative 
partnerships, is becoming increasingly precarious.

In this new contribution to the research on the basis of the unsur-
passed VTi performing arts database (http://data.vti.be) we refine 
our analysis of trends in dance. This time we explore in greater depth 
the international dimension of dance practice, by means of a descrip-
tion of international tours and co-production links. But this publica-
tion is above all a ‘who’s who’ of dance in Flanders, a low-threshold 
survey of those artists, producers and intermediaries that currently 
play a part in the production and presentation of dance in Flanders 
and Brussels. This booklet is the first in a new series of annual inter-
national publications by VTi on the performing arts in Flanders, each 
of which will turn the spotlight on another performing arts discipline.

A new outline of the dance landscape by the essayist and dance 
critic Pieter T’Jonck sheds light on the artistic dynamics of various 
segments of the dance world: the pioneers who have been active since 
the 1980s, and the succeeding generations of younger dance artists 
from Belgium and abroad who have chosen Brussels and Flanders as 
their base. T’Jonck’s essay is complemented by a great many profiles 
of these dance-makers and producers, in addition to a mapping of 
the distribution circuit for dance in Flanders and Brussels.

It turns out that quite a lot has shifted since 2007, when Canaries 
in the coalmine was published, the master-plan for dance in Flanders 
and Brussels that VTi developed in association with the sector itself. 
Immediately after the first Arts Act decision covering several years 
(2006), there were signs of a policy impasse. Not a single new dance 
organisation was recognised. The growth of larger organisations 
was thwarted, even though officially there was supposedly a ‘policy 
favouring larger companies’. In short, while Flemish dance was inter-
nationally successful, it was insufficiently recognised in its own coun-
try. The dance sector felt it was not understood. At the time this led to 
the development of a master-plan, which formulated future-oriented 

http://data.vti.be
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PART 1

OVERVIEW

countries also demonstrates that our current approach to interna-
tional networking in the performing arts – based on international, 
mainly financial co-productions – is coming under increasing pres-
sure. Which is why it is more necessary than ever to carry on these 
discussions in an international setting.

Joris Janssens
Director, VTi – Institute for the Performing Arts in Flanders

>> naar de inhoudstafel
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DANCE IN FLANDERS  
2007-2013

AN OUTLINE OF THE DANCE LANDSCAPE
Pieter T’ Jonck

At the end of 2007 I outlined the Flemish dance landscape, following 
its evolution from 1993.1 ‘Flemish dance’ must of course be under-
stood in broad terms in this respect. It involves dance that is primar-
ily created in Flanders, with a Flemish main producer or financer, 
not just the nationality of the artists themselves. In the document 
I described how an extremely broad dance landscape developed in 
Flanders in the wake of the dance companies that had emerged in 
the 1980s. A major increase in public support during this period 
made a significant contribution but was certainly not the sole rea-
son. Around 2006-2007 artistic standards began to decline. Following 
years of innovation a certain fatigue seemed to have materialised. In 
2013, dance in Flanders appears to be experiencing a new lease of life. 
The evaluation committee also remarked on this in 2012. In 2006 the 
same committee had described the artistic level of ‘Flemish’ dance 
in rather sceptical terms (this resulted in former Minister Anciaux 
significantly reducing dance subsidies. It subsequently appeared that 
young creators in particular would pay the price of this decision.) 
This scepticism has now evaporated like dew in the morning sun.

1. T’Jonck, Pieter. ‘Dance in Flanders 1993-2007.’ In: Joris Janssens et al. Canaries in 
the coal mine. Master plan for dance in Flanders and Brussels. Brussels: VTi Insti-
tute for the Performing Arts, 2007: 9-26.
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on many ‘adventures’ without aiming for anything in particular. This 
cannot awaken an outsiders’ interest in young dancers either.

A SECOND LEASE OF LIFE FOR THE OLD GENERATION

But first the good news. If you look at the amount of work produced, 
the dance landscape in Flanders barely appears to suffer from this 
shortcoming. On the contrary, it is glowing with artistic health. The 
following overview conveniently stems from the distinction that the 
government applies, in its subsidy policy, to structurally supported 
companies and artists and those that work with project subsidies. In 
addition, I also reveal in which ‘corner’ of the dance landscape these 
artists are situated. Sometimes this appears to have far-reaching con-
sequences, particularly for less well-known names. 

In recent years, big names from the 1980s such as Rosas, Alain 
Platel and Wim Vandekeybus have also regularly continued to pro-
duce new, sometimes highly surprising work. The same is true for 
Jan Lauwers and Grace Ellen Barkey, and Jan Fabre. Even though the 
latter fall under the category of theatre in the eyes of the Flemish gov-
ernment, dance remains an important part of their work. Meanwhile, 
all these artists have now been on the scene for twenty-five to thirty 
years or longer. They belong to the international canon. Their rel-
ative importance also increased on a global scale because in the 
same period leading choreographers such as Pina Bausch and Merce 
Cunningham passed away and others such as Trisha Brown retired. 
This was demonstrated not least by the many awards and distinctions 
they all received in turn. In the past five years there have also been 
many anniversary celebrations and they will continue for a while yet. 
This went hand in hand with many revivals of glorious productions 
from their early careers. 

These revivals are part of a broader trend. In the 1990s the French 
Quatuor Albrecht Knust (1993-2001) was already devoting time to the 
re-enactment of major choreographic works. After the new millennium, 

If you survey the European dance landscape you do indeed 
observe that the quality and consistency of the work produced in 
Flanders contrasts favourably with what is happening abroad. Dance 
appears to have had its heyday in other parts of Europe. There are 
reasons for this. The concept of dance in the second half of the 20th 
century experienced a remarkable expansion, at first predominantly 
in the USA and then later in Europe. It became the collective name 
for highly diverse practices. At one end of the spectrum there is 
work that interprets dance as a show or entertainment but is distin-
guished by a strong focus on a theme or story. It can best be com-
pared to ‘modern’ dance (that is to say: everything that came before 
Merce Cunningham) and traditional theatre. At the other end of the 
spectrum one finds performances that explicitly rebel against such 
a ‘spectacular’ or ‘naive’ approach. Using the body and the stage as 
their resources, they focus on questioning representation and mean-
ing, or the medium of dance itself. In their discourse and practice 
they rely more heavily on movements in the visual arts such as neo-
dadaism or conceptual art rather than classical theatre traditions. 
Their strength lies in their extreme difference from an increasingly 
mediatised society. Obviously this is almost a caricature-like repre-
sentation of a landscape that possesses an infinite number of distinc-
tions. Nevertheless, this second approach – certainly in Flanders – for 
a long time mobilised large numbers of artistic and, with some delay, 
discursive energy too. At a certain point in time it seemed as though 
‘it’ was all happening on the ‘dance’ scene. This history was character-
ised by a series of monumental works that are superbly documented 
and commented on. 

It is not easy to relate to this field. Not for a young generation of 
producers that are confronted with an overload of information and 
intimidating father and mother figures, and certainly not for outsid-
ers. They still cling to the idea that dance should be a night out, not 
an evening of bewilderment. Young creators demonstrate that ‘any-
thing is possible’ and ‘everything is permitted’ more often than mak-
ing conscious, strategic moves through this minefield. With the omi-
nous awareness of the short duration of a dance career, they embark 
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The development that Rosas has experienced since 2007 can be 
described as nothing less than remarkable. In 2007 the company 
was in dire straits. The collaboration with De Munt/La Monnaie 
had come to an end, which meant that its financial resources were 
significantly reduced. The vast ensemble was forced to downsize. 
However, these setbacks did not lead De Keersmaeker to conclude 
they should produce ‘simpler’ work to appeal to a wider audience. 
The opposite is true. She has almost rediscovered herself these past 
five years. Keeping Still (part 1) from 2007 can be viewed as the begin-
ning of a quest for stillness and sobriety, sometimes even to the det-
riment of the use of music. It led to complex but ‘bare’ performances 
such as Zeitung and The Song. She worked on these productions with 
co-authors such as the artists Ann Veronica Janssens and Michel 
François and the musician Alain Franco. While in Keeping Still 
and The Song she almost completely distanced herself from musi-
cal accompaniment, she did experiment with her own – untrained – 
voice. A collaboration with Jérôme Bel in 3Abschied led to an almost 
challenging confrontation between her voice and that of the opera 
singers in the interpretation of Mahler’s Der Abschied. The signifi-
cance and radicalism of some of these works was exhaustively tested 
in Hear my voice, a collection of three essays by Bojana Cvejić, Rudi 
Laermans and Bojana Bauer. When the slate had been wiped as clean 
as possible she emerged with the diptych En Atendant and Cesena, 
based on late medieval song. But even there the approach to dance 
and song and the use of space was ground-breaking, partly through 
the use of all the aforementioned artists, Janssens and François, 
and Björn Schmelzer’s ‘Graindelavoix’ ensemble. At the same time 
De Keersmaeker took a glance back at her career with the revival 
of her earliest works. The book A choreographer’s score by Bojana 
Cvejić and Anne Teresa De Keersmaeker sets out the structure of 
these works in meticulous detail for the first time. The recognition 
she received when the Opéra National de Paris included Rain in its 
repertoire was also significant. 

The changes experienced by other artists were less profound. Jan 
Fabre presented an incredible amount of new work, but also thirty 

re-enactment became a genuine craze, not just in the performing arts 
but also in the visual arts, especially performance art. It was mainly 
Marina Abramović who put this on the agenda. She points out, with 
reason, that this ‘unsellable’ art (that is to say: art that as a medium 
only has the mortal body of its creator) risks falling into oblivion if it 
can hardly be seen any longer, apart from in such amputated forms as 
photographs, film recordings or, worse still, YouTube videos. In recent 
years, the points of contact between the two genres, dance and per-
formance art, have been more emphatically highlighted, also from an 
academic perspective. As the realisation grew in this sector, and at the 
same time in museums too, that in the last decades of the 20th century 
a very special connection had developed between ‘body practices’ and 
art with a capital A, so too was there increasing concern to preserve 
or pass on this art. However, this is much more difficult for dance, 
and even more so for performance art, than it is for ballet, because 
there is no fixed code on which these art forms are based. It is a mat-
ter of an ‘experienced’ practice: momentary impulses and intuitions 
and/or an increased understanding of the work. Any artist that wants 
to pass it on to the next generation must therefore be able to pass on, 
in one way or another, the experience of (the mental preparation for) 
the action, the work or the work process, which requires a personal 
presence. The parallels between dance and performance art are also 
striking in this respect. So when Anne Teresa De Keersmaeker, Jan 
Fabre or Wim Vandekeybus rehearse works anew with new casts, they 
now think much more about this legacy and perhaps also about their 
place in history. This is not only artistic vanity but also a kind of ‘herit-
age conservation’ (melodramatic as the word ‘heritage’ might sound). 

Meanwhile these artists have such a huge reputation at home and 
abroad that their position has become virtually untouchable. They 
also guarantee programme-compilers a full house. They are doing 
well not only in artistic terms but also financially. However, they also 
need to be cautious. Their work is often only made possible through 
international co-financing. They continue to be vulnerable in this 
respect: if their work was no longer ‘appreciated’ or if the foreign 
income were to dry up they would find themselves in difficulties. 
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in an ‘idiosyncratic’ manner. The ingredients of this overdrive often 
involve an extreme ‘physicality’ (that shatters the theatrical deco-
rum) and which has a degree of surreal absurdity that once again 
often comprises a strong physical component. Finally, let’s not forget 
that Vandekeybus was the choreographer who made an attempt at 
responding to Pasolini on the stage. As an author and film director, 
Pasolini offered the very rare combination of the extremely intui-
tively physical with a powerful intellectualism that included a char-
acteristic feel for ‘dangerous’ thoughts. The fact that Vandekeybus 
embarked on this endeavour speaks volumes. 

Alain Platel is the only representative of his generation who, with 
his distinctive theatrical work, actually belongs more to traditional 
dance theatre. Yet his course primarily demonstrates the relative 
nature of this type of subdivision. Artistically, he straddles the great-
est conceivable diversity. From grand operatic productions such as 
pitié! (2008) and C(h)oeurs (2012) to musical-theatre shows with a 
strong human interest angle such as Gardenia (2010), to more experi-
mental pieces such as Out of context - for Pina (2010) and Nine Finger 
(2007). He demonstrated better than anyone that the choice of tradi-
tional dance theatre does not necessarily lead to predictable formu-
las, but can be an original choice of medium. 

THE SECOND AND THIRD GENERATIONS

The headliners of a ‘second’ and ‘third’ generation of creators such 
as Meg Stuart and Sidi Larbi Cherkaoui continued to work relent-
lessly. They also do so in an increasingly broad international context. 
Stuart, for example, worked for a long time with the Volksbühne in 
Berlin and has one foot firmly in Germany. It is also interesting that 
Stuart continues to take huge risks in her work through unexpected 
collaborations (most notably with the Austrian Philipp Gehmacher) 
or marked choices. In Built to Last (2012), produced by the Munich 
Kammerspiele, for example, for the first time she confronted existing 

years later finally revived This is theatre like it was to be expectd and 
foreseen (1982) and The power of theatrical madness (1984). Wim 
Vandekeybus incorporated the best of his career in Spiegel (2006), 
but is now also planning revivals of his earliest pieces with a new 
cast. His interest in film and his unusual flair for mixing pure physi-
cal theatre with strong stories were revealed in powerful productions 
such as Monkey Sandwich and Bêt Noir. Jan Lauwers’ Needcompany 
saw its international significance consecrated when it became artist 
in residence at the prestigious Burgtheater in Vienna. This posi-
tion is of great importance for the company, not only because of the 
prestige associated with it, but also because it reinforces the com-
pany’s financial backbone. This is necessary because Needcompany 
is the only company in this short list that has a constant and sizeable 
ensemble of permanently employed performers. This also makes it 
possible for the company to develop many other projects in addi-
tion to Jan Lauwers’ work, each time with contributions from all of 
the company’s members. Grace Ellen Barkey for example confirmed 
her own position in the company with several wonderfully anarchic 
productions in a brilliant visual idiom, such as This door is too small 
(for a bear). Maarten Seghers founded the Ohno Cooperation pro-
duction company with Jan Lauwers under the wing of Needcompany 
and also develops his own musical work. Last but not least: Anna 
Sophia Bonnema and Hans Petter Dahl were only able to pro-
duce their (highly underestimated) trilogy Ricky and Ronny with 
Needcompany’s support. Needcompany is therefore the best exam-
ple of the importance of strong ensembles, something I want to pro-
mote further on in this article. 

Moreover, these artists of the ‘first generation’ are, despite their 
success, still labelled as rather experimental or even conceptual. This 
also applies, albeit in a unique way, to Wim Vandekeybus. A signifi-
cant sense of spectacle is certainly not alien to him and he also tells 
a great story. As a creator he certainly doesn’t start out from well-
thought-out concepts, but moves forward instinctively. At the end 
of the day he almost always goes into overdrive, transcending the 
boundaries of the spectacle and the story completely and questioning 
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pursue a fusion of Asian and Western traditions. Christine De Smedt 
is another such creator. For a long time she worked as ‘artist in resi-
dence’ under the banner of the les ballets C de la B, the organisation 
that was originally founded to support Alain Platel’s work. However, 
this collaboration came to an end in the current subsidy period (2013-
2016). Artistically De Smedt was something of an outsider at C de la 
B because she had more in common with a ‘conceptual’ approach to 
dance in the style of the French choreographer Xavier Le Roy, with 
whom she often collaborated.

Furthermore there are also artists who focus less exclusively on 
the medium of dance. In their ingenious (media) installations Heine 
Avdal and Yukiko Shinozaki repeatedly explore how we experi-
ence things, within and beyond the context of a performance. Kris 
Verdonck is equally radical. His ‘A Two Dogs Company’ is a dance 
company that is a case apart because his creative work can often be 
read as visual art rather than dance. This also became apparent when 
the Hasselt Z33 arts centre recently presented a retrospective of his 
work, which is at the same time strongly rooted in literary texts such 
as the works of Samuel Beckett. 

The Action Scénique organisation was finally picked out in the last 
subsidy round for the period 2013-2016. It brings together the work of 
Claire Croizé, Nada Gambier and Etienne Guilloteau. These are three 
creators with extremely different angles, but one and the same ‘fun-
damental’ approach to the stage as a medium. In their own words: 
Croizé focuses on abstract movement, meaning and music; Gambier 
views movement as one of the ingredients similar to ‘performativity’ 
and works with space; Guilloteau turns theatre inside out and meticu-
lously explores its laws. Sarma was another such ‘drowning’ organi-
sation that the Minister finally saved. This organisation, founded by 
Myriam Van Imschoot and Jeroen Peeters, started out as a platform for 
dance critique but evolved into an operation that aims to transcend 
the ‘false’ contradiction between theory and practice. It still produced 
remarkable performances by Van Imschoot on very personal oral his-
tory. Here the boundary between reflection and practice is indeed 
extremely fine, if one wants to avoid sacrificing artistic relevance. 

scores by ‘great’ composers from Beethoven to Stockhausen. The 
financial success of Sidi Larbi Cherkaoui’s organisation Eastman is 
largely due to foreign cooperative partnerships rather than Flemish 
ones. Not that his company shouldn’t be rooted in Flanders: he is 
artist in residence at deSingel, often collaborates with De Munt/La 
Monnaie in Brussels and is also involved in the Royal Ballet of Flanders 
and the Artesis College of Higher Education dance courses. However, 
Sidi Larbi is equally at home in London’s Sadler’s Wells Theatre. 
Meanwhile his output has become almost legendary. He doesn’t just 
create work for his own company Eastman, but also started working 
for foreign companies (such as Cedar Lake Contemporary Ballet in 
New York, for which he created Orbo Novo), has been responsible 
for choreographing opera productions (such as Das Rheingold by Guy 
Cassiers for La Scala in Milan) and films (Joe Wright’s Anna Karenina 
strongly bears his mark) and, furthermore, is involved in social-artis-
tic projects (such as workshops in prisons). Both Meg Stuart and Sidi 
Larbi Cherkaoui have often received major awards. 

The distinction between experimental and classical dance thea-
tre is most pronounced in these two creators. They are the ultimate 
representations of the two extremes in the continuum of the dance 
landscape. The first extreme of the more experimental and concep-
tual work is exceptionally well-represented among the smaller com-
panies that are structurally supported today and much more so by 
project-based supported artists. Marc Vanrunxt, for example, has 
been creating pieces since the early 1980s and continues as regular 
as clockwork to present new, unusual pieces that only have a limited 
reach, but scale increasingly high artistic pinnacles. Salva Sanchis, 
today a partner in the Kunst/Werk organisation along with Vanrunxt, 
expresses fundamental insights into ‘bodily intelligence’ in his work. 
Thomas Hauert (who is at the moment no longer structurally sub-
sidised by the Flemish government) has a similar source of inspira-
tion. With his company ZOO he mainly focuses on the energy that 
is released in structured improvisation. More fundamental research 
can be found in the work of Arco Renz. He has been developing con-
cepts of ‘abstract dramaturgy’ for over fifteen years and continues to 
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demonstrate a good track record. Koen Augustijnen and Lisi Estaras, 
just like Christine De Smedt, who has worked under the ‘umbrella’ of 
les ballets C de la B until now, also belong on this list. 

AFTER THE GOOD NEWS … CONDITIONAL FUNDING

The amazing output of the Flemish dance landscape cannot conceal 
the fact that the cultural regime on which it rests is under consider-
able pressure. Firstly the subsidy structure that was created in 1993, 
and which experienced serious growth from 1999 under Minister Bert 
Anciaux, reached its limits due to the economic and financial crisis 
raging in Europe. Flemish Minister for Culture Joke Schauvliege has 
for several years applied the ‘drip-feed method’ to cut costs on grants 
awarded. The amounts were not indexed either. In fact all companies 
are now financially worse off, because salaries and prices still continue 
to rise. This decline can only be compensated by increasing the com-
panies’ already highly internationally-oriented operations, although 
this is not made any easier by budgetary problems in other EU coun-
tries. For example, it already appears to be very difficult for compa-
nies to continue to operate in Southern Europe. The fact that Rosas 
was able to present a significant share of its oeuvre for a whole year 
in Portugal in 2012 is the proverbial exception that confirms this rule. 
Furthermore it was only possible as a result of intensive collaboration 
between all the theatres in the country, in particularly in Lisbon, where 
Anne Teresa De Keersmaeker was selected as ‘artist of the city’ in 2012. 

In fact the problems run far deeper. I have already mentioned 
that in terms of structural subsidies growth in the dance landscape 
had come to a halt in 2006. Many artists, and not necessarily the least 
well known, have to manage with project-based subsidies. With this 
‘conditional funding’ they can then hit the road and extricate pro-
duction funding from a variety of producers. In practice this ‘con-
ditional funding’ can only be acquired if a declaration of intention 
from other producers can be presented. ‘Realism’ and ‘development 

In addition, however, there is a significant platoon of remarkable 
artists that have definitively established their reputation in the past 
five years with project grants from the Flemish government and many 
international co-producers. They have become an almost indispensa-
ble ingredient in the palette of Flemish dance. Lisbeth Gruwez, Ugo 
Dehaes (both invited to the Theatre Festival in 2012), Eleanor Bauer, 
Mette Ingvartsen, Mette Edvardsen, Daniel Linehan, Hans Bryssinck, 
Manah Depauw, Dolores Bouckaert, Sarah Vanhee, Diederik Peeters, 
C&H (also part of Kunst/Werk for a time) and Kate McIntosh … the 
list is endless. Their work is extremely varied. It oscillates between 
‘pure dance’ and ‘pure performance’. We still understand ‘pure per-
formance’ to be actions on a stage for an audience, with specific per-
formers. What is special about this performance is that it uses the 
situation ‘per se’ with all its implications – as a medium for specific 
meanings, without dancing but also without presenting ‘characters’ 
as in the tradition in theatre. ‘Pure dance’ is therefore work that 
emphatically and thus more or less explicitly relates to what is his-
torically and also commonly understood as ‘dance’. The boundary is 
often very blurred. In a way this type of work is the best illustration 
of the extreme hybridisation that the term ‘dance’ has experienced 
in the last few decades.

This extremely long list of artists proves that a critical, reflexive 
approach to dance, which is in line with a more general definition of 
art as a study of signs and meanings, is firmly embedded in the Flemish 
context. This remains fairly unique. In the Netherlands for example 
this approach finds it difficult to gain a foothold, nor is it prominent 
in German- or English-speaking regions. What is so remarkable is 
that, all things considered, this very young ‘tradition’ does not prevent 
more conventional dance theatre, where the narrative, emotional and 
spectacular aspects carry more weight, from also scaling the heights. 
Sidi Larbi Cherkaoui is the best example of this. He envelops his ideas, 
about the importance of a multicultural view of the world, in often 
highly attractive spectacles that appeal to a wide audience but which 
can also pride themselves on much appreciation from ‘experts’. Here 
too several smaller companies such as SOIT and Peeping Tom can 
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another. This form of self-exploitation sometimes takes hallucinatory 
forms. Artists who literally live out of a suitcase. In this respect Flanders 
is not alone; this situation also exists elsewhere. These sacrifices often 
bear no relation whatsoever to their output in terms of performance or 
development opportunities. They remain extremely limited. 

Here we touch on issues that must ultimately be tackled by pol-
icy-makers. It is, firstly, an old complaint that a lot of work is pro-
duced, but in some cases little is shown. This has very little to do with 
artistic quality or ‘public appeal’. A piece such as Affected by Claire 
Croizé could potentially appeal to a very broad, not necessarily par-
ticularly ‘well-informed’, audience, but even so it was not shown very 
often. Other productions sell like hot cakes, again regardless of the 
artistic quality. The reason for this is that the artists themselves often 
don’t have the resources to sell their work on an extensive national 
or international scale. However if the policy-makers do not work at 
making all these productions ‘known and loved’, the question of why 
we actually want all these productions will gradually emerge. Why 
should their production be supported? 

The Flemish government remains impartial on this matter. Rather 
than responding to this question, it concerns itself with the sector’s 
‘good governance’ with increasingly sophisticated criteria. There 
appears, particularly at the level of large cities, also to be a ‘city mar-
keting’ logic at work. Culture helps to place cities on the map and 
‘sell’ them. Strangely enough the once rebellious arts centres also 
appear to have internalised this administrative logic. This is revealed 
by the tendency to focus on the organisation itself rather than pro-
ducing art. This trend also stems from the (current) identity logic 
for arts centres. They were created in around 1980 as autonomous 
places for alternative forms of art, in particular theatre and dance. 
In no time at all they detected the worm-eaten state of the former 
system of large city theatres, not least through the support shown 
by the public and the press for the work they presented. This led to 
the downfall of that order. Once the government had released major 
resources to these arts centres it also delegated its task of supporting 
‘relevant’ and ‘new’ art in a fitting manner to these institutions. They 

path’ are words that remain on the tip of the tongue of the subsidy 
allocator. Whether this is a realistic view of the matter remains to be 
seen. The precarious position that it engenders is nevertheless not 
necessarily unattractive for artists. It allows them to try out many 
ideas in many different configurations. I have already described sev-
eral in detail in the 1993-2007 landscape outline. In addition art-
ists receive an increasing amount of support from ‘artlabs’2 such as 
wpZimmer and workspacebrussels and from arts centres such as 
BUDA and CAMPO (a merger of Nieuwpoorttheater and Victoria). 
‘Alternative management offices’3 such as Margarita Production, 
Caravan Production and Mokum also offer them emergency assis-
tance in terms of management. Nevertheless the situation remains 
precarious. For example, the future of the labs is by no means guar-
anteed. In the 2013-2016 subsidy round, for example, a number of labs 
missed out (Danscentrum Jette, nadine and Bains Connective) even 
though they played an important role as a meeting place for artists 
from the dance and performance community. The situation weighs 
extremely heavily for a number of creators that have been on the 
scene for longer, because despite a long record of service they have 
not been able to build up a stable work situation. Revivals, keeping 
older pieces alive, are in these cases completely out of the question 
so the work risks ending in a silent death. 

