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Ten Questions for Dr.
Antonia Napp, Director
of the Museum of
Theatre Puppets Liibeck

Dr. Antonia Napp took over as director of Liibeck’s Museum of Theatre Puppets in the i|.
autumn of 2015. She studied art history and Slavic studies in Freiburg and Vienna.
Completing her doctorate in 2004 in Freiburg on 19th-century Russian painting, she
subsequently worked for the Liibeck museums, the Hamburg Kunsthalle, and the

Staatliches Museum Schwerin.
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Museum of Theatre Puppets Liibeck: Dear Antonia,
when I asked you if you would like to be interviewed
for our blog during this renovation period of the
Museum which has been closed for 3 years already,
you were really surprised that 3 years had already
passed! The time has flown by unbelievably quickly.
What has happened in the Kolk in these three years?

This happened in the Kolk and parallel to this, we worked
with the architects to plan the building.

Museum of Theatre Puppets Liibeck: What is the next
step?

Antonia Napp: We are now at the point where all non-
essential interior fittings and such, have been removed
and we can therefore begin to meticulously de-construct
the building which once housed our offices. The building,
built in 1937, was constructed from the rubble and
recycled materials of very low quality and is being very
carefully de-constructed, brick by brick because it was
constructed within a row of medieval buildings in much
the same way as a modern row of terraced houses in
England are connected.

After the de-construction, we begin with possibly the
most important task: building the foundations for the new
building including excavating and stabilizing the ground
beneath the planned building. Once that is done the
hardest work will be beneath us and we can concentrate
on constructing the building from the ground (so-to-say
since the street level was noticeably lower when the
original building was built) up.

“Planning with the
Coronavirus in
mindl ...

Museum of Theatre Puppets Liibeck: That sounds
very involved and has been further complicated by
new regulations which the Corona pandemic has
made necessary. Hygiene regulations and rules have
been suddenly thrust into the limelight. Likewise,
fresh air in rooms and ventilation in exhibitions have
to be taken into account. What new considerations
have had to be made for the medieval buildings?

Antonia Napp: Before the Corona pandemic we planned
our ventilation design for the theatre hall and the large
public spaces from a completely different standpoint. We
had planned the building works in cooperation with the
architectural firm so that these spaces could be ventilated
alternately. We had also planned to be able to open
windows individually and manually to quickly create a
draught through which we could change the air quickly.
The current health climate with the Coronavirus and its
associated mutations means that we have had to re-
examine this issue carefully.

Foremost in our newly examined concept was whether or
not it would be possible to plan tours of our rooms with
fixed entrances and exits so that visitors could make an
orderly progression through an exhibit without milling in
groups where minimum safe distance rules could not be
adhered to. This required a new look at our floor plans
whereupon we realized that while good solutions for
some parts of the buildings in our planned design existed,
other parts of the building needed to be re-examined. We
realized that we now have the “Corona glasses” on in the
planning.
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“There will
e more variety
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Antonia Napp: The disproportion between our physical space in these medieval
buildings and the considerable size of our collection has been with us since the
museum was founded. That is unfortunately a fact meaning we can only solve
the problem by using the available space differently. This means that in the
future we will compose exhibitions thematically concentrating on specific issues
with the courage to acknowledge that not all of our collection can be seen in one
space at one time.

One will not be able to see every item from every puppet theatre tradition we
have in a single visit to the museum. We will reduce in this regard, but we plan
to change the nature of our exhibitions to bring them more to life! There will be
more variety!
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Museum of Theatre Puppets Liibeck: The conversion
of the museum offers a great opportunity for people
with disabilities to visit both our museum and the
puppet theatre in the future. But the term ‘barrier-
free’ can mean much more. What other ways will you
seek to make the building barrier-free in the fullest
sense of the term?

Antonia Napp: Accessibility should not only be equated
with wheelchair access. Though we may have to make
compromises, we are pleased to announce that facilities
such as an elevator and larger toilets designed for people
with disabilities will be present. Due to the medieval,
listed structure of our buildings, we can not be as free in
our design as we might like and small diversions may, for
wheelchair users be necessary. However, we are working
to inconvenience our visitors as little as possible.

I would also like to pursue the concept of accessibility
the
communication of content in “simple language” or the

more strongly on other levels. For example,

challenge of making the content possible for people with
visual disabilities to experience our exhibition as well.

66
Also in the archive,
we are not short of

© KOLK 17 Figurentheater & Museum



Museum of Theatre Puppets Liibeck: That’s an
exciting look into the future. I now turn to the present
and look towards the archive where our objects are
Kept. What work needs to be done in the archive now?

Antonia Napp: Absolutely all of the objects in the
museum and theatre had to be moved to the archive.
There we have created a basic order and are now
cataloging _everything. The inventory involves the
. regiSﬁation of those objects and all the information we
possess regarding them. That information is then entered
into a database where it will be scientifically processed.

© KOLK 17 Figurentheater & Museum

With the enormous size of our collection, we have to
divide it into smaller groups.

determined what will be displayed in the first exhibition

We have already

for the opening of the museum. We are concentrating on
objects first: recording all relevant data,
scientifically processing them, and researching their

these

background. This is how we record our collection in
manageable groups. Once we have completed that for the
first exhibition, we will be able to move on to the next
group for the subsequent exhibition.

TheatertigurenMuseum

LUbec
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Museum of Theatre Puppets Liibeck: Now, during the
Corona pandemic, it is almost a stroke of luck that we
are currently closed for renovations and that the
Museum of Theatre Puppets can be digitally present
with its blog behind closed doors. What will the
digital presence look like when the museum reopens
and the Corona pandemic is hopefully under control?

“We will clevelop
bheautiful
formats.”




