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Introduc7on 
 
By the end of the 2024/2025 season, Andrea Leine and three dancers from the dance 
company LeineRoebana – Aika Goto, Elizabeth Steele, and myself, Mariví van den Hooff – 
revisited and analyzed one of the company’s performances from 2001, titled S/he. Elizabeth 
Steele and I were interns with the company for that season, and to finish off our internship-
trajectories, Andrea Leine chose for us to do this analyzation. She made this choice, for one, 
to give us the opportunity to really take the time to focus on our personal learning curves and 
to be able to progress even further within our process at LeineRoebana and as an artist. At 
the same time, this study was part of a bigger research that the company is doing on their 
own work, in which they take a look at all the different phases of artistic ideas that they went 
through over the years, in order to create an overview of their oeuvre, vision and movement 
principles. So, with this study of S/he, we were involved in this bigger research and could also 
share our views on and thoughts about the work with Andrea Leine. 
 
In our study, we combined both physical and theoretical approaches: we engaged with the 
material by learning sections from the piece, we analyzed our personal processes within that 
and deepened our understanding of the work through accessing interviews and texts about 
the performance and the company. The main physical segment that we studied was a solo 
originally performed by Andrea Leine, one of the company’s artistic directors and 
choreographers, but also a dancer in many of their pieces. For this solo-study, we worked on 
a very thorough and detailed level. There was no rush on learning the material fast, the 
importance was to really catch the essence and precision of the solo and the movement and 
to process those within our own bodies. Secondly, we got the assignment to pick another part 
of the piece and learn as much as we could from that within 75 minutes. Important though 
was to do this with the analytical eye that we had developed during the solo-process. For this 
assignment, I picked a solo by Tim Persent, another dancer in S/he. 
 
As the author of this report, I will begin by shortly introducing LeineRoebana and their artistic 
background, followed by some words on the performance S/he. I will then share my personal 
observations of the work and will continuously talk about the processes of studying and 
analyzing the solo of Andrea Leine and of Tim Persent. At the end of this report, you can find 
a more extensive history of LeineRoebana. 
 
  



About LeineRoebana 
 
LeineRoebana, the dance company of choreographers Andrea Leine and Harijono Roebana, 
occupies a unique place in the Dutch and interna[onal dance world through its unique, 
idiosyncra[c dance language and working method. The company is known for its exci[ng 
physical dance idiom and the central role of live music in the work. LeineRoebana's 
produc[ons surprise with special interweavings of contemporary dance, text, design and the 
most diverse musical [mbres.  
 
With curiosity, LeineRoebana seeks dialogue with other cultures, subcultures, various social 
sectors and different art disciplines. With the convic[on that openness and vulnerability are 
the engine for innova[on. Music has an equal place in the layered produc[ons and both 
dancers and musicians move.  
 
LeineRoebana has worked with composers Tan Dun, Iwan Gunawan and Kate Moore and 
musicians violinist Liza Ferschtman, guitarist Wiek Hijmans, lutenist David Mackor and singer 
Elisabeth Hetherington. In addi[on to produc[ons for the theatre, LeineRoebana makes 
performances at special loca[ons such as LOST INTIMACY in a former industrial building or 
monastery and for fes[vals such as Wonderfeel, Terug naar Het Begin and Oerol. 
 
 

About S/he  
 
S/he is a performance created by Andrea Leine and Harijono Roebana in 2001. It was a co-
production with Korzo productions and premiered on February 14, 2001.  
 
The foundation for the production S/he is created by the individual qualities of dancers Ty 
Boomershine, Andrea Leine and Tim Persent. In solos and duets, they seek the confrontation 
with the compelling music of the French baroque composers, performed on viola da gamba 
by Freek Borstlap and Ivanka Neeleman. In the performance, it’s being explored how the 
directness of the old music relates to the more formal contemporary dance of LeineRoebana. 
The choreographers question if it is possible to, beyond emotion, perceive the music as 
structure and dance as emotion. 
 
