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Some of us leave pieces of ourselves

In all the places that we've been.

Some of us are still counting

How many battles we have to face

Some of us are just at the beginning

Hoping to call somewhere,

Home again

- Zodwa Nyoni
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Abstract

Applied Theatre, focusing on social and psychological aspects, 1s significant in integrating refugees
and other minorities into society. Starting with a theoretical reflection on the therapeutic and
socially inclusive dimensions of theatre, the study analyses two emblematic case studies in Berlin:
Alrahallah Theatre and Cabuwazi Circus, two organisations that use theatre and circus arts as
mstruments of social transformation. The research methodology combines qualitative
approaches, including interviews with key members of these organisations, analysis of materials
provided by them, and an extensive review of the scientific and academic literature on applied
theatre, circus therapy, and theatrical practices with refugees. The study examines the
methodologies adopted n these contexts, the economic and structural challenges faced by the
assoclations, and the critical 1ssues surrounding the representation of migrants in theatrical
discourse. Despite the obstacles identified, the findings underscore the capacity of applied theatre
to challenge and reshape social and cultural dynamics, demonstrating its effectiveness as a tool

for critical reflection, community engagement, and social intervention in contemporary society.



Introduction

This thesis originates from an internship experience in Berlin. Driven by personal interest, 1
attended numerous theatrical performances and engaged with various organisations devoted to
social theatre and drama therapy. These fields are significantly relevant to contemporary
discussions on social inclusion and mental health. Among the different associations encountered,
focus 1s placed on two specific case studies: Alrahallah Theatre Berlin and Cabuwazi Circus. Both
organisations are engaged in projects aimed at supporting migrants, fostering their integration into

the host country, and promoting their psychological well-being.

Alrahallah Theatre has been operational since 2020 in Neukolln, a working-class district in
Berlin, predominantly populated by migrants. The founder, Maher Draidi, 1s a theatre researcher
with a background in applied theatre since the early 2000s. His career encompasses several
countries, including Palestine, his country of origin, Italy, which he resided in for eight years, and
Germany, where he established Alrahallah Theatre alongside fellow researchers and
professionals n the theatrical domain. Alrahallah’s theatrical iitiatives are social, political, and
therapeutic in nature, employing methodologies mspired by pedagogical theatre practices, such
as those proposed by Boal’s Theatre of the Oppressed and the techniques of the Italian

Commedia dell’arte.

The second organisation, Cabuwazi, has been active in Berlin for over 30 years, primarily serving
children and young adults. Cabuwazi operates across six locations within the city, each staffed
with dedicated personnel totalling 100 employees and volunteers. This organization specializes
i social circus, employing movement and play as therapeutic modalities for its participants,
primarily targeting children from mimmigrant backgrounds. For this reason, their activities are
frequently situated near refugee camps or in areas primarily inhabited by migrants. Both
organizations utilize tools and methodologies from applied theatre and drama therapy to support,

provoke reflection, and inspire their participants and those who attend their performances.

The first chapter delineates and defines applied theatre and drama therapy. It will offer a
thorough introduction, lay out the theoretical framework for the subject, and explore their
evolution and roles. The second chapter conducts an in-depth analysis of Alrahallah Theatre’s

past and ongoing projects, focusing on the methods employed, the relationship with the local



community, the political roles of its projects, as well as the organisation’s economic and structural
framework. The third chapter applies the same analytical approach to the case of Cabuwazi. The
final discussion will highlight key findings regarding the structural difhiculties faced by
organisations working in theatre with refugees, comparing them to other similar case studies and

addressing the issue of representation of migrants in theatre.

The primary objective is to illustrate how theatre, as an artistic medium, can facilitate both the
social integration and emotional healing of individuals. Through literature analysis and case
studies, 1t explores social theatre as a form of activism, a catalyst for consciousness-raising, and a
support system for participants. Empirical and interdisciplinary studies highlight theatre’s
therapeutic and transformative role in enhancing psychological well-being, encouraging emotional
expression, and facilitating dialogue among diverse communities.

It 1s also of key importance to highlight the economic challenges and the problems with
mstitutional recognition that these artistic and social organisations frequently encounter.

Despite the significance of applied theatre as a tool for inclusion and social change, many
mitiatives struggle with financial sustainability and securing adequate institutional support. This
necessitates an mn-depth study of ways that such projects can receive greater recognition and

funding to expand their activity and impact.

In summary, this work aspires to explore the value of applied theatre while simultaneously
addressing the systemic difficulties faced by organizations in this field. Ultimately, it aims to
contribute to a greater awareness of theatre’s potential as a social and therapeutic practice,
advocating for its recognition and support within contemporary society.

The research i1s based on a comprehensive literature review on applied theatre and performance,
focusing on theatre companies working with refugees. The study is further enriched by fieldwork
conducted during the internship in Berlin, where site visits, interviews with founding members
and volunteers, and direct engagement with the organisations provided valuable nsights into the
tangible 1mpact of social theatre mitiatives. These findings, combined with theoretical analysis,

form the foundation of this thesis.



Chapter 1: Apphied Theatre: Theatre as a social and therapeutic nstrument

1.1 Historical overview

Theatre 1s a form of art and culture representing the communication process between a creator
and a receiver in the space and time of the public sphere. Theatrical performance has been a
space for expression, exchange, and debate for centuries. The theatrical process involves
expressing, creating, and receiving forms in which people demonstrate, analyse and question the
society they live in.'

Although 1t has always existed, only recently, a form of theatre based on social action has been
increasingly identified and recognized, and its name 1s Applied Theatre. In fact, for the last two
decades of the last century, the term applied theatre, mainly in the Anglo-Saxon context, has been
used to describe theatre that touches on scenarios different from ordinary theatre. Higher
education mstitutions worldwide, particularly in Australia, England, and the US, have created
applied theatre degree programs and research centres devoted to examining the following
question: How can theatre be used i non-theatrical contexts to strengthen communities?

The term applied theatre has become particularly useful as it includes a broad spectrum of work
where theatre 1s created both within and beyond educational settings, mainly in non-theatrical
environments, to raise awareness, propose alternatives, heal psychological wounds, challenge
contemporary discourses, and articulate the views of the silent and marginalized.” This theatre 1s
created to communicate messages with a well-elaborated aesthetic format. In other words, it 1s

not pure theatre but applied theatre, meaning it has a specific function to perform.

Looking back, we encountered, since the first theatrical performances, the willingness to transmuit
to the audience a message regarding socio-political 1ssues and the intention of inspiring the public
to examine and change society. It 1s not new to employ dramatic forms to accomplish such goals.

For mstance, through joyful theatrical rituals from their ancient culture, the Yoruba® have used

' Vieites, M. F. (2016). Trabajo Social y teatro: considerando las intersecciones. Cuadernos de Trabajo

Social, 291).

* Taylor, P. (2003). The Applied Theatre

" The Yoruba ethnic group mainly resides in the southwestern regions of Nigeria and in certain parts of Togo and
Benin. With a population of over 40 million people, they are among the largest ethnic groups in Africa. The
Yoruba people have a unique culture and a rich history that encompasses their language, religion, music, art, and

customs.
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theatre to reassert a feeling of togetherness and community. Many researchers believe that the
plays from Ancient Greece aimed to purify through Katharsis', and since their birth, plays have
been used to teach about Christianity’. Social theatre, considered a sub-category of applied
theatre, includes various methodologies and names, such as political theatre, theatre of resistance,
or community theatre, all of which share the common goal of effecting societal transformation
and raising awareness about social and political issues. Applied theatre can be viewed as an
umbrella term that encompasses a wide variety of experiences.

The term 7heatron’ also refers to a community of people. Theatre inherently creates a communal
experience, as individuals come together in a shared time and space. This form of gathering
creates a unique relationship between performer and audience, an unspoken pact that binds them
mnto a temporary community. Although theatre occurs in a physical space, it generates an alternate
temporal and spatial reality. Two essential elements of this experience are vision and
participation, which shape the theatrical event's mmmersive and communal nature. People
attending these events understand that they are not there to watch a conventional performance;

mstead, they know they are witnessing the outcome of a process.

According to Helen Nicholson, applied theatre became widely recognised m the 1990s when
academics and practitioners increasingly started using theatrical techniques outside conventional

mstitutions. Although its origins are partially vague, the term was never coined by

" Ancient Greek philosophy refers to the term "katharsis" as a process of purification or cleansing of the soul. This
was achieved by evoking powerful emotions such as fear, pity, or awe in response to tragic events or narratives. It
was believed that this emotional release could assist individuals in attaining a sense of clarity and purification. It was
believed that tragic plays, particularly those performed on stage, provided an opportunity for the audience to
experience emotional catharsis. By bearing witness to the suffering and downfall of the tragic hero on stage, the
audience was able to engage emotionally with the narrative and achieve a catharsis, a release of their own emotional
tensions. In essence, the concept of katharsis represented a means through which the ancient Greeks were able to
recognize the therapeutic value of art and storytelling, particularly in the context of tragic drama. The concept of
katharsis emphasized the emotional power of art as a means of facilitating the purification of the soul. Tragic plays,
particularly in theatre, were seen as a means for the audience to experience katharsis. By witnessing the suffering
and downfall of the tragic hero on stage, the audience could engage emotionally with the story and achieve a
release of their emotional tensions. In essence, the concept of katharsis represented a means through which the
ancient Greeks were able to recognize the therapeutic value of art and storytelling, particularly in the context of
tragic drama. The concept of katharsis emphasized the emotional power of art as a means of facilitating the
purification of the soul.

* Ackroyd, J. (2000). Applied theatre: problems and possibilities. Applied theatre researcher, N° 1,

* 9¢atpov in Greek: place for speeches, for public gatherings, derived from the verb 9sdopat ‘I watch, I am
spectator’.



any individual to define activities or ideas; it developed organically and rapidly grew to fill a gap

in terminology’.

Brecht was one of the first to believe that theatre had a social and political responsibility and
criticised classical Aristotelian theatre for its mimetic representation of the world, which seemed
not to challenge existing power structures. Brechtian theatre pedagogy encouraged a complex
form of viewing in which spectators critically examined events on stage. Brechtian pedagogy
emphasises narrative, subjectivity and play as central elements of intercultural education®. Inspired
by Brecht's epic theatre tradition, Augusto Boal's Theatre of the Oppressed aimed to achieve
social transformation by actively involving the audience as ‘spectator-actors’ and challenging their
traditional role as passive spectators. Theatre of the Oppressed broke down the boundaries
between actors and spectators, creating a stage space where participants could actively participate
in the play’.

Augusto Boal's Theatre of the Oppressed undoubtedly marked the mitial relationship between
theatre and social intervention. His writings, translated into 35 languages, provide theoretical and
practical insights into the Theatre of the Oppressed method, which originated in Latin America
and has since gained global recognition. Boal developed the Theatre of the Oppressed to use
theatre as a tool for consciousness-raising and social change; it aims to create a participatory,
democratic, and committed social transformation. As Boal stresses, theatre can be a strong
medium for liberating people's creativity and imagination and then applying these skills to address
real-life problems. The Theater of the Oppressed activism includes the audience in the
performance process to explore social and political issues. Boal created several theatrical
techniques, such as Forum Theatre and Invisible Theatre, which allowed audiences to become
actors. He argued that human interaction, whether between men and women, races, families,
groups, or nations, uses the same expressive tools actors use on stage: voice, body language,
movement, and gesture. These forms of expression are integral to theatre and everyday
communication, conveying ideas, emotions, and political or social viewpoints. Boal saw theatre

as a bridge between fiction and reality, combining personality with character, theatre with

"Nicholson, H. (2001) Applied Drama/ Theatre/ Performance. In S. Schonmann (Ed.), Key Concepts in Theatre/
Drama Education, Sense Publishers, pp. 241-247.

* Frimberger, K. (2016). A Brechtian theatre pedagogy for intercultural education research. Language and
Intercultural Communication, 16(2), 130-147.