OTHELLO

A production with marionesies and
masks for adult by KOBALT Puppes
Theater Liibeck

Of course, technology will play a stronger role in the
exhibitions and possibly also in our theatre work. For the

exhibitions, I can for example say quite clearly that a lot
of information will be made public in a digital format.
That means that not everything we know about an object
will be written on small plates hanging in the exhibition
space, rather we will develop inspiring formats perhaps
in the form of an app. I imagine it as if the institution has
a digital twin on the internet, where every visitor can
then delve deeper into the subject matter at will.

There are already many innovative systems. The user
decides whether he or she wants to look at an object in
the exhibition only on an aesthetic level or whether they
would like to look more closely into the knowledge of
this puppet theatre tradition and watch interviews or look
at historical photos. This is made possible by the app.

© KOLK 17 Figurentheater & Museum

DIRECTOR: Dietmar Staskowiak

PLAYERS: Silke Technau, Sebastian Putz,
Stephan Schlafke

CHARACTER DESIGN: Doris Gschwandtner
CHARACTER CONSTRUCTION & STAGE: Doris
Gschwandtner, Stephan Schlafke, Stefan Liick,
Sebastian Putz, Silke Technau

Co-production of the Meininger

Staatstheater /Puppentheater with the KOBALT
Puppentheater Berlin and the Berlin
marionettenbtiihne
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https://kolk17.de/author/kobalt-figurentheater/

“We want to appeal
to a lot of people.”

Personally, I always think that we also fulfill one or two
purposes beyond our remit! Since we are 100 percent
owned by the Possehl Foundation, we have in mind the
promotion of youth as well as those less fortunate. A
museum and a theatre are educational institutions, places
of education. This is something that is very close to my
heart and that I would like to pursue even more strongly
with our institution in the future.

The core of our identity as part of the Possehl foundation
is to be for the common good. We are not an elitist
institution. We want to appeal to a wide demographic,
especially those who would otherwise not dare to enter
such (on the face of it) specialized institutions as a
museum of theatre puppets or even contemplate visiting a
museum. It is very important to me that we do not lose
this building block of our identity, but that we positively
retain this accessibility! I think that this is indeed in the
spirit of the Possehl Foundation.

13



All the Rest © Yap1 Kredi Museum
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Karagoz is the traditional shadow puppet theatre
of Anatolia, Turkey. It is known as one of the
oldest shadow performances in the world dating
back nearly 700 years.

KOLK 17 collects around 250 pieces of Turkish
Karagoz shadow theatre, whose art and play
form UNESCO has been recognized as an
intangible world cultural heritage since 2009.
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Art and culture
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are something
&
primal.

Museum of Theatre Puppets Liibeck: Statistics show
that during the 2017/2018 season, a total of 21.4
million spectators gathered in football stadiums in
Germany alone watching matches in the first, second,
and third leagues. In theatres, on the other hand, 34
million audience members and 114 million visitors to
museums were counted during the same period. Art
and culture reached far more people than football.
Nevertheless, art and culture are not considered
systemically relevant. What do you think about that?

Antonia Napp: I have thought about this question for a
long time. The fact is that art and culture are indeed
something primal — one must only pick up a National
Geographic to know that different cultures in the world
have made artistic representations going back hundreds
of years. It is fair to say that football, a game played
according to certain rules, is also a cultural technique and
as such belongs to it! I think that this is indeed something
essential and inherent to human beings. The question of
systemic relevance is not quite so simple, because as we
say in



Theatre of Museum Puppets Liibeck: As a human
being, is there anything you envy about a theatre
character?

Antonia Napp: I don’t really envy theatre characters.

Many things that the puppets can do are certainly great.

Theatre puppets can do much more than we humans.
They can fly or achieve the impossible in a play. That’s
something beautiful, however, it’s an illusion! And there
is one thing that distinguishes all theatre characters: they
need a puppeteer to breathe life into them, to bring them
to life. The autonomy that I have as a human being,

that my motion and very being, comes from myself
alone, this liveliness, this freedom, of course 0cllso the
responsibility for my actions, I wouldn’t want to give all
that away! When the theatre puppet has given its

nance, it can rest in its case and have its peace.

mpting in the evening, at the end of a
dn’t want to change places with

© KOLK 17 Figurentheater & Museum

16




= D] 5 12 fam 155 HNTE
T/REWM « N TE L
L ] B =

'“wagﬁ-%@M%



SR ITAMBIEE ML
BSin LRE (RSSIE.




G TR ZAR YT Xk AER S 4%, Hridz
TR R R TS L BN R A%, B ETA SR
SRR, BRI PHRE 23 STIE R U T XU R
W FEAE N, IO Fh i i SR B A WL Y =5 18 2

Antonia Napp: TEFTEEZIE AT, FRATEFHX T
JRIRTEAR T RO AR T R A DX IE X T, Tl T 5 3
FARIETE, DUEXLER H AT DAAFE X, AR
T FHEERIEAGE N, PASRIEE XS, T4
ARSI IR, X EMAE AT B AIX 7]
o

FERHIM T, REEN—RE TR GREERIEEM
KA EE B A DR R, UESIE AR
B, MARRENRRE, UETIRETR/NZ2H
BRI XA ZE SR B A AT TR B, AR AR
AR, FATRIRT], BREMIF, 25Y)
LR G5 RIFRIRIRT R, HHEMEIERE
TS, HTHIMXI RS e R &,




© KOLK 17 Figurentheater & Museum

5 DU (R A P PR HGER 120,000 2 A ANRIRSERI (R, THIBECR JE TS
EEE AL, NN AR BRSO TR AR H S Z —,

20



ScEESAHZE.