The question is how long someone can endure such a life. The prac-
tical consequences of a system in which a large number of creators rely 
on project-based support mean that these artists are constantly on the 
road, running from one producer to another, from one residence to 

2. An artlab is a type of organisation that provides a framework for the artist’s crea-
tive process. An artlab creates opportunities for artistic investigations, experi-
menting and creative achievements. Rather than just being a workplace, the artlab 
may also cover a content-based/artistic input, support for the production process 
and business advice … tailored to the artist’s profile. This approach offers facili-
ties for artists to develop their artistic ideas, take risks and work according to a 
process-oriented approach rather than focusing on results.  
(Source: www.arts-lab.be)

3. The alternative management offices lend support to artists in terms of financial 
management, distribution and the promotion of their works.  
(Source: www.arts-lab.be)

http://www.arts-lab.be
http://www.arts-lab.be
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A second problem is that dance is a form of work with very spe-
cific requirements: to develop a language or a form it is often advisa-
ble to remain and work with the same group, an ensemble, for a long 
time. In this respect dance is becoming an expensive art. Project sub-
sidies or scholarships for artists offer insufficient stability for them 
to dream of forming an ensemble. In the theatre in Flanders this 
system was once, though long ago, put in a bad light as a result of 
the abominable productions by city theatres. This brought down the 
system, and was abolished completely by the Royal Flemish Theatre 
(KVS). Many smaller theatre ensembles still cherish the model and 
NTGent and Toneelhuis have also dusted it off in the meantime, 
especially when they saw what Toneelgroep Amsterdam was able 
to achieve with the formula. However the distrust shown towards 
ensembles continued and in addition it became unthinkingly, and 
predominantly only implicitly, extended to the field of dance. As if 
dance was better off with rapidly changing groups of performers. In 
this respect however two facts are being ignored. First: theatre in 
Flanders can rely on several major infrastructures such as the city 
theatres. This is not the case for dance. Second: while in theatre 
new companies involved with one creator or a very small ensemble 
can still rely on structural support, this path is basically excluded 
for dance. These are two major obstacles. The lack of resources to 
build sustainable ensembles or acquire sustainable premises creates, 
as it were, a situation in which young artists leap from one project to 
another, from branch to branch, with the loss of quality this entails. 
Even though they have internalised this system, policy-makers who 
take dance as an art form seriously may not encourage such a thing. 
At the moment, and this is exceptional, large companies often save 
small ones from despair by offering them premises and even finan-
cial assistance. A prime example is Ultima Vez. This company was 
the first to be able to acquire its own premises and uses this asset 
to support Peeping Tom and SOIT, which meant they could benefit 
from modern infrastructure tailored to the needs of a dance com-
pany. Workspacebrussels also uses Ultima Vez’s dance studios, ena-
bling young creators to make use of the infrastructure too.

became the privileged places where new, promising performance art 
and artists entered the public domain. This public domain is still 
largely conceived in terms of media attention. Yet one would have to 
be blind not to notice that media attention in 1980 was totally differ-
ent to what it is today. Bart Verschaffel noted the following, in the 
slightly different but similar context of the museum: ‘Even official 
art establishments and institutions can only survive today and legiti-
mise their public importance by the extent to which they can also 
attract media attention and a media audience. The museum cura-
tor’s most important skill is his ability to present art in the media in 
a convincing manner; curators have become presenters.’4 This logic 
ultimately applies to the arts centres. In accordance with the regu-
lations, these institutions are only assessed on the plans they pre-
sent for a new subsidy period. In reality however the ‘prestige’ they 
acquire through their choices in the previous period plays a promi-
nent role in the evaluation of their plans. How could it possibly be 
otherwise? These institutions’ ‘market value’ increases in line with 
their ‘identity’. This ‘identity’ is inextricably linked to the person, 
curator or artistic leader: has he made the right discoveries, identi-
fied the right trends? In turn this only becomes apparent if it is also 
visible externally, in the ‘media’. Therefore it is no coincidence that 
the communication department plays a crucial, constantly expand-
ing and leading role in the arts centres’ operations. This organisa-
tional logic, a direct result of a subsidy logic, means that, relatively 
speaking, art and the artist carry less and less weight. They are, in an 
extreme case, simply the closing entry to balance the budget. What’s 
more, this ailment is not typically Flemish or Belgian. The fact that 
the government no longer can or wants to speak out about what it 
considers to be important artistically, and delegates this authority to 
institutions that in turn are sanctioned once more by the attention 
they generate in the (increasingly elusive) media, is an international 
phenomenon. For this reason it is not good practice. 

4. Verschaffel, Bart. ‘De zaak van de kritiek.’ In: Bart Verschaffel. De zaak van de 
kunst. Ghent: A&S Books, 2011: p. 30.
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Royal Ballet’s artistic director had always been a choreographer, to 
protect the Ballet from an overly businesslike approach. In Carreiro 
the Flemish government chose a director whose main experience 
involved the organisational and managerial aspects of dance organi-
sations. This may have created the illusion that the Royal Ballet of 
Flanders had faced up to its problems in a proper manner. However, 
the initial and crucial question remained unanswered: what is the 
role of a ‘national ballet’ such as the Royal Ballet of Flanders and how 
does this relate to other dance companies? These questions basically 
went unanswered.

In view of the Royal Ballet of Flanders’ continuation, the ultimate 
question is why a government, and therefore also a society, finds it 
necessary to preserve a ballet company (or a dance sector bursting 
at the seams, cf. above). One then immediately stumbles across the 
peculiarity that the Royal Ballet of Flanders is not subject to a four-
yearly evaluation like every other dance company, but enjoys auton-
omous status and ditto subsidies and is therefore the Minister’s 
exclusive playground. You could conclude that the Minister holds a 
ballet, in contrast to contemporary dance, in high esteem, and can 
also effectively describe its importance and is perfectly aware of its 
needs in terms of finance and policy. It transpired that the opposite 
was true. In reality it is a situation that developed over time, which is 
‘managed’ but no longer desirable. 

Mutatis mutandis, these comments apply to the dance sector as 
a whole. What do politics expect from it? What is the point of subsi-
dies if there are so few opportunities to perform the work in our own 
country, which means that in reality it barely exists? But also, why 
would you subsidise something that attracts an audience anyway? 
What are the criteria? And what resources are needed? Are they the 
same as for theatre, visual art, film or new media? Given the lim-
ited performance opportunities for ‘small companies’ and ‘young’ 
artists in particular, at the moment the most urgent issue, in addi-
tion to creating wider support for dance (see above), still remains 
how one can offer them genuine opportunities for development and 
performance, which above all also continue, to a certain extent, to 

BLIND-SPOTS AND BALLET

One of the blind-spots in dance policy is that it barely states why 
this art form is important or why it merits support. As a result it also 
develops few initiatives to bring dance practically and ideologically 
closer to the population. The policy therefore also has little regard for 
and no effective overview of the sector’s specific needs and practices. 

The extent of the policy blind-spots was revealed in a peculiar 
manner by the recent problems experienced by the Royal Ballet of 
Flanders. When the former artistic director, Robert Denvers, left in 
2004, no one could ignore the issue of how the technically capable, but 
artistically stagnating company could be revived. Kathryn Bennetts 
was then touted as the great saviour. She also succeeded, mainly 
thanks to William Forsythe, in building a new repertoire with several 
of his masterpieces. In addition she was able to lure Marcia Haydée 
for successful ‘classics’ such as Swan Lake and Sleeping Beauty. For 
the first time the Royal Ballet of Flanders received a serious interna-
tional response. Another important development was that the Ballet 
was for the first time able to present its work in Kaaitheater and  
deSingel, spearheads of theatrical innovation. It also looked as though 
a dialogue between ballet and contemporary companies could possi-
bly begin after decades of mutual denial, offering positive repercus-
sions in terms of a wider audience for both parties. 

In 2007, storm clouds gathered above the Royal Ballet of Flanders. 
Bennetts proclaimed to anyone who would listen that she lacked the 
resources to adequately fulfil ‘her task’. In 2008, the organisation’s 
losses had also risen to €3 million. A comprehensive reorganisation 
followed. But Bennetts had still not been silenced. Certainly not 
when, in 2010, the Minister, after an additional emergency budget 
of €2.5 million, decided that the Ballet and Flanders Opera had to 
merge and form one large organisation to combat wastefulness. 
Eventually Bennetts left in June 2012, slamming the doors behind 
her. The merger with the Opera went ahead and a new ‘saviour’, Assis 
Carreiro, made her appearance. Here’s a curious detail: until now the 
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the field of arts as a whole, and even in the far broader field of the 
entertainment industry. This has happened before of course, but too 
often it remains a discussion among the stakeholders themselves. 
Neither politics nor the ‘general public’ has a decent overview of this 
issue. (To a certain extent this is of course also true for other arts, but 
they have their history and prestige behind them, are more accessi-
ble in practical terms and are also easier to incorporate into cultural 
events). Above all it is an area in which the artists themselves can 
determine its course. They should perhaps focus more on educating 
and recruiting an audience than they do now, making it clear that 
artistic quality and artistic interest can involve something more than 
twirling one’s legs in the air as high as possible or organising breath-
taking shows. That it is sometimes good to come to a standstill, men-
tally and physically, and experience what this means. By determining 
its own place, as far as possible, it will also clarify where a synergy 
could be drawn out of cross-fertilisation with other arts. It can also 
create a more balanced relationship with ballet institutions. Who 
knows, maybe the question of whether a tiny region like Flanders 
should actually preserve a Ballet when there are so many excellent 
ensembles in the immediate environment will come up for debate. 
This is also an important European question. 

Moreover, everything needs sufficient breathing space, some-
thing that many artists barely enjoy nowadays. The aforementioned 
recommendations only make sense if policy-makers and the major 
art institutions also view and recognise dance as an individual art 
form with its own requirements and methods. Of course this is a 
‘catch 22’ situation: because the art form’s objective is not properly 
understood and the art is not applied to a great extent, which means 
the artists also have very little opportunity to defend or explain their 
case. There would have to be a ‘leap of faith’ on the part of the policy-
makers. This could mean the government or art institutions devising 
specific performance venues, workplaces and models to provide sup-
port. It certainly also involves the fact that many European networks 
reflect more intensely on the way they co-produce dance creations. 
It may be wiser to organise residences so that artists can work at 

be socially acceptable. These ultimately political questions currently 
remain largely unanswered. 

If politics and the sector do not pose and respond to the question 
themselves, others will do so for them. The current economic malaise 
goes hand in hand with a political and social climate that has little 
sympathy for the arts. Dance is extremely vulnerable to brutal politi-
cal spending cuts that may result from the latter. Despite the unprec-
edented prosperity observed in the past few decades, dance has not 
succeeded in developing the corresponding support in Flanders. The 
Dutch example is ominous in this respect. Subsidies have been dras-
tically reduced as a result of the combination of Geert Wilders’ aver-
sion to ‘left-wing hobbies’ such as art and the acrimonious spending 
cuts made by the Rutten I government. The more experimental and/or 
younger creators in particular fell victim to this action. National sym-
bols such as the Opera or Ballet have suffered to a (far) lesser degree. 
These draconian measures created quite a stir in the press and the sec-
tor itself also protested (weakly), but apparently the average Dutchman 
couldn’t care less. This weak social response hardly furthers the protest 
and doesn’t improve the situation. Ultimately it was the supervisors of 
the ‘Funds’ themselves who signed the sector’s death warrant. 

These have not been exclusively Flemish issues for a long time 
now. Throughout Europe policy-makers, on the basis of an incor-
rectly understood notion of efficiency and effectiveness, try to rid 
themselves of the question of the usefulness of the arts. In addition, 
a notoriously difficult latecomer such as dance is often the first vic-
tim. As soon as dance appeared on the arts scene, the relativity of 
the art itself was revealed: dance is founded on a subjective, bod-
ily, mobile relationship with reality. This is the main difference with 
more ‘solid’ representations such as painting or theatre, but also 
with ballet, which creates movement from a vast repertoire of forms 
within a stable framework. This also makes the art form so ‘complex’, 
even though there is no form of art that is so direct and recognisable 
because, after all, we all have a body. 

At the moment, for dance as an art form it is therefore of para mount 
importance that one reflects deeply on its place and significance in 
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COUNTING STEPS
EVOLUTIONS IN ‘FLEMISH DANCE’  

FROM AN INTERNATIONAL PERSPECTIVE 
(1993-2011)

Bart Magnus, Delphine Hesters, Joris Janssens, Wessel Carlier

In the past five years, VTi has published two major studies mapping 
the performing arts field in Flanders (Metamorphoses. Performing arts 
in Flanders since 1993 (2007)1 and Ins & Outs. A field analysis of the per-
forming arts in Flanders (2011)2), which offer numerical analyses of some 
major evolutions over the course of 16 seasons between 1993 and 2009. 
Based on VTi’s unique performing arts database, five metamorphoses 
were described. To start with, the performing arts world has grown 
considerably. More productions are premiering, and these are being 
made by more performing artists, and considerably more organisa-
tions. At the same time, the borders of the sector have become increas-
ingly blurred. Many international artists and organisations currently 
contribute to the flourishing performing arts scene in Flanders, and 
many Flemish productions find their way onto international stages. 
Also, the boundaries between the sub-disciplines (theatre, dance etc.) 
appear to have become blurred, and more and more crossovers with 
other disciplines can be found on stage. The evolution of the position of 

1. Janssens, Joris and Dries Moreels. Metamorphoses. Performing arts in Flanders 
since 1993. Brussels: VTi Institute for the Performing Arts, 2007.  
http://vti.be/sites/default/files/booklet.metamorphoses.pdf

2. Janssens, Joris (ed.). Ins & Outs. A field analysis of the performing arts in Flanders. 
Brussels: VTi Institute for the Performing Arts, 2011.  
http://vti.be/sites/default/files/Ins&Outs_booklet.pdf

a single location instead of wasting energy on endless travel (quite 
apart from the ecological impact). This would already represent the 
first step towards once again putting artists at the centre of the com-
plex industry of art and entertainment. But to achieve this, I fear a 
great deal of work still needs to be done. 

Pieter T’Jonck is a civil engineer/architect and writer (theatre, 
dance, visual art and architecture) for De Morgen and various 
publications at home and abroad.
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specific to the dance sector, namely growth, hybridisation and inter-
nationalisation for the period 1993-2011. 

A DEFINITION OF ‘THE DANCE SECTOR’ 

In this article, we want to look at a number of points that are unique 
to the dance sector. We therefore need to separate out ‘dance pro-
ductions’ from the performing arts database as a whole. This can be 
achieved by means of the genre labels assigned to each production 
by VTi staff, based on what companies and producers communicate 
to us. Over the years, a number of different genre labels have been 
used to refer to types of dance, in the broadest sense of the term. 
These not also include categories such as dance, modern dance or 
ballet, but also movement theatre, performance, dance theatre, 

education or socio-artistic organisations). If there is any doubt about 
the accuracy of the data, the producers are asked for extra informa-
tion, and at the end of every season they are given the chance to make 
corrections to the information held in the database. 

Each production is allocated a season. Seasons in the database always 
begin on 1 July. If the same production is performed on a date that falls 
in another season, a new production file is created, and assigned the 
category of ‘revival’. Because of factors like the growth of summer fes-
tivals and differently planned tours, which often feature a short pre-
miere period during one season, with the intention of mounting a more 
extensive tour the following year, a ‘revival’ in the database is not always 
equivalent to the revival of a performance as we would understand it 
in everyday practice. By linking up all the different production files in 
the database belonging to the same mother production, it is possible to 
build in sufficient checks when interpreting the information. 

the artist in the field can be described as a process of individualisation; 
the average number of different organisations that artists work with 
has increased, and artistic teams per production have decreased over 
time. One last remarkable evolution that was mapped in the aforemen-
tioned publications was the increase in the density of the performing 
arts network, due to the rise in the practice of co-production. 

The growth, internationalisation, hybridisation, individualisation 
and the increasing mutual dependency of producing organisations 
have been mapped for the performing arts as a whole, considering 
these as a sufficiently homogeneous set in which the metamorphoses 
act out in a sufficiently uniform way. 

Even though this remains largely relevant as a starting point, it is 
also both interesting and useful to take a separate look at the subsec-
tors (by this we primarily mean theatre, musical theatre and dance), 
and thus to highlight the diversity within the performing arts. In 
this text, we will be discussing a number of metamorphoses that are 

ABOUT THE PERFORMING ARTS DATABASE 

The building blocks of the performing arts database are productions 
from the subsidised performing arts landscape. On the basis of flyers, 
brochures, newsletters and other documentation sent by the compa-
nies to VTi, our staff produce daily production files detailing the title 
of the production, artistic staff and their functions, producers and co-
producers, the genres to which the production belongs, the date and 
location of the première, the season and foreign runs. All this infor-
mation is accessible to the public at http://data.vti.be. 

We have liberally interpreted the concept of the ‘subsidised’ field. 
The database includes both productions that are directly subsidised 
within the Arts Act (whether on a project-based or structural basis) 
and productions that have been created in collaboration with subsi-
dised organisations (festivals, arts centres, companies, workshops, art 
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ABOUT THE STAIRWAY AND THE CEILING

Our first step will be to highlight the evolution of the number of dance 
productions, as compared to stage productions as a whole. Chart 1 
shows the number of dance productions as a proportion of the total 
number of stage productions, in absolute figures, from 1993 to 2011. 

The pink bars provide an overview of the evolution of Flemish 
dance productions. The first striking trend is the strong and rapid 
growth in the 1990s of the number of productions in the ‘dance’ clus-
ter: from 47 in the 1993-1994 season to 167 in the 2000-2001 season; a 
growth of 350% over a 7 year period. The fact that modern dance was 
written into the Performing Arts Act of 1993 as an independent art 
form undoubtedly lies behind this increase. Following on from this, 
we see a slight decline to 143 productions in 2002-2003 and a new 
rise to a peak of around 300 productions in 2006. In the period from 
2007 to 2011, the number of dance productions per season fluctuates 

cross-media performance and children’s dance. We have included all 
these labels – and thus all the productions to which they refer – in the 
‘dance’3 cluster. When we later refer to the dance sector or to Flemish 
dance production, we are referring to this cluster. Productions can 
be assigned multiple labels. For example, alongside the label ‘mod-
ern dance’, the label ‘text-based theatre’ can also be assigned to a 
production. A production that is defined in this way will therefore 
not only belong to the ‘dance’ cluster, but also to the ‘theatre’ cluster. 
In other words, the membership of clusters is not exclusive. 

In many cases, the specific allocation of genres to clusters is obvi-
ous (for example, ballet belongs to the dance cluster), but this is 
sometimes open to debate. One of the labels that is more difficult to 
classify, and which is given a prominent place in this piece, is perfor-
mance. This genre label was not only assigned to the ‘dance’ cluster, 
but also to the ‘theatre’ cluster and to the ‘other disciplines’ cluster. 
Every production that is categorised in the database as performance 
is therefore regarded as having ‘something to do with dance’, ‘some-
thing to do with theatre’ and ‘something to do with something else’. 
We have therefore decided that every performance is, in a certain 
sense, a hybrid. For some specific productions, this will doubtless 
feel more relevant than for others. Because the term ‘performance’ 
is in practice used in a very wide or inclusive sense, we were unable 
to come up with a more elegant or valid solution. Let us give a more 
specific example. Radical Wrong by Ultima Vez is labelled as a ‘per-
formance’. The fact that this production by a dance company has 
ended up in the ‘dance’ cluster by this route is self-evident. But this 
is less the case for productions like Superamas’ Youdream or CREW’s 
Terra Nova. Firstly because these performances feature virtually no 
dance, but also because under the Arts Act, both Superamas and 
CREW have aligned themselves with the theatre sector. 

3. In total, there are some 45 genre labels included in the ‘dance’ cluster. A large num-
ber of these 45 have been used only once. The more ‘marginal’ labels such as belly 
dance, mime or cabaret, which are less obviously associated with ‘Flemish dance’, 
have no influence on the magnitude of the evolutions that we will be pointing out 
later on. 
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Chart 1. Evolution of the number of dance productions as a proportion of 
stage productions (1993-2011)
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‘dance’ cluster and thus form part of the dark pink area in chart 1 have 
probably been given other labels as well as a dance label. In the fol-
lowing chart, we make a distinction, in the ‘dance’ cluster, between 
‘pure dance’, i.e. dance performances that are only given a dance 
label, and ‘hybrid’ productions: productions that, as well as belonging 
to the ‘dance’ cluster, also belong to (one) other cluster(s) (theatre, 
musical theatre, figures/objects and other disciplines). Furthermore, 
within the hybrid productions, we have also stripped out the produc-
tions that have been assigned the ‘performance’ genre label. After all, 
as previously explained, these are productions that due to this one 
label have been classified by us as hybrids. Due to the prominent 
niche that performance has carved out for itself over the past decade, 
we prefer to clearly separate this group of productions. 

The light pink area indicates the number of productions that have 
been assigned the ‘performance’ label (regardless of whether they were 
assigned other labels alongside this one, and whether or not they were 

between 200 and 300, although the general trend is downwards. 
Thus, since the Arts Act came into force, dance productions have, in 
quantitative terms, gone past their peak. 

The cyclical nature of the rising and falling line that we have just 
described runs strikingly parallel to the general evolution of total stage 
productions. The group of stage productions that do not belong to the 
‘dance’ cluster – the grey parts of the bars in the chart – shows less strik-
ing growth and fluctuation. In 1993-1994, there were a total of 434 pro-
ductions; in 2010-2011 there were 474. In the 16 seasons in between, the 
number of productions without dance varies from 410 to 510, with two 
exceptions in the consecutive seasons of 1999-2000 (571) and 2000-2001 
(540). The growth of total stage productions is therefore largely due to 
the growth in the number of dance productions (using the broad defi-
nition of the term ‘dance’ – which we will come back to later.)

This impression is borne out by the evolution in the relative share 
of dance in the stage world. If we look at the ‘dance’ cluster within 
the performing arts as a whole, we can see that over the years, dance 
has assumed an increasingly prominent role. Whilst in 1993-1994, 
around 10% of the productions in our database was categorised as 
dance, this became 20% in the 1998-1999 season and 35% in 2004-
2005. Since 2005, the proportion of dance has fluctuated between 30 
and 40%. In other words, since that year, one in three Flemish stage 
productions has been a dance production, or a production of which 
dance (in a wider sense) is a part. 

HYBRIDISATION FROM A DANCE PERSPECTIVE 

The previous chart shows the rise of dance in the Flemish perform-
ing arts. In what follows, we will be focussing on the extent to which 
dance, as an independent form, has carved out a niche for itself as part 
of the whole, rather than on the extent to which dance is intertwined 
with other disciplines. As previously stated, a range of different genre 
labels can be pinned to productions. Productions that belong to the 
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Chart 2. The evolution of ‘pure dance’ and hybrid productions in the 
‘dance’ cluster (1993-2001) 
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PARTNERS ABROAD

VTi’s field analyses have highlighted the internationalisation of the 
whole performing arts sector. Within the performing arts sector, 
dance is generally regarded as the most internationally oriented sub-
sector, with many international co-productions, performances that 
seamlessly tour beyond our borders, and a lively population of danc-
ers and choreographers who operate from within Flanders. The pub-
lication Canaries in the coal mine. Master plan for dance in Flanders 
and Brussels (2007) also demonstrated this. Therefore, in the second 
part of our analysis of the dance data, we will be examining the inter-
national nature of dance production, and studying the practice of 
international co-productions and touring. 

Ins & Outs. A field analysis of the performing arts in Flanders 
described international co-productions and touring for all stage 
productions. In it, we made a distinction between two types of col-
laboration. On the one hand there are productions that are ‘purely 
Belgian’, in the sense that all the producers and co-producers are 
Belgian organisations. On the other hand, there are productions that 
are created by means of an international partnership; where foreign 
organisations work alongside Belgian ones. In this new analysis, we 
will be making further distinctions within the international partner-
ships category. For this, we can make use of the separate labels in 
our database for ‘main producers’ and ‘co-producers’. A ‘co-produc-
tion’ can in practice mean a number of very different things, and 
furthermore, is presented in different ways in programme brochures, 
newsletters and the other communication material upon which our 
database is based. The exact meanings of the terms used (‘co-pro-
duction’, ‘in collaboration with’, etc.) are not always clear and prob-
ably change over time. When we record productions, we therefore 
base ourselves on the basic distinction between organisations’ dif-
ferent levels of involvement: ‘main producers’ for organisations with 
ultimate responsibility and ‘co-producers’ for organisations that col-
laborate in partnerships in a different way. (The meaningless and 

included in ‘dance’ cluster). Above, we have already given a number of 
examples of these sorts of productions. The grey and dark pink areas 
together make up the rest of the ‘dance’ cluster. The dark pink area 
shows productions that are only included in the ‘dance’ cluster and that 
are therefore ‘pure dance’. These include the Royal Ballet of Flanders’ 
Impressing the Czar (labelled as ‘dance’ and ‘ballet’), but also perfor-
mances like Babel by Eastman/Sidi Larbi Cherkaoui. The grey area 
shows the productions that are not only included in the ‘dance’ cluster, 
but also in another cluster. For example, most of Needcompany’s pro-
ductions fall into this category. They are often given a combination of 
the labels ‘dance’, ‘theatre’, ‘dance theatre’ and ‘music’. In chart 2, the 
three types of productions are stacked, so that once added together, 
they indicate total dance production. 

The message of the above chart is clear. Whilst the rise in the num-
ber of dance productions in the 1990s is largely an increase in the num-
ber of ‘pure dance performances’, we can see that the rise in the ‘dance’ 
cluster in the 2000s is mainly due to the hybrid productions. In the 
same period, since 2000, the number of ‘pure dance performances’ con-
tinues to fluctuate at around 125 productions per season. Within the 
hybrid productions, the most striking thing is the significant number 
of performances. We can therefore conclude that the marked rise of 
performance, visible in the growing light pink area in the chart, points 
both to a strong evolution in what can be seen on Flemish stages (see, 
amongst others, ‘hybridisation’), and to the growing popularity of the 
term ‘performance’ for productions that cannot obviously be defined 
within one of the classic genres, and that have probably always existed. 
It is likely that both elements play a role in this. 

Chart 2 shows that the quantitative rise of dance productions in 
the 2000s is almost entirely caused by hybrid productions, with per-
formances leading the way. We therefore need to apply the necessary 
provisos to our previous conclusion, in which we ascribe the growth 
of total stage productions largely to dance. After all, dance cannot 
exclusively lay claim to hybrid productions which, in this context, 
are assigned not only dance labels, but also labels of other sub-disci-
plines within the (performing) arts. 
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from a ‘Flemish’ perspective: all professional, subsidised Flemish stage 
productions are registered, in accordance with the division of power 
within our federal country: culture is a community matter. When 
we are specifying producers and co-producers, we nevertheless stick 
to the term ‘Belgian’. This has historically been the way things were 
done, and it has never been reviewed. Therefore, a production on 
which a French-speaking organisation has collaborated only appears 
in the database if a Flemish-subsidised organisation has also collabo-
rated on it. In these cases, collaborations between French-speaking 
and Flemish-subsidised organisations are then defined as ‘Belgian 
organisations’. Thierry Smits’ Compagnie Thor, for example, has never 
received Flemish subsidies, but a production like V.- Nightmares 
was actually co-produced by Kaaitheater. As Compagnie Thor and 
Kaaitheater were the only organisations involved in the production 
in question, we therefore define this as a ‘purely Belgian’ partnership, 
and not an ‘international collaboration’. However, from a federal per-
spective, this last option would theoretically be possible. 

While, in the 1993-1994 season, 80% of dance productions were still 
‘purely Belgian’, meaning that four fifths of productions were created 
only with Belgian producers and co-producers, today, only 50% are 
entirely Belgian. To put it another way: around half of Belgian dance 
productions are created by means of international collaboration. 