Music and dance 
The choice of instruments in the performance originated from the thought of wanting to find 
individual and personal music for their solo-program. They went with the viola da gamba 
because it is known to be an instrument with a soft and intimate sound and it is said that 
every gamba has their “own voice”. In an interview with TM magazine, one of the viola da 
gamba players, Ivanka Neeleman, elaborates on the connection she sees between the old 
gambamusic and the language of LeineRoebana. “I don’t know what it is exactly, but it’s 
striking. It’s the atmosphere and also the vulnerability of it, the recognizable humanity. That’s 
also within the sound of the gamba: very refined and human. Without any fuss, poetic, small, 
intimate. Not aiming for virtuosity, like with the violin, also not chopping or harsh. The music 



is not easy to play, but it wasn’t meant to impress. Their dance language has that as well. We 
are making music and dance on a human level.”  
 
In the entirety of their work, Andrea and Harijono are intrigued by the period of music 
between the late renaissance and the early baroque, as music artists then tried to explore the 
opposition of expressing themselves more direct and with emotional content, while at the 
same time not letting go too much of the traditional and rational principles. The 
choreographers relate to this idea, as they themselves pursue a formal modern dance 
language with a strong expressivity, without emotion being in the foreground. In their work 
S/he, multiple ways of relating to the music are explored, but the core stays that dance and 
music are always in dialogue and don’t depend on one another. 
 
Costumes 
For this performance, the costumes were designed by Aziz Bekkaoui, under his brand AZIZ. 
Bekkoui created his own vision for the costumes and proposed them to Andrea and Harijono. 
The shape of the costume on the frontbody was a low cut, close to the navel, revealing a large 
part of the chest. What didn’t go unnoticed – to some of the critics in that time and most 
probably neither to the audience – was that all three dancers were wearing this same low cut, 
also Andrea Leine, which meant that one of her breasts was visible. Where critics gave this 
fact quite some attention, to Bekkaoui and the performers it was simply just how the costume 
was, and because everyone was being treated the same, everyone was wearing the same. 
Even though LeineRoebana generally doesn’t lay out a clear meaning or story in their 
productions, but leaves room for individual interpretations, I believe this element attests to 
the fact that they were progressive in topics like equality and gender.  
 
 

My observa7on of the performance S/he 
  
The events 
As the lights go on, the performance starts with nobody on stage, there are some chairs, a 
set-up for the musicians and quite a few other décor items, which are not very clearly visible 
on the recording we had access to. On the backdrop, there is a projection of an aminated 
human figure with open arms and legs, twisting his spine in supernatural range, like the one 
on the cover of the program of S/he (see front page). The title is also projected. After about a 
minute, a recognizable baroque music starts to play. As the five performers enter the stage 
one by one, the projection disappears, the two musicians take their places and seem to join in 
on the music. All performers are wearing long kimonos. About three minutes in, Ty 
Boomershine runs across stage to start a solo, followed by Andrea Leine and Tim Persent also 
introducing themselves in solo material. In the rest of the performance, solos and duets 
between the dancers are alternated, until in the end, they dance with the three of them. 
Sound wise, there is either silence, music by the viola da gamba players or pre-recorded 
soundscape. The musicians stay on their spot stage right. In the piece, the first baroque music 
recording comes back in a moment that the dancers change costume and also at the end. The 
dancers’ kimonos are taken off before moving largely through space but are put back on at 
the end. The performance finishes without any performers on stage. 
 



Observing movement 
If I analyze the physicality of the three dancers, I generally see a quite natural approach to 
their movement. What I mean by this is that the dancers are present in the space as 
themselves and that they let movement organically appear from this presence. I think that 
within this creation, the choreographers and dancers have really played into the strengths of 
all of the individual characters. This would allow the dancers to feel comfortable in the 
material and explore it further than would be possible if the movement language was foreign 
to them. In all performers, I perceive a strong choice making. There doesn’t seem to be much 
doubt on what they are doing and how. This makes them look confident and as watcher you 
are convinced by the idea that their actions have purpose.  
 