5 UG S AR R AR SN, T AR
TR RTHGECR R S IR R, AR AN {e]
FEHIANHERR T RIATE R AEE?

Antonia Napp: HMEWIIERSZPIK, EIXLEH
2O A AP B ZS [A) 5 R B A e A TR AP
M BF L, X PAENEE, BRERITHEE
TEE PAASIR] A9 77 20 A A 22 TR R AR R A AL,
WU, TEARRENVKINAZ AT A s & REE —
NEAEERINER], BA TR ORI I,

MNIAKATRE—IRMEHIE B A B, AR
b, BEATH RIS REAITER, LR EMES)!
R = 2R

S ULTE AR AR TE . EYTE RS o ke N\ 4
T RAFIINLS, ARSRAATT AT LS RATT I 1Y)
i, FHHBIRMEBNEE T, H ° JCEig” —id
BXAIETF I, ROTTIERE T RIRLE TS ZORE SR
e K E X R TCRERG?

Antonia Napp: JoREEAN Q&R TRABE, R
EREME ), BRIMREMMER, NiREAL
BT A FBE R AR K A T4 (A S5 iR L, b T3]
SRR P I Z ARIP IS, FRATAVIR IS A GER

MR E B, NTRAEERFERD, AIRERR 2/
MEHMOE, 2R, FRATELES 1R AT REHIR D X i 2 1
AME, POLAELEH AR R i — 2B K T REAS R,
filan, A RERAES "SR, SEE L RERGE thEE
IRI TATIH e bt

S LT R IR R T . XN RIS N DI
B, BERMZ T, BERMNRFRMERE, 1
FRIEPLAE TR ZARLE T2

© KOLK 17 Figurentheater & Museum

21



G VR EAREYE: Batfeda e G EAmE, KA
REETAE, [E5RERN 2R EAREYET PATE
AEE BRI TR TR, SFEYEE
T, e lEa BE R, RBESE BN
TFEI?

Antonia Napp: HIATEFAHE, FAT= AL
¥9 KOLK 17, Puppet Theatre & Museum ¥ 3
FR — DR T REXAINIA,  BE LAY Al
THFRENEN, WP THEE RREE K
JEHYIG. FRE LT TR OIE— D WG, ERATE
TERI % |, ﬁME%ETTEW@ET e, W
F, YRIEHRMN FRATGIE SR HEE S 5 b
H,

R, RARREREHREERIIEN, MATREERR
Ve R A I RIIPE M X, Fon] DARARH
W, REEERUEFHALDIT. BREWE, XT—
fFRMIIE B A S PIHAERXH/ M E, TS
DB N OEXEM, AlgeRMHER, Jte
RBRBOZA I FE M 48 B — DT 2R, A5
HHA] ABERIR AT S L,

HETEL B AIHBIRG. FF A DAOUE el
USRI B SN R S il R /L Y s
RBIRA T X AR BREIR SR RN, WE 5%k
BRI R EIX RN AT RE.

LISREDP . #IDBERSSSI.

#6115 H IRIGERIFIL.

22



© KOLK 17 Figurentheater & Museum

_

FEl JRE NS T iZRI AR,

SUGEMRIMEREYIE: H— 1 wiszET, Bl
sa A Z AR Y TE AN 5 DUse (R A R B # & T Possehl
BER, ZHEBRME20194F KM 7T HAFIER, 1F
N—NEYE, BADEAASBIE & S H HAR?

Antonia Napp: FRAIEARZHEH LW TiXEH
bro BE, BATR—NAEERNM, HaHFH R
%, Possehl ZEEBHHBRIEHZEEN LR,
FAHBREH ZARA S L B, ENA T,
BiTbE Tix—2%,

BAHEKolk gy H 20 7 s BN IE7E AT & 2L 3Niet = 44
S TR, XEMMTIH R, Kk, FRA1E
I T Possehl&e=M B —PNEEEHMN: #2AFRM3E
KT ITE R, XL TATNPosseh S BHY
BRAEHE,

A NGBEYPNBATIEEI T — WA e R
HEY! BTN 2RE T Possehl B2, K
MRERE T EUL AN ERIEDE, Y EE
GEREENN, BEGM. XEHIFEEMRNE
T8, FAEEARRSG BRI i 5 e HiE
RIX—Hbro

{E4 Possehl =/ —E87r, FAIE AR
B2 AT ARz, BIOIAZEENG, K
MBS | E ZR AR, JUHZABEEARBH A
BARE EARTEMEIXFMELCZ T AEIA, &
AL EBFREZEELGSIIFEMIEI AN K
KGAEFEZENZ, BIIANERE SN
i, BN E XM RS XAFE
Possehl &SR,

23






BV EAREIIE: DA, BETAR
R i ) Ht 7 12

Antonia Napp: FHEIIFFARFEMM. HARM
mEEMR ZREHE, HERMAEZGZ, B
THEX R AT BL AT B SR B EA AN A] BEAY ZR1R,
ARIRELFH, BEFRLIR! Frh (R E
— N EER A BN E RNy EEAE
my, FEHISER. MmN, JAMEINEE
X, TATEIMEAE, ARFETRES, XA
iy, XMEH, SREENE ST AREE,
AR AERGERY! SRR MRS R, B
LAl DMERE T HIKE, 232 Fak. BREERKHY
—REEHG, XERKSIAR. HE, A, ik
e ANAEFI (Rl A EL 52 B !

JEH AR SR T

Image © HaraTie



i

a....... .-_.____ . L o
ipas SN

SN L

-

= —=
r & Museum =
j ] X

surenth

T,

.