* Erel, U., Reynolds, T., & Kaptani, E. (2017). Participatory theatre for transformative social research. Qualitative
Research, 173), 302-312.



psychology, and art with social activism. Anyone can do theatre; the audience can become the
protagonist of the dramatic action, and through theatre, individual, social, and political reality can
be transformed”. When the intricate theatrical phenomenon 1s presented to the public,
representing society, it completes its creative process. Moreover, theatre mirrors the context in
which it has been created, typically making visible the social and political landscape from which
it emerges. For this reason, theatre 1s closely associated with political phenomena, either by
addressing political topics directly or by reflecting the sociopolitical structure of the nation in

which it exists.

Other historical examples of applied, social, and therapeutic theatre iclude the methods

proposed by Artaud, Grotowski, and J.L.. Moreno.

Jacob Levi Moreno, in 1920, created the “Theatre of Spontaneity” and “Psychodrama”, which
he defined as a "science that explores truth through dramatic methods”, and may have been the
earliest, albeit unintentionally, to begin ncorporating specific applied theatre terminology.
Moreno showed no interest in creating plays for artistic purposes but instead focused on the
natural creativity and spontaneous dramas that arise in ordinary life and the people's imagimations
realised that he wanted to create a theatre where there 1s no clear separation between actors and
audience, but the opposite: he wanted to create scenes where the focus could quickly move from
the stage to the audience. One of Moreno's most significant insights concerns the stage; the
particularity of this space lies in its shape: it is circular, so 1t allows spectators to position
themselves all around it; it 1s a place where everyone 1s called upon to test themselves and allow
themselves to be provoked. In Moreno's Theatre of Spontaneity, the audience 1s not detached
from the actors but 1s part of the cast. He understood the therapeutic, cultural, and social
significance of theatre by practising it with children, refugees, and prostitutes he encountered n
their iving environments. His work saw drama as a means of achieving emotional catharsis and
self-awareness, and drama therapy is now recognized as an established form of therapy. In this
case, drama therapy usually refers to therapeutic projects that use drama and role-play within
clinical or counselling contexts. Like applied theatre, it has emerged in various contexts, from
mental health treatment to trauma recovery, intending to facilitate the processing and

transformation of experience. While both fields share an interest in the transformative potential

“ Boal, A. (2019). Theatre of the Oppressed. Pluto Press.



of theatre, their trajectories in terms of purpose point in different directions. Whereas applied
theatre tends to be community-based and socially motivated, drama therapy 1s concerned with
the individual's healing process from a clinical perspective. These differences shape both the

methods used within each field and the expected outcomes.

In 1932, Artaud introduced the “Theatre of Cruelty”, transforming theatrical practice grounded
i “reality” and “concreteness,” operating at the line between what 1s possible and impossible. A
key element of this method was the use of primal forces that shape human life, especially the
mternal struggle between the individual and their double. This was expressed through the “double
awareness’ technique, which meant creating an illusion while simultaneously triggering genuine
emotional and sensory reactions. For the first time, the body played a pivotal role in performance,
becoming the main medium of communication. Artaud argued that those who experience
existential discomfort express it primarily through their bodies, as seen in cases of disability,
addiction, or mental health 1ssues. This perspective resulted i a profound deconstruction of
conventional theatrical structures, where time and space shifted and lost their traditional qualities.
For Artaud, the theatre 1s a practice that “wakes us up. Nerves and heart,” and through which we
experience “immediate violent action” that “inspires us with the fiery magnetism of its images and
acts upon us like spiritual therapeutics whose touch can never be forgotten™" (Gorelick 2011, p.

265).

Jerzy Grotowski, in 1959, developed the notion of “Poor Theatre”, which rejected material excess
m favour of a more spiritual and existential exchange between actor and audience”. For
Grotowski, theatre was a form of offering, with the actors baring their souls and personal
experiences to the audience, engaging in self-sacrifice. The stage became a site of intimate
encounters, self-formation, and resistance, where the actor confronted their inner drama in
solitude”. Grotowski added to this concept of “Poor Theatre” the concept of the “priesthood”
or sanctity of the actor. When the actor entered the sacredness of the stage space, something very

similar happened to the catholic mass. In this space, in the sacred relationship between actor and

" Gorelick, N. (2011). Life in Excess: Insurrection and Expenditure in Antonin Artaud's Theatre of
Cruelty. Discourse. 33 (2): 263. doi:10.1353/dis.2011.a474427

* Grotowski, J. (1970). Per un teatro povero (Vol. 6). Bulzoni.

" Cappa, F. (2016), Formazione come teatro, Raffaello Cortina Editore, Milano, pp. 45-71.



https://en.wikipedia.org/wiki/Doi_(identifier)
https://doi.org/10.1353%2Fdis.2011.a474427

audience, the theatre challenged the audience to think and be transformed. In this sense,

Grotowski was one of the key figures in developing political theatre in the 20th century.

As he writes:

“The acceptance of the poverty of theatre, stripped of all that 1s not essential to it,
revealed to us not only the backbone of the medium but also the deep riches which

lie in the very nature of the art form.” (Grotowski, 2013)"

In the context of the 1960s, particularly following the cultural upheavals of 1968, new movements
such as avant-garde theatre, research theatre, and experimental theatre required a radical renewal
of theatrical representation. These movements rejected traditional modes of performance,
mcluding both style and production. They distanced themselves from the theatre of imagimation
and utopia, which they saw as reflective of the dominant ideologies of Western capitalism. The
youth protest movement also operated in this sphere, promoting social engagement, community,
and collectivity, giving rise to the "theatre of the future', where directors were replaced or

supported by psychiatrists, teachers, and students who became theatre practitioners.

Fach of these individuals believed in the significance of engaging the audience uniquely, which
differed from the traditional theatre methods that preceded them. These examples lead us to
believe that the applied theatre movement 1s not new and has roots in a long history".

Social theatre, in its truest sense, thus originated from a renewed idea of theatre, where it moved
beyond tradition into a new paradigm in which the theatrical act becomes action, participation,
empowerment, and therapy. Its objectives include the construction of personal identity, the
management of everyday behaviour, emotional control and expression, and the ability to establish
and maintain relationships with others. Theatre 1s generally an effecive medium for raising
awareness of important social and political 1ssues and encouraging individuals to take action.

Typically, applied drama or theatre does not aim to provide a definitive solution to political or

" Grotowski, J., Wiewiorowski, T. K., & Morris, K. (1967). Towards the Poor Theatre. Tulane Drama Review,
11(3), 60-65.

" Nicholson, H. (2011). Applied drama/theatre/performance. In S. Schonmann (Ed.), Key concepts in
theatre/drama education (pp. 241-247). Sense Publishers.
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social problems. Instead, its primary objective 1s to utilize its role in the public sphere to empower

the voices of marginalized groups and establish a platform for the discussion of social 1ssues.

1.2 Methodologies and practices

Applied theatre often draws on critical pedagogy, social constructivism and participatory
frameworks, echoing theorists such as Paulo Freire, who advocated education that empowers and

liberates marginalized groups"”.

“l...]The oppressed are considered pathological cases of a healthy society, which must
therefore adapt these "ncompetent and lazy" to its own molds, changing their
mentality. These marginalized people need to be "itegrated" into the healthy society
they have ‘denied’. The truth 1s, however, that the oppressed are not marginalized
people living “outside" society. They were always inside the very structure of society,

»17

which turned them into ‘beings for others’ [...]

These theoretical frameworks emphasize that theatre can both reflect and shape social realities,
fostering collective agency. It 1s crucial to note that in applied theatre, the production process 1s
Just as significant as the final performance for the public. This 1s why we often find workshops
and mitiatives involving applied theatre; the realization of the performance itself 1s applied theatre.
Applied theatre covers many areas, including theatre in education, theatre for development,
theatre n prisons, and community theatre. Fach genre has theories, arguments, and highly
specialized approaches that are often considerably different. A comprehensive and adaptable
methodology 1s developed based on the diverse sociological, psychological, and cultural contexts
of the individuals involved in applied theatre projects. Typically, the participants' needs, whether
openly expressed or subtly implied during sessions and rehearsals, drive the development of
specific methodologies to address pressing issues. Applied theatre mterventions thus serve as
practical responses to real social concerns articulated and experienced by the participants. The
evolution of specialized techniques results from ongoing evaluation and feedback provided

during theatre sessions and workshops.

" Shor, 1. (2002). Education is politics: Paulo Freire's critical pedagogy. Paulo Freire (pp. 24-35). Routledge.
" Freire, P. (1977). Pedagogy of the Oppressed. Kedros.
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A crucial tool in applied theatre 1s the discussion group, as it facilitates the exchange of ideas
where discourses are developed and created through appropriate organisation. The group gains
everyday awareness because of the conversation and conclusions from exchanging individual
experiences and viewpoints.

In the educational context, theatre offers various techniques that can be tailored to the objectives
of each project. In this sense, one of the many possible ones 1s Image Theatre. As used by Boal,
Image Theatre serves as a creative process and works as a game n which bodies express themes
and narratives that emerge from interviews or discussion groups. Here, the body becomes the
medium for creating images, forming a non-verbal type of theatre in which actors use physical
expressions, without speech, to create scenes or images. These movements convey ideas and tell
stories symbolically or abstractly, allowing different audiences to interpret still or dynamic pictures
differently”. This has been used more in drama therapy as it provides a non-verbal outlet for
exploring and expressing emotions, but it can also be used as a theatre training and workshop

SOUrce eXercise.

Forum Theatre, another of the techniques theorized by Boal, 1s a participatory form that analyses
the dynamics of oppression by actively engaging an audience. This format provides space for
dialogue and reflection through acting. Usually, a short play acts out a relevant problematic
situation; afterwards, the audience is invited for discussion and sharing. Itis a process that secures
an atmosphere and climate of safety and respect for each participant in sharing their thoughts,
reflecting on experiences, and exploring possibilities for mutual solutions. Actors can intervene
and change the situation so that, for instance, the audience can see other endings and solutions
being acted out. The interactive approach reinforces discussion, empathy, and community
mvolvement. Often used within the context of popular education and social activism, Forum
Theatre mspires awareness about burning 1ssues and may motivate social change. It 1s crucial to
remember that applied drama nvolves thorough research when discussing techniques. Its
methods of operation include looking at specific problems in specific circumstances, always
keeping in mind that intervention projects created for one situation cannot be applied to another
in a different setting. Every Applied Drama project 1s unique and composed distinctly. From the
conception to the actual performance, various techniques can be used both on stage and during

the process. As mentioned earlier, the important thing 1s that it must have a core social or political

" Boal, A. (2019). Theatre of the Oppressed. Pluto Press.



message and a goal, generally related to social justice and equality. However, it should be
remembered that applied theatre 1s first and foremost theatre. It is a form of knowledge of reality;
therefore, its products, even if they have a purpose besides the purely artistic, should be
aesthetically well elaborated. In conclusion, there has never been, and there will never be, a single,
specific methodology for what we now call applied theatre. All theatre that promotes change,

awareness, and itegration, with all its facets and methods, can be called applied theatre.

Many academics consider applied theatre a unique genre focusing mainly on its audience. A key
component of any applied theatre production 1s the nature of the team that creates and performs
it; all these theatre companies have two fundamental characteristics in common: they agree on
free artistic expression and on the ability of theatre to address themes that go beyond the
boundaries of our society. As a result, one organization utilizes theatre to promote positive social
processes 1n a particular neighborhood, while another uses it to help corporate staff understand
human rights 1ssues.

Authors like Nicholson (2005) and Prendergast and Saxton (2009) identify a broad array of
purposes for applied theatre, often categorizing them into nine distinct forms: Theatre
Education, Popular Theatre, Theatre of the Oppressed, Theatre in health education, Theatre
for development, Prison Theatre, Museum Theatre, Reminiscence Theatre, and Community-
Based Theatre”. Applied theatre creates various interactive relationships, 1s highly inclusive, and
can be tailored to various circumstances. Its focus 1s frequently on people or groups going through
a personal or social shortcoming, including being excluded, marginalized, or unhappy with their
situation. "The very nature of applied theatre forms a participatory, educative, and democratically
political means that they are mexorably linked with 1deas of citizenship,” as said by Woodland
and Lachowitz in Refugee Performance (2012, p.266), highlighting how applied theatre speaks to
people's 1deas and 1deals. Therefore, it 1s about individuals and entities attempting to transition
from an initial (worse) circumstance to a new (to some extent favourable) one”.