In comparison: in the Ins & Outs we made a similar analysis for 
the Flemish performing arts as a whole. This showed a steady increase 
in the proportion of international co-productions, from 20% in 2001-
20024 to 25% in 2008-2009. If we strip out the dance figures for this 
period, over the same timescale we can see an increase from 35% to 
42%5. The dance data is included in the figures for total stage produc-

4. For information relating to organisations’ international collaborations, we only 
look back as far as 2001-2002, as the details of international tours prior to this 
period are incomplete. 

5. As the information is regularly corrected and added to by the producers them-
selves (see ‘About the performing arts database’) the absolute totals in this 
analysis differ from the figures in the Ins & Outs. However, broadly speaking, there 
has been no change to the proportions as described in the Ins & Outs.

frequently used term ‘with thanks to’ is not taken by us to imply a 
collaborative relationship.)

In the following chart, for all productions in the ‘dance’ cluster, we 
indicate the type of collaborative relationship in which they have been 
created. Furthermore, we also make a distinction between productions 
that have been created thanks to purely Belgian collaboration (dark 
pink), productions that have been created by a Belgian main producer, 
in collaboration with (an) international partner(s) (light pink), pro-
ductions by international main producers that have been created with 
the help of Belgian co-producers (dark grey), and productions where 
Belgian and international organisations define themselves as co-pro-
ducers, without specifying a main producer (light grey). 

Before we take a look at the data, we would like to make the follow-
ing observation: as previously noted, input into the database is made 
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cluster (1993-2011)
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leading Flemish organisations that contribute to foreign dance pro-
ductions are Kunstenfestivaldesarts (Brussels), Kaaitheater (Brussels), 
deSingel (Antwerp), Beursschouwburg (Brussels), workspacebrussels 
(Brussels), KVS (Brussels), wpZimmer (Antwerp), Monty (Antwerp), 
and Vooruit (Ghent). 

GOING INTERNATIONAL

Collaborating with foreign partners is just one aspect of the perform-
ing arts’ international operations. Another aspect of this is staging pro-
ductions abroad. Chart 4 shows the presence of Flemish dance on for-
eign stages in two different ways. 

tion. If we were to remove dance productions from the figures used 
in the Ins & Outs-analysis, the 25% from 2008-2009 would decrease 
significantly, which would make it even more apparent that dance is 
by far the most internationally active sub-sector in the performing arts. 

In the international partnerships, we would like to make some 
further distinctions. The most common category that appears in our 
database is collaboration between Belgian main producers and one 
or more international partners (who sometimes act as the main pro-
ducer, but more commonly as the co-producer). In 1993-1994, this 
sort of collaboration accounted for 20% of dance productions, and 
in 2010-2011 for 36%. In the performing arts database, we have also 
recorded a number of productions where Belgian and international 
partners were both described as co-producers, without a main pro-
ducer being specified. The top 10 foreign organisations contributing 
to Flemish dance during the last 5 years (in terms of the number 
of productions in which they collaborate as partners) is as follows: 
PACT Zollverein (Essen, Germany), Théâtre de la Ville (Paris, France), 
Les Théâtres De La Ville de Luxembourg (Luxemburg), Theater aan 
het Vrijthof (Maastricht, the Netherlands), Sadler’s Wells (London, 
England), La Bâtie, Festival de Genève (Geneva, Switzerland), HAU 
(Hebbel Am Ufer) (Berlin, Germany), Charleroi/Danses, Centre cho-
reographique de la Fédération Wallonie-Bruxelles (Belgium), Torino 
Dansa (Turin, Italy), and BIT Teatergarasjen (Bergen, Norway).

In this last sub-category of international partnerships, the Belgian  
organisation takes on the role of co-producer in a production by 
an international main producer. Since 1999-2000, this category 
accounts for some 8% of the total. It is striking to note that this 
sort of partnership did not yet appear in the database in 1993-1994, 
but for some time now has accounted for a significant proportion 
of international collaboration. Therefore, Belgian organisations no 
longer simply go in search of foreign investment in order to finance 
their own productions, but also use their resources to contribute 
to foreign dance productions. This shows that reciprocity is on the 
increase. The fact that arts centres have had greater financial clout 
since the 1993 Performing Arts Act is an important factor here. The 
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Chart 4: Dance productions with performances abroad and internationally 
staged performances (2001-2011)



4544 >> naar de inhoudstafel

Kunst/Werk. Bearing in mind the huge differences in the length of 
international tours, it is advisable to look not only at the average, 
but also at the median7. For the 2010-2011 season, the median is 4. 
This means that half of the 101 productions that toured internation-
ally that season, performed abroad less than 4 times. Half performed 
more than 4 times. For the seasons recorded in the chart above, the 
median fluctuates between 4 and 7. 

To put the previous figures for the ‘dance’ cluster into perspective, 
we can compare them to the equivalent data for total stage productions. 

7. The median shows the category in which half of the cases have a lower value and 
half of the cases a higher value. In our analysis, the median therefore shows the 
number of performances for which half of the productions with an international 
tour played fewer performances abroad, and half played more performances. The 
median therefore helps us to get a better overview of the spread of the data.

The bars show how many productions from the ‘dance’ cluster have 
(one or more) performances outside Belgium, and thus make a distinc-
tion between performances that could only be seen in Belgium, and 
performances that travelled abroad. In addition, chart 4 also shows, in 
one line, the evolution in the total number of performances that these 
productions put on abroad.

The bar chart above clearly shows that season after season, a sig-
nificant proportion of productions from the ‘dance’ cluster are taken 
abroad. The number of productions with a minimum of one perfor-
mance outside our country’s borders jumps from 38% in 2005-2006 
to 56% in 2008-2009. 

As regards the number of performances staged, chart 4 shows 
the general upward trend, recording an increase from around 600 
performances in 2002-2003 to some 1,400 in 2007-2008 and a sharp 
decline in the following years back to 819 performances in 2010-2011. 
Bucking this general trend is a peak of 1,222 performances staged 
abroad of productions within the ‘dance’ cluster in 2004-2005. 

When we divide the total number of international performances 
created by the ‘dance’ cluster by the number of internationally tour-
ing productions, we arrive at an average number of performances of 
these productions. In the period described, the average is between 
8 and 11 performances abroad.6 This average is not especially use-
ful, bearing in mind that the differences between individual produc-
tions are huge, and the performances are thus not evenly divided up 
between all productions. To be more specific: last season, 2010-2011, 
the production with the highest number of performances abroad 
played 120 times outside Belgium (Out of Context - for Pina by les 
ballets C de la B). The productions that did travel abroad, but which 
made the shortest tours there, gave just one international perfor-
mance. This applies to some 26 productions, including i see you by 
Kabinet K. and The Organ Project by Salva Sanchis, produced by 

6. In comparison: The average length of an international run for the Performing Arts 
as a whole, in the Ins & Outs, was between 7 and 9 performances, depending on 
the season. 
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this was between 5 and 11. The conclusion is clear: even though ‘purely 
Belgian’ productions do also find their way abroad, international col-
laboration goes hand in hand with longer international runs. 

CONCLUSION

To round off, we will be making a short summary of the most impor-
tant conclusions that we have drawn from our analyses. Overall, in 
the period from 1993 to 2011, Flemish dance production saw strong 
quantitative growth – as did the performing arts sector as a whole – 
from some 50 to 300 productions. Since 2007, a ceiling now appears 
to have been reached, and we have even seen a small decline in the 
number of dance productions. The striking thing is that the strong 
growth in the 1990s was due to ‘pure dance productions’, whilst the 
growth in the 2000s can be attributed to hybrid productions, in which 
other genres are involved alongside dance. Among the hybrid pro-
ductions, there has also been a striking growth in the performance 
genre since 2000. 

Dance is by far the most internationally active sector in the per-
forming arts. Whilst in 1993 the majority of dance productions were 
still ‘purely Belgian’, today more than half of all Flemish dance pro-
ductions are created by means of an international partnership. In 
this category, most partnerships are between Flemish main produc-
ers and international co-producers, but more recently, for some 8% 
of the dance productions in our database, Flemish organisations 
have acted as the co-producer for international main producers. 
The presence of Flemish dance on foreign stages is also striking. By 
the end of the 2000s, over half of Flemish dance productions staged 
one or more performances abroad. With regard to the total number 
of performances staged abroad, we saw a strong increase in foreign 
performances up to the 2007-2008 season, followed by a dramatic 
fall in the following years. One final conclusion that we can draw 
from the figures is that international partnerships and international 

Chart 5 starts by recapping the relative share of dance in general 
stage production (grey bars), which was already visible in absolute fig-
ures in chart 1. In the Ins & Outs we identified between 2001-2002 and 
2008-2009 an increase in the number of productions with at least one 
international performance from 36% (2001-2002) to 50% (2008-2009). 
Of these productions, 31 to 45% belong to the ‘dance’ cluster (light 
pink bars). Looking at the number of productions that tour interna-
tionally, dance therefore accounts, per season, for a proportion of the 
total that is 0 to 10% greater than the percentage of dance produc-
tions out of all Flemish performing arts productions. If we look at the 
number of performances of these productions abroad, we see that the 
percentage of dance increases still further, fluctuating between 37% 
and 59% (dark pink bars). This would appear to suggest that dance 
productions have longer runs abroad than non-dance productions. 

FROM INTERNATIONAL COLLABORATION TO TRAVELLING 

In the final step in the analysis, we will be linking up some of the 
above results regarding international collaboration and interna-
tional touring. This will include exploring whether Flemish produc-
tions created as a result of international partnerships are also able to 
stage longer tours abroad. 

To answer the above question, we will only be selecting produc-
tions from the ‘dance’ cluster in which a Belgian organisation acted as 
main producer. (Not included, therefore, are productions with inter-
national main producers, where Belgian organisations acted as co-
producers, and productions where no main producer was specified.) 

The average foreign tour of the ‘purely Belgian’ productions was 
between 4 and 8 performances in the period 2001-2011. The average 
foreign tour of the Flemish productions that used international co-
producers was, by contrast, 11 to 16 performances. For the ‘purely 
Belgian’ productions, the median came out at between 3 and 6 per-
formances: for productions created using international partnerships, 
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tours go hand in hand. International co-productions are not a pre-
requisite for mounting an international tour, but productions that 
are created in partnership with foreign partners can, overall, expect 
to stage more foreign performances. When we look at these figures 
in relation to total stage production, it is clear that from a global per-
spective, dance has a stronger international operation than the per-
forming arts sector as a whole. The dance cluster today accounts for 
around 30% of total Flemish stage productions, while dance produc-
tions make up some 40% of the internationally staged performances 
of Flemish stage production as a whole. 

This piece was compiled by VTi staff. 

>> naar de inhoudstafel
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‘WE ARE ALWAYS SOCIAL BODIES’
AN INTERVIEW WITH  

ANNE TERESA DE KEERSMAEKER
Karlien Vanhoonacker

In 2012, a book entitled A Choreographer’s Score was published. 
It is a stylish edition by Anne Teresa De Keersmaeker and Bojana 
Cvejić of the notes for the first four productions by the choreo
grapher and Rosas. It includes four DVDs which show the cho
reographer plainly explaining their structure and creation. This 
publication would not be complete without a conversation with 
the choreographer. A talk about the state of affairs of dance as a 
craft and the role it plays in the rapidly evolving art scene and in 
our changing society.

‘MY WALKING IS MY DANCING’

‘We wanted to dance ourselves’ is a phrase that recurs regularly 
in A Choreographer’s Score. Was the search for your own form 
of expression the starting point?

Those very first works in the 1980s, Fase, Rosas danst Rosas, Elena’s 
Aria and Bartók, in which the dancers were all women and in which 
I myself took part, were really about how to make dance: how do 
you create a choreography, how do you organise time and space 
using movements, how do you generate a dance vocabulary, how do 
you build up a relationship with the music? What was very much 
on my mind at the time was how to combine rigor or beauty with 

Anne Teresa De Keersmaeker ©Anne Van Aerschot
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a human being goes through, from a child that is growing, a backbone 
that develops and which ultimately bends over again when you die.

My walking is my dancing: the nice thing is that walking not only 
organises your space, but also your time. In addition to your heart-
beat, which is completely mechanical, and your breathing, over which 
you have a certain degree of control, walking is the third basic rhythm 
of your body. It is a very direct way of structuring time and space.

A theatre is one of the few places where the mobile phone is 
turned off, where people still sit together in a room for a set 
length of time.

Romeo Castellucci recently described it as one of the few places 
where we still have collective experiences. We no longer go to church 
and less and less to the cinema. There is still sport, in this country 
mainly football. But the number of places where we can still share 
collective experiences while being physically present for a set period 
of time, and where, moreover, there is room for collective emotion 
and reflection, is becoming extremely limited. Both the amount that 
is communicated and the tempo at which technology enables it to 
happen have utterly changed the nature of communication. This is 
of course also the whole area of tension between individuality and 
the collective, which is one of the great themes of modern times: the 
glorification of the individual in relation to the collective.

You can see two opposing movements: one being entirely indi-
vidualised communication, with the other, serious alienation in time 
and space. It is a time of great potential and great dangers too.

Do you feel that sort of tension in your daily work too? In the posi
tion of the dancer as an individual and as part of an ensemble?

People shop around much more than they used to. At Rosas we cur-
rently only have two dancers employed full-time. Dancers move from 
one place to another more often. There is something nice about it, 
working here and there and all over the place. Because of Rosas and 

mathematical abstraction and an almost wild physicality and sense 
of anarchy. How and where does emotion arise? It’s developed step-
by-step, literally: ‘my step by my step’. I wanted to do my own thing 
and develop my own movement idiom.

Those small groups were very intimate. Fase was a duo, four of 
us danced in Rosas danst Rosas and Bartók, and in Elena’s Aria there 
were only five dancers. The working process was long and slow and 
each movement was taken very seriously. The approach was very 
painstaking, almost fanatical, with a focus on construction and detail. 
The working period extended over a whole year, with a final four-
month period creating the actual performance. I very clearly remem-
ber writing Bartók: if we managed four seconds a day, from bar 65 to 
bar 69, four bars of music, we were working at a good tempo: slowly, 
steadily. I like to compare it with what George Benjamin once said: 
‘writing an opera takes three years’.

‘My walking is my dancing’ is a description you have used a lot 
in recent years. What exactly do you mean by it?

It’s a definition that refers to a research of structures that began in 
Zeitung. It was really a study of the nature, the basis of our vocabulary 
of movement. How is vocabulary generated in the body? It is a paral-
lel way of thinking about the body and the nature of movement. In 
Zeitung the movement was generated out of three centres: pelvis, head 
and torso. The lower body, the legs and feet are related to the pelvis, 
just as the arms and hands are directly connected to the torso. You 
combine a vertical and horizontal axis. The vertical axis of your spinal 
column connects the earth to the heavens, and the horizontal axis is 
our social body that reaches out to others, that invites, that pushes 
away, that protects, points to and expresses things. The simplicity and 
tightness of the vocabulary was already unconsciously present in those 
first pieces. Because in fact it’s all about walking, running, as a start-
ing point for dance. The verticality of the backbone is the basis of all 
human movement. Most animals walk on four legs, but we walk on 
two legs and our backbone is upright. That is the basic revolution that 
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observation of how things and people manifest themselves and are in 
constant change. These are the natural philosophies of people who 
lived and worked close to nature in the remote past.

Do you think the government could play more of a guiding role 
when it comes to ecology?

Yes, absolutely, because of the urgency of the current situation. It is an 
established fact that the world is warming up faster than the most pes-
simistic prognoses. As the Club of Rome already stated in the 1970s: 
there is a limit to growth. The combination of the population explosion 
and our Western standard of living is unsustainable. What’s more, one 
increasingly gets the feeling that people are gradually adopting the 
attitude of après nous le deluge. Of course we know that something 
else will turn up, but at what cost? The lack of reaction to the failure of 
the Doha climate conference is quite distressing. Governments should 
cooperate across borders and not be afraid to do more than give guide-
lines on sustainability and ecology to the performing arts.

How has your attitude to political events changed over the last 
ten years? In Once, for example, you make a clear reference to 
the war in Iraq, whereas in many other productions the social 
commitment is more implicit.

In Once the starting point was the music, a live concert by Joan Baez, 
who was part of the artistic political movement of the sixties. I had a 
very personal bond with that music, which was made when I was still 
very young, because it was one of the few LPs we had at home.

Of course the question is always what one means by politics. If 
politics is the whole collection of structures that order our society 
and the relations between people in a community, then you can say 
that there still are performances – without the explicit references of 
Once – in which this can be found in varying degrees. Pieces such 
as Peter Handke’s I said I, and the presence of the Earth Charter in 
Keeping Still. The invitation to take a new look at the way people 

more especially P.A.R.T.S., the dance community has grown much 
larger. There is a much stronger community feeling. This broader 
community of people tries to share its quest. I myself have experienced 
the fact that dancers come and go as a major change. But I have learnt 
to live with it, and to see its advantages. It creates a form of flexibility.

THE POLITICS OF THE BODY

International mobility, worldwide tours, in itself it’s all very 
positive. But the downside is its ecological impact. How do you 
deal with that?

It’s a problem. In recent years we have tried to keep our settings 
very minimal, for both aesthetic and ecological reasons. Taking as 
our motto ‘let’s do it with less’. Less is more, getting rid of the gift 
wrapping. For reasons of sustainability, but also because it’s more 
intense, more powerful and more authentic. Working with Ann 
Veronica Janssens, Michel François and Jérôme Bel has led me to 
make things concrete, clear and essential. But all that travel, such as 
flying to Australia for a week, remains a serious dilemma.

Do you have the feeling that there is more sensitivity to it in the 
dance world? You have been committed to ecological aware
ness, vegetarianism and so on for a long time, whereas concern 
for such things in the performing arts is quite recent.

These things are very personal, I engaged in a quest for the best way 
to take care of my body and my health based on the daily practice 
of macrobiotics and the associated Taoist yin-yang concept. But 
there’s also the question of how one is connected to a greater whole, 
a greater movement. Is there a natural order of things? The nice 
thing about this Eastern philosophy is that it is above all a concept 
of energy and that the theory is rooted in practice and vice versa. It 
is not dogmatic at all. It grew literally out of a daily experience and 
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essentially commercial, and on the other you see that the commercial 
market is taking inspiration from and making use of the experimental. 
The associated interaction between private and government funding 
is also an extremely difficult balancing act, especially when the liberal 
market economy dominates everything, as it does now.

Do you think that puts pressure on the experimental sector?

It is now becoming more of a challenge than ever to create produc-
tions for large theatres, with a minimum of six hundred seats, with-
out making artistic compromises and without denying fifty years of 
dance and theatre history. 

For a long time the government opted clearly and deliberately 
to support new forms and experimental work. You feel that this 
is coming under pressure because of audience numbers, acces
sibility and so on. What role could the government play here?

It’s a matter of an overall picture. What role do you give the govern-
ment and what position does the government give art? Do we con-
sider that the government has a duty not only to provide material 
prosperity, but also to look after the mental health of the population 
and to play an active part in protecting the public sphere? This is a 
matter of a vision and a view of people, not only thinking in terms of 
economic yield, but concerning basic values. This notion is currently 
under a great deal of pressure. What is it to be? Art as pure enter-
tainment that is primarily consumer-oriented, or art as wonder and 
a questioning of reality? This is at the same time the whole dilemma 
of Europe and Western culture.

The way the sector organises itself has evolved tremendously 
over the years. What developments do you see in production 
and coproduction practices? What are the advantages and 
disadvantages?

come together, what they share and what effect this community has 
on an individual is of course something one is constantly concerned 
with, indirectly, when one is engaged in dance, because the instru-
ment you work with is your body.

There is nothing more contemporary than the body. It is literally 
‘here and now’. A body always carries the memory of human expe-
riences. You are constantly engaged with the relationship between 
impression and expression, with what comes in from the outside and 
vice versa.

How have you seen the position of contemporary dance evolve 
in Flanders and Belgium over the last ten or fifteen years?

I can only compare it to the beginning of the 1980s. The world has 
changed. And also the way art in general and the performing arts in par-
ticular now occupy a position different from before. A city like Brussels 
has also evolved enormously. There has been tremendous urbanisa-
tion everywhere, and when it comes to Brussels you could say the city 
is exploding. In the 1980s there was a premiere every three weeks, but 
now there is a huge range of projects, mostly on a smaller scale. There 
are hardly any big companies anymore, or companies that have a per-
manent community of dancers and a full-time choreographer.

In the 1980s there was a different relationship with the spectacu-
lar, the popular and the commercial too. Part of the sector was con-
sidered to be l’art savant and the other side was popular culture, so 
it was culture with either a big or a small ‘c’. They were two separate 
worlds. And it was only the ‘difficult’ art that qualified for subsidies. 
Nowadays there are a number of choreographers who are much more 
involved in spectacular and popular work but proclaim their questing 
and experimental approach in the way their work looks. The mixture 
wasn’t like that in the past. In certain countries, mainly Anglo-Saxon, 
where there is a longer tradition of music halls and the entertainment 
business, this fusion did happen more naturally. But that’s not our 
background. Today you can see a movement in two directions. On the 
one hand you have more choreographic work that is spectacular and 
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where 35 people between 18 and 24 work on their physical and intel-
lectual development for 4 years, and where the focus on individuality 
is so strong (unlike the international shopping around that studying 
at university has in some cases become). There is something old-
fashioned about it. People from all over the world, men and women 
together, form a group for 4 years and throughout that period are 
followed by a number of teachers. Nowadays, there is almost a glo-
rification of the individual, but we are always social bodies, and in 
dance even more so than in art or literature. The learning happens in 
a group and in a community.

Education, passing on knowledge, is very important in your work.

I have been able to build that up through the people around me, 
Theo Van Rompay, Kees Eijrond, Guy Gypens. It’s all about how you 
create a team and how you connect the past to the present and the 
future. On several occasions I have taken poorly considered deci-
sions and started on things whose consequences I had not entirely 
foreseen. Perhaps it is just like starting to have children. You don’t 
dump them. Life will never be the same again and it is the finest 
thing life has to offer. And also so many dancers who have come and 
gone. I have learnt a huge amount from that.

As you get older the normal thing is that you experience scle-
rosing: the spine becomes stiff, and we literally lose our movement. 
Being surrounded by young people stimulates alertness. It keeps you 
sharp, physically and mentally. And it also teaches you to slow down 
and be patient. To let go, in both senses of the term.

Karlien Vanhoonacker worked as a reporter and editor on 
art and culture programmes at the VRT (Flemish Radio and 
Television Broadcasting Organisation). From 2009 to 2013 she 
assisted Christophe Slagmuylder with the programme for the 
Kunstenfestivaldesarts. She is also a member of the editorial staff 
of the magazine Etcetera.

I can only speak on the basis of my own experience. For the first 
ten years (1980 to 1990) our producer was the Schaamte/Kaaitheater 
artists’ collective. From 1992 to 2007 we were the resident dance 
company at De Munt/La Monnaie, worked on a large repertoire and 
made a lot of new creations. In that period there was naturally much 
more financial security than there has been since, but there was also 
a different sense of responsibility. There was a contract that had to 
be complied with regarding our presence in Brussels, training, and 
making new creations. Now we have to spend much more time look-
ing for funds from co-producers. I feel I am surrounded by people 
who have helped me in the course of those thirty years to make the 
work possible in terms of organisation and budgets, and who have 
made sure there was continuity. They were able to harmonise an 
artistic logic – without making compromises – with financial, fair 
and correct management, which also meant that they sometimes set 
limits. There is a huge sense of responsibility, since it is partially gov-
ernment money. I consider myself lucky that I am surrounded by 
such people because I see that because of market pressure young 
people have to devote a lot of time to looking for funds.

SOCIAL BODIES

Interculturalism is a topic that has been high on the agenda in 
recent years. Over the years you have often worked with mixed 
groups.

And on balance it has been a truly fine experience. Especially with 
regard to the school, P.A.R.T.S. Sometimes it’s a situation full of con-
flict because the students, separated from their normal surround-
ings, find themselves in another context where they work and seek 
out their own identity. One gains a lot of satisfaction from seeing how 
people develop and change, and from seeing that education works. It 
is a source of beauty. In that respect the experience of P.A.R.T.S. has 
been quite extraordinary. There are very few situations in the world 
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‘MY GENERATION WANTS 
RECONCILIATION AND COLLECTIVITY’

AN INTERVIEW WITH  
SIDI LARBI CHERKAOUI

Karlien Vanhoonacker

The Hollywood director Joe Wright engaged him as the choreo
grapher for his film Anna Karenina. For the last three years he 
has had his own company, called Eastman. And before that he 
developed his skills with les ballets C de la B and Toneelhuis, 
where he was among the first generation to be given a resi
dence. Below is a conversation about current developments in 
dance and the role of dance in society, with a choreographer 
who has got to know a considerable number of organisations 
from the inside out: Sidi Larbi Cherkaoui.

FROM FAME TO FORSYTHE

How did you first make contact with the dance world?

When I was very young I watched those typical youth series on 
TV that had dance incorporated into them, like Fame. I am of the 
MTV generation, that was influenced by all the pop artists who 
used dance. It was only when I was nineteen that I found myself in 
the contemporary dance circuit, after I had won the ‘Beste Belgian 
Dance Solo’ in 1995, a dance competition organised by Alain Platel 
and Victoria in Ghent. I won it with an amalgam of styles: ‘voguing’ 

Sidi Larbi Cherkaoui ©Koen Broos
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want to relate to your surroundings while at the same time reflecting 
it. In one way or another that was only stimulated very selectively, 
depending on what was ‘in’ at that moment, more minimalist move-
ment or more expressive, with lots of blood, sweat and tears in the 
Jan Fabre style. For my generation of dancers it was hard to reconcile 
all these differing things with each other. You had so many refer-
ences that it was difficult to be original, and it seemed as if you just 
picked everything up and imitated it. I grew up at a time when both 
everything and nothing was important. And in that context you had 
to find your individual nature. When it comes to what you want to 
show an audience you find yourself in an identity crisis. What saved 
me was no longer being afraid of looking like someone else, no longer 
fighting against it. In my view that was to some extent the philoso-
phy of the makers in the 80s: very individualistically reacting against 
everything that had previously been the norm. My generation prefers 
to reconcile these individual characters and collects them together 
in a contemporary form that allows them all in, very inclusively.

As a young maker did you feel vulnerable in front of an audience?

Yes, definitely. There are no training courses that prepare you for the 
aggressive nature of an audience. As a dancer I was used to quite a 
lot. In Alain’s productions there were spectators who stood up, who 
cried, who walked out. That was a good lesson. In my student days I 
had a parallel life as a jazz dancer and go-go dancer in discotheques. 
Visitors to discotheques are the hardest public because in the end 
they just want to dance themselves and they couldn’t care less what 
sort of dance you were doing. Sometimes I got a lot of pleasure from 
finding a way of attracting their attention anyway and drawing them 
into my movement trip. That discotheque always remains my best 
training ground. But, as a creator, receiving feedback on stage design 
and dramaturgical choices was completely new to me. All at once I 
was in a world where I had to underpin and justify everything intel-
lectually, whereas the idea was to make a production where one’s 
choices remained intuitive. Until I learnt to explain my choices as 

mixed with African dance and jazz, set to music by Prince. All at once 
I was meeting people from P.A.R.T.S., Damaged Goods and so on. I 
went to P.A.R.T.S. at the invitation of Theo Van Rompay. My eyes 
were really opened there, as far as contemporary dance is concerned. 
All at once I was able to reconcile two sides of myself that had pre-
viously been in sharp contrast. On the one hand I had my cerebral 
side as a good Latin-Mathematics student. In addition, my Moroccan 
background had given me a strong social commitment. On the other 
hand there was dance, as an outlet for emotions, but with no link to 
my more intellectual side. In contemporary dance I suddenly found 
a place where I could combine the two.