Talking Under-talked

Issues: An Interview
with Pakistani

Author Fatima A.
Maan

by Yumin Ao

Fatima A. Maan comes from Lahore, Pakistan. She graduated with a double BA
degree in Theater and Economics at New York University Abu Dhabi and is
pursuing her MFA in playwriting at Boston University. As a playwright, she
constantly questions the nationalism and patriarchal notions she was raised on and
unpacks everyday Pakistani socio-political issues through her work. Her ultimate
goal is to create theater that addresses underrated social problems, encourages
audiences to think critically, and leads to a more progressive and self-reflexive
Pakistani society.
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Fatima A. Maan
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She is the author of Humera and presented it at the
third ‘“Queer” Asia Conference 2018 in London.
Humera chronicles a chapter on the lives of three
Pakistani teenagers from differing religious, cultural,
and economic backgrounds. It questions the
treatment and perception of religious and sexual
minorities across the social strata of modern-day
Pakistan. It explores how the youth view these topics
in light of the clash between their religious education
(passed on to them by their parents and society) and
their more open-minded and ambiguous interplay
with peers. Filled with dark humor, Humera offers a
snapshot of shifting mindsets, inner conflict, and
taboos around spirituality and love.

Fatima received a fellowship from the International
Forum of the Berliner Theatertreffen 2022. As one of
the 34 fellows, she watched Theatertreffen’s
productions and participated in workshops,
discussions, excursions, and artists’ talks. In the
interview during the festival, she shared with the
Journal of Ying Ming Theater (hereafter YMT) her
entry into theatrical arts, her play writings, her
experiences with Berliner Theatertreffen, and her

views about theater events in Pakistan.

Fatima explains to the YMT why and how the theater
is a medium for her to understand such social issues
as political turmoil, mistreatment of women, religious
minority communities, sexual and gender minorities,
etc. These issues frustrated her when she came across
them. At that time, Fatima was a college student and
couldn’t figure out the right way to get things done.
She found the theater allowed her to ask questions
and do things differently. “I have always wanted to
work on projects with social impact,” she said, “and
this was my entry into theater arts.”

The motivation to make the best out of bad situations
has become not that conspicuous over time, which
doesn’t mean as a drama writer, she has less ambition
than before. Her direction remains the same, and she
continues writing about social-political issues in
Pakistan, particularly about queer people of color.
But she has started finding joy within it instead of
focusing on the concern “I must do something with
this, or I have to make a difference.” Her
understanding and relationship with the theater have
changed but certainly deepened with work.
Overwhelmingly, her dramas very much ask

29




© Hunter French

questions, sometimes including questions in which she
struggles with herself. She asks what future Pakistan has,
whether Pakistan has ever been a safe place for women
and if Pakistanis will be able to find ways to get out of
cyclical intergenerational trauma. She believes
patriarchalism is not just something enforced by men but
also something carried on the shoulders of women, so she
asks if people can break out of those cycles.

30



The American premiere of one
of the first LGBT plays ever

performed in Pakistan!

By FATIMA MAAN
Directed by NICKY MAGGIO




Directed by Nicky Maggio
Written by Fatima Maan
Based on “Butterflies are Free” by Leonard Gershe

Scenic Design by Riw Rakkulchon
Costume Design by Jules Peiperl
Lighting Design by Leslie Gray
Sound Design by Chris Darbassie

Production Stage Manager: Jiawen Hu

Featuring: Arjun Dhawan, Danish Farooqui, Uma Paranjpe, &
Mahima Saigal

Photos by Jess Orense & Sean Velasco-Dodge

I PAANWAN CHHANKAAR
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Unlike her friends from India, where music and dance
were part of their upbringing, as Fatima tells the YMT,
she had huge difficulty convincing her parents that she
wanted to do art. The overwhelming Pakistani Islamic
narrative is not conducive to art. There is a contentious
issue about whether art should be allowed there. It is not
an issue of utility for the upper middle class who can
afford to go to concerts or theaters; rather, it is an issue of
wanting. The scope of arts becomes limited, but Fatima
believes it doesn’t necessarily say art is not thriving in
some way. The music industry is doing exceptionally
well nowadays

Fatima applied for the fellowship through the Goethe
Institute in Pakistan two years ago. She submitted her
resume with a statement to elaborate on the social-
political relevance of her work. She was one of the
recipients of the fellowship in 2020. Because of the
enforcement of pandemic regulations in Germany, the
organizer postponed the forum to 2022. In Berlin, she had
an intensive program lasting for two and a half weeks.
She attended workshops, watched all the ten selected
productions, and discussed these performances based on
her reflections. One of the workshops she participated in
was on crises. It was discussion-oriented and about

... 1s not conducive to art.

in Pakistan. People come up with such platforms as
YouTube that theoretically everyone can use. But, it is
gendered because women don’t have as much access to
technology as men do. Moreover, it is harder to facilitate
theater than music. There are some performing artists
doing excellent work but in a certain way, and their work
is different from that of people in the West.

how people could utilize these crises as a means to
continue to work. On weekends, she joined other fellows
for brunches and to network with representatives of the
Goethe Foundations in London, Jordan, etc.

Itis an issue of wanting.
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... getting more in touch

with the core of my life

journey is a progressive art

Fatima expresses to the YMT her idea about making
progressive art in the 21st century, a thematic question
proposed at Berliner Theatertreffen 2022. She says that
she would more like to think about progress in a personal
way. Her work is intimately related to the crisis she is
dealing with, things making her upset, angry, and
passionate. She says, “getting more in touch with the core
of my life journey is a progressive art.” She adds it is
fantastic if her work can help people think hard, but she
has stopped pondering she needs to make progress.
Instead, she has learned to do specific work in theater,
which makes her feel fulfilled as an artist.