Drama therapy in particular incorporates theories from psychology, which focus on the
therapeutic role of creative expression and play. Expressive arts theory posits that non-verbal and

symbolic modes of expression, such as drama, are particularly effective in addressing emotional

* Prendergast, M., Saxton, J., & Kandil, Y. (Eds.). (2024). Applied theatre: International case studies and
challenges for practice. Intellect Books.

* Woodland, S., & Lachowitz, R. (2012). Drama and citizenship education: Tensions of creativity, content, and
cash. In M. Balfour (Ed.), Refugee performance: Practical encounters (pp. 266).

* Gjaerum, R. G. (2018). Applied theatre research: Discourses in the field. European Scientific Journal.
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and psychological 1ssues. Though applied differently, both fields share foundational concepts,
such as narrative therapy and role play. Narrative therapy, for instance, uses storytelling to reframe
experiences, a technique that appears i both community-focused applied theatre and individual-
focused drama therapy. These approaches emphasize collaboration and involvement to build a
sense of agency and discourse among participants. In certain instances, applied theatre and drama
therapy fields converge, as evidenced by therapeutic theatre projects conducted in mental health
settings that focus on fostering social connection and personal healing. These hybrid approaches

llustrate the versatility of drama as a tool for individual and collective transformation.

1.3 Reception of the audience and benefits of therapeutical theatre

Since 1its origins, theatre has been an art in which empathy 1s a fundamental element, evident in
both production, where actors identify with their characters, and reception, which encompasses
the emotional response evoked in the audience by the performance®.

The primary goal of applied theatre performances is to convey a message to the audience;
occasionally, this involves audience participation. Two categories of audiences can be
distinguished: accidental and integral audiences. People who attend a theatrical performance out
of necessity, a sense of personal moral obligation, or because the event holds a particular meaning
are considered integral audiences. Schechner (2003) claims that in applied theatre, an integral
audience 1s "necessary to accomplish the show's work," while an accidental audience comes "to

"3

see the show.

2991,

Erika Fischer-Lichte talks about an “autopoietic feedback loop™': whatever the actors do
mfluences the audience and vice versa. Understood in this way, a feedback loop 1s a live feed, a
communication, and a communion between performers and the audience. This implies that there
should be engaged, participating spectators, as well as physical, simultaneous “(a)live actors™.

The 1dea of reception in applied theatre often brings forth a specific notion of an audience that
engages 1n innovative and interactive forms of theatre that focus on themes of their social realities.

Applied theatre refers to community, educational, and therapeutic settings using theatre to incite

* Ercolino, S., & Massimo, F. (2022). Empatia negativa. Il punto di vista del male (pp. 115-117). Bompiani.

23 Schechner, R. (2003). Performance theory (2nd ed.). Routledge.

* Fischer-Lichte, E., & Gusman, T. (2014). Estetica del performatvo: una teoria del teatro e dell arte. Carocci.

¥ Manuel, P. (2014). Absent Audiences: Circuit-bending the feedback loop. Performance Research, 19(5), 69-76.
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reflection, discussion, and transformation if one is fortunate. According to studies, unique
measurements like the "clap-ometer," employed in theatre projects like the Pacific Island plays of
Wan Smolbag Theatre, can be utilised to assess audience reactions.” By using applause to
express levels of agreement or disagreement, audiences were able to respond to the play's
messages (such as environmental protection) in a culturally intuitive way. In contrast to typical
audience surveys, this approach emphasizes applied theatre's commitment to accessible audience
mvolvement, enabling more straightforward and genuine viewer responses. Academics have
reported that successful applied theatre usually encourages viewers to engage with various
perspectives on topics like environmental preservation, cultural identity, and equality by allowing
them to read the messages according to their terms. These performances leave the audience with
open-ended questions that motivate continued reflection and dialogue, creating an environment

or introspection and personal involvement outside the performance.
f tr t1 1 al | t outside th i

As Ranciere states, drama means action. Theatre 1s where an action 1s completed by bodies that
move 1n front of living bodies to be set in motion. The spectator should not be seen as a passive
subject who needs to be "freed" from the illusion of mere observation but rather as an integral
part of the theatrical event, immersed n a dynamic exchange and transformation. This tension
between participation and detachment 1s well illustrated in the two fundamental paradigms of
modern theatre: Brecht’s epic theatre and Artaud’s Theatre of Cruelty.

For the first, the spectator must take distance; for the second, he must lose all distance. For the
first, he must sharpen his gaze; for the second, he must abdicate the very position of observer.
According to the Brechtian paradigm, theatrical mediation makes the spectator aware of the social
conditions that produce it and willing to act to transform them. In contrast, Artaud’s logic removes
the spectator from their passive position. Instead of being placed in front of a spectacle, they are

surrounded by the performance, involved in an action that returns to them a collective energy.

“Emancipation begins when we challenge the opposition between viewing and acting;
when we understand that the self-evident facts that structure the relationships between

saying, seeing, and doing themselves belong to the structure of domination and

* Gaskell, I., & Taylor, R. (2004). Getting the message: Measuring audience response to theatre for development.
Applied Theatre Researcher, (), Article 2. Griffith University and IDEA.



subjection. It begins when we understand that viewing is also an action that confirms

27

or transforms this distribution of positions.”

So, for Ranciere, the liberation of the spectator lies in the ability to associate and dissociate. Being
a spectator 1s not a passive state that must be turned mnto an active one; it 1s our normal state. For
theatre artists, the audience can, at certain moments, be conceptualised as an adversary or
opponent, fostering both conflict and reflection. Ranciere states, "An emancipated community 1s
a community of narrators and translators" (2021, p. 22). This type of community shares and
Interprets stories, implying a common language, whether verbal or physical, real or fictional. As
reflected 1n a study by David Allen and Eero Laine, where they interviewed performance artists
on the concept of audience, such a community includes theatre artists and spectators who adopt
different roles as they interact. The pedagogical potential of the community emerges as
participants not only coordinate their perspectives but also interpret and adapt those of others.
The aim 1s not merely to create a community for its own sake but to establish conditions that
encourage inquiry and, consequently, the possibility of learning. The question arises within the
community context and its formation, representing a moment of pedagogical engagement for
both the theatre artist and the spectator. This question becomes an entry point into the kind of
mquiry Ranciere describes in his vision of theatre as an "emancipated community,” where the
performance provides an opportunity for spectators to engage mn processes of translation and
ralidation.

The theatre artists I have iterviewed present theatre-making as a rich and complex site for
understanding collaborative pedagogy. Pedagogy takes shape by expanding capacities for
attention and perception, making connections, and embracing different or opposing perspectives,
1deas, and concepts. The theatre artists’ insights into audiences and how they engage with them
provide conceptual and practical tools useful for other theatre practitioners, researchers, and
educators within and outside of theatre studies to adopt and explore collaborative pedagogies in

their disciplines™.

1.4 Drama therapy and Social Theatre

7 Ranciere, J. (2021). The emancipated spectator. Verso Books.

* Allen, D., & Laine, E. (2018). The integrated spectator: theatre audiences and pedagogy. Research in Drama
Education: The Journal of Applied Theatre and Performance, 25(4), 598-612.
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Dramatherapy has effectively dealt with various challenges, especially in complex or high-stress

contexts. The British Association of Drama therapists' defimition states:

“Drama therapy focuses on the intentional use of the healing aspects of drama and
theatre in the therapeutic process. It 1s a method of working and playing that uses
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action methods to facilitate creativity, imagination, learning, insight and growth””.

Dramatherapy uses theatre as a primary tool for social and educational rehabilitation. It provides
participants with creative expression to navigate complex emotional and psychological issues that
might be difficult to process through traditional talk therapy alone. Dramatherapy creates an
imaginative space where new possibilities can unfold, allowing individuals to disconnect from
standard norms and explore alternative perspectives. It helps people discover new views of
themselves and provides structured support during emotional challenges, encouraging the
development of inner resources vital for mental and emotional health”.

Group treatments form the backbone of drama therapy, enabling social interaction and helping
mdividuals dissociate from their disorder. Such measures can be attained through exercises that
target peer observation, group synchrony, and recognizing feelings can help achieve these
measures. Alongside its therapeutic objectives, drama therapy 1s an enjoyable recreational activity
for individuals with disabilities. The playtul aspect 1s vital in promoting positive feelings.
Consequently, drama therapy provides paths for personal growth and healing, delivering holistic
support for both mental and physical health.

In psychiatry, it has been observed how the medium of theatre promotes the communication of
emotions, the education of perception, the relationship with others, and the process of
identification through the acquisiion of a role within the theatrical performance. The playful
purpose of the dramaturgical dimension allows the subject to experience physical and mental
well-being, which positively affects the course of the pathology. Theatre becomes a device of
transformation that will enable participants with psychological, behavioral, or physical problems
to recompose their identities-fragmented, lost, or yet to be found. Time gets stretched to let each
participant start his or her creative process, being a journey of growing and getting to know oneself

with the help of others.

* hitps://www.badth.org.uk/ (consulted: 15/12/2024)

" Cassidy, S. (2013). An exploration of the processes that underlie change i dramatherapy: A grounded theory
analysis (Doctoral dissertation, University of Glasgow).
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One relevant study investigated the effects of dramatherapy group work with adults between the
ages of 18 and 65 years who have mental health problems. The research database included 12
studies mvolving 194 participants and employed qualitative or mixed-method approaches. Studies
range from case studies, interviews, focus groups, observations, and questionnaires, extending to
evaluations and measurement tools. The populations studied are diverse, including adults with
mtellectual disabilities, adult offenders, community service users, and nstitutionalised patients
from various backgrounds. Overall, the results have been positive, showing improved social
mteraction, increased self-awareness, empowerment and interpersonal relationships. These
findings suggest that drama therapy as a psychosocial intervention can benefit many participants.
Dramatherapy group work offers several benefits, including a preventative maintenance factor
and a place of support for those who attend the groups. Despite these promising results, the
research also revealed several limitations. Due to the weakness of the subjective evaluation
methods and the qualitative rather than quantitative nature of most of the studies, the synthesis
attempted to conceptualize them. It showed continuity and connections between the different
research areas, all showing positive results. All 12 studies emphasized the unique benefits of the
group setting, which provided emotional support and social benefits. Many participants described
the therapy as a powerful experience. Central to these findings was the role of playful interactions,
which fostered participant engagement. Four key themes emerged consistently across the
reviewed studies: Development of self-confidence, increased personal insight, enhanced

friendship-building and communication skills, and empowerment”.

The following tables show the data and results of these studies:

" Bourne, J., Andersen-Warren, M., & Hackett, S. (2018). A systematic review to investigate dramatherapy group
work with working age adults who have a mental health problem. 7The Arts in Psychotherapy.
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Table 1

Studies' designs & results.

Reference & Study Design & Population Disease Setting intervention Control  Measurement. Result Outcome summary

Country Hypothesis Characteristics

Dent-Brown Mixed Method., n =25 patients N = 12 barder line Community Dramatherapy group used  No Grounded Theory. Able to identify with self The aims of the study were
and Wang no=24 personality disorder  setting. to develop stories. through individual stories. met but authors note that
(2006) UK. clinicians diagnosis (BPD). Patients with BED were less more research is required in

likely to identify closely with this area relating to BPD.
stories than other patients and
clinicians.

Fologtind et al.  Qualitative 1 =5 men Learning disability Residential Dramatherapy group using  No Social competence Increased communication & Observations showed a
(2015} observations & case =4 women  and mental health setting, story-telling. Study ran for questionnaire & sacial skills, a decrease in pasitive change in social
Romania studies. diagnoses. four months. observations. i in

social skills, such as team
building & insight. Reduction
in low mood.