At P.A.R.T.S. I naturally got to know the work of Anne Teresa 
De Keersmaeker and Rosas. The way she analyses music and maps 
it out on stage is quite fascinating. Apart from that there was the 
work of Pina Bausch, and of William Forsythe, which was very geo-
metric. The realisation that you were creating drawings and circles 
or squares with your own body. I found it very interesting, literally 
an architecture of motion. I drew a lot as a child. I have always seen 
movement and dance as a form of drawing in the moment itself. In 
Forsythe’s case it is a visualisation of a movement, which views this 
movement from the outside. In Trisha Brown’s case it’s the reverse. 
There, it’s mainly about what is going on inside the body, how the 
muscles and bones are related to each other and how you can per-
form a movement with the least physical effort. In a very complex 
movement I shall still always try to perform it in the simplest and 
most efficient way. And then there was Alain Platel, who worked 
with dancers from outside the traditional setting and on the basis of 
strong social commitment.

What was that early period like?

It was a very introverted period. I was quite closed, because I was 
looking for an identity and for a relationship with the various identi-
ties around me. At P.A.R.T.S. too we also had to seek our own indi-
viduality. But individuality is quite a treacherous thing, because you 
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But you are involved in politics, aren’t you?

Like many people, I am curious about where our society is heading, 
as a community of people. Everyone, and that means artists too, is 
given a place on the social ladder and that is a position that is deter-
mined anew by each generation. I do analyse how a society deals with 
people who have particular qualities, such as myself. For example, I 
was brought up in Islam, but I’m not a terrorist. I have never had the 
desire to travel to America with a bomb in my shoe. Though I have 
had the same upbringing as the people who do that. It is not only 
your upbringing that matters, but also what you do with it and the 
choices you make on the basis of your individual nature as a human 
being. Creativity is the key word here. If you are no longer creative, 
you feel cornered. At that moment you have no other choice than 
to be angry or blow something up. It seems to me that creativity is 
the only thing that needs to be stimulated so that people can take a 
creative approach to their limitations and the oppressive situations 
they find themselves in. The only thing that saved me was creativ-
ity, and that is not only because I am an artist. I could just as easily 
have been a journalist or a baker, they are creative jobs too. In fact I 
can’t think of any job that isn’t creative. I believe absolutely that you 
have to stimulate creativity in youngsters and adults to increase their 
powers of empathy.

You talk about empowerment. Do you think a stage production 
is capable of that?

The fact that the Belgian Revolution was sparked off by an opera in 
De Munt/La Monnaie tells us quite a lot. To me it’s obvious that art 
has a tremendous impact on people, even if only 3 percent of the 
population goes to the theatre. The 97 percent that don’t go to the 
theatre are however influenced by the ideas conveyed in the theatre, 
because it filters through to everyone.

Babel(words) was an exercise in reconciling social and artistic 
elements. The title of course refers to the Tower of Babel and the 

transparently as possible and to show the architecture of my work 
so that people who have little affinity with it can understand what 
I’m doing. But what one person finds so pertinent another will find 
superficial, so at a certain moment you can’t do anything with your 
feedback anymore. It’s the same thing in society: everyone thinks 
differently. Reconciling all that with each other is a tremendous 
task. At this moment I am still trying to understand what links us 
all together.

DANCE AS EMPOWERMENT

Do you find that because of your various positions or identities 
you are sometimes forced to put up a certain defence?

I have a whole lot of various qualities and colours in different cir-
cumstances. In my life that all has to work together and form a unity, 
but I will stand up for each of those colours. When people say I’m 
part of the Flemish Wave, I say: ‘Yes, and “Larbi” means “the Arab”. 
So then I’m the Arab of the Flemish Wave. In one way or another I 
want to protect and defend all the minorities I belong to, I like to 
empower them. It is a quest for strength, not necessarily for power. 
It’s all about being able to stand alongside one another and be 
equally strong. I’m not so keen on the monopolisation of a certain set 
of ideas. I like it when all ideas can co-exist alongside one another. I 
really am looking for reconciliation. That sounds silly, but there is so 
much involved that reconciliation is almost impossible. That’s why I 
have a lot of respect for politicians. As someone in the role of a leader 
I have seen how difficult it is to find a place where people agree to 
achieve something. I would never want to be a politician, because I 
know how difficult it is to deal with all those different opinions and 
then make a choice. As an artist one has the luxury of making one’s 
own choices and that is also what is expected of you. That’s why I 
became an artist. I had the feeling I was more capable of that than 
of all the rest.
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to individual responsibility alone. No one is absolutely consistent. 
I do what I can, but I also have that typical Flemish feeling of guilt 
when I occasionally put something in the wrong rubbish bin. I’m not 
naive in that respect.

THE EMANCIPATION OF THE DANCER

Do you feel that the role of dance in society has changed in 
recent years, compared to the early period?

We are reaching a larger audience, there is greater acceptance of 
and pride about the medium. We can take a dance production to 
Australia, whereas that would not be so straightforward with a play 
because of the language. But there are limits in dance too. People 
say that ‘dance is a universal language’. That’s true, but there is more 
than one universe. You have to work in a different way in America 
compared to Flanders or France. An American audience develops its 
value judgements in a completely different way from an audience at 
deSingel. They laugh at other things, and find completely different 
things dull. The same applies to Hong Kong, Seoul and Tokyo. It’s 
lovely to work in Tokyo, because the audience there understands my 
work very well. It may have something to do with my affinity for the 
place, but also the spectators analyse things very meticulously there, 
as if it were a kabuki performance. They really want to understand 
you and they will judge on the basis of details, not an overall feeling. 
They understand that the value of the work may be hidden, and does 
not lie on the surface.

In Europe I sense a real schizophrenia linking the desire to be 
captivated – ‘throw it in my face’ – and the conviction that arousing 
emotions is too easy, even when they are sitting there crying. At such 
moments I think: ‘With all due respect, you don’t know what you 
want’. This is something you see more in Europe, certainly in France. 
What is your experience of art? What do you expect when you go to 
the theatre? How open are you still to someone’s work? The name 

fragmentation of languages and cultures. Babel(words) was my uto-
pia, to show how fine that diversity is, and that an individual char-
acter is only good when it relates to another. It is like the difference 
between Arabic and Swedish. If you put the two languages along-
side one another, you hear how incredibly far human language can 
extend. Only then do you notice that we can make any sound and 
that we can move in every possible way. These differences enable us 
to show how we can do anything. In Myth the characters were sur-
rounded by their own shadows, which one can see but which remain 
intangible. The feeling of being manipulated is very much present in 
both Myth and Foi. It is a feeling that I had myself and sometimes 
still do. It is a feeling we all know, as if our ancestors and our envi-
ronment determine all our actions.

In recent years ecology has increasingly become a theme in the 
performing arts. How much are you concerned with it?

I am a vegetarian, I don’t drink alcohol, I have solar panels and I 
recycle things. In the past I was always wearing Greenpeace T-shirts 
and I transferred a sum of money to them every month. I really am 
part of that whole green generation. I voted green too: so I’m fairly 
green. But we could write a whole book about international mobility 
and its ecological footprint. It’s a very complex exercise. For exam-
ple, I travel a lot by train and have deliberately chosen not to have 
a car. But that doesn’t mean I never sit in a car, because sometimes 
there’s no alternative. It’s always possible to find a lot of criticism for 
anything you do in connection with ecology. To change society, you 
first have to persuade people with words in order actually to be able 
to take action. It was only when the community felt that recycling 
was essential that it was made obligatory. So we do have to believe 
in politics. It’s the only way to urge people to do something. If it is 
forbidden by law to smoke in certain places, people will smoke less. 
That’s why politics exists; not to harp on about what we must or 
must not speak as second or third language. Ecology is the first of 
society’s problems that should be tackled. You won’t do it by trusting 
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Do you try to make use of your name, apart from your produc
tions? For example, do you make use of your position as a pub
lic figure in your quest for reconciliation?

I like to be open about being gay and a Moroccan – these are two 
components of my identity for which I came under serious attack 
when I was young. In this way I can make people understand that 
there is nothing wrong with it and I can show what the possible 
results of this mix are. On the other hand I do not organise anything 
special with the gay community or with friends of Moroccan origin 
during Ramadan. That is not my life. It would be quite false to do so. 
At the moment I have no need to identify with that any more than I 
already do.

Babel(words) was an exercise in reconciliation. It was also the first 
production by my own company, Eastman, which was set up in 2010. 
It was a piece that I co-authored together with Damien Jalet. He is 
from Brussels and is a French-speaker. I am a Dutch-speaker and we 
have already been working together harmoniously for twelve years. 
So despite all the political problems that is definitely feasible and has 
an added value. The premiere was at De Munt/La Monnaie, one of 
the few federal cultural venues. It was all made up of statements with 
a certain historical or cultural significance.

FROM LONDON TO CHINA

More and more coproductions are being made in an increas
ingly international environment. In which ways have you seen 
this situation change? There are complaints that coproduc
tion contributions are getting smaller and more partners are 
needed for each project.

Yes, that’s right. We always have to be creative. If you see what I 
have produced over the last two years – Babel(words), TeZukA, Puz/
zle and Play, with half or a third of the funds of other companies that 

and fame of an artist play a major part in the way spectators experi-
ence a performance, in France for example. The work is identified 
with its maker, whereas in fact it is always the result of a set of cir-
cumstances and of cooperation between people.

How have you seen the performing arts and dance change since 
the early days?

There has been an emancipation of the dancer. The contemporary  
dancer has increasingly assumed an identity of his own. Sylvie Guillem, 
for example, who bridges several generations, moved from ballet to 
contemporary dance and from there became a pivotal figure as a 
contemporary performer. Some contemporary dancers may find her 
too classical, but by choosing to work with such people as Russell 
Maliphant and Akram Khan she has almost transcended the chore-
ographers. I find that very interesting. We have come from the 1980s, 
when the choreographer had an almost divine status as a point of ref-
erence, as the ‘artist’. At the present time, the artist is simply some-
one who collaborates with others. Even Jan Fabre, who has made 
such incredible works, needs certain performers to give shape to his 
ideas. Reality, the concrete, the dancer himself, is still very important 
in conveying meaning. And that means not just any dancer.

Is that something you can change? After all, the choreographer 
is still very much the brand, almost the product.

I try to distance myself from that and to see my name as an identity 
that is outside myself. When I see my name somewhere, it’s not me. I 
often compare myself to people who are ten times better known than 
me, like Oprah Winfrey; they can no longer go to the supermarket 
without being overwhelmed. All sorts of things are said and written 
about them, they are labelled and used to put forward or defend an 
ideology. People use you to achieve something.
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Does the fact that you have your own company give you a dif
ferent sort of responsibility? As an employer how do you han
dle the precarious status of dancers within the constraints of a 
budget?

At Eastman we try to tour as much as possible, and thereby guar-
antee longer contracts and work stability. Eastman receives about 
700,000 euro per year. That’s actually too little to build up an entire 
organisation that can support artists. It creates employment for oth-
ers, but that doesn’t immediately provide the artists themselves with 
money. Sometimes we are stuck if we don’t manage to organise the 
right sort of tour or plan it the best way. As a result my company too 
remains an open house where people can come and go. I will always 
stimulate them to work for others too and will never say ‘no’ if they 
have to work somewhere else. I can still remember very well when 
a certain degree of exclusivity was expected of me, even though it 
wasn’t reciprocated. As long as I can’t give someone a contract for a 
year, I can’t expect them to keep a year free for me. That would be 
simply absurd. I most definitely have that sort of dilemma and prob-
lem. And that’s new to me. When I was at Toneelhuis, all that was 
done for me. There was a whole organisation that took care of it. At 
Eastman we have to figure it all out for ourselves. Fortunately I have 
people who have already gained experience in other companies.

You are much involved in interculturalism, bringing together 
people with different backgrounds and profiles. Does the same 
thing apply to your attitude to audiences? Are you concerned 
about who comes to your performances, with accessibility, and 
with ticket sales?

I hope that my work addresses a very varied audience. I respond to 
that by performing in very different theatres. In Paris I perform at La 
Villette, but sometimes also in theatres that usually present music. 
The appreciation is different in such cases. I feel more understood by 
a theatre or music audience than by a dance audience. I am very glad 

are no better known, then I think I could be expected to be bitter. 
I can complain, or I can say ‘this is my reality at the age of 36 and I 
am trying to make the best of it’. But it does tell us something about 
our way of dealing with the next generation. Some people venture to 
call me a ‘young maker’, even though I’ve been at it for fifteen years. 
Thanks to les ballets C de la B, thanks to Guy Cassiers and thanks 
to various places abroad I have found a way of doing it. That means 
I have acquired a certain autonomy in Flanders. People couldn’t 
ignore me. But it wasn’t at all obvious; I have been very lucky. There 
are other people who certainly have as much talent as I do, if not 
more, who find it much more difficult. I have been able to make the 
best of what I was offered.

Do you have the feeling that the situation has become more 
difficult for a dancer or a choreographer, despite the impres
sion that there are more opportunities?

Much, much more difficult. People underestimate the advantages 
and disadvantages of co-productions. On the one hand it’s fantastic 
that you can show your work in London and elsewhere, but on the 
other it is much more complex to manage that money from abroad. 
It’s much easier with one source of money in Flanders.

From my position as a maker, I don’t think it has become any sim-
pler, when it comes to expectations, for example. When I perform in 
Avignon, there’s a completely different atmosphere from when I have 
a premiere in deSingel. When Sutra was being made, members of the 
Chinese authorities and of the Buddhist community came to see it. 
The English cried ‘censorship!’, but they too came to see whether it 
was ‘English’ enough or was ready for an audience. In that respect I 
don’t find it any more tiresome to be judged by the Chinese authori-
ties. They came to watch, thought it was OK and asked whether they 
could have a picture taken with me. It is only when I feel there is no 
openness that I make my escape and go somewhere else where I can 
find openness. There will always be a place, somewhere.
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WAVE MOVEMENTS

To what extent has your dance and movement idiom changed 
in recent years, and your inspiration for it?

Since the work I did with Akram Khan and María Pagés, it has become 
more rhythmical, although the rhythm was already there in Rien de 
Rien. I still have the same obsessions, but now I explore a wider vari-
ety of things. You can see wave movements in my work. There were 
times when I was very much involved in body language, or else peri-
ods of more abstract dance movements. But mentally speaking eve-
rything was there from the beginning and now I’m just going into it 
in greater depth. In the end it’s all about the body. Just as in piano-
playing, it’s to do with a form of coordination of the body. You have 
to get to know your own body, and the relationship between one 
body and another. Rather than talking about the individual, I prefer 
to talk about relationships between people: about how they touch 
each other, how they deal with each other. Whether it is in a violent 
way, a very tender way or anything between the two. The combina-
tion of people and objects is also interesting: stones in Puz/zle, ink 
in TeZukA, wood in Sutra and dolls in Play. Instruments are objects 
too. A musician is a dancer who handles an object from which he 
generates sound.

What would you like to take into the future from the last fif
teen years?

Above all I want to find a good balance between repertoire and new, 
future work. For example, I would like a production like Babel(words), 
which is after all only two years old, to be given the chance to be per-
formed at various places. This year it will be going to Auckland and 
Korea. Considering the financial situation, that was quite difficult, 
but I find it really important. I am very much concerned with the 
repertoire; we have to disseminate it. It is almost easier to always 

that a lot of people from the Belgian Moroccan community come to 
see my work, but I am just as happy when the average Flemish per-
son comes – if such a person exists.

Some productions are more suitable than others for staging in 
Morocco, such as Dunas. It would work with Puz/zle too, but it cer-
tainly wouldn’t be so easy with a piece like Foi. In France some peo-
ple from the Jewish community left the theatre because they had a 
problem with the association of a particular image with an Arabic 
name in the show. The Arab community sometimes picks me up on 
the point that I sing Jewish songs in a performance. Someone from 
Flanders just hears an exotic song, but anyone who knows Arabic 
or Hebrew hears the difference and immediately notices that I am 
singing in the language of the ‘enemy’. I do that quite deliberately; it 
creates a dialogue with certain minorities and that’s very important 
to me. For example, I have had conversations about the question of 
whether we would perform in Israel or not. I would like to make a 
stand on that point. I consider an economic boycott quite normal, 
but I have a lot of doubts about a cultural boycott. I am convinced 
that, considering my Arabic name, a sort of click happens in an 
audience in Israel, that this is already some kind of shock for them. 
Because I am convinced of this I would find it hard not to go and 
perform there. On the other hand, it must of course be compensated 
by going to the occupied territories too. That will be quite a financial 
puzzle. What I have always admired at les ballets C de la B is their 
extreme commitment, certainly Alain Platel himself. Perhaps rather 
naively, with a great ideal picture in my mind, I try to think more of 
reconciliation than of choosing a camp. I try to stay in dialogue with 
those who are most aggressive.
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make new work than to give a continued existence to older work. 
Sometimes our attitude towards it is like a consumer, always wanting 
the next new thing. We have to let a production grow and develop. 
It is exciting to extrapolate this to popular culture. For example, I am 
currently collaborating with Cirque du Soleil on particular scenes in 
a production. You may ask whether that work is relevant or inter-
esting in the whole scheme of art history, but my opinion is that 
all these things add to the whole. Elements that stimulate us in our 
work can be found everywhere.

Your dancers teach at the Conservatoire. Have you ever thought 
of setting up a school, perhaps in relation to the repertoire that 
you wish to pass on?

No, I am very happy with the relationship with the Conservatoire. 
Everything falls into place there: we are in the same building and it is 
quite logical and natural to let the dancers from the company teach 
there. I really want to give my support to that, but I don’t think I am 
at all a good teacher. I don’t really like teaching either. Where do 
you begin? With the toes, the feet, the hands? There is so much that 
a person has to understand about their own body. In that respect I 
feel like a student who is still learning. I try to assimilate all the new 
information and apply it, but passing it all on is a different matter. I 
prefer to create. I like to be in at the start of something that will lead 
a life of its own. I see the educational aspect of the exchange with 
professional dancers. In the end, learning is something we have to do 
all our lives, it never ends.

>> naar de inhoudstafel
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WHO’S WHO?
AN OVERVIEW OF  

THE DANCE LANDSCAPE 

SELECTION CRITERIA

The dance landscape in Flanders and Brussels is extremely rich and 
diverse, as can be seen in the landscape sketch by Pieter T’Jonck that 
opens this publication. In the following, we sketch a more detailed 
picture of the players in this landscape based on the profiles of com-
panies, artists and intermediaries. Out of necessity, we had to make a 
selection, for which we based ourselves on whether or not subsidies 
were received within the framework of the Arts Act. We included the 
profiles of organisations that are receiving a two-year (2013-2014) or 
four-year (2013-2016) structural subsidy under the category ‘dance’, as 
well as organisations that have received a project subsidy under the 
category ‘dance’ since 2010. This is much more difficult with respect 
to the individual players. Unfortunately, it was impossible to include 
all artists active in this diverse field. Here again the Arts Act served 
as guiding principle. We highlighted the artists who have received 
a project subsidy or grant since 2010. Finally, we indicate on a map 
the organisations that support dance or present dance productions.

For more information on persons or organisations not found in this 
publication, we refer to the web tool Who’s who (whoswho.vti.be), a 
web application developed by VTi and Constant to chart the networks 
of artists and organisations. The data for the network visualisation 
comes from the VTi database (data.vti.be) that was compiled based on 
productions that have a link to the Arts Act. Who’s who offers a unique 
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THE ARTIST’S POSITION IN THE LANDSCAPE

The web tool Who’s who is interesting for diverse reasons. You can 
see at a glance with which organisations and individuals a given art-
ist or organisation has collaborated over the years. An artist can be a 
part of a permanent ensemble, lead his or her own organisation, or 
work as ‘individual artist’. The closer an artist or organisation is to 
the centre of the network, the stronger the connection. The visuali-
sation also provides a view of the very diverse positions that artists 
occupy in the landscape with respect to other artists and organisa-
tions. The diversity of roles that artists assume within productions: 
in one production someone is a dancer, in another, choreographer, 
and in still another, lighting designer or dramaturge.

Due to the specificity of the database, however, Who’s who has 
a number of limitations. Only productions in which a Flemish (co)
producer worked are included in the database, which limits the net-
work to those with a link to Flemish productions. Moreover, it is 
important to note that only individuals are included who made an 
artistic contribution to the realisation of productions. Thus, people 
in the sector who perform administrative or other non-artistic func-
tions are not included. Finally, the activities of artists are extremely 
diverse. In addition to the creation of or participation in produc-
tions, they often teach, take on projects outside the performing arts, 
engage in informal collaboration … A network visualisation based on 
stage productions thus unavoidably reflects only a part of the artistic 
activities and networks of artists. Who’s who in other words does not 
provide a complete picture of the artists. 

view of the place artists and producers occupy in the Flemish perform-
ing arts landscape and of the connections between them. There is a 
network visualisation for each individual and organisation involved in 
a professional Flemish (co-)production since 1990.

An example of the network of Wim Vanlessen, principal dancer at the 
Royal Ballet of Flanders.
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by Anton Webern that was played live during the performance. In 
December 2012 Claire premiered Chant éloigné, a group piece based 
on music by the composers of the Second Viennese School.

Etienne Guilloteau (FR) left the French city of Poitiers in 1998 
to study at P.A.R.T.S. Under the wing of wpZimmer he worked with 
Claire Croizé, Vincent Dunoyer and others. He also repeatedly collab-
orated with Marc Vanrunxt, as for example on For Edward Krasinski 
in 2010-2011. In recent years Guilloteau has concentrated on the dram-
aturgical relationship between dance, music and light. The lighting 
designer Hans Meijer and pianist Alain Franco play an important part 
in this. In 2009, with Action Scénique, he made Tres Scripturae – 
referring to the three media of dance, music and light. In spring 2013 
he also entered into collaboration with the Toronto Dance Theatre, 
creating new work for this Canadian company.

Nada Gambier (FI) studied dance at The Place in London before 
joining the second cycle of the course at P.A.R.T.S. in Brussels from 
2000 to 2002. As an artist she is seeking ways to blur the borders 
between reality and fiction, performativity and spontaneity, while often 
highlighting the absurdity of our everyday lives. In 2007 she worked 
with Edit Kaldor on her play Point Blank, which premiered at the 
Kunsten festivaldesarts in Brussels in May. In October 2008, Gambier 
premiered her third production Once upon a time in Petaouchnok at 
the Beursschouwburg in Brussels. Fiction in action opened at deSingel 
in Antwerp in November 2012. In 2013 she will be working on her 
research project Untamed Thingliness, as well as a series of videos enti-
tled Mechanics of emotion, which she will make in collaboration with 
Inneke Van Waeyenberghe/Michigan Films.

A Two Dogs Company www.atwodogscompany.org

A Two Dogs Company is the team centred on the theatre-maker and 
artist Kris Verdonck and represents the continuation of his Stillab 
company. In recent years, Verdonck’s artistic practice has developed, 
expanded and internationalised to such an extent that its growth can 
only be consolidated if a small, flexible organisation is able to follow 

DANCE COMPANIES
Action Scénique www.actionscenique.be

Claire Croizé, Nada Gambier and Etienne Guilloteau got to know each 
other at P.A.R.T.S., Anne Teresa De Keersmaeker’s dance school. As 
many young choreographers tend to do, they remained in Brussels 
after their education. Apart from their participation in national and 
international projects by other artists, all three of them immediately 
started to develop their own work at wpZimmer, a workplace for 
dance in Antwerp. The artistic ties between them became stronger: 
they became each other’s dramaturge, lighting designer, artistic advi-
sor and partner in crime. A shared artistic stance, a shared way of 
developing material, shared thoughts on dance and performance una-
voidably led to the creation of their own company: Action Scénique.

Azione Scenica is a term used in opera to express a rupture with the 
traditional opera of earlier times: away from the narrative and illusory 
drama and back to the here and now of the stage. The term clearly 
defines what the company stands for. Croizé, Gambier and Guilloteau 
act on the stage, in the here and the now, for the spectator. Not a nar-
rative-based, overdeveloped aesthetic end product to be easily con-
sumed. They want to include the audience in their search for a balance 
between theatricality and physicality, between reality and fiction.

In addition to support from the Flemish Community, Action 
Scénique is also receiving backing from the BUDA arts centre for 
the 2013-2016 period and for the same period they are ‘apap’ artists 
(advancing performing arts project).

Claire Croizé (FR) graduated from P.A.R.T.S. in 2000. For her pro-
ductions Affected (2006) and The Farewell (2009) she took her inspi-
ration from the music of Mahler. For the solo The Farewell she was 
awarded the Prix Jardin d’Europe, a prize for young choreographers, 
in 2009. In January 2012 Claire, together with Etienne Guilloteau and 
Alain Franco, created Mouvement pour quatuor, a joint production 
by De Munt/La Monnaie and the P.A.R.T.S. school. With eight stu-
dents from the research cycle they made a piece set to a string quartet 

http://www.atwodogscompany.org
http://www.actionscenique.be
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Thomas Devens created his first dance projects independently 
with organisations such as fABULEUS, Passerelle, Mamuze, Laika and 
inti, but it was primarily the collaboration with Anabel Schellekens 
from inti that signalled the start of Devens’ mapping out his own 
path. Schellekens allowed him sufficient space to use his own mate-
rial as part of her choreographies. At inti he then created the intimate 
location dance solo HIKIKOMORI (2007) and in 2009 he produced 
the family show Nu with Schellekens.

Busy Rocks www.busyrocks.org

The Busy Rocks collective came into being in 2008 as a result of the 
shared interests and mutual influence of five modern dancers who 
had just finished their dance training at P.A.R.T.S. Franziska Aigner 
(AT), Fabian Barba (EC), Marisa Cabal (ES), Tuur Marinus and Gabriel 
Schenker (BR) got to know each other and each other’s work during 
the four years they trained together, and wanted to continue their col-
laboration in the professional field, without allowing it to stand in the 
way of their individual careers. 

What links them is their common interest in exploring different 
ways of producing and perceiving movement. This leads to different 
proposals of what a dancing and moving body can be. Through these 
interests, expectations that arise when bodies appear on stage are 
challenged and played with. The common perception of the dancer as 
a virtuoso self-propelling body, moving freely through empty, resist-
ance-less space is challenged. They go in search of new challenges for 
the dancer/performer, both within the space and outside it. 