Fatima thinks it is hard to talk about their problems in a
place where most of its people live frustrating life. Islam
in Pakistan is often used to gain political power, which
adds tension and frustration to people. Her observation of
society allows her to understand how the facets of society
impact people. She is currently working on an
intergenerational play that is the thesis for her master's. It
is about how a grandmother, a mother, and a daughter
hurt each other. It tells how they articulate their
discomfort and take steps to remedy these issues. It
describes their engagement in the life of one and the
changes in their expectations of the other.

... to find ways to get out of

cyclical intergenerational

trauma
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Another work is<a solo play about a female cat
explaining to her Kitten how she got pregnant by a
male cat without consent. Sexual violence is not a
random affair addressed in Pakistani society. Her
investigation is specific and intimate. She explores for
herself and writes for herself. If people can relate to
themselves, to their mothers, sisters, or daughters
when they read the work, she thinks that is the biggest
reward for her as a writer. She believes what she
needs to do is to keep on writing for herself and about
her discomfort and passion.

In the end, Fatima looks back at the development of
theater arts in Pakistan. She tells the YMT that
Shahid Nadeem is the father figure of Pakistani
theater. He started Ajoka Theater with his wife in the
1980s when the country was under a military
dictatorship and Islamization was introduced
intensively. Islamization became an intake part of the
national fabric. Since then, different political parties
have continuously used it to control people. Madeeha
Gauhar, Shahid’s wife, stepped up to make a theater
company to ask

social-political questions and contend with state
responsibilities. They produced remarkable works,
majorly the backyard_ or street theater at that time.
They were recognized in the fields of theater, TV, and
also in local,communities. After Gauhar passed away,
Shahid operated the
transformed it into Ajoka institute, which offers
multiple acting courses and workshops to pass acting
skills on. Other than that, Pakistanis haven’t yet
established a complete theater structure.

theater company and

There are some theater companies in other cities, for
instance, OLOMOPOLO Media which Fatima works
with in Lahore. The operating expenses of a theater
company may come from commercial sponsorships,
funding opportunities provided by foreign country
embassies in Pakistan, and grants from progressive
organizations. She received generous funding from
the Embassy of the Netherland to write a play
representing LGPTQ voices in Pakistan. The source
supported the production team in touring to perform
her work in different cities. ll
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35




Ajoka is a non-profit voluntary, democratic organization. Its
members come from varied classes and social backgrounds.
It is committed to gender equality and equal rights for all
irrespective of class, gender, ethnic or religious affinities. It
actively supports peace and friendship in the world,
especially in South Aisa.

Ajoka attaches great important to developing close
relations with civil society, human rights groups
and community organizations. It has collaborated
with women’s rights, environmental,
workers,children and human rights organizations
on issue of common interest.

....l. R T AJOKA THEATRE
ANREER - A & s

AJOKA THEATRE & colstoration with the

AJOKA THEATRE
in collaboration with the
LAHORE ARTS COUNCIL

prasents the premiana of HABEEBA
> KHARA BAZAR MAI

L NTEZA RS

7 ti'g;r-'.-w‘%; S S

written by: Shahid Nadeem
directed by:Dina Mousawi & Shahid Nadeem

on 28th & 29th Novi
Written By: Shahid Nadeem
Directed By: Madeeha Gauhar

26th, 27th, 28th January 2016
Venue: Alhamra Hall # 2, The Mall, Lahore

Images © Ajoka
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OLOMOPOLO’s objective is to enhance the value of VISUAL,
PERFORMING, and MEDIA ART as a tool for social sensitization
and social advocacy for public awareness of their ethical
development and socio-cultural sophistication.

MEDI A
RASTI FAROOQ
ALl JUNEJO

A

v

3[IYM € 10j IUI[IS Ul }IS Y109

a8 KARAC!
26, 27 & 28 Aug '22

e & divec ¥

AI.I‘:UN;J“;: HAPA

Photograph © OLOMOPOLO
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Love and New Life in the Post-
Pandemic Era: A Review of Riiping's
Das neue Leben: Where We Go
From Here

by Ziwen Gao

© Jorg Briiggemann
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© Jorg Briiggemann

From Riiping’s new work, we see two attempts: one is to explore how we bear
the loss of our loved ones and how we face death itself in the epidemic era with
the help of Dante's spiritual depiction of the pain after the death of his loved one
in "Vita Nuova". The other is to express our new understanding of love and life

today by mocking and deconstructing Dante's texts in the early Renaissance
through the world view of contemporary people. He blends the two in a magical
way.
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DAS NEEBEEEBE

von Christopher Riping

In that bo}\tich\is my / /
membry, on the firSt page that '

is the.chapter when I first met
you appear the words "Here
begins a hew life."

La Vita Nuova (1293)
by Dante Alighieri

© Jorg Briiggemann
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Approaches to a Poetie
Drama: Reading and
Performing 4.48
Psychosis by Sarah Kane

by Jingjing Chen/ Lihai Huang

All photographs are copyrighted by Desheng Chen unless stated otherwise.
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Psychosis

© Ullstein Bild/ Marianne Thiele
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Interviewers: Yumin Ao / Yanan Xu
Author: Yanan Xu

Isa Huiling Liu Telling Her
Encounter with Theater Arts

All photographs are copyrighted by Huiling Liu unless stated otherwise.
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YingMingTheater (Here after YMT): How did you first
get interested in theatre and acting? Do you remember
the first show? What was the most impressive thing
about that experience for you?