Within the naturality and the humanity of the performers’ presence, most of the movement 
material is contrastingly abstract and seemingly based on the architecture of the body and 
the space. Striking is that even in the abstraction of the movement – limbs are directing itself 
outwards, curving, placing, throwing, shaping or releasing themselves – the characters on 
stage appear very approachable and at ease. When I look purely at the movement, for me, it 
is really about the movement itself, about this architecture and how it is being approached by 
the dancers. There is space to focus on the movement itself because the dancers have that 
clear choice making I talked about before. Their base is strong as their bodies are grounded 
and their weight is dropping down. This allows for softness and lightness to exist on top of 
that base. Their awareness of the space is also soft and flexible. They are not focusing on 
performing just for the audience but have a 360 degrees experience of the space around their 
body and of the theater.  
 
Atmosphere  
I perceived the atmosphere of the performance as a bit mysterious, ominous even. This has to 
do with some of the music, like the dark soundscapes, the costumes, which are mostly black 
and give off an alienating vibe, and the light design as well, which is quite dimmed and cool-
toned throughout the piece. It also has to do with how the dancers carry themselves on stage 
and the abstraction of the movement language within that. Also, the theatrical thread of the 
performance plays its part. I’m now referring to there not being an obvious “storyline”, 
instead, it was more like we were peeking into scenes of the performers’ universe, in which 
we could see – to us unknown – connections and conflicts evolving.  
 
 

The solo of Andrea Leine in S/he 
 
In this part, I will discuss the first physical segment from S/he that we analyzed, which is the 
solo of Andrea Leine. I’m looking at and trying to comprehend all the skills, the technique and 
the performativity behind the movement. I will start by sharing my first impression and then 
continue to dive deeper into a few of the elements that I saw. 
 
When I first saw this solo, what visibly stood out to me was the general ease of the movement 
and of Andrea’s presence in space. I noticed softness, mostly in the torso, delicacy in the 
hands and articulation and precision throughout the full body. I perceived her to be making 
conscious choices and to be actively engaged with her own body. At the same time, I saw a 



steadiness and a strength in the lower body and in how the pelvis was placed and its weight 
dropped into the floor. Next to the fact that this gives a more grounded and strong feeling to 
the solo, it makes Andrea appear confident, also within the ease and softness. Other 
elements that contribute to this confident appearance, are, in my view, the decisiveness in 
the placement of her focus/eyes and the clarity of her directions and spacial patterns.  
 
The ease and softness  
When analyzing the solo more thoroughly, I started to understand that, in order to create this 
perception of ease and softness in her body, and mostly her upper body, there was much 
more to be done than to just execute your movements in a soft way. Firstly, she allows the 
weight of her arms to guide their movements in an articulate way. This means that even 
though she is aware of her arms and they don’t flop around, she still allows the soft residue of 
her torso movements to travel into her arms. This translates in a light and effortless 
impression of the movements. Next to that, her torso seems to be a big initiator for 
movement. By not keeping her torso s[ff or as a whole, but by really allowing the mobility and 
the ar[cula[on of her torso and spine, she connects the movements of the limbs - especially 
arms - to her core. All her ac[ons therefore become fuller and it’s clear where they origin 
from. Through allowing these mo[ons in the whole chain of the body, tension isn’t held stuck 
in a place.  
 
Lower body-strength and groundedness 
To make space for and allow even more this softness in the upper body, Andrea created a 
very strong base with her lower body. She does this by being very concise in where she places 
or moves her weight and her feet. Her weight is constantly dropping downwards, during all 
the movements and positions she finds. When Andrea is moving into space, she takes her 
body with her, not leaving any parts “behind”. This allows her to move forward into space and 
also allows her limbs to move freer, to really let the joints move and rotate instead of the 
limbs only being pushed by the muscles. Connected to the floor are the feet, which need to 
be placed in a sensitive but decisive manner, to carry and divide the weight on top. The 
articulation of the feet helps to find security, balance and to transition from one thing to the 
next in a controlled matter, even when you are off weight. 
 