Gardner-Hynd Qualitative: case n =4 men Learning disability NHS in-patient. Dramatherapy group using No Questionnaires from staff Positive reflections. Aims were met and study
(2010) UK studies, staff and and mental health story-making. Number of and clients not specified. Confidence building and focused on leaming disability.

client evaluations. diagnoses. sessions unknown. improved social interaction. The method was said to be
Staff noticed clients engaged  useful for engagement and
better. relationship building.

[t r Mixed Methods n =12 clients,  Clients with Though ~ NHS Day Dramatherapy group. Focus  No Bannister & Frusella Grid ~ Post group there was an Group sessions indicated
(2011) UK. Gender no Disorder diagnoses &  services. was on sell-awareness & Test of Schizophrenia & improvement in control of change in self-awareness &

known, schizophrenia, insight into self & others. Thought disorder. private world and engagement  awareness of others.
Ten sessions with others. People were more
efficient in understanding what
‘was happening to them.

Hackett and Mixed Method. 1 =12 adults of Learning disability &  NHS Dramatherapy group, stary-  No Pre-& post group measures:  Early findings from first group  The experiences sub-scales
Bourne Measures & mixed gender.  mental health. community making. Mutual & peer CORE LD, BILD life show that aims were met with showed improvements in
(2014) UK.  interviews used to setting. support model. experiences questionnaires,  positive feedback from both related to leisure activities &

collect data, group members & suppart quality of life. Services users
safi. went on to develop their own
peer support group,

Holloway et al.  Qualitative n = 68 adults Recruitment NHS out- Dramatherapy group, No Regular feedback received Positive appraisal of group Difficult to gauge the impact
(2011) UK.  interviews with a 2 gender not. following a suicide patient. recreating positive from clients and patients working and changes in how of the group alone as the

year fallow up. discussed. attempt. Various relationships with others throughout the treatment. the clients felt. Reports of a intervention was alongside
mental health and self. Study ran for six positive impact an mental other treatments, Further
diagnoses. months. health. research is needed to test
claims that it had sound
benefits, Groups were seen as
having more benefits than
one-to-one.

Jaaniste (2008) Observations n =5 men Dual diagnoses of Not described.  Dramatherapy group-work  No Rosenberg Self-esteem The main finding was a 50%  Clients reported changes that

Australia. mental health & & ARTA, which is a Duich Scale, Clinician Rating of recovery rate from substance were positive with renewed
substance misuse, maodel of recovering from Alcohol Use & Drug Use ‘misuse, Iinsight into their current state.
substance misuse. Eleven Disorder Seale. Client Client evaluations were
sessions. reporied oulcomes. positive but outcome
measures unreliable.

Jacques (2011)  Qualitative n=45clients  Clients with various  NHS Day Dramatherapy group. A No Interviews and Stimulated engagement that Author suggests that

UK. interviews & n = 19 staff mental health services. production was created and and could
questionnaires used diagnoses. Staff were developed with evaluations people’s creativity. contribute to personal
1o collect data, volunteers, over a five-month period. Questionnaires showed both organisational and social
Thematic analysis. the staff and clients found the development. It reveals ways
(contimued on next page)
Table I- studies designs and results
=
Table 1 (continued) ]
Reference &  Study Design & Population Disease Setting intervention Control  Measurement Result Outcome summary s
Country Hypothesis Charncteristics E
pravision a positive of using dramatherapy in a
experience, community context.
Lahad (1999)  Descriptive case Seven growps  Post- tic stress gouperisis  No  Observations, reflections &  Group experience was seen as  Author concludes that the
Israel. studies. but specific disorder following on  setting. intervention using story- Yalom's Curative Factors  useful & supportive. A place to ience was supportive and
numbers or from continuous making, Sessions ran over (1975) as guidelines for release tension & observe gave the participants a chance
gender was not  rocket shelling. five weeks. positive outcomes, others who had similar to see a future. More research
discussed. experiences. Self-reflection of  is needed in the field of
own resilience, dramatherapy as a crisis
intervention.
McAllister Single case study, n =5 adults Schizophrenia & NHS Medium  Dramatherapy group, No No tools named. Qutcomes  Clients were able to disclose  Outcomes were based around
(2015) UK. male; offending behaviour  secure hospital. ~recreating positive were based on observations  personal information about theary and practice with
interactions using from staff and therapists. their offences and their violent ~positive reflections from the
improvisation. Time scale Evaluations in the form of  behaviour. clients. Three clients were
not discussed. reflections and comments discharged following
from the clients. intervention.
Orkibietal.  Mixed method with  n=5service  Variousmental health A centrefor  Dramatherapy groupwork  No  Rosenberg Self-esteem The base line scores of all three  Hypothesises all sustained in
(2014) case studies. users.n =7 disorders but not creative arts  for twenty weeks, Scale, the Perceived measures showed follow up: decreased self-
Istacl. students. close to crisis. therapies. Devaluation & tmprovements during and post  stigma, improved self-esteem
Gender not Discrimination Scale. The group. & public stigma reduced in
discussed. internalised Stigma of students. Authors state that
Mental Iliness Scale. improvements could have
been related to social
interaction.
Ramsden and  Qualitative staff focus n = 6 clients Clients with mental ~ NHS High Intense drama- therapy No Client reported outcomes, Outcomes from staff noted that  Outcome comments are seen
Guarnierl  group, interviews &  male. health & offending  secure hospital. ~ group sessions over four interviews and staff forus  Tole-play gave clients a chance  as positive from both the
(2010) UK.  vignettes. Case study n = 5 staff, behaviour. Staff were days. Focus was on group, Reflections in the  to feel empathy for their clients & the staff, Authors
design. gender not working on the unit. offenders’ inability to feel form of vignettes discuss the victims. Clients were positive  hope that this format can be
discussed, remorse. Focus group with findings. ahout their experiences, which ~replicated to enable further
staff to reflect on sessions. they note as ‘powerful’, research,
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Evaluating therapeutic outcomes in drama therapy presents a persistent methodological
challenge, as the subjective nature of psychological healing complicates precise measurement.
Concurrently, applied theatre and drama therapy methodologies are undergoing significant
evolution, particularly within non-Western contexts. This evolution has sparked scholarly debates
about the need for culturally adapted approaches that emphasise inclusivity and sensitivity to local
values.

The effects of applied theatre are typically assessed through qualitative methods, including
participant feedback and case studies. These evaluations consistently highlight positive outcomes,
such as enhanced social awareness, increased self-confidence, and greater empathy among
participants. While the current evidence often points to positive mental health effects, further
quantitative studies are urgently needed to substantiate this evidence and expand the evidence

base.

In British, North American, and Australian contexts, the terms applied theatre, drama, and
performance have specific meanings. However, in Mediterranean and Latin American theatre
studies, these are referred to as “social theatre.””. Social theatre 1s the branch of applied theatre
most often used mn projects with refugees. This 1s due to its collective dimension and political

connotation.

“Social theatre proposes itself as an invention and action of sociality and community,
which today are destroyed and threatened by individualism and the processes of
homogenisation of global culture, and as a training and search for the psychophysical

well-being of individuals through the creation of companies and groups that produce

* Gkerlektsi, T. & Dimaki-Zora, M. (2021). Applied Theatre in Greece: Skipping from
Crisis to Crisis. Journal of Literary Education, (5), 144-161



performative, expressive and relational practices capable of creating rites and myths,
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spaces, imes, bodies, independent and in competition with the system.

In the early 1990s, social theatre emerged as a medium to promote individual social construction,
enhance interpersonal relationships, foster inter-subjective understanding, and organise entire
communities along with their constituent social institutions. This 1s a special kind of theatre; social
theatre projects are not limited to taking place in “non-theatrical” spaces, but are highly
contextual, in other words, shaped by the specific environment in which they take place. This
type of theatre 1s interventional and interdisciphnary, linking group experiences with the cultural,
social, economic and historical backgrounds of the participants. In social theatre, artistic, aesthetic
or therapeutic goals are firmly subordinated to the overarching goal of empowering individuals,
groups and their respective communities. It 1s, therefore, used as a tool for social action in times
and places of crisis among people who are disadvantaged or marginalized. Social theatre
experiences can in fact deal with psychological distress and the handicapped as well as with social
marginality; with prisons and drug addiction as well as with children, adolescents and the elderly;
with cultural animation and interventions in traumatic war and post-war situations. The breadth
of this range of application excludes the 1dea of a method valid for all situations, highlighting, on
the contrary, a deliberately non-methodological propensity of social theatre aimed above all at
promoting the value and effectiveness of the language of theatre. Social theatre 1s therefore above
all a vision of theatre and its frontiers at the heart of contemporaneity. The goal 1s to include
current models into a creative systemic framework that encourages their redefinition and synergy,
rather than to create and suggest a new model. Theatre is by nature a community and collective
medium, but more importantly, it can create a forum for interaction and constructive encounters
that can have an impact on the surrounding environment. Encouraging the inclusion of diverse
narratives and promoting a shift in the way some 1ssues are understood helps to foster shared and
collective communication.”

One of the 1ssues raised by theatre scholars 1s the aesthetic factor of social theatre when moving
away from the theatrical language in favour of a social reading of performance, even though the
true power of social theatre lies precisely in the conscious renunciation of the prevalence of the

aesthetic factor, in the mterest of the community gesture. In this context, the work 1s evaluated

? Bernardi, C. (2004). X/ teatro sociale. Larte tra disagio e cura. (my translation) Carocci.

* Fiaschini, F. (2018). Di cosa parliamo quando parliamo di teatro sociale. Biblioteca teatrale: rivista trimestrale di
studl e ricerche sullo spettacolo: 105/100, 1/2, 2013, 153-171.



according to new criteria, which place it at the service of the community and its “common good”

to the point of transforming its social impact, its “gesture”, into a true experience of beauty.”

1.5 Formal organization, economic sustainability, and evaluation of applied theatre projects

Many applied and social theatre mitiatives are supported by governmental organizations or non-
profit societies dedicated to promoting communities' interests or raising public awareness of
significant social concerns”. Each applied theatre project 1s different in form and focus, as the
mmpetus may come from the interest of a community, the enthusiasm of a group, or the need of
an individual to address or raise awareness on an 1ssue. Some are volunteer-based mitiatives, while
others are made possible by public or private sponsorship that secures the logistical, technical,
and organizational resources needed to position the project within the surrounding physical,
virtual, or social environment. All projects require work with local communities and are
dependent on obtaining appropriate funding. Translating an applied theatre mitiative's social
objective into an integrated management structure 1s its main strategic challenge. Generally, 1t 1s
based upon three interlaced supports: the artistic  project, about  aesthetic
direction and artistic programming with relative activities; the community development or
territorial project, on the mmvolvement of local collectives, fostering educational growth; and the
production project, responsible for operational planning and coordination. These projects
thereby create a strategy that 1s suitable to the social mission of the organization but sensitive to
cultural tradition and societal expectations. For an applied theatre project to achieve its objectives,
the organization must employ a creative approach in every aspect. The artistic project serves as
the basis of the theatrical experience since it determines the topics, programming, and general
creative direction. It creates communication strategies that express the project's identity and goal
and links technical and artistic teams. The theatre mission is carried out through the production
project. Creating and delivering programs and events to various audiences in the best possible
conditions ensures resource coordination, logistical control, and harmonization of the technical,
economic, and chronological aspects. The territorial development project establishes the theatre's
significance within conceptual and physical community areas through its function as an

mtermediary in each audience member's unique sight and experience. Stated differently, the

“ Ibidem, p. 159
* Nicholson, H. (2011). Applied drama/theatre/performance. In S. Schonmann (Ed.), Key concepts in
theatre/drama education (pp. 241-248). Sense Publishers.
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success of social theatre initiatives will depend on aligning these three interrelated artistic,
production, and community development lines and on the organization's overall culture of

creativity and mnovation.