Isa: Because I have liked acting since I was a child, I
participated in the school’s dance club and drama club
when [ was young. But my first exposure to theatrical
performances was in 2013. At that time, Instituto
Cervantes Being recruited some Spanish students through
a cultural project to carry out an experimental theater.
The play was an original Spanish play, and the roles were
refined by each of us in the process of workshop practice
again and again. In order to exercise my Spanish ability,

I participated in this project. This made me feel the
charm of drama creation, which made me love drama.
My first public performance was at Beijing Language
and Culture University. Although I was very nervous
before going on stage, when I stepped on the stage, I
forgot the sense of urgency and quickly entered my role
and enjoyed being noticed even more. What impressed
me most about that experience was that I remembered the
use of the Spanish subjunctive past perfectly. Because I
have this grammatical point in my lines, I don’t lose
points on this grammatical point later.

YMT: You went to Shanghai after graduating from
university. How would you describe the cultural and
artistic atmosphere of Shanghai? During this period, you
participated in many art festival performances. What
accumulation of performance experience did you have
during this period?

© Huiling Liu
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and I have also seen the diversity of Shanghai. Moreover, many international artists
choose Shanghai as their first stop when they visit China. Personally, I think this is the
bonus of living in Shanghai. My real contact and development of art performance was
in Shanghai. At the beginning of 2015, I joined the Choir of Cervantes (Coro
Cervantes) and got introduced to contemporary dance. One of the people I really want
to thank is Kiven, who once made an announcement about the World Short Film
Festival, when Marceau, a contemporary dance teacher at East China Normal
University in Shanghai, wanted to recruit some amateur dancers for the festival, I was
lucky enough to be chosen. Only then did I understand that no matter whether you were
born in a major city or not, as long as you have love and dreams in your heart, you can
do things well.

Later, I was also exposed to non-professional drama. The Shanghai Non-professional
Art Festival was my most important attempt, and it was recommended to me by Kiven.
The city of Shanghai offers opportunities whenever and wherever, and also offers me
many opportunities. I was honored to participate in the “Peep”, a play organized by the
director of Drama club in Donghua University. My role was projected through light and
shadow, and I use body language and light and shadow effects behind the curtain to
promote the development of the plot. The show “Peep” shows a big star who was
eroded by a big dye vat in the entertainment industry, and finally engulfed by public
opinion, and the Internet violence killed him.

.... offers opportunities
whenever and wherever.



YMT: What challenges and difficulties have you
encountered in theatrical performances? Do these
accumulations and challenges inspire you to think about
new questions?

Isa: Now that I think about it, no matter what challenges
and difficulties 1 encounter, I can be good at seizing
opportunities, and all I meet are good groups to complete
work together. And, I also gained a lot of first-time acting
experience. The challenges and difficulties for me are
more of a time aspect, because theatrical performances
require a lot of practice and rehearsal, and are basically
unpaid performances. Because of the influence of my
parents, I chose to study foreign languages as an
undergraduate. However, in graduate school, I always
wanted to study a subject that I liked. For several years
after graduating with my undergraduate degree, I
pondered this question and searched for the answer. Only
you know what you truly love. But I'm just more than
willing to devote all my spare time to rehearsals and
performances and enjoy every minute of it. When I'm
performing, my body is hot because I know that’s what I
love.

YMT: How do you evaluate the difference between
domestic and foreign theatre arts? What are your
expectations and prospects for the development of drama
in China?

Isa: I think that although the development of domestic
avant-garde theater is relatively lagging behind when
many people come into contact with foreign theater
culture, more people will like theater, and it will develop
in a good direction. In particular, some domestic parents
are good at cultivating children’s interest in drama and
laying a solid foundation for the future development of
drama in China. I came to London, England, and found
that theatre is a way of life for the British. Regardless of
the size of the theatre, the British are willing to buy
tickets for it, which they call “spiritual consumption”.
The difference is that, in China, drama is still regarded as
a hobby, while abroad, people are more inclined to regard
drama as a habit.

Study in Columbia, Photography © Huiling Liu
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Volunteer in Africa, Photography © Huiling Liu

YMT: You studied in Colombia for half a year, and then went to work in Africa for two years after you

returned to China. Please share these two overseas experiences.




Volunteer in Africa, Photography © Huiling Liu

Isa: These two periods of overseas living experience were huge cultural shocks for me.
Previously, I was influenced by that open attitude when I lived in Shanghai, so I was full
of curiosity about the new environment and new culture, eager to learn and understand.
When I was studying abroad in Colombia, the first city I lived and studied in was
Cartagena, a city on the Caribbean coast. I live next to the house of Gabriel Garcia
Mairquez, where Mérquez completed the book “One Hundred Years of Solitude”, and I
couldn’t be more excited. Cartagena’s instruments and dances are very lively and
exhilarating. Salsa music is played in restaurants and canteens passing by, and I am so
happy that I twist to the music. Don’t be shy, no one cares how well you dance.

Volunteer in Africa
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Later, I went to work in Equatorial Guinea, Africa. The
biggest entertainment for local children is dancing. I also
joined a group of children and rehearsed with them every
Monday, Wednesday, and Friday from 6:00 pm until 8:00
pm. After prayers, we walked home together. Those
dancing times are always the happiest. We even went to
the US embassy in Equatorial Guinea to perform
together. As a volunteer sent by the Chinese government
to Africa, I learned about some Chinese aid projects in
Africa in advance. For example, since the 1950s, every
province in

China has supported a country in Africa. Guangdong
Province is responsible for the country of Equatorial
Guinea, which is also the only country in Africa that uses
Spanish as its official language. So I had the fate to come
to this country, mainly doing some work in Spanish
translation and medical services. People in these places
see us as things of art, as life, and live happily every day.
Of course, the domestic square dance is also very happy.
Happiness is an attitude towards life, but it is expressed
in a different way.

Volunteer in Africa, Photography © Huiling Liu
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YMT: Your previous work experience is mainly related to
language and translation. Why did you choose to embark
on the new track of “professional performance”? How do
you understand the different options for “non-
professional” and “professional” performers?