Focus and sense of space 
Of importance for the general perception of a dancer, also in this solo, is where they place 
their focus – that being their eyes but also their attention and thought. Andrea has a quite 
introspective focus in this solo. Even though she is connecting to the musicians, the music and 
the space, she is not actively searching for contact. She appears to be actively busy with the 
choices she is making, while still listening to her surroundings. At the same, in a human way, 
she is very decisive in her choices and her directions. Because of the sense of space and the 
decisiveness, she gives a sort of conformation; she knows what she is doing and where she is 
going.  
 

  



My personal process with the solo  
 
For this study, Andrea Leine chose to analyze this specific solo with the other intern, Elizabeth 
Steele and me, with the intention that it would help the both of us with our personal processes 
and progression. She asked us to really take the time for this study, assured us that there was 
no rush on learning the material, and that the focus was really on catching the essence and 
precision of the solo and the movement and to process those within our own bodies. This solo 
holds technically difficult movement, subtlety, a thin balance between release and tension, in 
other words, it’s quite a challenging part. So, during the process of analyzing and learning the 
solo, there quickly were certain insights, realizations, struggles and “journeys” happening. In 
this part, I will talk you through these events and give more context on the personal challenges 
that I worked on within this study.  
 
After watching the whole performance of S/he for the first time, Andrea Leine asked us to 
choose a starting point, a first approach to the solo and to the first movements that we were 
going to study. I chose to start approaching the solo from the ease that I perceived in it and 
by researching where the movement comes from. So, I wasn’t immediately trying to reach 
certain positions or steps, but was first transmitting the softness and the choice making into 
my body. In a way also to find the pleasure in the movement and to be present in it. Like I 
mentioned in the previous chapter, the torso seems to be the main initiator for movement in 
this solo, and in the first explorations with the material, I mostly searched for the pathways 
that the movement would travel, where to give into the momentum and where to control the 
body perhaps more than you think.  
 
Mobile torso 
The first part of the solo exists of more subtle movement in which the torso and the arms are 
visually the most involved and articulated. Firstly, there are a few clear swings happening in 
the body and the arms, but, opposing to what I thought after seeing the video, the arms are 
not composed, but are a residue of the swing that is happening in the torso and the shoulder. 
For the swing of the arms, I discovered that it’s about a fine balance between letting them use 
the momentum of the torso, but at the same time to keep them a bit closer to the body than 
that they would swing if I wouldn’t control them. At the same time, the arms are very 
precisely articulated in most movements. Important within that is that all the arms are 
initiated from the core and from the back of the torso. In practice, this means that the 
movements have a more full-body look and experience to them, and also that all that mobility 
costs quite a bit more effort than you would think. To achieve the full articulation and travel 
of movement through the chain of the body, it really becomes about activating many small 
muscles and feeling the movement pass through all of them.  
 
Memorable moments 
Connected to this idea of articulated mobility, there were three moments of feedback that I 
clearly remember to be significant for me and my process.  
 
The first moment was connected to trying to achieve the softness and ease that I perceived in 
the solo. When Andrea Leine came to watch us in the studio, she pointed out that some 
moments and movements should have a different feel to them, that something wasn’t right. 
We puzzled on this together and realized most of these moments had to do with us “clicking” 



into certain habits and in shapes that are known to us because of our training. To me 
specifically, she pointed out that in a more challenging movement or coordination, my 
shoulders and neck would come to tense up, which is one of my automatic physical responses 
to when I something costs me effort. By doing this, of course, I would break the idea of 
softness and ease that I was pursuing. The core of this feedback, for me, was to be aware 
when you click in your automatisms and to work on breaking them down and reconstructing 
the movements.  
 
Another feedback from Andrea made me aware of how intentionally active the torso actually 
moves within this solo and how it can assist you to find momentum and the right quality and 
force. For example, by actively allowing more movement in the torso during a turn, and not 
keeping it upright, I have to push or “pump” less in the movement, and I can enjoy the 
momentum and create more ease in the whole body.  
 