Franziska Aigner works for Busy Rocks, but has also collabo-
rated with Billy Bultheel, Enad Marouf, Daniel Jenatsch and Samuel 
Forsythe under the name New Forms of Life, as well as dancing for 
choreographers like Mette Ingvartsen and Alexandra Bachzetsis.

Fabian Barba worked with Busy Rocks on the creation of Dominos 
and Butterflies (2009) and Studium (2010). In addition to this, he is 
mainly occupied with his individual career, with his first solo perfor-
mance, A Mary Wigman Dance Evening (2009), attracting international 

up on and structure the work on a permanent basis. The new name 
refers to a line from a poem by Friedrich Torberg: Ich möchte gern 
zwei kleine Hunde sein. 

For his work, Kris Verdonck brings in scientists as well as techni-
cians, engineers and performers. These joint ventures are not full-
time, but are ongoing: the artistic, intellectual or practical dialogue 
and research are deepened and extended without interruption.

Kris Verdonck’s education – he studied art, architecture and thea-
tre – is reflected in his theatre work: it straddles the border between 
art and theatre, between installation and performance, between 
dance and architecture. The tension between man and machine plays 
a central role in these works. In EXIT (2012) he attempts, together with 
dancer and choreographer Alix Eynaudi, to influence the subcon-
scious of the viewer by rocking him to sleep. In M, a reflection (2012), 
inspired by Heiner Müller’s work, actor Johan Leysen has a dialogue 
with a real-life hologram. And finally, H, an incident (2013) is an ambi-
tious musical-theatre production in which ‘H’ refers to the world, life 
and work of the twentieth-century Russian writer Daniil Harms. The 
production was selected for the 2013 Kunstenfestivaldesarts. 

Balsem  www.balsemvzw.be

Balsem was set up in 2011 and is the organisation centred on the dancer 
and choreographer Thomas Devens. Through the language of dance, 
this young Belgian confronts the fast pace of modern life. He juxta-
poses unrest and calm, serenity and tumult. What is remarkable about 
his work is the preference for positioning the audience and dancers in 
the same setting, so that the viewer can participate in the show. Devens’ 
dance language is pure and energetic and derives its power from the 
confrontation with the space or location in which the performance is set. 

Bubble (2012) is the first project that Devens created within his 
own Balsem organisation. The result is a no-man’s land without con-
text, a timeless vacuum between past and future. Both dancers and 
audience take their place in a sound environment created by the vis-
ual and sound artist Paul Devens.

http://www.busyrocks.org
http://www.balsemvzw.be
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Marcos Simões (PT) completed the post master programme at 
a.pass (Antwerp), where he presented several works around his con-
cept of ‘the laughing body’. He created Eskimo (2010), a piece for 
six performers, presented in arts centre Monty and Working Title 
Platform (workspacebrussels), together with his sound/installation 
Totem, a place of contradictions. He appeared as performer in produc-
tions that included Sara Manente, Lilia Mestre and Nada Gambier. 

Varinia Canto Vila (CL) graduated as dancer from the Universidad 
de Chile and from P.A.R.T.S in 1999. She has worked with various mak-
ers and organisations since coming to live in Belgium: Meg Stuart/
Damaged Goods, Lilia Mestre, Claire Croizé, Mette Edvardsen, Marcos 
Simões, Kuyng Ae Ro … From 2005 to 2011, she was supported by art lab 
wpZimmer. She presented her own creation During Beginning Ending 
(2010) at the festival Bouge B in deSingel.

Norberto Llopis Segarra (ES) graduated in dance and choreog-
raphy. From 2005 to 2007, he followed a master’s programme in per-
forming arts at DasArts, Amsterdam. He has performed with artists 
such as Carolien Hermans, Paz Rojo, Diego Gil and Jefta Van Dinther.

Kyung Ae Ro (KR) studied dance at Suwon University in Korea. 
After graduating, she danced for five years with the Laughing Stone 
Dance Company. She then followed the dance programme at EDDC 
(European Dance Development Center) in the Netherlands, after which 
she moved to Brussels where she created the dance piece Facet (2004).

Jaime Llopis (ES) studied dance and choreography at EDDC and 
participated in an a.pass programme. Based in Brussels since 2003, he 
has been working as dancer/performer with different independent 
choreographers as well as developing his own choreographic work. 

Santiago Ribelles Zorita (ES) studied at the High School of Drama 
in Valencia (Spain) and later specialised in contemporary dance. 

Eastman www.east-man.be

Eastman is the company behind dancer and choreographer Sidi 
Larbi Cherkaoui, and was founded in 2010. Eastman is the frame-
work within which all Cherkaoui performances are produced and 

interest. 2012 saw the premiere of a personal yet collective history (2012), 
in which he works with material from a range of choreographers. 

Marisa Cabal worked with Busy Rocks on keeping busy keeping 
still (2008), Dominos and Butterflies and Studium. She also appeared in 
Benjamin Vandewalle’s Birdwatching (2009) and in Theater Zuidpool’s 
Salome Redux (2011).

Tuur Marinus has, as a founding member, been closely involved 
with many Busy Rocks productions, including keeping busy keeping 
still. For Still Animals (2012) he designed a choreography in which 
he staged complex floating ‘animal constructions’ that allowed the 
dancers to imitate the walking patterns of animals and humans.

Gabriel Schenker has participated as a choreographer and per-
former in Throwing Rocks (2008), Under the Influence (2009) and 
Dominos and Butterflies. In addition, he has worked with Thomas 
Hauert/ZOO, Rosas/Anne Teresa De Keersmaeker, Doris Stelzer and 
Eleanor Bauer. 

CABRA  cabra.weebly.com

CABRA was founded in 2005 by Marcos Simões, Norberto Llopis 
Segarra, Jaime Llopis, Sara Manente, Santiago Ribelles Zorita and 
Kyung Ae Ro under its original name, Eve. Varinia Canto Vila was 
invited to join the group in 2010, and in 2011, they changed their name 
to CABRA. This structure facilitates the work of all seven artists.

Sara Manente (IT), after communication studies in Bologna, fol-
lowed the Advanced Performance and Scenography Studies (a.pass) 
programme in Antwerp. Within Eve and under the wings of work-
spacebrussels and Mokum, she created and choreographed together 
with artists such as Marcos Simões, Michiel Reynaert and Ondine 
Cloez. She also worked as performer for among others Kate McIntosh 
and Juan Dominguez. In 2013, she worked on This place, a project 
with among others Marcos Simões, and at the same time on x: I liked 
B better. y: I am 29 too with Hwang Kim and Marcos Simões for the 
Bom Festival in Seoul.

http://www.east-man.be
http://cabra.weebly.com
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voices into Origine (2008). Boléro premiered in May 2013. For 
their first production for the Ballet of the Paris Opera, Sidi Larbi 
Cherkaoui, Damien Jalet and visual and performance artist Marina 
Abramović return to a legendary work of the 20th century, Maurice 
Ravel’s Boléro. Another recent work is Milonga (2013), in which he 
collaborates with Argentine dancers and musicians.

fABULEUS www.fabuleus.be

fABULEUS offers young people a professional context in which to 
create theatre and dance productions. This mission takes place in a 
flexible production structure in which young theatre and dance tal-
ent work together with more experienced makers. Both youth and 
young professionals receive artistic, logistic and professional guid-
ance. Central to the activity of fABULEUS is the creation and presen-
tation/distribution of professionally framed theatre and dance pro-
ductions, including more hybrid forms such as dance theatre, music 
theatre and live art. The creations are presented to a broad public, 
with special attention paid to youth and children. 

fABULEUS is known for its great variety of makers, stories and 
styles, and for a continuous inflow, outflow and progression of new 
young actors, dancers and makers. Alongside general and artistic 
director Dirk de Lathauwer, the artistic team of fABULEUS consists 
of dramatist Peter Anthonissen.

Examples of dance productions created under the wings of fAB-
ULEUS include: We dance to forget (2007), in which Koen De Preter 
and Maria Ibarretxe take the audience on an eclectic trip of dance and 
pop music; Blauwe Storm (2011), a virtuoso choreography by Randi De 
Vlieghe for children of six years and older; Kijk ver genoeg achterom 
en je kijkt weer naar voor (‘Look far enough backwards and you will 
again be looking forward’) (2012) by Manon Avermaete, on searching 
for boundaries in all possible meanings of the word; and GIRLS by 
Ugo Dehaes in collaboration with Natasha Pire, a choreography for 
eight young girls with only their breath as soundtrack.

distributed, and these range from modern dance and ballet, to musi-
cals, theatre and other types of performance. Sidi Larbi Cherkaoui’s 
work has garnered huge international acclaim. The choreographer 
has already won a number of international prizes and has been 
invited to perform at leading theatres and festivals throughout the 
world. Cherkaoui’s non-hierarchical approach to dance and move-
ment, body language and culture is at the heart of his artistic prac-
tice. Recurring themes in his work are the search for identity and 
reconciliation, and a belief in linking up and questioning cultural tra-
ditions. His totally unique dance language is a mix of different styles 
and types of movement. Eastman was chosen as a European Cultural 
Ambassador for 2013.

While Cherkaoui’s initial pieces were made as a core member of 
the Belgian collective les ballets C de la B – Rien de Rien (2000), Foi 
(2003) and Tempus Fugit (2004) – he also undertook parallel projects 
that both expanded and consolidated his artistic vision. For exam-
ple, he created zero degrees (2005) with friend and choreographer 
Akram Khan. From 2004 to 2009 Cherkaoui was artist in residence 
at Toneelhuis (Antwerp), the theatre that produced Myth (2007) and 
Origine (2008). In 2008 Cherkaoui premiered Sutra at Sadler’s Wells 
(where he is currently an associate artist). This award-winning col-
laboration with Antony Gormley and the Shaolin monks continues 
to tour the world to great critical acclaim. In 2010 he launched his 
new company, Eastman, which is resident at deSingel International 
Arts Campus. Together with co-choreographer Damien Jalet, he 
made Babel(words), the third part of a triptych that began with Foi 
(2003) and Myth. 

Music plays a central part in Cherkaoui’s world. Music was used 
to underpin the story of the crossover of the four wind directions/
elements/cultures. In D’avant (2002) and in Foi he combined, respec-
tively, 13th-century and 14th-century religious music with modern 
dance; he created the ballet L’homme de bois (2007), set to music by 
Stravinsky, for the Copenhagen Opera, and he slipped Corsican poly-
phonic music into In Memoriam (2004), Apocrifu (2007) and Puz/
zle (2012), flamenco into Dunas (2011) and Arabic and Scandinavian 

http://www.fabuleus.be
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In addition to her individual productions, Bauer also collaborates 
with other choreographers. In 2007, she danced in Soul Project by David 
Zambrano and in Why We Love Action by Mette Ingvartsen, and she 
appeared in The Song (2009) by Rosas/ Anne Teresa De Keersmaeker. 
With Heather Lang, Bauer made the The Heather Lang Show by Eleanor 
Bauer and Vice Versa (first episode 2009, second episode 2012) which 
examined the possibilities for humour within performance.

With Midday and Eternity (the time piece) (2013), Eleanor Bauer 
presents the closing work of the past-present-future trilogy that began 
with A Dance for the Newest Age (the triangle piece) (2011) and con-
tinued with Tentative Assembly (the tent piece) (2012). In this trilogy, 
Bauer examines the extent to which dance can be an act of synthesis 
and coordination of many facets of experience and ways of knowing.

Great Investment metteingvartsen.net

Great Investment is the structure around Danish choreographer and 
dancer Mette Ingvartsen. Her first performance, Manual Focus 
(2003), was made while she was still studying at P.A.R.T.S., from where 
she graduated in 2004. In the meantime, she has launched several 
research projects and made numerous performances, among others 
GIANT CITY (2009) and All the way out there … (2011). Mette Ingvartsen 
is artist in residence at the Kaaitheater (Brussels) from 2013 to 2016. 

Questions around kinesthesia, perception, affect and sensation 
have been crucial to most of her work. Recently her interest has turned 
to conceptualising choreography as an extended practice. Starting 
with Evaporated Landscapes in 2009, a performance for foam, fog, light 
and sound, this interest has led to a series of projects that extend cho-
reography into non-human materials. In 2010, she worked on several 
site-specific projects, also dealing with notions of an artificial nature. 
The Extra Sensorial Garden (2010) was presented in Copenhagen and 
The Light Forest was on display at Szene Salzburg in July 2010 and 2011. 
Her latest work, The Artificial Nature Project (2012), reintroduces the 
human performer into a network of connections between human and 
non-human actors. This work concludes the series on artificial nature.

fieldworks www.field-works.be

Fieldworks is an organisation set up by the artist duo Heine Avdal 
(NO) and Yukiko Shinozaki (JP). Heine Avdal and Yukiko Shinozaki’s 
work is concerned with ‘performativity’ and allows for an open inter-
pretation of movement as a heterogeneous combination of a variety of 
media. Consequently, the artists draw on a broad range of disciplines 
and expertise: performance, dance, visual arts, video, music, technol-
ogy etc. They collaborate with various artists, who each contribute 
concepts and ideas to the artistic process, using their own individual 
approach and medium of choice. 

Every performance plays on the tension and contrast between the 
body and objects, the body and the mind, fact and fiction/represen-
tation, the tangible and the invisible, the organic and the artificial … 
Recurrent themes in fieldworks’ productions include the relationship 
between performer and spectator, the non-hierarchical approach to 
the various elements of a performance, and the exploration of both 
theatrical and non-theatrical environments.

Fieldworks is the successor to deep blue, the collective in which 
Heine Avdal and Yukiko Shinozaki, along with sound artist Christoph 
De Boeck, created their projects between 2002 and 2012. Starting in 
2013, fieldworks has established its own operations. Recent work 
includes the theatre production nothing’s for something (2012) and 
Borrowed Landscape (2011), a series of location-inspired performances 
set in diverse private and public spaces.

GoodMove/Eleanor Bauer www.goodmove.be

GoodMove was founded in 2007 to support the work of Brussels-
based artists. Since 2010, however, the primary focus has shifted to 
the work of Eleanor Bauer. Bauer studied at the NYU Tisch School of 
the Arts before coming to Brussels in 2004 to study at P.A.R.T.S. Her 
creations ELEANOR! (2005), At Large (2008) and (BIG GIRLS DO BIG 
THINGS) (2010) won international acclaim. In January 2013, Eleanor 
Bauer began a four-year artist residency at Kaaitheater (Brussels).

http://www.metteingvartsen.net
http://www.field-works.be
http://www.goodmove.be
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movement, scenography and soundscape. With Einzelgänger (2008), 
Unfold (2009), i see you (2012) and zwaluwzang / a swallow song (2013), 
Kabinet K. further develops its oeuvre of fully-fledged dance produc-
tions for a young public.

keski-e-space www.keskiespace.be

Keski-e-space is the structure around choreographer Alexandra 
Meijer. The company creates dance productions on location for a 
young public. The visual dance language alternates between every-
day, recognisable activity and the abstract, making the dance lan-
guage accessible without lapsing into shallowness.

Keski-e-space deliberately opts for projects on location in order 
to create artistic productions amid daily reality. The company makes 
good use of the recognisability and the alienating or surprising aspects 
of the locations. The focus is always on the dialogue between the artis-
tic concept and the location. Together they constitute the starting 
point for each production, and they influence, inspire and comment 
on one another. Keski-e-space has a mobile space that can serve as a 
theatre on location, but can also house exhibitions or other events.

Bis-lieb (2012) is a children’s dance performance about and with 
books. In this production, you literally step into the world of the library. 
Amid the books, you discover a story full of movement. Something sim-
ilar takes place in Musé-euhm (2013). Two dancers/actors respond to 
that which is on exhibit in the museum, and make of it a unique story.

Kobalt Works www.kobaltworks.be

Kobalt Works was founded by the German choreographer Arco Renz 
in 2000. Arco Renz was one of the first wave of students to graduate 
from P.A.R.T.S. During his many trips to Asia, he became fascinated 
by traditional dance theatre. In 1997, he began working as a per-
former for, and then as an assistant to the American director Robert 
Wilson. In 2003 and 2004 he helped Anne Teresa De Keersmaeker 

In addition to her performance work, Ingvartsen engages in research 
that consists of writing, making, performing and documenting. She 
teaches and presents workshops, often related to developing method-
ologies within the practice of choreography. Since 2005, she has been 
working on everybodys, an ongoing, open collaborative project based 
on open source strategies, aimed at producing tools and games that can 
be used by artists in developing their work. 

Kabinet K. www.kabinetk.be

Kabinet K. is a dance company founded by Joke Laureyns and Kwint 
Manshoven. Laureyns and Manshoven are both choreographers, 
with respective backgrounds in philosophy and design. With Kabinet 
K., their focus is on dance productions with professional dancers in 
combination with children. Their dance language finds its source in 
concrete daily actions and small gestures interwoven with elements 
of play. Since the cast includes children, their productions appeal to 
a diverse public. Precisely because the organic and intuitive are so 
important, both choreographers like to work with children and older 
bodies that are not (or less) coloured by specific patterns of behav-
iour or a specific dance technique.

In the creations of Kabinet K., content prevails over aesthetics. The 
dance language develops around a central idea, which is translated to 
the young audience via the movement, the scenography, the cast and 
the rhythm of the production. With the support of a number of larger 
youth theatre houses such as fABULEUS and KOPERGIETERY, since 
2002 Joke Laureyns and Kwint Manshoven have created a series of pro-
ductions that have not gone unnoticed in the youth theatre landscape. 
For KOPERGIETERY, Laureyns and Manshoven – each separately 
– wrote a solo for a young child: Martha, Marthe (2007). For Questo 
Ricordo (CC Hasselt, 2006), the duo worked with seven children, three 
professional dancers (including Manshoven himself) and an older 
man. These encounters between young and older bodies, between still 
budding, professionally formed and more fragile bodies, transformed 
the creation into an engaging portrait of rhythms and timbres, in 

http://www.keskiespace.be
http://www.kobaltworks.be
http://www.kabinetk.be
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The work of Marc Vanrunxt always assumes radical choices. In 
each project – his own or those in collaboration with other artists 
from diverse disciplines – he calls into question the presuppositions 
of his own oeuvre. This theme makes his projects recognisable and 
at the same time intractable. Above all, his work shows that design-
ing movement as point of departure can result in an oeuvre that is 
and can remain an ‘open’ project: the dance itself is always an open 
question, and much autonomy is given to the disciplines involved in 
each project – music, visual arts, performance – in contributing to the 
design of a complete production. His most recent work includes Zeit 
(2011), Vanrunxt’s first duet as choreographer.

Salva Sanchis studied at P.A.R.T.S. in Brussels. He had been work-
ing with Marc Vanrunxt on a regular basis in the period between 2000 
and 2004. He then danced with Rosas, where he choreographed a num-
ber of productions (Desh - the second part of the night and Raga for the 
Rainy Season / A Love Supreme in 2005) and wrote his own produc-
tion (Still Live, 2007). The starting point for Sanchis is a desire to make 
the initial movement coincide with the choreography. This results in 
pieces with improvisation at their core, in the dance as well as in the 
music. Recent work includes Angle (2012), a solo to piano music by 
among others György Ligeti and John Cage. 

Kunst/Werk is also active in research and education. Marc Vanrunxt 
is coach to many colleague choreographers. He sees contact with other 
makers as an essential part of the development of his own oeuvre as 
choreographer. Salva Sanchis in turn teaches at P.A.R.T.S. and gives 
master classes in Belgium and abroad.

kwaad bloed www.kwaadbloed.com | www.charlottevandeneynde.be

Ugo Dehaes founded kwaad bloed together with Charlotte Vanden 
Eynde in 2000. In the same year, their collaboration yielded the per-
formance Lijfstof, which enjoyed international success. The organ-
isation initially supported the individual pathways of the two art-
ists, but in recent years has mainly become the vehicle behind Ugo 
Dehaes’ work.

direct the operas I due foscari by Giuseppe Verdi (2003) and Hanjo by 
Toshio Hosokawa (2004). 

Arco Renz’s choreographies for Kobalt Works are characterised by  
their intense physicality, and explore the emotional potential of abstrac-
tion. In his performances, Renz explores the interaction between move-
ment, light, video and sound/(live) music. Central to Arco Renz’s spe-
cific choreographic language is the comparative study of different dance 
forms. Kobalt Works/Arco Renz are involved in a number of different 
projects that promote research and exchange between European and 
Asian artists. This is reflected by the wide range of nationalities that are 
connected to the productions. 

Dust (2011) further embroiders on the development of the theme of 
individuality in a digital environment, and forms a trilogy with Bullit 
(quartet, 2006) and i!2 (duet, 2008). In this group choreography, Arco 
Renz explores the lonely co-existence of individuals in an increasingly 
shrinking, digitally-controlled environment. In Crack (2011), Arco Renz, 
along with Amrita Performing Arts, created a performance about the 
evolving individualisation of a new generation of young Cambodians. 

As well as creating performances, Kobalt Works also organises 
numerous projects and educational activities, such as choreographic 
research workshops and dance and movement internships (for actors, 
singers and visual artists). Renz also creates works for other people, 
such as the choreography of the operas Julie (Strindberg) and Idomeneo 
(Mozart) for Luc Bondy in 2005. He is also a guest teacher at P.A.R.T.S. 

Kunst/Werk www.kunst-werk.be

Kunst/Werk was founded in 2001 by choreographers Marc Vanrunxt 
and Alexander Baervoets. Since 2010, the core group consists of 
Vanrunxt, choreographer Salva Sanchis (ES) and until recently also 
the collective C&H (comprising Heike Langsdorf, Christoph Ragg and 
Christophe Meierhans). Within the collaborative context of Kunst/
Werk, artists work independently on their own projects. Kunst/Werk 
produces performances, conducts research and organises projects 
mainly in the areas of contemporary dance and performance art.

http://www.kwaadbloed.com
http://www.charlottevandeneynde.be
http://www.kunst-werk.be
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les ballets C de la B www.lesballetscdela.be

Les ballets C de la B was founded in 1984 by Alain Platel. The dance 
and theatre company has developed in the meantime into a success-
ful organisation at home and abroad. Les ballets achieved world fame 
with an eclectic, almost surrealistic mix of contemporary dance, text 
theatre and music. Over the years, the group has grown into an artis-
tic platform for various choreographers: Hans Van den Broeck, Sidi 
Larbi Cherkaoui, Koen Augustijnen, Christine De Smedt and Lisi 
Estaras among others. In the meantime, both Hans Van den Broeck 
and Sidi Larbi Cherkaoui have founded their own structures: SOIT 
and Eastman respectively. Recently, choreographers Miguel Moreira 
(with The Old King, 2012) and Kaori Ito (with Asobi, 2013) were guests.

Les ballets C de la B continues to allow artists from different disci-
plines and backgrounds to take part in the dynamic creative process. 
This unique mix of artistic visions results in a diverse but distinctive 
house style: popular, anarchistic, eclectic, socially engaged and open.

In the company, Alain Platel alternated between performer, direc-
tor and artistic director. The international breakthrough for les bal-
lets came after leading productions such as Bonjour Madame (1993), 
La Tristeza Complice (1995) and Iets op Bach (1998, with Sidi Larbi 
Cherkaoui). Together with Arne Sierens, he made Moeder en kind (1995), 
Bernadetje (1996) and Allemaal Indiaan (1999). Platel then announced 
a halt to productions and travelled to Palestine, where not only did he 
encounter much that would inspire many of his later socially engaged 
productions, but he also initiated forms of collaboration and exchange 
projects with Palestinian artists and theatre houses.

For Nine Finger (2007), a production about child soldiers, Platel 
worked together with Rosas, Fumiyo Ikeda and Benjamin Verdonck. 
Out of Context - For Pina (2010) in turn was an almost ascetic reflec-
tion on the movement repertoire of spasms and tics. More recently, 
there was C(H)OEURS (2012) with music by Wagner and Verdi, which 
Platel made for the Madrid Teatro Real Chorus.

The artistic work of Christine De Smedt combines elements of 
dance, choreography, artistic coordination and other artistic projects. 
She has been a member of les ballets C de la B since 1991, and has 

Ugo Dehaes studied classical ballet and attended workshops by David 
Hernandez, Benoît Lachambre and others before beginning his dance 
training at P.A.R.T.S. In 1998 he started work for Meg Stuart/Damaged 
Goods, where he collaborated on appetite (1998) and Highway 101 
(2000). Founding kwaad bloed gave him the opportunity to further 
develop his own work. 

Dehaes’ work is characterised by its search for the possibilities and 
physical boundaries of the body, but the metamorphosis and develop-
ment of the body also play a central role. These characteristics were 
given a starring role in two of Dehaes’ recent pieces: Women (2011) and 
Girls (2013). The eight dancers in Women displayed different aspects 
of their womanhood in a playful choreography, with their breath as its 
only soundtrack. Girls (in collaboration with Natasha Pire) is the pre-
quel: while the dancers in Women were between 34 and 56, the danc-
ers in Girls were aged between 10 and 14. For Grafted (2013) Ugo Dehaes 
gathered five dance-couples who work hard to defy gravity, playing 
with the mechanics of ballet or even acrobatics. But throughout this 
spectacular choreography we mainly see people struggling with each 
other and themselves to keep their relationships alive. Dehaes was art-
ist in residence at the STUK arts centre from 2010 to 2013.

Within the framework of kwaad bloed, Charlotte Vanden Eynde 
was also able to keep on experimenting and working on her chosen path. 
During her studies at P.A.R.T.S. she had already created Benenbreken 
(1997). This choreography for legs, feet and toes immediately set the 
tone for her future work: the visual as opposed to the dance-oriented, 
the examination of the body, the questioning of the accepted norms of 
beauty, the intimate, the vulnerable and the non-virtuoso. 

Shapeless (2011), her most recent dance performance, was made 
within the framework of wpZimmer. Unlike in her earlier work, in 
this piece she attaches great importance to music and sound. Light is 
also given more than just a supporting role. Dance, sound and light 
slide over one another like three independent layers. Vanden Eynde 
also works as an actress in (short) films, and has collaborated with 
stage director Jan Decorte and the theatre company de Roovers. 

http://www.lesballetscdela.be
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Dance’, Les SlovaKs have developed a way of dancing and perform-
ing that stems from their common background, history and frames 
of reference. At an early age, the five were already dancing at the 
Slovakian dance academy in Banská Bystrica. Later, they moved to 
Brussels to study and to build up their professional careers with mod-
ern dance companies. 

The founding principle of the company, which was officially started 
up in 2006, is ‘Full and Open Dancing’. By refusing to exclude any aes-
thetic or movement possibilities, they developed a set of parameters 
designed to maintain a fully committed level of performance, whilst 
simultaneously acting as both observer and participant. For the col-
lective, every dancer is irreplaceable. Les SlovaKs’ ‘polyphonic dance’ 
means that each individual dancer has his turn in the spotlight, as 
a solo dancer and as an instrumental part of a dynamic whole. The 
audience witnesses the amusing differences of opinion, moments of 
consensus, and each dancer’s personal investment, all of which are 
central to the trial and error approach used in Les SlovaKs’ produc-
tions. The decisions made throughout the creative process are further 
developed on stage using improvisation. 