Isa: It is not accidental to embark on the road of
“professional performance”, but a qualitative change after
a bit of foreshadowing and accumulation. I always do
every major life turning point with no regrets. Nine years
ago, I had an important relative who died of cancer when
he was 28 years old, and he still had many unfulfilled
wishes. It hit me hard at the time. I think I don’t want to
have regrets in my short life. I just do what I want to do,
and I like to perform.

Photocopy © Karsten Thormaehlen
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experience would be enough to support me in another
track, so I decided to apply for a postgraduate degree in
acting. “Non-professional” to me means academic
background, and it is also an amateur in the usual sense.
“Professional” for me first is the recognition of academic
qualifications, and second is a guarantee of employment.
My personal choice is to receive systematic performance
training to become a better performer.

YMT: What are the specific requirements for applicants
for the MFA program of the East 15 Acting School in
London? What qualities, potential, and experience do you
think played a decisive role in the school’s admission to
you? What advice do you have for students preparing to
apply for MA/MFA?

Isa: British schools do not pay special attention to the
professional direction of the undergraduate stage. Some
students study law, marketing, and different majors.
However, they all have the accumulation of performance
experience. When applying, you need to write your own
artistic resume. At this time, past performance experience
is a plus. Every actor must have their own unique
highlights.

I am among the many applicants, and my past
multicultural background may be a plus for me. What is
decisive is that the audition is the monologue of
preparation. During the interview, excellent English
pronunciation, hyphenation, breathing, emotional
expression, facial expression control, body language, etc.
are all conditions for admission. Although it only requires
a 1-minute presentation, it takes time behind the scenes to
ponder a lot of things, practice repeatedly, and form
muscle memory. It is also necessary to invite a
performance coach for one-on-one guidance half a year in
advance and choose a monologue that suits you for
practice. Students who want to apply for MFA in Europe
and the United States must take the time to read the
application conditions clearly. Even if they ask an
intermediary to help apply, they must know the terms that
they should know. For performance schools that start in
the fall, the application channels are generally open in
October and November of the previous year, so you can

try to be early rather than late.

YMT: How did you adapt to your professional training in
London for a year? Do you like the curriculum of East 15
Acting School? What is its biggest feature? How do you
understand your professional growth and breakthrough?
In the next year of study, what areas do you expect to
improve in yourself?

Isa: The performance training at East 15 Acting School is
very strict and intensive. We started training at 9 in the
morning and didn’t finish until 6 in the afternoon, and the
classes were full from Monday to Friday. For example, in
a 90-minute acting class, we usually have three acting
classes in a row. Before rehearsing the script, the teacher
will ask us to familiarize ourselves with our roles and
their backgrounds and characters in advance. We must
pay more attention in class. Some of my classmates are
undergraduates from the Central Academy of Drama of
China, and they also feel that the intensity is more
reinforced than the training in the Central Academy of
Drama. Adapting to the weather in the UK, eating
reasonably, getting enough rest, refueling and exercising
are great ways to deal with high-intensity training. The
words are not rough. In the UK, it is especially easy to be
depressed because of the weather. The dopamine secreted
by exercise can help to adjust the state of depression.

Compared with the courses of several other schools in
London, East 15’s courses are more comprehensive,
including stage performances and film performances,
which are very suitable for learners like me who have
switched from amateurs. The biggest feature of the
international postgraduate class is, of course, that you can
see the performances of actors from different countries.
The tutor will also allow and support each actor to
present himself to the greatest extent. Talking about my
own growth and breakthroughs professionally, I have
challenged many different types of roles during the year.
There are little girls in their 20s, old women in their 60s,
young children, boys over patterns, and so on. A
mentor’s rating from good to excellent is a visible
improvement. I have improved a lot more in the speed of
role building than in the past, and I am more proactive
and constantly thinking about how to shape roles. In the
next study, I look forward to doing more self-building in
self-confidence. Because, I always feel that the opponent
is very strong, so I put a lot of unnecessary pressure on
myself, which will greatly affect the final stage
presentation.
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YMT: What kind of work do you want to do after graduation?

Isa: In my motivation letter, I mentioned that I want to be a performance artist who is concerned
about social issues. I look forward to participating in a topical drama that responds to social issues
like “Parasite”, resonates with audiences, exposes social facts, and triggers change. A wild idea is
that I hope that I can cooperate with UNESCO to expose the shortcomings of the world’s education
and culture in the form of drama.
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YMT: Can you talk about your practice and experience at the Globe Theatre?

Isa: Rehearsing at the Globe Theatre was an unforgettable experience for me: For the first 3
weeks we read the script in school, and for the last 5 weeks we rehearsed at the Globe
Theatre. Although Shakespeare’s plays are more than 400 years old, they are always
innovating. Since there are more than 40 international students, we were divided into 3
groups of a dozen people. The script our group performed was “Winter’s Tale”. I think the
directors of the Globe Theatre are very creative. They use all the space of the Globe Theatre
as if they have opened the door to a new world. There are so many points that can be used in
the environment and space, and the vivid image of Shakespeare’s play can be performed,
which makes the audience feel not bored.

© Huiling Liu

I played three roles at the time, and the center of the stage was reserved for the actors in this
scene. The actors waiting for the stage were scattered in the dark corners of the stage, so they
would not feel confused when changing scenes. For me, this form of performance in which
all actors are on the stage at the same time is a very new theatrical experience. The boundary
can be done on the stage, and the scene change can also be done on the stage. What a
fantastic idea.
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YMT: Do you have any plans for your future career?