During the planning of the activities, the project's actual implementation must be tracked, and its
progress must be continuously evaluated. This will ensure that 1t matches the original goals and
that any necessary modifications can be made promptly. The project should be assessed
thoroughly once 1t 1s finished to determine whether it was effective and if the stated goals were
achieved. Etherton and Prentki claim that there 1s a difference between “impact measuring’ the
applied theatre projects to fit the requirements of the funders and the “project evaluation”, which
1s made for the practitioners themselves and understood as: “[...] proving what was claimed to be
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done was actually done””. Evaluation serves as a platform for reflection, where the team and
community members can review the achievements and challenges faced throughout the project.
Such reflection is essential for improving future projects. Moreover, an evaluation helps continue
community engagement because, through this process, the people mvolved can assess their roles
and contributions. For projects funded by external sources, evaluation plays an additional role in
substantiating the resources invested, such as time, funding, and effort, by providing concrete
evidence of the project’s outcomes and impact. In the long term, evaluation 1s essential to
comprehend the project's effectiveness, learn from the experience, defend resources, and
encourage continued community involvement. In short, organising social theatre projects involves
careful planning, teamwork, and a thorough understanding of the needs and objectives of the

community. This understanding should be maintained throughout the entire process, from pre-

planning to implementation, even after the project concludes.

Applied theatre companies face substantial challenges in establishing economic sustainability.
Some key 1ssues documented 1n the current literature relate to difficulties in impact assessment,
precarious funding structures, community engagement, and the alignment of financial and artistic
goals. Most applied theatre projects depend on external funding, such as grants from government

art councils or private donations. Funding is usually project-based, leaving the organisation

7 Etherton, M., Prentki, T. (2006). Drama for change? Prove it! Impact assessment in applied theatre, Research in
Drama Education: The Journal of Applied Theatre and Performance 11:2, 139-155.



financially unstable once the specific projects have been completed™. To prevent this risk, some
organisations explored the possibility of diversifying their income streams by adopting social
enterprise models, where revenue-generating activities support the projects”.

Researchers who examine applied theatre’s impact on society and its participants tend to revolve
around “the function” of Applied Theatre Practice (ATP), as well as “the effect” and “the affect”

1

that applied theatre can produce mn individuals through the terms “evaluate”, “assess”, and
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“measure

“Such a reduction of theatrical art to its benefits for society is nothing more than a
misleading assessment of its potential. [...] The potential of theatre, like all forms of
art, cannot be calculated according to the logic of a benefit analysis. Rather than
judging theatre and performance according to the same evaluation standards, for
example, of the impact of drinking water supply on public health, it 1s precisely the
mmpact model that needs to be adapted and realigned to the specific qualities of
theatre and performance. We must therefore think of the impact of art less in
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quantitative or effect-based terms and more in qualitative and affective terms

One of the major barriers to securing long-term support for the field is the challenge of estimating
the social impact of applied theatre. While there 1s considerable qualitative evidence of the
benefits of applied theatre in terms of community cohesion, individual well-being and educational
outcomes, quantifying these outcomes to satisfy an evidence-based funder remains highly
problematic. Another significant challenge 1s maintaining the continuity of community

mvolvement over time in the face of fluctuating resources and changing dynamics within the

* Andreaus, M., & Costa, E. (2014). Toward an integrated accountability model for nonprofit organizations.

In Accountability and social accounting for social and non-profit organizations (Vol. 17, pp. 153-176). Emerald
Group Publishing Limited.

* Cohen-Cruz, J. (2010). Engaging Performance: Theatre as Call and Response. Routledge

" Gjaerum, R. G. (2018). Applied theatre research: Discourses in the field. European Scientific Journal.

" Camuti, F. (2019). Affect vs Effect?: riflessioni sulla valutazione dell'impatto del teatro sociale. Biblioteca teatrale:
rivista semestrale di studi e ricerche sullo spettacolo: 133, 1, 2020, 171-186. (my transaltion)



community Some practitioners address this issue by using participatory techniques that allow
community members to be mvolved in planning and decision-making. This increases relevance,
fosters local ownership and increases the likelihood of sustained community support. In the field
of applied theatre, balancing creative and social goals with economic imperatives can be complex.
Indeed, the commercialisation associated with certain elements of performance work, such as
ticket sales or shows aimed at wider audiences, generates income but risks alienating the core

constituency or diluting the focus on social benefits.

Molly Mullen's book “Applied Theatre: Economuies” (2018) examines the complexity of the
financial, ethical, and planning aspects of applied theatre practices. Mullen questions the
traditional notion of economic sustamability within applied theatre, which she explains as focusing
on profitability and a more ethical and community-based economy. She explores how applied
theatre projects straddle the need to be economically self-sufficient and remain purpose-driven,
often in economically unconventional ways. A central theme in Mullen's work is the idea
of “ethical economies.” She explores how applied theatre practiioners often engage in what
she defines as “ethical labour,” prioritising social value over financial return. However, this can
lead to economic precariousness, where practitioners may sacrifice financial rewards to create
work with integrity. Mullen critically analyses how these ethical decisions affect the sustainability
and 1mpact of applied theatre projects. As mentioned earlier, Mullen examines how numerous
applied theatre initiatives rely on short-term funding from public grants and government sources,
analysing how the consequences of this economic dependence manifest in the limited scope and
long-term planning of projects, such as establishing a stable economic base. She also discusses
the effects of neoliberal funding agendas, which can impose restrictions on projects, thereby
mfluencing their objectives. One significant issue she addresses 1s the labour conditions
charactenstic of this field, highlighting problems related to unpaid or underpaid work,
volunteering, and “invisible labour.” She criticises how these forms of precarious work make the
economic stability of associations and projects equally precarious and argues for more sustainable

labour models®”.

1.6 Contextualization: forced migration and international protection

* Mullen, M. (2018). Applied Theatre: Economies. Bloomsbury.



The International Organization for Migration defines forced displacement as the migration of
people who have been forced to leave or abandon their homes or places of habitual residence to
avold the effects of armed conflict, human rights violations, human-made disasters, or generalized
violence."” The difference between migration and forced migration lies in the fact that, in the latter,
the displacement, whether within the country of origin or across borders, 1s involuntary and driven
by the need to protect the migrant's hife. One of the most significant international agreements
concerning human rights and their protection 1s the 1948 Universal Declaration of Human Rights.
In this declaration, Article 14.1 states, "Everyone has the right to seek and to enjoy asylum from
persecution in other countries.”"

Every person who had to flee their country 1s entitled to be received and protected in the new
country of settlement. This 1s recognized as one of the most fundamental human rights. While
Article 14.1 of the Universal Declaration of Human Rights affirms the right to asylum, the most
significant legal framework for international protection is the 1951 Geneva Convention. Following
the devastation of the First World War, many people sought refuge by leaving their homelands.
Governments recognized the refugee crisis and agreed upon international agreements to provide
travel documents to these individuals, marking them as the first officially recognized refugees of
the 20th century.

The number of refugees increased between the two Great Wars, as millions were forcibly
displaced. As a response, the international community gradually developed a set of guidelines,
laws, and conventions to safeguard the fundamental human rights and treatment of people who
were compelled to flee persecution and conflict. This effort began in 1921 under the League of
Nations and culminated in the 1951 Geneva Convention, which consolidated and expanded
earlier international agreements on refugee protection. To this day, the 1951 Geneva Convention
remains the most comprehensive legal document outlining refugee rights at a global level.”

The Geneva Convention, relating to the status of refugees, 1s a United Nations treaty that defines
who 1s a refugee, outlines their legal rights, and establishes the responsibilities of nations in

protecting them. Overall, the Refugee Convention establishes a legal framework for safeguarding

* International organization for migration (IOM) Glossary on migration, IML Series, 2019, n°34.:
https://publications.iom.int/system/files/pdf/iml_34_glossary.pdf (consult: 27/10/2024)

" United Nations. Universal Declaration of Human Rights. 1948. https://www.un.org/en/about-
us/universal-declaration-of-human-rights. (consult: 25/10/2024,)

“ UNHCR., official web: The UN Refugee Agency:

https://www.unhcr.org/about-unhcr/overview/1951 -refugee-convention (consult: 26/10/2024)
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them and defining the obligations of nations in providing them with shelter and support. It plays
a crucial role in securing their protection and human rights worldwide. The Human Rights
Convention and the 1951 Geneva Convention are clearly stated; however, rights have lmitations.
In the case of the right to asylum, its boundary 1s explicitly defined by the requirement for a
separate law to specify the right's content and protections. Each country should apply these values
m 1its jurisdictional code. Consequently, the process of granting international protection varies
depending on the country. Another external limit, arguably the greatest, 1s the time-consuming
and complicated process of obtaining the right to asylum. Throughout Europe, but especially in
the countries closest to the border with other continents, such as Italy, Greece, and Spain, there
are thousands of people waiting for their applications to be processed. Such delays significantly
prolong the period refugees and asylum seekers remain in precarious and often hazardous living
conditions, such as overcrowded camps or some makeshift settlements. These often come along
with poor living standards, shortage of basic facilities like food, clean water, and health facilities,
and at times, increasing risks of exploitation, violence, and abuse.

In addition, these prolonged periods can seriously impact the mental health and well-being of
refugees and asylum seekers. The uncertainty of their status often fosters anxiety and distress that
are difficult to confront, as they are unable to make plans for their future. This extended limbo
could lead to a loss of hope and trust in the systems of the receiving countries. Finally, it can lead
to rregular migration and increased smuggling and trafficking activities as refugees and asylum
seekers become frustrated with the slow process and seek alternative means of entering or
remaining in a country. A time-effective process would not only avoid large concentrations of
migrants in some regions of Europe. However, from the applicant's perspective, it would also be
very beneficial to limit the instability of their situation.

Furthermore, recently, the number of people looking for asylum in foreign countries has
mcreased disproportionately. According to UNHCR, the UN Refugee Agency, mid-2024 total
forced migration exceeded 122 million people. Around 4.4 million people are stateless, and the
actual global figure 1s even higher.” The table below (Fig.1) presents statistics on forcibly displaced

and stateless individuals collected up to 8 October 2024.

"UNHCR., official web: The UN Refugee Agency:
https://www.unhcr.org/refugee-statistics ( consult: 16/12/2024)
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Fig. 1 - UNHCR’s Refugee Population Statistics Database (© UNHCR)

An important reminder 1s that the numbers and curves depicted in the table represent real

peoples’ everyday real-life struggles.

According to the convention and protocol of Geneva signed in 1951 by 144 countries, the

definition of refugee is:

“For the purposes of the present Convention, the term “refugee” shall apply to any
person who: [...] owing to well-founded fear of being persecuted for reasons of race,
religion, nationality, membership of a particular social group, or political opinion 1s
outside the country of his nationality and i1s unable or, owing to such fear, is unwilling
to avail himself of the protection of that country; or who, not having a nationality and
being outside the country of his former habitual residence as a result of such events,
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1s unable or, owing to such fear, 1s unwilling to return to it.

In a broader sense, the term “refugee” and the academic discourse associated with it also
encompasses asylum seekers, mternally displaced persons, stateless persons, returnees, and,

more generally, forced migrants®.

7 International Refugee Organization. (1951). Convention relating to the status of refugees. Geneva, 28 July
1951. Retrieved from https://www.unher.org/8b66c¢2aal 0.html

" Wake, C. (2014). Book Reviews: "Refugee Performance: Practical Encounters," edited by Michael
Balfour. Performance Paradigm, (10), 109-115.
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Refugees’ most difficult challenge 1s mtegration in their new country. They often end up in
countries very different from their own, having to adapt quickly to unfamiliar contexts and
cultures. Additionally, in our times, nationalism and far-right governments are gaining or are
already 1n power. In many European countries, people lack awareness and empathy towards the
1ssue of forced migration. Refugees and migrants from different parts of the world are still often
considered foreign, hostile individuals crossing borders illegally or living without proper
documentation.