Music is a vital part of Les SlovaKs’ work. The references contained 
in the dance also come out in a strong soundtrack that approaches 
the dance from a different perspective. After their fruitful collabora-
tion on Opening Night (2007), the dancers again linked up with the 
musician and composer Simon Thierrée for Journey Home (2009). 
Fragments (2012) is a performance in which Thierrée’s composition 
once again plays a crucial role, in combination with a series of songs 
by the Slovakian singer Melania Ollaryova.

Lisbeth Gruwez/Voetvolk www.voetvolk.be

Lisbeth Gruwez/Voetvolk is a dance and performance group founded 
around the dancer and choreographer Lisbeth Gruwez and musician 
and composer Maarten Van Cauwenberghe. Since it was set up in 
2007, the company has evolved into a permanent player in the interna-
tional dance and performance field. Lisbeth Gruwez and Maarten Van 

been performing her own work since 1993. This includes the large-
scale project 9x9 – focusing on mass and choreography – that was per-
formed in 15 cities across Europe and Canada between 2000 and 2005. 
Between 2005 and 2008, she worked with Eszter Salamon on nvsbl, 
dance#1/driftworks and the group project Transformers. In 2007, De 
Smedt worked with Myriam Van Imschoot, creating Pick up Voices, a 
piece that mixes historical research, performance and shadow play. In 
Untitled 4 (2010), she created four artists portraits that evolve into a 
self-portrait, based on interviews with Jonathan Burrows, Alain Platel, 
Xavier Le Roy and Eszter Salamon. 

Koen Augustijnen has been working closely with les ballets C de 
la B since 1991, initially as a dancer in performances staged by Alain 
Platel, Hans Van den Broeck and Francisco Camacho. Since 1997, 
he has become one of the dance company’s house choreographers. 
Bâche (2004) brought him an international breakthrough, followed 
by IMPORT/EXPORT (2006) and Ashes (2009). In 2011, he worked 
with theatre company STAN to create the production Oogst (‘har-
vest’). And Au-delà (2012) with jazz music by Keith Jarrett is a reflec-
tion on life after death.

Lisi Estaras studied dance in Cordoba (Argentina) and in Jerusalem 
at the Rubin Academy of Music and Dance. She then danced with the 
Ensemble Batsheva in Tel Aviv, and since 2007, Estaras has been work-
ing with les ballets C de la B. She danced in several productions and 
over the years began to develop her own work: she created and per-
formed in Bartime (2000, CAMPO, Ghent), La Cocina Erotica (2002) 
and No Wonder (2005) with Constanza Macras (Schaubühne, Berlin). 
At les ballets C de la B, she directed Patchagonia (2007), Bolero (2009), 
The Gaza Mono-Logues (2010), primero – erscht (2010) and in 2011, 
Dans Dans, a co-production of les ballets C de la B and het Kip (Ghent).

Les SlovaKs www.lesslovaks.com

Les SlovaKs is a dance collective founded by five Slovaks who live and 
work in Belgium: Milan Herich, Peter Jaško, Anton Lachký, Milan 
Tomášik and Martin Kilvády. Under the title ‘New Traditional 

http://www.voetvolk.be
http://www.lesslovaks.com
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of co-operation, presentation contexts and the ‘crossbreeding’ of 
theatre, architecture and visual art. In the mid-1990s Stuart collabo-
rated with such artists as Bruce Mau, Lawrence Malstaf, Gary Hill and 
Ann Hamilton for her Insert Skin series, and later with stage direc-
tor Stefan Pucher and video artist Jorge León for the in-situ project 
Highway 101 (2000).

Through residencies in Schauspielhaus Zürich (2000-2004) and 
Volksbühne am Rosa-Luxemburg-Platz in Berlin (since 2005), Stuart 
became acquainted with the German theatre context, which led to col-
laborations with directors Stefan Pucher, Frank Castorf and Christoph 
Marthaler. In that context, Stuart also explored large-scale produc-
tions, from Alibi (2001) to It’s not funny (2006) and Do Animals Cry 
(2009). Yet special projects still tempt her. In the vein of the ground-
breaking improvisation series Crash Landing, initiated in 1996 with 
Christine De Smedt and David Hernandez, Stuart continues to engage 
with various improvisation projects, including the series Auf den Tisch! 
(since 2005), Politics of Ecstasy (2009, in collaboration with Jeremy 
Wade and Eike Wittrock) and Atelier II (2012, together with Jozef 
Wouters and created for the Dansand! festival in Ostend). 

Her most recent work, Sketches/Notebook (2013), was premiered 
at Hebbel am Ufer in Berlin. Stuart’s work was shown at Documenta 
X and for Manifesta 7 in Bolzano she created the video installation 
The Only Possible City.

Nat Gras www.natgras.be

Since the establishment of Nat Gras in 2002, its artistic director Goele 
Van Dijck has been seeking the original expressiveness of dance. 
This is done in the form of workshops and dance performances. Each 
production is based on the senses and the experience of the dancer/
viewer is central to the performance. In this way the viewer can be 
addressed individually or as part of an audience. 

Nat Gras primarily targets children and young people. The diver-
sity of the shows comes not only from the sources of inspiration, but 
also from the people with whom Nat Gras works. Together with Jan 

Cauwenberghe are also ‘artists in residence’ at Jan Fabre’s Troubleyn/
Laboratorium. 

According to Voetvolk, dance alone can no longer arrive at a rel-
evant creation with a clear message. Contemporary dance is undeni-
ably linked to performance. For that reason they also believe that if 
you really want to say something, you can’t ignore the various aspects 
of physicality.

Lisbeth Gruwez/Voetvolk are continuing to work on an unusual 
oeuvre in the contemporary dance scene. To date, the company has 
made five productions in which the interaction between physicality 
and music is always prominent. The most recent is It’s going to get 
worse and worse and worse, my friend (2012), in which Gruwez uses 
fragments from a speech by the ultraconservative American TV evan-
gelist Jimmy Swaggart. They are currently working on a new piece: I 
Kid You Not (2014), in which the company will dissect the phenom-
enon of laughter. 

Lisbeth Gruwez was trained at the Royal Ballet School of Antwerp 
and at P.A.R.T.S. in Brussels. She started her professional career at 
Ultima Vez and later worked primarily with Jan Fabre, who helped 
her produce the solo Quando l’uomo principale è una donna (2004), 
with a score composed by Maarten van Cauwenberghe. Their first 
collaboration was As long as the world needs a warrior’s soul in 2000, 
also a Troubleyn/Jan Fabre production.

Meg Stuart/Damaged Goods www.damagedgoods.be

Damaged Goods was founded in Brussels in 1994 and is inextricably 
bound up with Meg Stuart (US), the creative force behind the com-
pany. The name Damaged Goods arises from Stuart’s fascination with 
the imperfections of the human body. In spite of their characteristic 
and unusual movement idiom, productions such as Disfigure Study 
(1991), No Longer Readymade (1993) and No One is Watching (1995) 
were an immediate success with both Belgian and European audiences.

Damaged Goods has gradually developed an individual poetics all 
of its own. One of its recurrent features is the search for new forms 

http://www.natgras.be
http://www.damagedgoods.be
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Shop and All is Vanity, a monologue by Viviane De Muynck. 2008 was 
the year in which Isabella’s Room and The Lobster Shop were joined 
by The Deer House at the Salzburger Festspiele, and these went on to 
tour together as Sad Face | Happy Face, a trilogy on human nature.

In 2009, Needcompany began a collaborative relationship with 
Vienna’s Burgtheater as their artist in residence. This collaboration 
resulted in The Art of Entertainment (2011), in which the suicide of the 
starring actor becomes a spectacle in itself. Caligula (2012) – based on 
the text by Albert Camus – was also a collaboration with Burgtheater. 
Marketplace 76 (2012) premiered during the Ruhrtriennale. For 
MUSH-ROOM (2013), Grace Ellen Barkey worked with the legendary 
avant-garde music collective The Residents.

Peeping Tom www.peepingtom.be

Peeping Tom is a Brussels-based dance theatre company founded in 
2000 by Gabriela Carrizo and Franck Chartier. In just over ten years, 
Peeping Tom has grown from an ad hoc collective into an established 
company with international renown. At the 2007 Salzburg Festival, 
it was awarded the Young Directors Award, and at the Melbourne 
International Arts Festival, the Patrons Circle Award (2009). 

From 1995, Gabriela Carrizo (AR) worked with Alain Platel in 
his company les ballets C de la B on La Tristeza Complice (1995) and 
Iets op Bach (1997), and with Koen Augustijnen on Portrait intérieur 
(1994). She worked with Einat Tuchman and Lisi Estaras on Bartime 
(2000), and with Needcompany (Jan Lauwers) she danced in Images 
of Affection (2001). Together with Alain Platel, she wrote the chore-
ography for the opera Wolf (2002) by les ballets C de la B. 

Franck Chartier (FR) went to Cannes to study classical dance at 
Rosella Hightower. When he was 19, he began dancing with Maurice 
Béjart’s Ballet of the 20th Century. He then worked with Angelin 
Preljocaj for three years, and later moved to Brussels and danced with 
Rosas (Anne Teresa De Keersmaeker), among others in the production 
Kinok (1994). He also appeared in La Tristeza Complice, Iets op Bach 
and Wolf by les ballets C de la B and in Tres (1995) by Needcompany. 

Martens they produced Speeltijd (2009), a quest for playfulness, vul-
nerability, humour and revenge in every child. In 2004 fABULEUS 
commissioned the company to make Lilium, a performance for 11 
young dancers, some of whom have a physical handicap.

Muurtje/Muurtje (2012) focuses on the curiosity of children and 
actively encourages the audience to participate. The emphasis on the 
senses is top of the bill in Pommeliere (2012). This show for children 
of 3 years and older stimulates the eyes, ears and taste.

Needcompany www.needcompany.org

Needcompany was founded in 1986 by Jan Lauwers and Grace 
Ellen Barkey. Over the past few years, they have gathered a versatile 
group of performers around them, who are also given space within 
the company to create their own work. They work under the names 
MaisonDahlBonnema (Hans Petter Dahl & Anna Sophia Bonnema), 
Lemm&Barkey (Lot Lemm & Grace Ellen Barkey), and OHNO 
COOPERATION (Maarten Seghers & Jan Lauwers).

Needcompany was created after Epigonentheater zlv. was wound 
up. Ever since it began, the company has been internationally-ori-
ented, both with regard to the make up of its group of actors, dancers 
and musicians, and with regard to its operations. Every production is 
played in several languages. Lauwers’ background as a visual artist has 
resulted in a highly specific theatrical language, in which film, video, 
dance, theatre and the visual arts are effortlessly combined. Grace Ellen 
Barkey has also been a highly individual voice within Needcompany’s 
oeuvre, originally as a performer and since 1992, also as a theatre-maker. 

Violence, love, death and eroticism are recurring themes in Need-
company’s work, and these loomed large in the Shakespearean pieces 
that Lauwers staged in the 1990s, as well as in the large-scale pro-
ject Snakesong Trilogy: Snakesong/Le Voyeur (1994), Snakesong/Le 
Pouvoir (1995) and Snakesong/Le Désir (1996). Lauwers was a guest in 
the theatre section of Documenta X and has appeared at the Avignon 
Festival several times. The first time was with Isabella’s Room in 2004, 
and for the 2006 edition he created two performances: The Lobster 

http://www.peepingtom.be
http://www.needcompany.org
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comprising pure composition in space and time by means of move-
ments’. Such disciplines as writing and visual art seep into Rosas’ 
work and influence the constant renewal the company aims for.

Over the last thirty years De Keersmaeker and Rosas have created 
an impressive series of choreographic works and have made dance his-
tory on the world stage, for which De Keersmaeker has received count-
less prizes and awards – recently including the Samuel H. Scripps /
American Dance Festival Award for Lifetime Achievement (2011) and 
the Grand Prix de la Danse de Montréal (2012). In 2011 the Opéra de Paris 
ballet company incorporated the production Rain into its repertoire.

De Keersmaeker deliberately opts to maintain a company and for 
lasting relations with her dancers. With these dancers she marks out 
a course that extends beyond the next production. Whereas in the 
past this relationship was more exclusive, for the last few years the 
company has increasingly taken the form of a lasting community of 
dancers who remain linked to Rosas on a semi-permanent basis for 
a long period. In addition to the larger productions by the company 
there are also smaller pieces in which De Keersmaeker herself dances, 
such as the recent Partita 2 – Sei Solo (2013) in which she shares the 
stage only with Boris Charmatz. In parallel with the creation of new 
productions, Rosas also continues to perform the repertoire it has 
built up. In this way it passes on its artistic past to new generations of 
dancers and audiences.

Rosas has set itself an explicit art education assignment, which 
in 1995 resulted in the establishment of the P.A.R.T.S. dance school 
(Performing Arts Research and Training Studios) in association with 
De Munt/La Monnaie. De Keersmaeker’s aim in this school is to hand 
on her vision of and practical experience in dance to the next gen-
eration of dancers. In addition, Rosas develops other educational and 
participatory projects such as Dancing Kids (classes in contemporary 
dance for children).

Rosas is an open house and shares its infrastructure not only with 
P.A.R.T.S., but also with the contemporary music ensemble Ictus, 
work space brussels, the Summer Studios summer guests and the vari-
ous companies that rehearse in its studios. The company’s expertise 

Carrizo and Chartier met each other during their period at les bal-
lets C de la B, where the foundation was laid for their later company. 
In addition to Carrizo and Chartier, the artistic heart of Peeping Tom 
consists of Simon Versnel (NL), Jos Baker (UK), Maria Carolina Vieira 
(BR), South Koreans SeolJin Kim and Hun-Mug Jung, and Belgians 
Marie Gyselbrecht, Eurudike De Beul and Leo De Beul. 

The work of Peeping Tom can best be described as ‘dance theatre’. 
Decor plays a crucial role in each production: it largely determines the 
progression of the piece and the interaction between the characters. 
The productions of Peeping Tom fluently combine theatre, dance and 
music with other media such as film. Le Jardin (2001), Le Salon (2004) 
and Le Sous Sol (2007) together formed a trilogy about a family’s decline. 
In 32 rue Vandenbranden (2009), the makers sketch a picture of an iso-
lated community with its own customs and laws. And in A Louer (‘for 
rent’, 2011), the audience is taken up in a fascinating journey through a 
world of memories, images of the future, dreams and nightmares.

Rosas www.rosas.be

Rosas is the dance ensemble and production structure built around 
the choreographer and dancer Anne Teresa De Keersmaeker. She 
trained in dance at Mudra, Maurice Béjart’s dance school, together 
with Fumiyo Ikeda, who was later a dancer with Rosas. She immedi-
ately attracted the attention of the international dance scene with her 
first production, Fase, four movements to the music of Steve Reich in 
1982. In 1983 she set up her own company, Rosas, which made its debut 
with the quartet Rosas danst Rosas, with music by Thierry De Mey and 
Peter Vermeersch. Since then music has always been at the heart of 
Rosas’ oeuvre, in various forms and genres, from Steve Reich to medi-
aeval polyphonic music (En attendant, 2010, and Cesena, 2011).

Since her debut with Fase in 1982, De Keersmaeker has been 
engaged in constant research into dance and movement, from 
the simplest to the most complex forms. As she herself says, a sin-
gle thread runs through all Rosas’ work, across all the variations of 
form and content, which is that Rosas represents an ‘art of dance 

http://www.rosas.be
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SOIT  www.soit.info

Before Hans Van den Broeck started his own company, he had been 
a member of les ballets C de la B for twelve years. He started as dancer, 
but soon became part of the production structure in which individual 
choreographers created their own artistic work. His fascination for 
film and movement was quickly reflected in his own work, where he 
dealt with themes such as the impossibility of communication. He 
toured internationally with les ballets C de la B on different produc-
tions until the making Deed of arrangement with his own company 
SOIT (Stay Only If Temporary) in 2003. His first major work followed 
in 2004: Almost Dark, a production for six performers that treats the 
subconscious and the collective memory.

Within SOIT, Van den Broeck is both director (cinema and video) 
and choreographer. This combination results in an oeuvre that oscil-
lates between the boundaries of dance/performance and video. SOIT 
has its home in Brussels and consequently attracts diverse artists of dif-
ferent backgrounds and nationalities. In addition to films and theatre 
productions, SOIT also makes projects on location. With Settlement, 
Van den Broeck creates a production around the theme of ‘settlement’ 
for two weeks with local performers. This project started in 2007, and has 
already taken place in Sydney, Harare, Bastia, Vienna and Wellington. 
The sequel to Settlement is Nomads and depicts life in a closed com-
munity on the run. Nomads took place in Sydney in 2008. In MESSIAH 
RUN! (2012), Hans Van den Broeck assembled six dancers who, dressed 
as astronauts, slowly roam about in the maze of their collective subcon-
scious. His most recent work is NMI – a duet on the enemy (2013).

SPIN www.spinspin.be

SPIN is the company formed by the artists Hans Bryssinck, Diederik 
Peeters and Kate McIntosh and the art worker Ingrid Vranken. As 
from 2013, SPIN is a long-term resident at and is structurally sup-
ported by arts centre BUDA (Kortrijk). SPIN’s work is two-fold. On 
the one hand the structure provides a long-term administrative and 

in management, communication and administration is where possi-
ble also made available for projects by the individual dancers in the 
company. This means the site in Vorst (Brussels) has grown into the 
perfect meeting place and breeding ground, where both young and 
established artistic talents encounter and enrich each other.

Royal Ballet of Flanders www.koninklijkballetvanvlaanderen.be

The Royal Ballet of Flanders was founded in 1969 in Antwerp by 
Jeanne Brabants. The company developed into the largest classical 
ballet company in Belgium and in 1976, received a ‘royal’ charter. In 
1984, Brabants was succeeded by the Russian-Israeli choreographer 
Valery Panov, and in 1987, Robert Denvers took the helm. He placed 
the accent on full-length productions: from traditional repertoire 
such as Don Quixote and Romeo and Juliet, to radical adaptations such 
as Swan Lake by Jan Fabre. He also attracted choreographers for new 
contemporary creations such as Marc Bogaerts, Maurice Wainrot and 
Christopher d’Amboise. In 2005, Australian Kathryn Bennetts suc-
ceeded Denvers. She gave the Royal Ballet a new artistic direction, 
with more attention given to the contemporary ballet repertoire of 
among others William Forsythe.

The present artistic director Assis Carreiro (PT) aims to reinvent 
the Royal Ballet of Flanders via a new repertoire and reach a crosso-
ver audience that loves ballet, but also contemporary dance. This 
can be seen in the first season’s programme (2012-2013) compiled by 
Carreiro, which again includes The Return of Ulysses (Christian Spuck, 
2006), and also Infra (McGregor, 2008) and Who Cares? (George 
Balanchine, 1970). In 2013, the ballet received the prestigious Award for 
Outstanding Company from the Critics’ Circle at the National Dance 
Awards in London.

The Royal Ballet is a permanent company, but will merge in the 
near future with the Flemish Opera. Its base of operations is Theater ‘t 
Eilandje in Antwerp, where the studios, the ateliers and the rehearsal 
rooms have also been moved.

http://www.soit.info
http://www.spinspin.be
http://www.koninklijkballetvanvlaanderen.be
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Strange Fruit www.moussem.be

Strange Fruit is the young company around choreographer/dancer/
performer Amar Al Bojrad, writer/director/dancer/performer Duraid 
Abbas and writer/actor Sarah Eisa. The company makes productions 
that explore the boundaries between dance and theatre, installation 
and performance. The diverse backgrounds of the central characters 
(Palestine, Iraq and Germany respectively) are reflected in the topics 
and the forms of the productions. The base of operations for Strange 
Fruit is Antwerp. The company is (co)produced by nomadic arts centre 
Moussem.

Its first production, 1979, is an almost completely wordless, strongly 
visual and physical performance that premiered in 2011. In this pro-
duction, the makers take the audience with them into the horrific cel-
lars of their memory, where a human life has less value than that of a 
dog. The year refers to two incidents at the basis of an eight-year war. 
Saddam Hoessein took control in Iraq, and Ayatollah Khomeini came 
to power in Iran. Not only did these two new leaders kill, torture and 
oppress their subjects, they were at war with each other. 

In the meantime, Strange Fruit continues to work diligently on its 
oeuvre: Solitary Confinement in 2013, and We are still dancing in 2014. 
The solo Boredom is planned for 2016. 

Troubleyn/Jan Fabre www.janfabre.be

Troubleyn/Jan Fabre is based in Antwerp, but this has not prevented its 
artistic director, the artist Jan Fabre, from building up extensive inter-
national operations since founding his company in 1986. ‘Troubleyn’ 
means ‘staying faithful’ and expresses the company’s desire to cooper-
ate in confidence with like-minded people on a long-term basis.

Troubelyn/Jan Fabre has set itself a task in two parts. Firstly, the cre-
ation/presentation of Jan Fabre’s stage work and, secondly, giving shape 
to the activities of the Troubleyn/Laboratory as an arts lab, rehearsal 
space and place of research for young artists. In addition, Troubleyn/
Jan Fabre also actively supports Jan Fabre in his work as a playwright. 

production framework for the individual artists involved; on the 
other the artist-members are convinced that adding an organisa-
tional framework to their practice is also necessary on an intrinsic 
and artistic level. That is why SPIN organises a series of specific pro-
jects that look at reflection and research in dialogue with other art-
ists, audiences, sector and other research disciplines.

Hans Bryssinck creates theatrical solos, but also collaborates 
with other artists such as Diederik Peeters, Danai Anesiadou and 
Werner Hirsch. These collaborations result in projects ranging from 
theatre or performance to video and installation art. In addition, he 
works as a dramaturge, performer, set designer and guest lecturer. 
In the context of SPIN he created The Kindness of Geometry (2011), a 
musical performance involving a search for ecstatic experiences, and 
Now We Do It For Real (2011) in which Bryssinck has a conversation 
with Zhana Ivanova in twelve episodes.

Kate McIntosh comes from New Zealand and studied dance. 
Since 1995 she has worked with, among others, Wendy Houstoun 
(UK), Cie Michèle Anne de Mey (BE) and Random Scream (BE). After 
this she put all her effort into her own work. Her recent work includes 
Untried Untested (2012, produced by CAMPO), in which the perform-
ers carry out all kinds of tests on themselves and each other, and We 
Breathe (2012), a durational performance installation, made for the 
New Performance Festival in Turku, Finland. For All Ears (2013) Kate 
McIntosh sets up the stage as an improvised adhoc laboratory for a 
series of unusual recordings and acoustic experiments, using every-
day objects and materials. 

Diederik Peeters elects to work in collaboration with other artists 
as well as undertaking solo projects. In the work of others he takes on 
the role of actor, performer or advisor. Peeters studied art, but ended 
up in theatre. He writes texts, creates installations, performances and 
all kinds of hybrid forms. Thriller (2009) is a wordless and slightly sin-
ister type of sitcom that plays with the solidity of the way we look at 
things, and in Red Herring (2011) he brought the comic potential of fear 
to the stage. October 2013 will see the premiere of Hulk (working title) 
in which Peeters shares the stage with Nada Gambier. 

http://www.moussem.be
http://www.janfabre.be
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choreographer, director and filmmaker presents his artistic work. 
The company also organises educational activities for various target 
groups, and supports and advises choreographers via the European 
network Jardin d’Europe.

Vandekeybus made his first productions at the end of the 1980s, 
and quickly was reckoned among the top young choreographers in 
the world. It was a period of great renewal in the performing arts in 
Flanders, and in no time Vandekeybus’ creations were also interna-
tionally known for their immense passion for movement, energy and 
eroticism.

What the body does not remember (1987, repeat performance 2013) 
was exemplary on several levels for the development of the movement 
idiom of Vandekeybus. The brutality of the choreography in which 
dancers throw bricks, the conspicuous presence of music (Thierry 
De Mey and Peter Vermeersch), and attention for the memory of the 
(physical) body are elements that were already present in this first 
production. Vandekeybus won a Bessie Award (New York Dance and 
Performance Award) for this innovative work.

In addition to his powerful and physical language, central to the 
work of Wim Vandekeybus are encounters and collaboration with 
other artists, with non-artists, with dancers and performers of all ages 
and backgrounds. These contacts result in interdisciplinary produc-
tions with unique and often surprising combinations of music, dance, 
theatre, literature, visual design and film. Music and sound weave 
their way through Vandekeybus’ oeuvre like a thread. David Byrne, 
Marc Ribot, Eavesdropper, David Eugene Edwards, Daan and Arno 
are among those who have written music for his productions. The 
music is usually composed during the rehearsal period, so that per-
formance and music are able to develop in parallel.

Recent productions of Ultima Vez include Booty Looting (2012), a 
production for six performers, one musician and one photographer 
in which music, movement, spoken word and photography are all on 
an equal footing. Radical Wrong (2011) in turn is a rebellious ‘anti-
performance’ that appeals to youth.

His theatre works have been published and performed internationally. 
Jan Fabre has grown into a strikingly versatile international artist. In 

the late 1970s, the still very young Jan Fabre caused a furore as a perfor-
mance artist. His Money performances involved setting fire to bundles 
of money from the audience in order to make drawings with the ashes. 
In 1982, he shocked the theatre establishment with This is theatre like 
it was to be expected and foreseen. International recognition came two 
years later with The power of theatrical madness, which was invited to 
the Venice Biennale. Both performances were recently revived.

Fabre breaks with the codes of existing theatre by introducing 
real-time performance and investigating radical choreographic pos-
sibilities as a way of reinvigorating traditional dance. Since the early 
1980s, the body, in all of its physical, spiritual and erotic guises, has 
formed the central object of his artistic research and practice.

In 2005, Fabre was curator of the Avignon Festival. His radical 
choices provoked a great deal of controversy at the time. He is and 
will always be an artist who enjoys seeking out controversy. Since 
2009 Troubleyn/Jan Fabre has been actively supporting research pro-
jects concerning so-called post-dramatic acting (Fabre calls it ‘bio-
logical acting’) whereby academics from various disciplines study his 
acting methods and exercises.

His recent stage work includes the dance solo Preparatio mor-
tis, which was originally created for the Avignon Festival in 2005, 
but which he reworked and expanded in 2010. Preparatio mortis is 
performed to organ music by the composer and organist Bernard 
Foccroulle, former opera director at De Munt/La Monnaie (Brussels) 
and current director of the Aix-en-Provence opera festival. Another 
recent production was the dance-theatre piece Drugs kept me alive 
(2012), a solo that Fabre wrote for performer Antony Rizzi, in which 
he paints a picture of a life on the edge of the precipice of death.