Isa: I think that being too old to be an actor is a limitation
of domestic concepts. People of different ages and
genders in foreign countries can engage in drama-related
occupations, which are more influenced by different
concepts in domestic and foreign. If it were me, since I
chose the road of theatrical performance, I would go on
unswervingly. For future career planning, I may be an
acting teacher, an actor all the time, or a staff member
behind the scenes. I will also make Plan A and Plan B for
my career road. There should not be too many limitations
in the acting industry. ll
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Playhouse Creatures

Cast: Doll Common
Age: 60-70 years old

© Huiling Liu
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THE Volkstheater Berlin was founded in 1890 at Rosa
Luxembourgplatz in Berlin’s Mitte district. The theater
has a strong cast and features experimental and avant-
garde art. The traditional roman style of the building
represents the extremely important place of theater in
German hearts. The red iron steering wheel on the lawn
represents the steel spirit of

Volkshbhiihne Berlin

by Yanan Xu

the theater. The slogan originally engraved on the building
was “Die Kunst dem Volke” (“Art for the People”). The
phrase “The Future” now directly above the building
underscores the theater’s mission, grounded in real-world
issues with a vision for the future.

Till Wiedeck and Manuel Biirger
reimagined the visual identity of
Volksbiihne Berlin, 2017-2019.
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Photography © David Baltzer
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Volksbiihne am Rosa-Luxemburg-Platz PROGRAMME SERVICE
DEUTSCH SEARCH Calendar Repertoire Series P14 Cinema Pavillon Archive

Stage Roter Salon Griner Salon

SEPTEMBER 2022

19:30 * Ophelia’s Got Talent ¢ Holzinger

FIRST PERFORMANCE BRIl IT1g

21:00 « Caterina Barbieri presents Spirit Exit 20:00 « Ist es das Ende oder ist es der Anfang 21:00 « Grenzenlose Gewalt * Lesung und Gespréach FRI
+ Konzert » Maria Galindo mit Sea Watch 16
>Tickets >Tickets SEP

15:00 + STERNSCHUPPEN ° "CEREAL/Soy Claudia
..." von Anna Spanlang / "AKT 1" von Hannah...

19:00 + ROSA-LUXEMBURG-PLATZ * Der perfekte

KULTURSOMMERFESTIVAL

19:00 « 3RD FLOOR ¢ P14 - Cleo oder eine kurze, 20:30 « ROMSKI TRUCK ¢ Mal Elévé ¢ Konzert
FR beschwerliche Reise ohne Happy End...

Tag * Pollesch/Hinrichs

Image © Volksbiihne berlin
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— Geschichte der
Deutschen Literatur |

von Julien Gosselin, Volkshithne, Berlin

30.09.2022

CIHEM K

]H

= .11

With: Hendrik Arnst, Benny Claessens,
Victoria Quesnel, Marie Rosa ]l
Director: Julien (

Stage Design: Lisettd
Costume Design: Caro
Lighting Design: Nic
Music: Guillaume Bachelé,

Sound: Jonathan Bruns, Julien Fe
Video Design: Jérémie Bernaer

Video Editing: Vere

Camera: Richard Klem
Dramaturgy: Eddy D aranjo,

Photograhs © Tho|



Photography © Yu tptw

TAIPEI PERFORMING
ARTS CENTER

by Yumin Ao
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THE 14-year-awaited Taipei Performing Arts Center
officially opened to the public on 7 August 2022. The
Dutch firm Office for Metropolitan Architecture (OMA)
took over the case of architectural design in 2008.
Architect Rem Koolhaas with managing partner,
architect David Gianotten devised a cube and a ball to
create a remarkable public venue. The building
comprises three components, the 1,500-seat asymmetric
Grand Theater, the 800-seat Globe Playhouse, and the
840-seat Blue Box. Three separate theaters plug into a
central hub from different directions and configure a
shared backstage area to serve them all. The Grand
Theater and the Blue Box can also be combined into a
single performance space, which earns it the nickname
“Super Theater.”
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https://www.cnn.com/style/article/lgbtq-artists-taiwan/index.html

© Shephotoerd Co. Photography

This building induces theater practitioners and goers to
radically rethink the way theaters operate, encourages
interactions between them, and opens new creative
possibilities for performing artists. The site is not
exclusive to the privileged. Instead, it is a place visible,
accessible, and experimental for anyone. The hub is lifted
off the ground for a public loop, winding up from the free
space beneath the auditoriums and inviting pedestrians in
the street onto the building, magnificently offering
glimpses of performances and backstage areas through
windows. Life and stage infuse each other at one
moment, inspiration coming from where reality and
fantasy collide.

The arts center is commissioned by the Taipei City
Government and will operate primarily on the public
fund. The institute is expected to raise its annual budget
through ticket sales, donations, and other revenue from
8% in the first year to 50% within the next two decades.
The generous cultural budgets and investment in arts
have allowed Taiwan to successfully host many
internationally renowned events and validate its ambition
to become a cultural hub. H
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Every room is a stage,

every public space is a theater, and

every facade is a backdrop.

Each has places for entry and exit, scenery, props, and a
design that sets potential relationship between people.

In this sense, architecture and theater are sister arts, creating
worlds where interact n studies spacial relationships.

Theater of Public Space: Architectural Experimentation in
the Théatre de l'espace (Theater of Space), Paris 1937
Gray Read

Journal of Architectural Education (1984-)
Vol. 58, No. 4 (May, 2005), pp. 53-62 (10 pages)
Published By: Taylorﬁuﬁ‘ranms Ltd.
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Une Carmen en Turakie
Photography © Michel Laubu & Emili Hufnage

All photographs and text are the property
of YingMingTheater (except as indicated
otherwise). Reproduction without
permission is prohibited.
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