Andrea got excited when she came to watch and saw that I had made a next step in the solo 
and in the work with my torso, which was the element of lifting and dropping the body 
through the movements. This was especially visible in a triple shoulder/arm articulation in the 
beginning part of the solo. This had to do with me focusing on the use of all the small muscles 
that I talked about before. 
 
As we proceeded to have time for ourselves to work on the material, I continued to find 
refinement in the solo. What I mean by this is that I studied some movements more precisely 
by broadening the options of executing them. “My arm can swing this way, but possibly also 
this way or that way.” Through this, I kept taking steps to come closer to the core of the solo. 
 
Many ways of weight 
Midway the process, another focus point for me became the element of weight, which 
manifested itself in multiple ways. First of all, in the way that my feet would be placed and 
would land in the floor, which would enable the weight of my pelvis to really drop down. This 
would contribute to creating the grounded and decisive feeling that I so clearly saw in Andrea 
Leine’s body. Secondly, the weight of the limbs, how focusing on dropping the weight of the 
arms down and connecting the legs to the floor, would make it easier to control and release 
them. Additionally, I dealt with the weight travelling in space. Together we had come to the 
conclusion that in most of the travelling in the solo, the weight of the full body is always taken 
with you, you’re not leaving something behind, but you’re actively being brought into space 
by the movements. This allows you to travel further and with more conviction. Connected to 
all of this is also the use of momentum that I talked about before. To really experience the 
time your body needs to move your weight and how that enables you to take risks within the 
natural flow of the body.  
 
Expanding the colors of your performativity 
On the second day of working on the solo, Andrea gave me the assignment to close my eyes 
while doing the solo. In the first try, I just threw myself into it, basically to achieve the same 
qualities, but with my eyes closed. She stopped me and asked me to experience it like the 
space was unknown to me, like you don’t know where you can travel to or what the floor 
feels like. This awakened a sensitivity in my full body, that travelled from my feet upwards. 
The conversation after this assignment continued into how as a performer it is important to 



have and develop multiple layers within your performativity. So that while working, you can 
choose what color or mode you want to show. To, for example, go full on “go-mode” and 
push your energy or to let fragility in and dare to approach the work softer and with less 
energy. 
 
Managing energy 
For me personally, this is something very relevant and something that has been present 
throughout this last year. Before coming to LeineRoebana, being in school, I always had the 
idea that I should push more, give more, have more energy. This was partly because teachers 
would encourage this push and partly because I wasn’t used to practicing or seeing 
movement as something in which you shouldn’t give all your energy in that way. At the 
company, hearing that I’m an energetic dancer, that I could give less, even exercise with the 
feeling of marking the material, was quite eye-opening. It helped me a lot with working on 
decreasing the tension in my upper torso and neck. The comment of “having too much 
tension” I often heard from teachers, but I think I never really was capable to work on it. To 
some degree because of this pushing of my energy, but also because I was very busy trying to 
prove that I was good enough and because tensing up was my go-to coping if I wasn’t 
managing something like keeping my balance or putting my leg high. Which, I learned that 
over the last years, is of course not benefitting the things I’m struggling with. Within the solo 
from S/he, there were a lot of opportunities for me to explore how to deal with tension and 
release and how to put my body into use to actually benefit me.  
 
Needing time 
Within the process, there was a moment where, after a week of not touching it, we came 
back to the solo and showed it to a colleague. A lot of the articulations and precision had 
gotten lost and also for myself, I felt that I was busy with trying to do it right, but at the same 
time felt that I wasn’t really there yet. I realized that I needed again some time to get back the 
qualities that we worked on before. To remember them, to practice them and to feel them in 
my body. So, I asked myself again, where do the movements come from? What is the essence 
that I picked up from the video? We discussed together that needing this time is also a part of 
the process and especially also the ability to accept this. This comes back to a personal 
learning curve of mine, in which I am working on how to deal with when things are not 
immediately working out. There are a few moments in the solo for example, in which there is 
a very specific coordination between different body parts, and I struggled with finding the 
right one. This would easily awake a frustration in me, because I would feel like I should be 
able to do it faster and better. I am convinced that it’s an important aspect to be busy with 
and to analyze the reasons behind it. For myself and for my future career. 
 