Since 2015, at the peak of the Syrian crisis, the so-called “migration crisis”, the arrival of displaced
people in Europe has been treated as a threat by many nations. In Italy, for example, Minister
Matteo Salvini has repeatedly stated that no more migrants should be allowed to arrive at Italian
ports by sea. He has often criticized NGOs for assisting migrants at sea, accusing them of being
illegal smugglers rather than humanitarian workers and suggesting they should face legal
consequences for their actions. In Hungary, Prime Minister Viktor Orban approved the
construction of a four-meter-tall fence along the border with Serbia and Croatia to prevent asylum
seekers and migrants from entering the country. Similarly, former and re-elected US President
Donald Trump began building a massive wall along the US-Mexico border to stop what he
described as “illegal” crossings. These examples are not uncommon in Western countries.”
More people than ever before are forced to leave their homes due to war, violence, or hunger.
As a result, the need to support the integration of refugees has become more urgent than ever for
the refugees and the countries that receive them. Moreover, it appears that immigration and
asylum policies are increasingly restrictive and increasingly ignorant of the notion of human rights
that are central to Western democracies and that should be at the foundation of those policies.
In its broad meaning, integration refers to inclusion and engagement m both the social and
economic spheres. The international, national, regional, and local policies regarding refugee
settlement play a crucial role in shaping the social environment, either facilitating or hindering
mtegration. Countries should not only offer refugees shelter and protection but also support their

social integration and their aim should be to raise awareness among their citizens about these

¥ Martiniello, M. (2019). Arts and refugees: Multidisciplinary perspectives. MDPI - Multidisciplinary Digital
Publishing Institute (p. 1)



humanitarian issues. Successful integration necessitates a social environment that encourages
mclusion and involvement.”

In conclusion, according to the Geneva Convention, refugees are people who have fled their
home country because they genuinely fear being persecuted because of their race, religion,
nationality, political beliefs, or membership in a specific social group. Because of this fear, they
are unable or unwilling to accept protection from their home country and are, therefore, eligible
for international protection. These individuals must be protected by the country where they ask
for mternational protection, and they should receive help in the mtegration process to build a
new life in the host country.

Borders separate nations and notions of nationhood. They are the boundaries, both literal and
figurative, that those 1deas rely on. Although boundaries are necessary for nations to exist, borders
do more than just divide them. They distinguish between people who have a verified claim to
nationhood and those who are nationless, as well as the value of such claims.”

According to a 2016 report by Patrick Kingsley, the migration correspondent for the Guardian
newspaper, the entire number of refugees “amounted to only 0.2% of the EU's total population”.
Kingsley stated, “There 1s a crisis, but it's one caused largely by our response to the refugees rather
than the refugees themselves.” * (Kingsley, 2016). In other words, our global crisis can be
considered a crisis of borders rather than a crisis of refugees. Borders are also the site of another

crisis: a crisis of 1dentity.”

1.7 Refugees and theatre

“When a refugee crosses a national border to seek asylum, it 1s a dramatic act. Not
only are the stakes heightened, but there are scripted roles, a dramatic arc, conflict,

multiple audiences, and often spectacle.™
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Hynie, M. (2018). Refugee integration: Research and policy. Peace and Conflict: Journal of Peace Psychology,
24(3), 265-276.

" Cornford, T. (2018). Experiencing Nationlessness: Staging the Migrant Condition in Some Recent British
Theatre. Journal of Contemporary Drama in English, 6(1), 101-112.

* Kingsley, P. (2016). The new odyssey: The story of Europe’s refugee crisis. Guardian Faber Publishing.

* ibidem

* Balfour, M., Bundy, P., Burton, B., Dunn, J., & Woodrow, N. (2015). Applied theatre: Resettlement: Drama,
refugees and resilience. Bloomsbury Publishing.
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Over the recent decades, applied theatre has been engaged with historical and political issues,
including the often referred to refugee crisis. It 1s a humanitarian reaction for actors, writers, and
artists. Theatre groups and playwrights have utilized various theatrical approaches, ranging from
community theatre workshops and refugee festivals to large-scale productions, to shift public
attention towards refugees and migrants and to raise awareness on the subject. Promoting the
mtegration of refugees into society has become a central aim of refugee theatre in many parts of
the world. Using arts and creative practices to support their integration into society 1s a relatively
new field, emerging and evolving over the past decade. Theatre performances should focus on
gradual inclusion, creating a welcoming environment for refugees who often face marginalisation
and exclusion. While 1t 1s crucial to respect conventions, laws, and regulations, adhering to these
guidelines can prove to be challenging. Most of the stereotypes and prejudices that prevent the
actual integration of refugees arise from ignorance. Refugee theatre tries to bridge this knowledge
gap by presenting real cases of forced migration and the individual experiences of refugees on
stage. It aims to create a society with more empathy. Acquiring a deep understanding of refugees'
problems 1s important when working with them.

The first step 1n any theatre project with refugees 1s to gain their trust. Facilitators must spend
time in the community, listen to their stories, and understand their concerns to create a safe and
welcoming environment. Once trust 1s established, facilitators and refugee participants can
identify their challenges, such as discrimination, prejudice, and barriers to education,
employment, or healthcare. To address these challenges, theatre facilitators should choose a form
of theatre that best suits the refugees' cultural backgrounds and experiences.

Refugee theatre employs interdisciplinary methodologies, and its practiioners often possess
expertise In sociology, anthropology, and migration studies. Facilitators can co-create a
performance with the refugees, involving the community in all aspects of the creative process.
After the performance, the facilitators should continue to assist the refugee community by
providing support. They may refer them to resources or organisations that can help address issues
arising from the project, such as access to education, job opportunities, or health services.
Storytelling 1s at the core of this type of theatre and 1s considered the most potent tool for
delivering effective messages with a high impact value. In life, whether as victims of oppression,
witnesses to it, or individuals with power or lacking it, we all play a role in shaping events and
their outcomes. We narrate from past events and experiences registered in our individual or

collective memory. Our memory reconstructs images of events, recollections, and fantasies,

31



guided by cultural and historical frameworks. History 1s written by the powerful, and the narrative
of the mute, rejected, and oppressed people can be heard through theatre; This 1s the case of
refugee theatre.”

The strength of storytelling lies in the ability of refugees to share their memories in all their forms
and patterns. Theatre provides a safe and open space for those displaced to share their
stories with the community. Refugees explore their inner realities and imaginations, narrating
what they have endured. The retelling of tales has become a viable alternative to giving human
voices a platform through performance and discussion. Words may create stories that can be
preserved because words are powerful; it 1s not a case that some words are formally outlawed
under tyranny and dictatorships while others are subject to censorship.

The ability to tell one's story 1s an important milestone in a refugee's journey. For example, in
preparing testimony for a hearing before the Territorial Commission for Recognition of
International Protection, migrants must work hard to reconstruct their stories and justify the
reasons for fleeing their countries. This mvolves re-enacting the past and the motivation, creating
coherence and meaning from individual and collective trauma. In this context, theatre becomes
a form of artistic expression and a medium of storytelling, a way for refugees to tell their lives in
their own words. This act of storytelling will help preserve their memories, build understanding
and develop a sense of shared sympathy. As explained by Jabour, N., providing refugees with the
tools to create a story based on their experiences, fantasies, and thoughts will bring some light to
their truth.”

Acceptance and inclusion always come from understanding and knowledge. Feeling accepted and
building a new life in another country can be challenging. As said before, integrating refugees into
society 1s one of the primary reasons for the emergence of refugee theatre. In conclusion, theatre
can be an invaluable tool for the refugee community if it 1s approached with proper care, methods,

and approaches. This 1s because theatre was created for everyone, and everyone 1s entitled to it.

Boal in Theatre of the Oppressed:

¥ Martini, S. (2010). Il teatro dei rifugiati: Un palcoscenico per accoglienza. I quaderni del servizio centrale,
RETESAI (p. 7).

* Jabour, N. (2012). Iraqi memories: A personal and poetic exploration of homecomings, departures, and arrivals
from a theatre director who fled Iraq in 1987 and returns home again. In M. Balfour (Ed.), Refugee performance:
Practical encounters (p. 4). Intellect Books Litd.
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“In the beginning, theatre was dithyrambic singing: free people, singing in the open
air, free. The carnival. The party. Later, the ruling classes took over theatre and built
its dividing walls. First, they divided the population, separating actors from spectators:
people who perform and people who watch: the party i1s over! Second, between the
actors, they separated the protagonists from the masses: the coercive indoctrination
began! The oppressed people are liberated and once again take over the theatre. The
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walls must be torn down.”

In some forms of applied theatre, such as theatre with refugees, it 1s usual to employ non-
professional actors since the company 1s formed by migrants without acting experience or
community members who voluntarily wish to cooperate. At the same time, professional
companies may present performances that explore the theme of forced migration. An important
objective 1s to allow participants to continue after the facilitator has left. Occasionally this involves
teaching skills and methods that the group can continue to use independently. After the
performance, the facilitator's role 1s to mediate between the artists and the audience as they reflect
on the themes presented. Nonetheless, in some situations, the performers themselves or a non-
theatre professional can function as the facilitator and be the link between the stage and the
audience.” The real 1ssues n this work are those of 'ownership' and 'equality’, so we need to ensure
participation in the subject we are discussing, not repeat ownership in the theatre play. It 1s
mmportant to remember that in creating refugee theatre, we are telling their stories. Artists and
theatre makers are not responsible for determining aspects of the refugee story to be presented.
Instead, everyone must decide how they want to share their experiences.

Most of them are not stories about trauma; they are stories about home, arriving in a new place,
and dreams for the future, not about what has happened but what will happen next.

The principle of “nothing about us, without us” applies to most refugee theatre actors,
performers, or creators with no previous theatre experience and no intention of making a career
out of acting. There 1s a need to share their stories to avoid repetition and create a better social

environment for refugees in the country where they live to motivate their work.

7 Boal, A. (2019). Theatre of the Oppressed. Pluto Press.
* Prendergast, M., & Saxton, J. (2009). Applied theatre: International case studies and challenges for practice (pp.
17-26). The Mill, Parnall Road, Fishponds, Bristol, UK: Intellect Books.
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Theatre can be a powerful tool for influencing public perceptions of refugees, but it 1s essential
that artists and producers are aware of the ethical and political risks associated with this form of
performance. Representing refugees in theatre 1s a complex field that requires deep reflection on
ethical, artistic, and political 1ssues. Even when directed by experienced and motivated artists,

challenges cannot be completely overcome.

Azadeh Sharifi, a scholar working on theatre and migration, has written an important paper on
the changes i the German theatre scene in recent years, influenced by the migration
phenomenon. She states that migration has brought important cultural changes to the European
theatre scene. However, the political circumstances surrounding artistic work play a major role in
determining how wvisible and successful migrant theatre makers are in the national theatre
landscape. Many of these artists encounter significant challenges, including being excluded from
public funding because of their residency status. Despite these systemic hurdles, many immigrant

theatre makers have achieved professional recognition across Western Europe.

In the last decade, in particular, the concept of “Post-migrant Theatre” has gained increasing
recognition. The definiion was promoted by Shermin Langhoff, founder and, until 2013, also
artistic director of the Ballhaus Naunynstrasse in Berlin, which has its own specific lexicon. This
theatre aims to tell the stories of second and third-generation migrants in Germany, addressing
themes such as integration and assimilation, roots, language, education, equality, religion,
tradition, and, most importantly, identity™.

The first generation of immigrants usually has strong emotional and practical ties to their home
country and often retains the hope of returning. For later generations, however, this connection
to their homeland 1s often complicated. For them, returning 1s more of a nostalgic notion than a
lived experience. These mdividuals, although native and born in the local context, are often
racialised and seen not as members of their society but as descendants of immigrants. Their
cultural 1dentities become battlegrounds for conflicing narratives from both national and
dominant forces. It 1s this dynamic that the term "post-migration’ seeks to address and explore.

Immigrant theatre work i Germany remained largely unnoticed until the late 1990s.

* Lo Gatto, S. (2019). I teatro contemporaneo come strumento culturale: il caso di Spettatori Migranti: un

progetto di spettatorialita aumentata a Roma. Biblioteca teatrale: rivista semestrale di studi e ricerche sullo
spettacolo: 133, 1, 2020, 113-131.
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German cultural institutions often lack awareness of the artistic contributions made by migrant
communities, creating a national theatre scene that can seem exclusive. On the other hand, the
imdependent theatre sector, with its international outlook, has provided opportunities for artists
from different immigrant backgrounds, leading to the creation of new theatre groups and a
renewal of the scene.