Ultima Vez/Wim Vandekeybus www.ultimavez.com

Wim Vandekeybus founded Ultima Vez in 1986, and 25 years later 
it remains the company and production structure within which the 

http://www.ultimavez.com
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As a creative artist, working from both Belgium and the Netherlands 
means not having to conform to a country or to dance trends in any 
particular country. This vision is also translated in her work, in which 
she is often inspired by emotions and patterns of behaviour. Recurring 
themes in her work include: turmoil, struggle, oppression/control, 
fanaticism, nihilism and activity/passivity. An example of this is 
Skótoseme (1995), in which Van den Broek collaborates with the Dutch 
costume designer Germaine Kruip. This piece shows a woman trying 
to outwardly control her inner feelings in a taut choreographic work.

In 2012 Van den Broek worked with Krisztina de Châtel on 
Domestica, whose starting point was the shared memories and the 
similarities and differences between their movement idioms. The Red 
Piece (2013), with music by the Belgian band Dez Mona, is a dynamic 
group choreography based on ‘passion’.

The name WArd/waRD is a reference to the guardianship or pro-
tection of a pupil. WArd/waRD’s artistic practice is intended to pro-
vide a safe haven where meetings can take place and creations can 
emerge, with plenty of room for discussion and critical analysis. 

ZOO/Thomas Hauert www.zoo-thomashauert.be

Dancer/choreographer Thomas Hauert (CH) founded ZOO in 1998. 
Together with four friends from the Rotterdam Dance Academy and 
dance company Rosas (Mark Lorimer, Sara Ludi, Mat Voorter and 
Samantha van Wissen), he created ZOO’s debut production Cows 
in Space (1998). While ZOO in the first place presents itself as a 
collective, artistic director Thomas Hauert plays the central role. 
The majority of ZOO’s creations are presented by the same cast. 
Dancers Martin Kilvady and Chrysa Parkinson joined the company 
in 2003. In 2007, the company welcomed a new dancer: Zoë Poluch. 
And for You’ve changed (2010), Thomas Hauert also worked with 
Fábian Barba, Liz Kinoshita, Albert Quesada, Gabriel Schenker and 
Theodossia Stathi. ZOO makes use of varying artists, but at the same 
time develops long-term collaborative relationships with a number 
of scenographers/lighting designers, musicians and stylists.

Villa Lobos www.lapetiteusine.org/mc-villalobos.com

Villa Lobos was set up in 2002 by the Brazilian dancer Maria Clara 
VillaLobos. Villa-Lobos came to Belgium via Berlin and Stockholm, 
and was one of the first set of students at the P.A.R.T.S. dance school 
headed by Anne Teresa De Keersmaeker. Since 1995 she has been 
doing her own work from her base in Brussels.

What characterizes her work is a humorous, critical and ironic 
approach to such social topics as the consumer society and mass media, 
highly influenced by pop art and pop culture in general, more recently 
also with a connection to the visual arts. She has a hybrid idiom that 
mixes dance, physicality, objects and sometimes texts or songs.

In XL, Villa-Lobos questions dance as an artistic discipline and as a 
‘market’. She works on the concept of ‘appropriation’ and quotes such 
influences as Jérôme Bel, William Forsythe, Pina Bausch and Alain 
Platel. There are other things on the menu such as ‘Big McStuart’ (ref-
erence to Meg Stuart) and a ‘Double De Keersmaeker’. Villa-Lobos has 
her own approach to the dance tradition and makes her own mark on 
it; the result is often an accessible and fun show. 

The sequels to XL in this trilogy are XS (2002) and M, an average 
piece (2003). XS was a co-production with Villanella, and is a proper 
children’s production. It is a reworking of the fable The tortoise and the 
hare by Jean De La Fontaine, with video and dance. M, an average piece 
is about the mass media and mass consumption, and is choreographed 
with naked bodies and masks. More recent work includes Têtes à têtes 
(2012) in which dance and puppet theatre merge into a performance 
that swings between comedy and tragedy, logic and absurdity.

WArd/waRD www.wardward.be

WArd/waRD was set up in November 2000 to enable the creation 
of Ann Van den Broek’s choreographic work. WArd/waRD (co)pro-
duces and has also offered workshops for dancers, choreographers 
and musicians in training since 2010. Due to the intense interest in 
her work in the Netherlands, Ann Van den Broek decided to set up 
the WArd/waRD Foundation (The Hague, NL) in 2008.

http://www.zoo-thomashauert.be
http://www.lapetiteusine.org/mc-villalobos.com
http://www.wardward.be
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ARTISTS
Anne-Lore Baeckeland combines educational work with her own 
artistic project. Her interest in diversity is a central theme in both. 
She has worked as freelancer with among others De Veerman, 
KOPERGIETERY, HETPALEIS, Wisper and Mooss. With the organi-
sation Cacao Bleu, she often works at the intersection of contempo-
rary dance and art education. This association creates platforms where 
crossovers take place between contemporary dance and other art 
forms. The performances, films and projects are quirky, and aim to fill 
a gap in the dance world for children and youth. Workshops with chil-
dren inspire the artistic work of Baeckeland, and vice versa. Together 
with Lenneke Rasschaert and Saskia Louwaard, she made D3D, buiten 
de lijnen (2013), an interactive dance route in which children walk 
through an installation and discover new ways of moving: an active 
introduction to contemporary dance for children five and older.

www.cacaobleu.be

David Bergé describes himself as ‘artist working between geographi-
cal locations at the intersection of photography, performance and 
curating with an emphasis on the urban space’. Recently he has 
worked among others on Extraction (2011) by Marc Vanrunxt and 
Dry Act #1: Corpse Aroma (2009) by Norwegian choreographer Anne-
Linn Akselsen. David Bergé is also active as installation artist. In 2012, 
he presented Le Corbusier’s voyage reORIENTed 1911-2011, a photo and 
text-based exposition he created together with Elke Krasny. Bergé 
also creates Walk Pieces, performances that guide visitors from the 
exhibition space through private and public spaces that transcend 
the boundaries of the museum. www.papa-razzi.be

After studies at the Royal Ballet School of Antwerp, the Alvin Ailey 
Dance Center in New York and working for a time with Maurice Béjart, 
Iris Bouche was a member of Rosas from 1995 until 2001. Since then, 

The starting point of ZOO’s oeuvre is an in-depth study into 
movement. Prompted by Thomas Hauert, the dancers disassoci-
ate themselves from their bodies’ usual forms of movement. In an 
atmosphere of playful curiosity, they explore the greatest possible 
diversity of forms, rhythms, qualities and mutual relationships with 
space and external forces. One of the main methods used by the 
group to explore the possibilities contained in the world of move-
ment is improvisation. ZOO productions transcend the level of the 
individual dancer. They are group projects rooted in the collective 
‘organism’ formed by the dancers. While exploration of the individ-
ual body results in an expression of diversity (chaos), the group work 
creates cohesion, communication and connection (order).

ZOO’s recent work includes From B to B (2013), in which Thomas 
Hauert appears on stage together with Catalan choreographer 
Àngels Margarit, with as theme (the impossibility of) communica-
tion. Danse étoffée sur musique déguisée (2013) is ZOO’s first piece 
for a young audience (5+). It is a solo dance performance by Mat 
Voorter to John Cages’s Sonatas and Interludes for Prepared Piano 
with live piano music. In the context of the ‘Brussels/Toronto pro-
ject’, Thomas Hauert created Pond Skaters (2013) for Canadian dance 
company Toronto Dance Theatre.

http://www.cacaobleu.be
http://www.papa-razzi.be
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Koen De Preter is a choreographer and performer who trained at 
the Fontys Dance Academy in Tilburg. In 2008, along with Maria 
Ibarretxe, he created We dance to forget under the wing of fABULEUS, 
and this performance is still touring. In 2010 he made Sometimes it’s 
there, a duet with the Swedish dancer Ulrika Kinn Svensson, which 
was selected for the Aerowaves 2011 European tour. With Ibarretxe, 
he created a second performance in 2011, called While things can 
change. Mean while, De Preters’ CV is growing by the day. He has 
worked alongside Raimund Hoghe (Brussels/Bruges), Sasha Waltz & 
Guests (Berlin), Fanny & Alexander (Ravenna), T.R.A.S.H. (Tilburg), 
Keren Levi (Gro ningen) and United-C (Eindhoven). He recently 
worked with the Antwerp theatre collective unm to create the site-
specific performance The house that built us (2012). In Journey (2013) 
he shared the stage with the 87-year-old Alphea Pouget. 

www.koendepreter.com

As dancer/choreographer and founder of artists’ house PLATEAU, 
now art lab nadine, Ida De Vos has always had a concern for the 
careers of dancers. She recently danced in Women (2011) by Ugo 
Dehaes. However, an injury taught her that it is not always easy for 
a dancer of her generation to maintain a career as dancer. For this 
reason, she developed the plan to make a documentary on dancers 
who had their greatest successes in 1980s, but who now struggle to 
keep their head above water. In this, she worked with director Arielle 
Sleutel. De Vos was also active as programmer with Les Halles de 
Schaerbeek and as production manager for several visual artists.

Caroline D’Haese studied contemporary dance and choreography 
at the London Contemporary Dance School (UK), the California 
Institute of the Arts (USA) and the Higher Institute for Dance in Lier. 
She works as dancer, choreographer and instructor in Belgium and 
abroad. In 2004, with the support of the Aalst arts centre Netwerk, she 
made her first solo production: Elexir. She also engages in very diverse 
forms of collaboration as freelancer. With Lies Geldhof and Yves De 

she has worked freelance as choreographer, dancer and movement/
dance coach for Olympique Dramatique, Tutti Fratelli, Eastman … She 
also often works for youth theatre companies such as HETPALEIS (De 
blinde koning, Dodo groot of land zonder ei, Wulong of de dansende 
draak), Laika (Othello) and BRONKS (Brooddoos). In the meantime, 
Iris Bouche also continues to appear on stage in the repeat perfor-
mances of Rosas’ Drumming. In 2010, she started the a.pass pro-
gramme, and in October 2011, she became artistic director for dance 
training at the Royal Conservatoire of Antwerp.

Louise Chardon has a rich past as dancer with the National Ballet of 
Canada, the Royal Ballet of Flanders, the Israeli Batsheva Dance Company 
and Charleroi/Danses. In 2007, she started AndWhatBeside(s)Death 
with Luk Van den Dries. Together they created Ay¨n – La Baignoire du 
diable (2008) and Sensorama (2009). Sensorama consisted of five instal-
lations in which the senses of the spectator were challenged, sharpened, 
disabled and confused. Recently Chardon, supported by a development 
grant, has been working on Vortex - Le temps qui chavire et recouvre 
(2013), which again directly appeals to the senses and emotions of the 
spectator. www.andwhatbesidesdeath.be

As a graduate of the Centre national de danse contemporaine (CNDC) 
in Angers, Frenchman Jonas Chéreau worked as a performer with 
among others Daniel Larrieu, Michel Ozeray and Anne Buguet, Laure 
Bonicel, Lilia Mestre and Sara Manente (Faire un four, 2011). Chéreau 
has been working with Madeleine Fournier since 2008. In 2011 they 
co-signed the creation of Les Interprètes ne sont pas à la hauteur, a 
piece in which they imagined what danses macabres were like. Sexe 
symbole (pour approfondir le sens du terme) (2013) is their second 
piece together. In addition to his work as dancer/choreographer, 
Chéreau is presently working with CNDC on several awareness rais-
ing projects around dance. 

http://www.koendepreter.com
http://www.andwhatbesidesdeath.be
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Davis Freeman worked as performer for among others Forced Enter-
tain ment, Meg Stuart, Hans Van den Broeck and Superamas. For the 
last ten years, he has also been the face of his own company Random 
Scream, which he founded together with Lilia Mestre. Freeman’s per-
formance work has long since abandoned the limits of dance produc-
tions. Investment (2009) viewed from the standpoint of the investor 
our dealings with money, the ethics of investing, and was playful but 
razor sharp in its critique of our consumption behaviour. In Expanding 
Energy (2011), a one-day conference-in-four-performan ces, Davis 
Freeman examines our obsession with energy. His latest work, nw@
mprvd cmmn sns prjct (2013) is an immense give-away and barter show 
in which, in the end, the production itself (cmmn sns prjct) is sold and 
results in a new version. All of this with a critical view on copyrights 
and the concept of ownership.  www.randomscream.be

Heike Langsdorf (DE) founded the Brussels artists collective C&H 
together with musician Christophe Meierhans and scenographer 
Christoph Ragg. Langsdorf is presently creating her own work under 
the heading radical_hope. With the research project on movement 
sitting with the body (2012-2013), Langsdorf and dancer/performer 
Renée Copraij aim to develop images for urban public places that 
allow you to experience the space within your own body. Sitting with 
the body is part of OTÇOE – works for passers-by. The title refers to 
city residents who pass by a diversity of objects and how we encoun-
ter and register such objects: on our way through the city and Out of 
The Corner of Our Eyes (OTÇOE). The guiding question of OTÇOE 
is ‘how public can we be?’ www.open-frames.net/radical_hope 

The work of Sidney Leoni (FR) draws attention to notions of sensa-
tion, affection, active perception, and to a participatory relationship 
with the audience. In 2010, he and several other artists created the pro-
ject Undertone, which appealed to the multiple senses of the audience. 
Between 2004 and 2009, he participated in various research programmes 

Pauw, she created Wild vlees (2012), a mix of theatre, dance and music, 
with the books of Louis-Paul Boon as point of departure. With Leena 
Keizer and Eva Kamala Rodenburg, she also made Even (2012), in 
which a fascination for time and change is the central theme.

Vincent Dunoyer (FR) began as a classically trained dancer with  
Philippe Découflé, Wim Vandekeybus and Anne Teresa De Keers-
maeker. In recent years, he was involved in a number of striking cre-
ations as freelance dancer and choreographer. In Encore (2009), he 
went in search of how the dance repertoire is transformed in the 
body of the dancer. Recent collaborations with theatre company 
De Parade include Inferno (2010) and Purgatorio (2012). Vincent 
Dunoyer transcends the boundaries of the visual arts. For the most 
recent edition of the Performatik festival (Kaaitheater, Brussels), he 
worked with Berlinde De Bruyckere on an exhibition-performance.

www.mokum.be

The work of Mette Edvardsen (NO) is largely situated in the per-
forming arts field, but it also explores other media and other formats 
such as videos and books. She worked for several years as a dancer 
and performer for les ballets C de la B with Hans Van den Broeck and 
Christine de Smedt, and danced in pieces by Thomas Hauert/ZOO 
(BE), Bock/ Vincenzi (UK), Mårten Spångberg (SE) and others. Her 
own work includes the pieces or else nobody will know (2007), every 
now and then (2009) and Time has fallen asleep in the afternoon sun-
shine (2010), which was selected for Kunstenfestivaldesarts 2013. In 
this performance, the audience listens to a book memorised by one of 
the performers. The performers constitute a collection of living books 
that spend their time in the library waiting to be picked up. Edvardsen 
presents her works internationally, and continues to develop projects 
with other artists, both as a collaborator and as a performer. 

www.metteedvardsen.be

http://www.randomscream.be
http://www.open-frames.net/radical_hope
http://www.mokum.be
http://www.metteedvardsen.be
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Having studied modern and African dance in Pretoria, Moya Michael 
was awarded a three-year grant for a course at P.A.R.T.S. It was there 
that she met Akram Khan, who she followed to London, where she 
became a founding member of his company. In London, she began to 
create her own work, resulting in Hatch (2003). In that same year she 
won the Standard Bank Young Artist for Dance award at the National 
Arts Festival in Grahamstown. (South Africa). She later returned to 
Belgium, where she became a permanent member of the Rosas com-
pany. Michael was also a member of Eastman and participated in 
Babel (words) (2010). Recently, she created Darling (2013), with Ihar 
Shyshko, in which the pair try to reconstruct their personal histories. 

Jeroen Peeters was educated in art history and philosophy, and cur-
rently lives and works in Brussels as critic, dramaturge and performer. 
His entire career has been devoted to writing about dance and per-
formance. First as critic for De Financieel-Economische Tijd, later for 
De Morgen, as well as in various specialised media such as A-Prior, 
Dance Theatre Journal, Highway Journal, and Janus. Since 2005, his 
writings have focused more on dramaturgy and artistic research. He 
also worked with Meg Stuart on Are We Here Yet? (2010). He is co-
founder and editor of the artistic and discursive laboratory Sarma. As 
dramaturge, artistic collaborator and performer, he has contributed 
in the past years to performances and research projects by among oth-
ers Eleanor Bauer, deufert+plischke, Jack Hauser, Thomas Lehmen, 
Vera Mantero, Colette Sadler, Superamas … www.sarma.be

Arend Pinoy studied drama at RITS (Brussels) and then followed 
dance training with Mathilde Monnier. After collaborations with Arne 
Sierens, Alain Platel, Mathilde Monnier and Miet Warlop, in 2009 he 
created his first production Talking About Kevin. Toi/Poefie/Moi fol-
lowed in 2010. Inspired by Martin Parr’s photo series ‘Bored couples’, 
Arend Pinoy explores the absurdity of everyday life. In Pinoy’s work, 
any distinction between dance and theatre disappears. Both overlap 

on dance and choreography in Nice and Stockholm. Leoni then worked 
with Mette Ingvartsen on Giant City (2009), with Andros Zins-Browne 
(US) on The Host (2010) and with Luís Miguel Félix on War of Fictions 
(2011). Presently he is preparing – again with Mette Ingvartsen – a new 
production with the working title WHITEOUT (2013).

www.mokum.be

Before Daniel Linehan arrived at P.A.R.T.S. in 2008, he danced and 
choreographed in New York. In his choreographies, Linehan often 
goes in search of the boundaries of dance. He approaches perfor-
mance-making from the point of view of a curious amateur, testing 
various interactions between dance and non-dance forms, searching 
for unlikely conjunctions, juxtapositions, and parallels between texts, 
movements, images, songs, videos, and rhythms. His international 
breakthrough came in 2007 with Not About Everything. Since com-
pleting his studies in 2010, he has made among others Zombie Aporia 
(2011), Gaze is a Gap is a Ghost (2012) and The Sun Came (2013). Last 
season, Linehan was associate artist at arts centre deSingel (Antwerp). 
He is also New Wave Associate 2012-2014 at Sadler’s Wells, and artist 
in residence 2013-2016 with the Opéra de Lille. In the meantime, he is 
working on a new production, a ‘choreographed comedy’.

dlinehan.wordpress.com

Lilia Mestre is a Portuguese performing artist living and working in 
Brussels. Her work makes use of choreographic tools to research issues 
related to perception, culture and relationality. Since 1994, she has 
worked among others as dancer and collaborator with Vera Mantero 
and Hans Van den Broeck, in addition to creating her own work. In 
1999, she founded the company Random Scream with Davis Freeman. 
In 2008, she began work on the site-specific research series Interface 
Fictions, which questions performance, product and the gaze in pub-
lic space. The performative site-specific installation Live-In Room fol-
lowed in 2010, based on research around sound and emotions. Ai! A 
choreographic project (2013) is a collaboration with Marcos Simões 
about the idea of constant transformation. www.mokum.be

http://www.sarma.be
http://www.mokum.be
http://dlinehan.wordpress.com
http://www.mokum.be
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with artists from other fields. While her work takes many forms, from 
film to installation to live performance, it is nevertheless all under-
pinned by a choreographic approach to movement and a study of per-
ception and reception that are specific to the live arts. Extreme Tension 
(2012) was inspired by the drawings of the artist Louise Bourgeois. In 
Light Solos (selected for the 2013 Kunstenfestivaldesarts) Ula Sickle 
and Yann Leguay perform three solos (Atomic 5.1, 2010; Solo#2, 2011; 
and Solo#3, 2013), which look at the effects of stroboscopic lamps on 
our perception of a moving body.  www.ulasickle.com

After classical training in France and Canada, Noé Soulier completed 
studies at P.A.R.T.S. in 2010. He has danced in the work of Daniel 
Linehan, and took part in a residency programme at Le Palais de 
Tokyo in Paris. The hybridity of the creations of Noé Soulier can be 
seen among others in the lecture performance Ideography (2011). 
Reflection on movement is a central theme. He analyses dance lan-
guage and patterns of movement from different perspectives. The 
trio Little Perceptions (2011) won first prize at the ‘Danse Élargie’ 
competition of the Paris Théâtre de la Ville and the Musée de la 
Danse in Rennes. In 2013, he made the solo Kingdom of Shades. At 
wpZimmer, he is working on a new lecture performance in which he 
investigates how we speak of movement and how movement gener-
ates a discourse.

Vera Tussing graduated from the London Contemporary Dance 
School, and went on to work as a choreographer and dancer in the 
UK, Belgium and all over Europe. In 2007, she began working with 
Albert Quesada on Trilogy, three performances in which she exam-
ines musical structures: Beautiful Dance (2008), Your Eyes (2009) and 
Oh Souvenir (2011). Her solo career has consisted of both productions 
and installations, in which she examines the effects of visual culture 
on our senses. In the production You ain’t heard nothing yet (2012) 
and in the continuously evolving installation Sound Bed, she explores 

and are two ways to say the same thing. This is certainly evident in 
Chicks for money and nothing for free (2012), a production with high 
masculinity content by KOPERGIETERY and Het KIP that Arend 
Pinoy co-created with Gilles De Schryver, Oliver Roels, Yahya Terryn, 
Hendrik-Hein Van Doorn and Robrecht Vanden Thoren.

Albert Quesada left Barcelona in 2003 to study at the Amsterdam 
School of the Arts and P.A.R.T.S. in Brussels. He danced for Thomas 
Hauert’s ZOO, worked together with Benjamin Vandewalle, and made 
his first production with Solos on Bach & Glenn (2005-2008). In addi-
tion to live work, Albert Quesada also makes dance videos. In 2011, 
with Vera Tussing he made Trilogy, a production consisting of three 
short pieces on musical structures. In his latest production Slow Sports 
(2011), Quesada starts from a fascination for the moving body in a 
sports context. A new creation will follow in 2014 with a focus on cho-
reographic research into orchestral music. veraalbert.wordpress.com

Igor Shyshko studied dance and ballet in Minsk before following 
the P.A.R.T.S. programme in Brussels, where he worked closely with 
Jonathan Burrows and Thomas Hauert. He participated in an internship 
with Rosas/Anne Teresa De Keersmaeker for the production Drumming 
(1998). Shyshko began his professional career with Akram Khan (Rush, 
2000), after which he became a member of the regular Rosas ensem-
ble in the period 2000-2010. He worked among others on Bitches Brew/
Tacoma Narrows (2003), the repeat performance of Bartók (original 
1986) and Zeitung (2008). In 2011, he worked with two different chore-
ographers: he danced in Dust by Arco Renz and Zeit by Marc Vanrunxt. 
In 2013, he created Darling together with Moya Michael.

Canadian-Polish choreographer and performer Ula Sickle lives and 
works in Brussels, where she settled after finishing her studies at 
P.A.R.T.S. Her work is cross-disciplinary, and she often collaborates 

http://www.ulasickle.com
http://veraalbert.wordpress.com
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Myriam Van Imschoot currently works as a Brussels-based writer and 
performance artist. In 2001 she founded Sarma, which developed into 
an independent laboratory for artistic research, writing and drama-
turgy. As dramaturge, Van Imschoot worked with Meg Stuart, Benoît 
Lachambre, Philipp Gehmacher and others. Since 2007, she has been 
developing her own artistic work, and she presented a series of sound 
installations, performances and videos that address memory and his-
toriography: the performance Pick up Voices (in collaboration with 
Christine De Smedt, 2008), Living Archive (2011), in which she literally 
‘gives a voice to’ her collected archives and Black Box/Editions (2009-
2013), a sound installation in the form of a jukebox with testimonies 
from artists, musicians, producers and technicians. Recent creations 
are Oral Site (www.oralsite.be, 2011), a platform for multimodal pub-
lications and sound works with a focus on orality, and Yodel Portraits 
(2013), a new ongoing series addressing the tilting voice.

myriamvanimschoot.wordpress.com | www.sarma.be

Georgia Vardarou (GR) studied at P.A.R.T.S. and has subsequently 
worked chiefly with Salva Sanchis and Marc Vanrunxt in the context 
of Kunst/Werk. She performed in Objects in mirror are closer than 
they appear (2008), an improvised duet with Sanchis and the musician 
Kunihiko Komori, The Organ Project (2008), now h e r e (2011) and the 
performance For Edward Krasinski (2010). In 2011 they started up the 
research project ‘Hardcore Research on Dance’, which culminated in 
a short solo in which she tries to analyse the origins of her own lan-
guage of movement. Marc Vanrunxt and Salva Sanchis reacted to this 
by each creating a short solo for her. These three solos were presented 
alongside the research project as Trigon (2012). In her first group pro-
ject, Phenonema (2013), she continued to work on issues concerning 
individual movement and the expressive power of dance. 

www.mokum.be

Chantal Yzermans began her career as performer and musician within 
the performance art and electronic music scene. Between 2001 and 
2006, she worked in New York, among others together with Merce 

this in more depth and studies the consequences. She is currently 
a member of the Work Place Artists at The Place in London, and is 
working on a new performance, T-Dance (to open in 2014).

veraalbert.wordpress.com

After working for a time with Arne Sierens, Alain Platel and Lies 
Pauwels, Helmut Van den Meersschaut founded dance trio Latrinité 
together with Ben Benaouisse and Noël Van Kelst. In addition, this 
descendant from the house of Victoria/CAMPO has danced and 
acted with Troubleyn. In 2005, a project subsidy allowed him to 
create his own work for the first time: Stepping out from under the 
shadow of your dinosaurs, a powerfully visual production in which 
dance and theatre tested each other’s limits. Entre Nous, which 
premiered in 2009 at CAMPO, was an autobiographically inspired 
step in his artistic career. Hollow One followed in 2012, in which he 
together with Einat Tuchman used as point of departure the poem 
of the same name by T.S. Elliot. In addition to his own creations, 
Helmut Van den Meersschaut also works regularly as scenographer 
and lighting designer on the projects of others. Such collaborations 
include Teenage Riot (Alexander Devriendt, Ontroerend Goed and 
KOPERGIETERY, 2010).

helskitchencompany.blogspot.be

After his studies at the Royal Ballet School of Antwerp, Benjamin 
Vandewalle went to Brussels where he completed the P.A.R.T.S. 
programme in 2006. Vandewalle’s interest in visual arts and design 
is reflected in his collaboration with visual artist Erki De Vries, with 
whom he made Birdwatching (2009) and One/Zero (2011). The instal-
lation-performance Birdwatching was the result of the fascination 
both have for observation and perception. Audience members are 
immersed in a sensory universe of constant change. In the mean-
time, Birdwatching has received a sequel in Birdwatching 4x4 (2012), 
an on-location version of the original. Vandewalle also danced in 
Studium (2010) and Still Animals (2012) by Tuur Marinus/Busy Rocks. 

www.caravanproduction.be

http://myriamvanimschoot.wordpress.com
http://www.sarma.be
http://www.mokum.be
http://veraalbert.wordpress.com
http://helskitchencompany.blogspot.be
http://www.caravanproduction.be
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TRAINING PROGRAMMES 
A.pass (Advanced Performance and Scenography Studies)
A.pass is an artistic research environment that studies performativity 
and scenography in an international artistic and educational context. 
A.pass offers a oneyear artistic research programme at post-mas-
ter level for artists and theoreticians, based on the principles of self-
organisation, collaboration and transdisciplinarity. A.pass participants 
develop an independent artistic research project, with a personalised 
curriculum in a shared and collectively created research environment. 