  



An assignment on choosing how to learn quickly 
 
Towards the end of this study, after spending quite some time with the solo of Andrea Leine, 
she gave us another assignment. We had to pick another part of the piece and learn as much 
as we could from that within 75 minutes. Important though was to do this with the analytical 
eye and the qualities that we had developed during the solo-process. For this assignment, I 
picked a solo by Tim Persent, another dancer in S/he. The solo consists of rapid but spacial 
movement in which limbs are directing and placing themselves clearly into space. None of the 
movements are the same and Tim has some kind of an absurd, alienating presence over him.  
 
When starting this assignment, I got excited, I “accepted the challenge”. I think this was an 
important moment for me to be aware of how I was going to approach the movement, to 
make a choice. I immediately, with the excitement also, felt some sort of stress, some need to 
prove, to do well. When I realized that this was happening, I needed a moment to calm myself 
down, to breathe and think about how I wanted to do this. Andrea had also said, it’s about 
learning as much as you can, but it’s not about stressing. And so, I kept repeating to myself to 
not pressure myself too much. I decided I wanted to keep working on the release and the 
dropping of weight within the movements and on knowing consciously where to put tension 
and where not to. Next to this, I wanted to have fun learning this slightly bizarre solo.  
 
I approached the material part by part, first by getting the basic structure of the movements, 
then by analyzing the weight, release and tension in Tim’s body and mine, to then experiment 
to execute the movements fully. Even though I wanted to be fast, I made sure to give the 
necessary attention to every part, trying out movements a few times in a row and in different 
ways, in order to find the one that felt right. Because of the absurdity of some movements, it 
took me a moment to find confidence in some of them, and then I would enjoy it if I did and 
was able to surrender to being a bit “weird”. The music during the solo is a soundscape with a 
deep gong-like sound, and even though it seems to be quite ongoing at first, there was a clear 
connection between the soundscape and the movement, which made it relatively easy to pick 
up Tim’s musicality. When I would do the solo, I would notice that sometimes I would be a bit 
faster or slower, but would then sync back up with Tim in recognizable moments.  
 
We took some time to show our solos to both Andrea and Harijono and I was happy to hear 
that they recognized the material and that they expressed how nice it was to see it on my 
body. Andrea, who of course had been more involved in the whole process, was very happily 
surprised by the work that we had done, by the precision and the choices we had made 
regarding performativity, musicality and execution and by seeing what we had prioritized 
within this quick learning. What was nice, is that Andrea and Harijono both got inspired by 
what they saw and got eager to work on it further. We took some time to explore some 
possibilities of making our solos into a duet, adding a bit more of a character to the solo, 
playing with space and repetition. This was really fun and it was cool to see possibilities open 
up with the material. A challenge, of course, during this exploration, is to keep those qualities 
that you worked on before. With myself, I noticed that I got easily distracted from my own 
thing, and that by the cause of that, I would lose some of my precision. Something I also take 
with me from this assignment, is that I got the feedback on the solo that in this way, because 
I’m focusing on my own body and processes, you can really see me in the material and my 
approach and view.  



Conclusion  
 
In conclusion I can say that the period of researching and analyzing the work of S/he, has 
been a very valuable time in which I was able to reflect on my own choices, habits and 
copings. It allowed me to work very deeply and on a personal level, which was enrichening to 
my practice as an artist. I was able to put extensive attention into how I manage my energy 
and/or tension, which dealt both with the general levels of tension in my body and with the 
more emotional side that connects to it. I experienced, for example, that I can guide myself 
into releasing tension by dropping my weight into the floor, actively bringing more mobility 
into the (upper) spine and back and resisting the urge to “push” into a movement, but 
allowing myself to give into and use the momentum. This is a bodily process, but like I said, 
also an emotional one. It was interesting to ask myself where for example the need to “push” 
comes from and how I have been dealing with it over time.  
In the analyzation of the solo of Andrea Leine, it was in way very special to study movements 
so deeply. They become very valuable and dear to you because you find so many nuances and 
details in them. You realize the effort that it takes to embody them all and to keep them in 
your body as well. Because of this, I thought it was also beautiful to see how dear this solo still 
is to Andrea Leine herself, perhaps for this same reason, and to work on it together with her, 
straight from the source. Together we would realize that we as dancers were approaching or 
recognizing movement from the video differently than how it was originally meant.  
I’m happy to have created this extensive study, because for me, it includes and deepens some 
of the core principles that I have worked on during my internship at LeineRoebana. It 
therefore also serves as a reminder of these principles and is something that I will benefit 
from for the rest of my career.   