To build inclusivity into German theatre, practitioners should acknowledge the diverse cultural
histories and social realities that exist in Germany today, moving beyond conventional national
narratives. Change requires the consideration of other voices, those deemed necessary to speak
for their art, or the construction of new forms of self-representation, ensuring that theatre
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genuinely reflects the diverse voices in present-day society”.

Chapter 2 Alrahallah Theatre Berlin
2.1 History and mission

Alrahallah Theatre was founded in 2020 in Berlin, in the neighborhood of Neukolln, based on
an 1idea by Maher Draidi, a Palestinian theatre researcher, and six other colleagues active in the
field of theatre research, all with different nationalities and backgrounds. The idea was to give the
neighbourhood's people a safe ground to express themselves and regain a sense of belonging to
the community. Neukolln 1s one of Berlin’s neighbourhoods, and it has a significant immigrant
population, mainly of Turkish and Arab origin. The theatre immediately became a meeting point
for these people. Alrahallah works in the field of social theatre and theatre therapy; its scope aims
both at raising awareness of 1ssues such as racism, violence, Islamophobia, and antisemitism and
helping the participants, mainly people with refugee status, to express themselves, integrate, and
emancipate themselves from repressed emotions through the medium of theatre.

The theatre provides an environment for them to explore ways of learning the German language,
forming relationships with others, and understanding concepts such as personal space. As
practiced by the orgamzation, social theatre emphasizes physical and social spaces. Some
methods employed are Commedia dell’arte, Forum Theatre, Image Theatre, and Invisible
Theatre. This approach, called theatre pedagogy, highlights the integration of life and experiences
within the production. By offering workshops, psycho-social counselling, educational support,
and apprenticeship opportunities, Alrahallah Theatre significantly reduces cultural, inguistic, and

spatial barriers. Linguistic diversity within the team further facilitates the reduction of language

* Sharifi, A. (2017). Theatre and Migration. Independent Theater in Contemporary Europe, 321-416.



barriers, enabling broader accessibility. The organization also benefits from the contributions of
numerous volunteers, many of whom are young and dedicated. This structure exemplifies
multicultural coexistence, fostering cohesion, creating opportunities, and recognizing diversity as

a value.

Alrahallah’s activities extend beyond Berlin through partnerships with European organizations,
mainly via Erasmus + mitiatives. These collaborations facilitate intercultural exchanges, training
programs, and the sharing of innovative theatrical practices. In 2024, the association participated
mn eight Erasmus projects, hosting and sending professionals to Belgium, Italy, and Turkey. This
network of exchanges stimulates creativity and fosters professional development and continuous
learning among theatre practitioners. Alrahallah Continues to develop intercultural projects

annually, emphasizing long-term mtegration efforts in Berlin.

The first interview with Maher Draidi, founder of the Alrahallah Theatre Berlin, started with this
sentence: “Do you know what Alrahallah means? It means traveller.™

Alrahallah 1s an Arabic word meaning traveller, so Traveller Theatre Berlin.

Mabher started his career in Palestine, where he studied in an experimental theatre school, the
only theatre school in Palestine. His first works as a fresh graduate in this field were research
works; n fact, he always specified that he 1s a theatre researcher. His first productions deal with
themes such as schizophrenia, paranoia and occupation, recalling the Palestinian situation. Maher
1s closely associated with the beginnings of experimental theatre in Palestine, which can be traced
back to the director Yacoub Ismael. Maher Draidi studied and worked with this theatre from
2000 to 2004 and was strongly influenced by its philosophy and techniques. He then moved to
Italy, where he continued his studies i theatre at the academy in Arezzo, Tuscany. There, in
2006, he created his first theatre workshop, called ‘I/ Laboratorio del Teatro Viaggiante 2
(Laboratory of the Travelling Theatre 2), which lasted until 2013 and produced more than 10
mtercultural theatre productions and 200 workshops. In 2014, Maher Draidi moved to Berlin
and founded another laboratory called “I'ravellers 3 Theatre Group’. Its members are of seven
nationalities (Palestine, Syria, Lebanon, Germany, Italy, France and Poland). It has created more

than five intercultural productions with migrants. By 2019, the group had worked with over 700

* From the interview with Maher Draidi, founder of Alrahallah Theatre Berlin (in Appendix 1I)
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people, 90% of whom were migrants living in Berlin. In 2020, the “Travelers 3 Theatre Group’

became Alrahallah Theatre Berlin.

Alrahallah Theatre 1s:

“A place where a lot happens. People meet, present themselves, look, remain still,
and move. Sometimes, 1t echoes through the streets; sometimes, 1t just bounces
through a room. It can be loud and cheerful, quiet and vulnerable or hectic and full
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of fear. Everyone can take with them what they need from it with them.

The Alrahallah association understands culture as an orientation system that influences
perception, judgment, and actions. Culture encompasses communicative and representational
means through which individuals express and present themselves. Consequently, culture 1s
neither static nor homogeneous; it transcends territorial, national, and ethnic boundaries. Social
groups, mnstead, differ based on social, political, and economic status, as well as factors such as
milieu, gender, generational affiliation, and education. The association’s work focuses on
confronting concepts of identity rather than defining ethnic or cultural affiliations. This 1s
achieved through intercultural dialogue and the creation of multicultural spaces for shared
experiences. Skills such as tolerance, perspective-taking, and empathy are integral to the

assoclation’s pedagogical approach.

The association actively promotes democratic coexistence and fundamental democratic values.
Key objectives include fostering peaceful, non-violent, self-determined, and collaborative
mteractions. Emancipation and participation are central to the association’s mission. Reflecting
this, the organization maintains a stance of political neutrality while collaborating with parties and
groups Interested In constructive engagement, except for far right-wing extremist and populist
factions, as declared in their manifesto™. The association opposes all forms of extremism, viewing
them as divisive forces that incite fear, mistrust, and violence. Recognizing the susceptibility of
young people to extremist propaganda, the association emphasizes the importance of political

and cvil society dialogue to counteract inhumane, anti-democratic tendencies. It advocates for a

* hitps://www.alrahallahtheater-berlin.com/about (consulted on 13/01/2025)

“ hitps://www.alrahallahtheater-berlin.com/ (consulted on 7/07/2024)
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united front against group-based discrimination, such as racism, antisemitism, and islamophobia,
to marginalise democracy's adversaries and signal that hateful, divisive ideologies have no place
n soclety.

Many individuals approaching the association are disoriented and do not know how to find their
way or what to do in Germany. Through the projects it offers, Alrahallah helps these people find
their identity and fight against the feelings of confusion and non-belonging they face. Immigrants
often suffer from mental health issues, such as depression and anxiety, caused by the
marginalization they unfortunately experience, one of the most observed issues 1s language
anxiety. For this reason, one of Alrahallah's primary goals 1s to help these individuals learn
German in an environment where they feel comfortable. This 1s achieved through play and role-
playing, allowing them to focus on the character rather than the language or the mistakes they
make. The core focus of Alrahallah Theatre lies in social theatre, stressing the process of creation
rather than the final production itself, encouraging self-expression, collaboration, and a more in-

depth understanding of 1dentity and community.

Economically, the Alrahallah Theatre relies primarily on Erasmus + funds to finance its projects.
Initially, the organization attempted to secure funding from the German state, but competition
for such resources was high. Moreover, receiving state funding would have imposed constraints
on their projects, lmiting the freedom to pursue mitiatives that might conflict with state
preferences. They noted: “You cannot use state funds to pursue activities that the state does not
approve of ™. The Erasmus + program also facilitates exchanges and participation in similar
projects organized by other associations, providing opportunities for traimng and hospitality.
Professionals in the program deliver training courses while attending different training sessions,
fostering continuous learning and collaboration. The training sessions give a unique opportunity
for trainers to share experiences and exchange knowledge that could provide raw materials for
new 1deas. An exercise called "discipline storming’ facilitates generating ideas and collaboration.

An unusual aspect of Alrahallah’s association 1s that the theatre it uses 1s owned by a different
German group engaged 1n an entirely separate activity. In exchange for the free use of the theatre,
Alrahallah’s members assist this other association with its projects. This arrangement allows both

groups to help each other without incurring the high rent costs that are common in Berlin.

" Appendix II
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The state recognised its social value when the theatre began stabilizing its activities and presenting
them to the public. It started commissioning Alrahallah to perform shows with an educational
focus, particularly in schools and public institutions. One example 1s a performance by Alrahallah
exploring the relationship and mutual perspectives of Christianity and Islam. Another example 1s
the children's theatre festival that Alrahallah now organises every summer in the main square of

Neukolln, attracting the participation of more than 2,000 children.
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2.2 Pedagogical theatre practices

The Commedia dellarte 1s at the core of this type of dramatic work, not only because of its
significant influence on contemporary theatre but also due to its historical origins and thematic
wealth. The tradition of early street theatre 1s primarily rooted in Italian Commedia dell'arte. As
a mobile theatre requiring minimal setup, it can be performed spontaneously in any desired
location and quickly dismantled when necessary. Street theatre addresses contemporary, urgent,
and controversial 1ssues through improvisation, often siding with the oppressed. The street theatre
has a strong connection with its audience. It 1s interactive, creating a dynamic exchange of energy
and integrating audience reactions and impulses nto the performance. Social mjustices are a
frequent focus of street theatre, which has historically been highly effective in serving political
purposes. In street theatre, verbal language often plays a secondary role. While this limits certain
forms of communication, it also opens up various possibilities for stage-independent storytelling.
From large-scale productions and dramatic or comedic performances to walk acts, these primarily

non-verbal expressions are universally accessible and fundamental to the open-air theatre.

Dario Fo revitalized Commedia dell'arte as a true form of popular theatre. His interest was not
in the traditional Commedia dell'arte but in a provocative, raw, and political form of folk theatre,
which humorously critiqued those in power”. Constitutive of Fo's poetics 1s the utopian reality of
the theatre, namely its potential for active initiation that points to change. The stories of traditional
Commedia dell'arte were not based on written scripts; instead, they followed a general outline
that allowed actors to improvise freely within the logical framework of their characters.
Dramaturgical techniques such as musical interludes, songs, dances, and physical movement
sequences, often performed among acts, were also itegral to these performances. The postures
and movements of Commedia dell'arte are expressive forms rooted in instinctive gestures. A key
characteristic of Commedia dell'arte 1s the use of /fazzr stock comic routines, short, usually
acrobatic, improvised scenes that punctuate the performance. Theatre pedagogical work using
the techniques of Commedia dell'arte focuses on body awareness and expression, particularly
with young people. Our bodies serve as our first language long before we learn verbal

communication”. A glance, a hand gesture, or a shift in posture often communicates more

“Fo, D. (1997). Manuale minimo dell’attore. Torino: Finaudi
* Rufus, I. Commedia dell’Arte-a Method in Approaching Pedagogy. i focus: Drama and Theatre Education, 80.
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effectively than words in interpersonal interactions. This mherent expressiveness 1s at the heart
of theatre pedagogical bodywork, especially when working with the characters and techniques of
Commedia dell'arte. For young people, physical expression often emerges from mmitation rather
than deliberate effort. Their gestures and behaviours are shaped by implicit social norms:
successful actions are reinforced, while adverse reactions prompt behavioural adjustments. In this
context, the first step in bodywork with young people is to create an environment where they can
become more aware of their physical expressions and begin to shape them consciously. Physical
expression in Commedia dell'arte imnvolves exaggeration and abstraction, transforming reality into
something stylized and heightened. This experimental process teaches young actors to
consciously mterpret their body signals, intensify gestures for performance, and intentionally use

physicality as a tool for theatrical storytelling.

Unlike professional acting training, the goal of theatre pedagogical work 1s not the perfect
execution of movements but rather the experience of physicality and the exploration of energy
within the body. The aim 1s to turn the body into an instrument of artistic expression, comparable
to the 1nitial stages of classical dance training, where positions and figures are mastered before
conveying characters, emotions, or narratives.