The basis for the collective programme is laid in the theoretical, 
practical and artistic workshops that are organised in response to the 
participant’s questions and problems and the specifics of a collective 
research environment. Central notions developed in the workshops 
and collective sessions include the methodologies and strategies for 
artistic research, the coming together of practice and theory, the rela-
tionship of the research to the surrounding society, the transdiscipli-
nary transpositions of work, etc. Most of these theory sessions are 
related to an artistic project in the making or an upcoming workshop, 
in order to link the theoretical to artistic practice as much as possible.

A.pass regularly organises projects, workshops and conferences in a 
public context, and maintains an active and engaged dialogue with dif-
ferent partners in the arts field in Brussels, Belgium and internationally. 

The a.pass artistic research centre develops, documents and 
arch ives tools for qualitative and relevant artistic research practices. 
The research center uses this growing archive to communicate and 
interact with the artistic and educational field, and it functions as a 
forum for the development of a critical approach to artistic research. 
A.pass emphasises the relationship between the research practices 
and a broader societal field, and encourages engaged transdisciplinary 
practices. In the context of its artistic research center, a.pass offers a 
tailor-made PhD trajectory for doctoral students that makes it possible 
to develop the practice-based component of their PhD research in a 
collective research environment. www.apass.be

Cunningham. There, she also founded her company Radical Low. She 
returned to Belgium in 2006. Yzermans often collaborates with musi-
cians, performers and visual artists. She has been artist in residence at 
Troubleyn, BUDA and Monty. For her latest production, partner/you 
(2013), she placed movement material from the nightclub world in an 
artistic context. During this solo performance, Yzermans is online on a 
chat website, creating a triangular relationship between dancer, audi-
ence and chatters. www.radicallow.com

Israel-born Adva Zakai first followed a dance programme in her 
homeland before attending to the mime school in Amsterdam. In 
2010, she conducted research into the influence of curators on the 
development of new performance formats, in the context of the a.pass 
post-master’s programme in Antwerp. This resulted in her curating 
her own project, d o m i n o k i n g d o m, in collaboration with archi-
tect Miriam Rohde. Other recent work includes How to spell a piece 
(2009) and Regarding yesterday (2010). In the latter, the audience is 
allowed to provide input concerning her next performance.

Andros Zins-Browne (New York) received his training at P.A.R.T.S. 
His work is situated at the crossroads of conceptual dance, performance 
and installation. He has also danced in the work of Mette Ingvartsen, 
Tino Seghal and others. Since 2007, he has been working under the 
wings of art lab wpZimmer, where in 2008 he made his first production 
Second Life. He made The Host in 2010, a remarkable production that 
was awarded the Goethe Institute Prize at the Impulse theatre festival 
in Germany. In 2012, he premiered his newest work, Welcome To the 
Jungle at deSingel in Antwerp. Welcome to the Jungle is inspired by the 
term ‘global weirding’, a reference to the effects of global warming. The 
spectator is invited to survive in a universe in which the laws of nature 
have been abandoned. In 2013, he will premiere The Lac of Signs, a solo 
for dancer Chrysa Parkinson. www.thegreatindoors.be

http://www.apass.be
http://www.radicallow.com
http://www.thegreatindoors.be


127126 >> naar de inhoudstafel

Royal Conservatoire of Antwerp – AP University College 
The Royal Conservatoire of Antwerp provides a 3-year training in con-
temporary dance. Located on deSingel International Arts Campus, 
the school offers a rich surrounding for encounters within dance 
and other performing arts – an environment for training, reflection, 
research and creative discovery. 

In the dance programme, attention is paid to both creation and 
execution. In the area of technical skills, both contemporary and tra-
ditional dance is offered, in addition to yoga, Pilates and improvisa-
tion/composition. The school aims to stimulate students to develop 
their own trajectory, and strives to prepare independent performing 
artists to be dancers, performers, makers as well as teachers. Each 
student has his or her personal mentor. After the 3-year programme 
there is the possibility to continue a specific teacher training for 
those who wish to work as dance instructor.

Iris Bouche is responsible for the programme’s artistic coordina-
tion. She previously worked for Rosas, Needcompany and Sidi Larbi 
Cherkoaui, and has also created her own choreographies. There is col-
laboration with guest lecturers and choreographers such as the danc-
ers of Eastman/Sidi Larbi Cherkaoui, Damien Jalet, Tony Vezich, Cruz 
De Mata, Marc Vanrunxt, Agostina D’Alessandro …  www.ap.be

P.A.R.T.S. (Performing Arts Research and Training Studios)
P.A.R.T.S. was launched in September 1995 and is a joint initiative of 
dance company Rosas and the Belgian National Opera De Munt/La 
Monnaie. Its director is choreographer Anne Teresa De Keersmaeker, 
who designed the artistic and pedagogical curriculum.

The P.A.R.T.S. contemporary dance programme provides thor-
ough technical training to dancers/choreographers, and helps them 
develop into independent and creative artists. Dance is not treated as 
an isolated art form, but always in dialogue with the other perform-
ing arts: music and theatre. Both of these disciplines figure promi-
nently in the curriculum. 

P.A.R.T.S., however, is first and foremost an artistic project. The 
curriculum is based on the extensive artistic practice of Anne Teresa 
De Keersmaeker and other choreographers. At the same time, the 
school is a laboratory for the future, confronting, provoking and 
stimulating students with the material offered. In short, P.A.R.T.S. 
aims to be a place where critical and creative artistry can take root.

The curriculum is divided into two cycles of two years each: the 
basic ‘Training’ cycle (1st and 2nd year) and the advanced ‘Research’ 
cycle (3rd and 4th year). A new cycle is started every two years. 
P.A.R.T.S. is an international school, with students from more than 
20 different countries. The approximately 50 artists and lecturers 
who teach at the school come from Belgium, other European coun-
tries and the United States. Former students of the four-year curricu-
lum have taken up prominent positions as dancers and choreogra-
phers in Europe and beyond.

Under the title ‘Summer Studios’, P.A.R.T.S. and Rosas make 
their studios available to choreographers in July and August. All 
who work professionally in contemporary dance can apply to use 
the dance studios for research, to prepare a new project, to rehearse 
an established production, or for a project created especially for the 
Summer Studios. www.parts.be

http://www.ap.be
http://www.parts.be


An art lab provides the artist with a space to work, and guides the 
artistic research and/or creative process via substantive feedback or 
staffing, and via production support. Some art labs also provide busi-
ness support in addition to artistic and production support. Art labs 
are artistic laboratories and as such, tend to be primarily process ori-
ented rather than result oriented. Presentation and the link with the 
audience are of secondary interest, but can be included as part of the 
production process. 

Alternative management offices are service organisations that 
lend business-related support to artists. They support artists in their 
financial management and administration, and in the production, 
distribution and promotion of their works. They target primarily art-
ists who do not (yet) have their own structure to handle these tasks.

INTERMEDIARIES AND  
SUPPORTING ORGANISATIONS
The text below gives an overview of intermediaries and organisations 
that support dance. Included are festivals (dance festivals as well as 
multidisciplinary festivals with a dance programme), arts centres, art 
labs and alternative management offices. Not included are the cul-
tural centres and community centres that also have dance in their 
pro grammes. 

Arts centres are development-oriented organisations with a mul-
tifunctional character. Their task is to support the development of 
arts via creation, reflection, production and presentation. In this, they 
follow international developments with respect to research, produc-
tion, communication and creation.
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tional. CAMPO supports artists in all disciplines, in the form of one-
off collaborations as well as via long-term partnerships.

www.campo.nu

deSingel | Antwerp
Art site for theatre, dance, music and architecture with an interna-
tional programme. DeSingel focuses on presenting and co-produc-
ing large-scale, ground-breaking performing arts productions. The 
production processes of inter/national makers are supported in the 
Theatre Studio. There, the creative process always results in a Belgian 
or world premiere at deSingel. www.desingel.be

De Werf | Bruges
This Bruges arts centre specialises in contemporary theatre, chil-
dren’s theatre and jazz music. The Groenplaats is its rehearsal and 
creative space, and serves as lab for young performing artists, espe-
cially theatre makers. www.dewerf.be

Kaaitheater | Brussels
Presents theatre, dance and concerts, with a special emphasis on 
innovative work. Much attention is devoted to setting up its own 
productions and co-productions with artists and companies from 
Belgium and abroad. The Kaaitheater presents its performances at 
two locations: larger productions take place at the Kaaitheater itself 
(formerly known as the Lunatheater), smaller productions are pre-
sented in the renovated Studios, a former brewery. Kaaitheater 
organises Performatik, the Brussels biennial for performance art.

www.kaaitheater.be

Monty | Antwerp
Works at the crossroads of dance, theatre, video and performance. 
It is a presentation platform for small to medium-sized produc-
tions, both national and international. Monty also acts as producer 

ARTS CENTRES

BELGIE | Hasselt
The BELGIE programme contains mainly new production work with 
a preference for young artists and innovative groups and companies. 
Professional artists and specific target groups are active in diverse dis-
ciplines via projects, special productions and artistic workshops. Its in-
house production work results in presentations, try-outs, premieres … 
or in parts of (inter)national festivals organised by the centre. 

www.kunstencentrumbelgie.com

Beursschouwburg | Brussels
Focuses on supporting younger artists (active in Brussels and far 
beyond), and introducing them to an audience. Artists are challenged 
to develop a relationship with the city and its residents. From its cen-
tral location in the city, the centre aims to be an open meeting place 
for local and international initiatives. A three-speed programme is 
used instead of seasons or festivals. www.beursschouwburg.be

BUDA | Kortrijk
Its goal is to create an artistic context with a focus on the artist’s desire 
to create. As a workspace, presentation platform and movie house, 
BUDA aims to play a leading role within the Lille-Kortrijk-Tournai 
Eurometropolis. The arts centre believes strongly in the importance of 
domestic and foreign partnerships, both inside and (more often) out-
side the arts sector. Twice per year, BUDA VISTA presents the work of 
artists working at or supported by BUDA.  www.budakortrijk.be

CAMPO | Ghent
Creates and presents a range of work, including budding and small-
scale work as well as major productions, both national and interna-

http://www.campo.nu
http://www.desingel.be
http://www.dewerf.be
http://www.kaaitheater.be
http://www.kunstencentrumbelgie.com
http://www.beursschouwburg.be
http://www.budakortrijk.be
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Vooruit | Ghent
Its artistic programme focuses primarily on music and the perform-
ing arts, with social engagement and innovation being important cri-
teria. Vooruit is also a creative hub and helpdesk for artists, partners 
and networks in the city. Vooruit places great importance on ecology, 
sustainability and social relevance. www.vooruit.be

Vrijstaat O. | Ostend
From its unique location on the sea wall in Ostend, Vrijstaat O. devel-
ops artistic concepts across multiple artistic disciplines, with maxi-
mum use made of public space. The space on the sea wall functions 
as an artistic meeting place with a low threshold and an open cultural 
centre with stage presentations. Vrijstaat O. also commissions crea-
tion-projects and provides residence facilities to artists.

www.vrijstaat-o.be

ART LABS

0090 | Antwerp
An international arts lab for research, creation and presenting multi-
disciplinary art, under the direction of Turkish-Belgian theatre maker 
Mesut Arslan. www.0090.be

Bains Connective | Brussels
Offers residencies in the fields of music, dance, visual arts … Professional 
artists may apply for a residency, regardless of experience, age, disci-
pline, culture or nationality. To support the need to develop, present 
and progress, BC organises Lab Outs (presentations of work in pro-
gress), Plankton (lounges with artistic interventions) and Thematics (a 
2-month research programme with a specific theme). www.bains.be

in developing the careers of starting artists and companies. HIT 
THE STAGE evenings consist of presentations and sneak previews of 
dance and performance. www.monty.be

Moussem | Antwerp
Nomadic arts centre that exercises its activities within regular art 
houses and cultural institutions. Moussem aims to be an international 
crossroads for contemporary artists with a link to or openness for the 
Arabic world. Its goal is to generate new audiences that until now 
have had no or limited involvement with art. www.moussem.be

nOna | Mechelen
A place in Mechelen for hatching and presenting ideas with special 
attention for theatre, music, performance and film. The arts centre 
enters into long-term arrangements with artists, whom it provides 
individually tailored support. www.nona.be

STUK | Leuven
STUK’s core business is creating a public place for encounters involv-
ing art, a place for testing different views on the world. STUK attaches 
great importance to its relationship with artists, and aims to flexibly 
respond to their needs, across multiple disciplines. Guest artists pre-
paring a creation are a regular feature at STUK. In 2013, they included 
Cecilia Lisa Eliceche, Mark Lorimer and Cynthia Loemij, Liz Kinoshita, 
Sidney Leoni and Albert Quesada. www.stuk.be

Villanella | Antwerp
Art house for children and youth, located in DE STUDIO in Antwerp 
since 2011. DE STUDIO offers a platform for quality children’s and 
youth theatre. Villanella’s work ranges from theatre, dance and per-
formance to literature, the visual and music. www.villanella.be

http://www.vooruit.be
http://www.vrijstaat-o.be
http://www.0090.be
http://www.bains.be
http://www.monty.be
http://www.moussem.be
http://www.nona.be
http://www.stuk.be
http://www.villanella.be
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TAKT Dommelhof | Neerpelt
Production centre in support of new talent. From its base in Limburg, 
a small team focuses on supporting and promoting young theatre 
makers, choreographers, installation artists, musicians and artists 
who express themselves in more hybrid art forms and/or new media. 

www.takt.be

workspacebrussels | Brussels
Brussels based organisation that supports young artists through an 
intensive residency program, co-productions and the coaching of 
emerging creations and research projects. Workspacebrussels offers 
a studio with basic equipment, dramaturgic support and a presenta-
tion platform (Working Title Platform) to a carefully chosen group of 
artists focused on contemporary dance and performance.

www.workspacebrussels.be

 
wpZimmer | Antwerp
An arts lab in Antwerp with a strong international bias, a home base 
for young artists in the field of dance, physical theatre, performance, 
and more hybrid forms of art. WpZimmer prefers to develop a long-
term relationship with the artists they believe in, working towards an 
independent place in the artistic scene for them. www.wpzimmer.be

ZSenne | Brussels
A place for artistic communication, research, performance and pres-
entation, in the form of an open gallery where artists of all disciplines 
can develop their practice in direct dialogue with the neighbourhood 
and the artistic scene in Brussels. Where most arts labs offer artists 
closed lab space, ZSenne has developed into a place of experimenta-
tion for artistic dialogue and curatorship in the public space. 

www.zsenne.be

Danscentrum Jette (DCJ) | Brussels
Stimulates the research and development of contemporary dance. It 
makes space available to artists, and develops a training programme 
for professional dancers and choreographers. During the Jetsummer 
dance weeks, full-time workshops and lectures are given over a 
10-week period. The DCJ platforms give artists the opportunity to 
present new work to professionals. DCJ also focuses on the relation-
ship between dance and film/visual arts.  www.danscentrumjette.be

nadine | Brussels
A project-based laboratory for contemporary artists focusing on 
transdisciplinary experiments in the fields of new media and live 
arts. Nadine offers a space for presenting, meeting and working that 
accommodates artists with precarious and innovative projects.

www.nadine.be

Pianofabriek | Brussels
A place where experiments, research, cross-fertilisations and encoun-
ters result in valuable artistic projects. Artists can receive coaching and 
are given the opportunity to present their projects: these can range 
from a fragile or intimate presentation to a fully-fledged premiere. 

www.pianofabriek.be

Sarma | Brussels
Sarma is an artistic and discursive laboratory for criticism, drama-
turgy, research and creation in the field of dance and beyond. Sarma 
collects and organises discursive practices by compiling author-based 
or thematically related text anthologies, published online on their 
website, and by providing dramaturgical assistance to performers, and 
organising festivals, workshops, discussions, lectures, installations 
and research projects. Sarma aims to be a breeding ground for artists 
and theoreticians in collaborating on shared problems and premises. 

www.sarma.be

http://www.takt.be
http://www.workspacebrussels.be
http://www.wpzimmer.be
http://www.zsenne.be
http://www.danscentrumjette.be
http://www.nadine.be
http://www.pianofabriek.be
http://www.sarma.be
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Working Title Platforms | Brussels
Twice a year, workspacebrussels presents the more promising results 
of its residency programme in Working Title Platforms (WTP). These 
platforms are a meeting place for artists, professionals and an inter-
ested audience, and take place at various venues in Brussels. The 
platforms consist of a varied bill of work in progress, (video)installa-
tions and workshops.  www.workspacebrussels.be

MULTIDISCIPLINARY FESTIVALS FEATURING DANCE

Batârd | Brussels
Three-day festival that places the spotlight on starting performing art-
ists from Belgium and the Netherlands. Each year, ten young makers 
are selected to present their work in the Brussels Beursschouwburg 
and surroundings. www.batard.be

Het Theaterfestival | Brussels & Antwerp
Presents the ten most interesting productions of the past season, care-
fully selected by a professional jury. Most are theatre productions, but 
dance productions are also included. Under the heading Circuit X, 
high-quality work is presented by starting makers with promise.

www.theaterfestival.be

 
Krokusfestival Hasselt | Hasselt
Plays an important role in the development of dance for young audi-
ences in Flanders. It is a family festival featuring quality art for chil-
dren and youth: dance, theatre, music, performance and installations. 
International and Flemish productions are augmented with work-
shops for the young audience. A project of cultural centre Hasselt.

www.krokusfestival.be

FESTIVALS 

DANCE FESTIVALS

 
BOUGE B | Antwerp 
Each year, arts centre deSingel hosts BOUGE B, a festival that func-
tions as a sanctuary for young Belgian and foreign makers. Research 
and experiment are the pillars of each creation. DeSingel aims to give 
innovators the time and space to take risks. Young choreographers 
are given the opportunity to complete their creations in the studios 
of deSingel. www.desingel.be

DANSAND! | Ostend 
Vrijstaat O. and Kaaitheater join forces for this festival of contempo-
rary dance staged at Ostend beach with new creations, adapted per-
formances, improvisations and workshops. www.dansand.be

December Dance | Bruges
This international dance festival for a general audience takes place 
every year at the Concertgebouw in Bruges. It presents a balanced pro-
gramme of established artists and young, up-and-upcoming talent. 
Young makers are given the opportunity to display their creations at 
the December Dance Platform. In the margins of the festival, December 
Dance also presents readings, introductions and discussions.

www.decemberdance.be

Move Me | Leuven
For four weeks that span the entire season, STUK focuses on pure 
dance with Move Me. Dance performances are combined with intro-
ductions and discussions, lectures, films and workshops. Each Move 
Me festival focuses on a specific theme.  www.stuk.be

http://www.workspacebrussels.be
http://www.batard.be
http://www.theaterfestival.be
http://www.krokusfestival.be
http://www.desingel.be
http://www.dansand.be
http://www.decemberdance.be
http://www.stuk.be


139138 >> naar de inhoudstafel

ALTERNATIVE MANAGEMENT OFFICES 

bold | Brussels
A Brussels based agency for the national and international distribu-
tion of productions in the performing arts. The focus is on hybrid, 
fragile, experimental, and innovative work created by artists working 
mainly in Brussels and Flanders. Bold works on a project basis, and 
collaborates with young, emerging and more established artists.

www.boldbxl.be

Caravan Production | Brussels
Caravan makes its services available to up-and-coming talent as well 
as seasoned artists. A special focus is placed on international artists 
active in the Flemish and Brussels arts scene. Caravan collaborates 
with a wide range of artists with an authentic voice and projects with 
international potential. www.caravanproduction.be

Klein Verzet | Antwerp
As alternative management office, Klein Verzet supports the exper-
imental and innovative practice of individual makers and small 
organisations working with project subsidies or that have access to 
only limited structural support. www.kleinverzet.org

Margarita Production | Brussels
Collaborates with up-and-coming artists from various disciplines 
with the potential for artistic careers in the near future. The services 
provided vary according to the specific needs of each artist and range 
from pre-production, advice on writing funding applications and 
financial supervision, to distribution and tour management.

www.margaritaproduction.be

Kunstenfestivaldesarts (KFDA) | Brussels
Taking place in Brussels in May of each year, it comprises a selec-
tion of artistic work created by Belgian and international artists. The 
festival targets audiences prepared to have their perspectives broad-
ened and challenged. It aims to stimulate dialogue between the dif-
ferent communities living in Brussels, and both Flemish and French-
speaking institutions participate in the project. www.kfda.be

NEXT festival | Kortijk
Held in the Eurometropolis Lille-Kortrijk-Tournai, NEXT is a cross-
border festival that features dance, theatre and performance. It aims 
to bring together a large audience via an ambitious multidisciplinary 
programme. Cultural centre Kortrijk and arts centre BUDA are the 
participating Flemish partners. www.nextfestival.eu

Theater Aan Zee | Ostend
An annual ten-day festival held in Ostend, with a special focus on 
beginning makers. Many productions take place on location in the 
city or at the harbour. Theater Aan Zee also presents young, promis-
ing Belgian performing artists on international stages. 

www.theateraanzee.be 

 

http://www.boldbxl.be
http://www.caravanproduction.be
http://www.kleinverzet.org
http://www.margaritaproduction.be
http://www.kfda.be
http://www.nextfestival.eu
http://www.theateraanzee.be
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ABOUT ‘PERFORMING ARTS FLANDERS’

‘Performing Arts Flanders’ is an initiative of VTi (Flemish Theatre Institute), 
the Institute for the Performing Arts in Flanders. VTi is the ideal contact 
point for foreign art professionals in search of information on the performing 
arts in Flanders. ‘Performing Arts Flanders’ provides tailored information on 
relevant research, tendencies and trends in the Flemish performing arts sec-
tor, up-and-coming names and must-sees … This is done via several channels: 

>  the website www.performingartsflanders.be

>  English language publications

>  news flashes about productions, artists and companies in Flanders

>  visitor programmes that give foreign professionals the opportunity to 
become acquainted with the performing arts on location. This is done 
via meetings with artists and professionals from art organisations, and 
a detailed programme of showcases/productions, often linked to a 
conference or symposium.

For more information, contact Marijke De Moor - marijke@vti.be.

www.performingartsflanders.be

ABOUT VTi - INSTITUTE FOR THE PERFORMING ARTS IN FLANDERS

As a centre for the performing arts, VTi is an open house with a strong link 
to both the practice and the decision-making process. As interface organisa-
tion between professional practice, policy, education and an interested pub-
lic, VTi stimulates discussion about performing artists and their work, about 
cultural policy and performing arts issues, about evolutions and trends in 
performance land, about international and intercultural works and about the 
place of art in society.

To this end, VTi today fulfils three core functions that continuously inter-
act with one another: research, documentation and interaction. VTi aims to 
provide relevant information via an extensive arsenal of instruments that 
can be flexibly deployed. By presenting facts and facilitating the circulation 
of expertise, it aims to contribute to the sector’s continuing development 
and, based on a thoroughgoing knowledge of the past, work on a future-
oriented social climate for artistic creation. 

Mokum | Brussels
Provides made-to-measure support to independent artists specialising 
in hybrid and multidisciplinary art with a performative character. In 
close collaboration with the maker, Mokum supports the research and 
development of the artistic process and critical reflection on the work. 

www.mokum.be

seventyseven | Brussels
Seventyseven was founded in 2012 to produce and advise choreogra-
phers, and distribute their work. Its main goal is to offer personalised 
support to artists without their own company. Seventyseven aims to 
help them in their main activities but also with the organisation of 
their artistic career. www.seventyseven.be

FEDERAL INSTITUTIONS

De Munt/La Monnaie | Brussels
The national opera house presents not only operas, but also concerts, 
ballet and contemporary dance. De Munt was co-initiator of dance 
school P.A.RT.S. and since then has been a regular partner of the 
school, among others by giving its students the opportunity to pre-
sent their creations in a professional context. www.demunt.be

BOZAR – Centre for Fine Arts Brussels | Brussels
Prestigious art house located in the heart of Brussels with a focus on 
theatre, dance, music, expo, cinema, literature and architecture. In 
addition to shows and exhibitions, also featured are workshops, lec-
tures and meetings.  www.bozar.be

http://www.performingartsflanders.be
mailto:marijke%40vti.be?subject=
http://www.performingartsflanders.be
http://www.mokum.be
http://www.seventyseven.be
http://www.demunt.be
http://www.bozar.be


143142 >> naar de inhoudstafel

Websites

The www.performingarts.be website aims to be flexible and to keep pace 
with current news. The site contains much useful information on the per-
forming arts sector: an overview of the performing arts landscape, profiles 
of companies, the ins and outs of subsidies, a list of first nights, the latest 
job vacancies, etc. The website also enables you to keep track of VTi’s work, 
with a survey of all of its activities and useful documents. 

You can find complete information about persons, productions and organi-
sations at data.vti.be. An ingenious search engine enables you to search our 
library catalogue. 

Whoswho.vti.be is a web tool that visualises the networks of artists and 
organisations.

Contact

VTi – Institute for the Performing Arts in Flanders
Sainctelettesquare 19
1000 Brussels
Belgium
+ 32 2 201 09 06
info@vti.be

www.vti.be

ABOUT ARTS FLANDERS

Arts Flanders informs art professionals, policy makers and other interested 
parties concerning the rich arts sector in Flanders. This includes a calendar 
of important cultural events abroad. To learn more about our Flemish 
artists abroad, visit the website www.artsflanders.be and register for the 
bi-monthly newsletter.

www.artsflanders.be

Day-to-day business

VTi’s three core tasks are an integral part of its day-to-day business.

Open house

VTi is an open house in the centre of Brussels. We have an extensive library, 
spread out across two floors. We also provide space to meet and com-
puter workstations. Visitors are welcome to work, meet, browse through 
the library collection or have a cup of coffee. We are open from Tuesday to 
Friday, from 10 am to 6 pm.

Collections

Our collections contain a mine of information and can be consulted free of 
charge. These include:

> documentation on organisations and artists in Flanders 

> books on the performing arts, cultural management, policy, art education, etc. 

> no less than 7000 plays, in both published and manuscript form 

> 120 professional journals 

> cuttings archives of relevant information from newspapers and 
periodicals 

> a video library with over 6000 hours of tapes 

You can search our library catalogue at data.vti.be.  
The VTi staff is here to help you find the information you need.

Helpdesk

VTi staff also answer specific questions about the performing arts in 
Belgium and abroad by phone, e-mail or post. Feel free to contact us at 
info@vti.be.

http://www.performingarts.be
http://data.vti.be
http://Whoswho.vti.be
mailto:info%40vti.be?subject=
http://www.vti.be
http://www.artsflanders.be
http://www.artsflanders.be
http://data.vti.be
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