About LeineRoebana - 1987 un7l today  
 
–  Informa*on drawn from an ar*cle by Mirjam van der Linden in Carnet magazine in 1998, an 
interview by Jaqueline Algra in TM magazine in 2001 and from the website of LeineRoebana. –  
 
As a choreographic duo emerging in the 1990s, Andrea Leine and Harijono Roebana firmly 
established themselves in the Dutch contemporary dance scene. While the 90s are onen 
talked about as a transi[onal period in the Dutch dance, as the ques[on rose who would 
follow-up the previous genera[on of choreographers – they became emblema[c of a new 
genera[on that sought innova[on and individuality outside the legacy of the post-1970s 
dance “boom”. 
 
Harijono Roebana (1955), who originally studied in philosophy, found his ar[s[c path at the 
Amsterdam University of the Arts, where he explored mul[ple disciplines, like theater, mime 
and dance. Andrea Leine (1966), with a background in classical and modern dance, completed 
her training at the Roperdam Dance Academy. Their crea[ve partnership began in 1989 with 
Roebana's debut piece Zege van de Eerlijkheid over het Bedrog. From their second piece 
Waldo (1990) onward, Andrea was credited as co-creator, and by 1992 they began presen[ng 
themselves as a full collabora[ve team, working without a strict division of roles. 
 
Their choreographies are known for their dis[nct physical language, defined by isola[on, 
fragmenta[on, and complexity. Movements emerge not from a central point but from 
independently ar[culated limbs – crea[ng sculptural, some[mes disjointed bodies that defy 
conven[onal fluidity. Even in LeineRoebana’s fragmenta[on, in an apparent chaos, there are 
clear elements of coherence, like structuring principles that evoke recogni[on with the 
audience and give a framework to the movement. 
 
Despite their experimental approach, LeineRoebana managed to develop themselves steadily 
in the first ten years of their existence. Their work was generally well-received by cri[cs and as 
young, talented choreographers, they were awarded pres[gious prizes both na[onally and 
interna[onally, like in Italy and France. Within their con[nuous growth, they were able to 
extend their work into different disciplines, like film, and into different countries. Also 
financially they were able to make steps and in 1997 they first received the mul[ple-year 
subsidies from the Performing Arts Fund in the Netherlands (FPK). This made it possible for 
them to, while maintaining a commitment to pure dance, explore how theatrical elements, 
like stage design, props or image, could interact with movement without overpowering it. 
 
In the choreographies of LeineRoebana, (live) music plays an essen[al part. There is always a 
dialogue happening between music and dance, which means that the music and the 
musicians are seen as just as important theatrical elements as the dancers and the movement. 
Their music choices vary from contemporary composi[ons to renaissance music. They enjoy 
working with old music because, like Andrea Leine explains in an interview in TM magazine in 
2001, they appreciate the evident and natural way in which emo[on shows in it. “There is a 
certain sensi[vity and clarity. There is space in it, emp[ness, a breath. When I listen to it, I 
want to do something with it.”  
 



Up un[l this day, LeineRoebana has been crea[ng produc[ons for over thirty years. They have 
worked with many different dancers, musicians and composers. They have toured their 
produc[ons over the en[rety of the Netherlands and over the years have visited many 
different places across the globe. Generally, their company has existed from a rela[vely small 
group of dancers, between six and ten people. They have their office and studio in the center 
of Amsterdam and are the house company of the Chassé Theater in Breda. 