Jacques Lecoq, a prominent French theatre pedagogue, incorporated Commedia dell'arte into
his teaching, seeing 1t as a vibrant and accessible framework for theatrical exploration. He
prioritized the physical over the psychological in theatre, focusing on how movements are
performed rather than what 1s performed. Lecoq emphasized movement dynamics, examining
concepts such as balance, imbalance, contrast, and compensation originating from the human
body in action”. In the early 1950s, Fo and Lecoq's research followed parallel paths, with an
apparent propensity for popular theatre, for the tradition of jesters and masks of the Commedia

268

dell'arte, up to the “speaking without words”™”, the outcome of which, starting with the preverbal
physical exercises, gives gestures the value of words™.

This form of theatre allows participants to externalize their personal experiences and societal
concerns through physicality, gestures, facial expressions, and language. The improvisational

nature of Commedia dell’arte encourages participants to embrace mistakes as opportunities. This

7 Lecoq, J. (2020). The moving body (Le corps poetique): Teaching creative theatre. Bloomsbury Publishing.
* Fo, D. (1997). Manuale minimo dell attore. Torino: Finaudi

* Pizza, M. (2019). La realta nella fantasia: Dario Fo e lo spirito popolare creativo. Biblioteca teatrale: rivista
rimestrale di studi e ricerche sullo spettacolo: 131/132, 2, 2019, 85-106.
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approach fosters self-reflection, self-criticism, and even self-irony. Encouraging participants to
address their 1ssues creatively helps them develop alternative ways of thinking and problem-
solving. The elements that define the Commedia dell’arte are straightforward, like scenario-based
mmprovised performances. The actors start from a general plot and improvise the dialogues; the
characters are always the same, but the situations change occasionally. The main themes revolve
around love or money, and the use of the mask characterizes and defines each character. The
performance of Commedia dell'arte can be seen as a magical act that delves mto the darker
aspects of human nature, allowing the audience to reflect on and confront their repressed

emotions”.

The structure of the work proposed by Alrahallah Theatre 1s based on two 1deas: one 1s the
development of the poetic space of the character, and the second 1s the development of the
dramatic impact of reality on the character. The first aspect focuses mainly on the actor’s ability
to improvise and build the character's world. This part of the work 1s highly physical. The second
part consists of placing the characters in various situations and exploring their reactions to aspects
of everyday life. These situations are inspired by contemporary events, allowing the character to
be in relatable scenarios. Maher Draidi chooses to use the techniques of Commedia dell” arte
because, as a pedagogical theatre teacher, he believes they help young people develop critical
thought about real-life situations and help broaden their imagination and problem-solving skills

through improvisation.

The other characteristic methodology of Alrahallah projects fosters connections between the
body, spatial awareness, and social interactions. This approach, called by Maher Draidi passaggio
mterno (internal passage), represents the organisation's unique method for facilitating integration
and self-discovery through theatrical practices. This practice encourages participants to manage
both their internal and external spaces. The “passage” technique 1s one of the effective techniques
created in the Middle East by the pedagogist Yacoub Ismael, the head of the Palestinian Theatre
League until 2008. He was a theatrical researcher for over 30 years, during which he developed
many theories about the concept of movement in theatre pedagogy. The passage technique fosters

an awareness of the body’s possibilities by exploring the movement’s underlying secrets.

" Chaffee, J., & Crick, O. (Eds.). (2015). The Routledge Companion to commedia dellarte. Abingdon
Oxfordshire, UK: Routledge.



This process creates a shift in thinking, stemming from an initial movement that evolves mto a
"turning point." The turning point arises when a conflict within the performance 1s resolved.

The method comprises four progressive stages of movement, each contributing to the
participant’s understanding of their physical and emotional capabilities. The first step 1s the
statue's movement: participants begin by feeling the body's weight and stillness as one cohesive
form; there are no emotions and limited movement. The second stage is the movement of the
marionettes. In the second stage, the ngidity of the statue begins to dissolve, allowing for greater
fluidity and a new dimension of movement. Participants start to experiment with their limbs,
mimicking the motions of marionettes. This stage ntroduces rhythm, body percussion, and the
emergence of a character; emotions begin to surface. The third stage, the stage of the animal's
movement, introduces more energy, expansive movements, and the exploration of personal
space and desires. This stage often expresses conflict, with movements, rhythms, and emotions
reaching their peak intensity. It fosters the discovery of individual characteristics and collective
dynamics, with a heightened focus on physical language. The final stage, the movement of the
human being, integrates the preceding movements, culminating in a heightened awareness of the
body’s identity, mental consciousness, and emotional depth. This synthesis reflects a new,

comprehensive understanding of the self.

The productions lack traditional stage designs; instead, they use lighting to create the setting,
recalling Grotowski's concept of Poor Theatre, leaving the stage empty. This method highlights
the importance of space and its social context over visual appeal. The area 1s arranged in multiple
levels that connect to the centre, symbolizing a turning point where participants can alter their
actions. The scenery consists solely of light interacting with movement and space. Music plays a
key role m exploring movement and rhythm in the body. A significant focus 1s placed on
developing levels of interacton and utiizing the body within the space to facilitate
communication. It 1s one of the central points of the association's work. Even theatre graduates
and professional actors often face problems related to handling space. These problems are not
due to the lack of academic knowledge but because of the difficulty of experiential learning in
this domain. Many professionals show a kind of discomfort with spatial work, describing it as a
feeling of being "naked" or exposed, without the protective elements of decor, costumes, or other
theatrical props. This "nakedness" i1s metaphorical, standing for vulnerability and the raw
confrontation with space. Space 1s likened to the mind, a medium into which individuals project

their instruments, experiences, and lives. The engagement with space becomes a personal process
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in which participants construct an individual world within the space. Eventually, this practice
creates a sense of safety and control as individuals achieve balance and mastery over the space.
At this level, spatial engagement 1s acknowledged as one of the traiming's most profound and
transforming aspects.

The performances created often take the form of journeys, starting at one point and ending at
another, delivering either a resolution or an open-ended message. The audience 1s central to this
approach. They are encouraged to engage critically, analyze the performance, and share their
mterpretations in post-performance discussions. This pedagogical technique 1s versatile and

adaptable for children, students, actors, theatre researchers, and professionals.

Alrahallah Theatre also employs some of the methods theorised by Augusto Boal, as mentioned
above, for its pedagogical theatre practices. The main techniques used are Image Theatre and
Legislative Theatre, both known for their potential to affect social and mdividual change.
Legislative Theatre extends the principles of Forum Theatre into the political sphere by engaging
audiences 1n participatory democracy. Spectators are encouraged to propose and discuss
legislative changes based on the issues dramatized on stage, transforming theatre into a direct tool
for policy-making and civic engagement. Boal’s method of Forum Theatre 1s rooted n the dual
meaning of the verb ‘to act’™: both performing and taking action, a concept that strongly defines

Alrahallah Theatre’s approach

" Boal, A. (1998). Legislative Theatre: Using Performance to Make Politics. Routledge.
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2.3 Social theatre projects for migrants

The projects carried out by Alrahallah Theatre deal mainly with integration for migrants and
raising awareness of 1ssues concerning them. Since they started their projects, they have mvolved
thousands of people with very different age targets. Each project was designed for that specific
target group, from primary school children to adults who had just migrated to the country. As
mentioned above, the projects funded by Erasmus grants mvolve groups and individuals from
various countries, and at times, the projects in which Alrahallah participates take place in other
countries. Thanks to Erasmus funding, the opportunity to participate 1s also extended to those
who lack the financial means to travel and stay in another country, adhering to the principles of
mclusivity and equal opportunities: travel, meals, and accommodation are fully reimbursed.
One of the most recent projects in which Alrahallah participated was held on the island of
Procida, near Naples. The project, ‘Social Theatre for Youth: A Community Play(s),” aimed to
create a model intervention strategy for open and inclusive communities. To ensure a gender-
balanced group, the group comprised twenty-one participants of seven different nationalities, with
a more or less equal number of women and men.

The requirements for participation were an artistic background, whether amateur or professional,
experience n social work with vulnerable groups or a commitment to working with vulnerable
groups 1n the future. After completing the training course, participants were also motivated to
disseminate their expertise by organising community theatre activities with target groups.

The project mncluded workshops on physical theatre and vocal expressiveness, theoretical
dialogue sessions exploring cultural anthropology and theatrical anthropology, meetings with the
local community, and sessions for sharing, reflection, and evaluation.

From a non-formal educational perspective, the project aimed to develop the participants’ key
competencies, enabling them to share and transfer these skills. From a cultural perspective, the
participants were introduced to artistic practices inspired by social community theatre for the
creation of new community dramaturgy. From an ethnographic perspective, the participants

undertook practical activities to learn about Procida Island and its inhabitants.”
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Fig. 2 - Photo taken during a traiming session of the ‘Pedagogic Training Praktikum’

Another of Maher Draidi’s projects, this time with Travelers 3, the predecessor company to the
foundation of Alrahallah theatre, 1s the ‘Pedagogic Traming Praktkum'. It 1s a five-month project,
held between 2015 and 2016, involving young people aged 15 to 22 from Italy, Syria, Palestine,
and Germany. The training proposed a review of the whole “journey” of movement theatre, with
a deep analysis of the structure of the training and all the different interconnections between its
various elements. The training included activities where participants created practical theatre
pieces to apply what they learned and stay engaged. This process involved several key elements
that were essential for understanding movement theatre and for personal and group development.
It began with the creation of the working group, and then there was the establishment of rules
and founding principles that allowed mutual respect and collective responsibility. Then, there was
the analysis of the concept of the body in space and how the physical presence interacts with the
surrounding environment. Emphasis on body and breath pointed out the relation between

movement and respiration. Participants further researched movement as a state of consciousness,
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discovering how intentional movement might yield heightened awareness and presence. The

9973

program deeply explored the ‘neutral state’ to find, through “bioenergetics™ of the theatrical
body, the zero point of expression. Finally, the training continued working with emotions as forms
i space so that the participants could embody and express their feelings physically and integrate
them into the movement practice. All the workshops were held without any materal or
scenography; the actors' bodies were the only tools used for the performance. The training

program was designed exclusively for those with a basic understanding of movement theatre and

no prior pedagogic experience.

This project 1s motivated by research on interculturality in language teaching. First of all, the
pedagogical importance of intercultural education must be emphasised in the presentation with
regard to the current state of affairs in the development of intercultural communication and
language teaching; above all, it 1s necessary to promote intercultural education in language
teaching and to deal with cultural diversity in a constructive way.

As regards the notion of mterculturality, it must be added that the prefix “inter” suggests
mteraction and sharing. Interculturality i1s mainly based upon the democratic principle of
mtegrating different peoples. In general terms, culture mvolves a wide range of values, beliefs,
attitudes, and behaviours. Therefore, it seems reasonable to ensure the survival of the cultural
identity of each linguistic community—intercultural communication training attempts to exploit
all the available communication channels, not simply the linguistic one. Cultural differences are
reflected through the different channels of communication. Non-verbal language is closely related
to culture. Facial expressions, gestures, the formulae of courtesy, and the degree of politeness in
linguistic discourse represent, among others, some communication channels. Paralinguistic
features such as facial expressions, posture, and gestures characterize the nature of certain
attitudes and feelings. All communication acts are culturally loaded. Communication may be
affected by culturally related factors because speech acts are fundamentally developed through

soclal interactions.

" Lowen, A. (1975). Bioenergetics-the revolutionary therapy that uses the language of the body to heal the
problems of the mind. New York: Coward, McCann & Geoghegan.
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The recruitment of participants for the program volved a collaborative approach. Invitations
were extended through personal contacts, including connections made during prior internships
at refugee centres, and partnerships were established with organizations working directly with
refugees. The association’s location in Neukdlln was strategically chosen for its accessibility and
convenience for participants. Participants were encouraged to join or leave the training freely,
ensuring they remained motivated. This approach ultimately attracted a diverse group of 35
individuals, creating a dynamic environment for exploration and learning.

The traiming produced several significant results: it successfully fostered a supportive and
motivated group that thoroughly enjoyed the experience; it culminated in the creation of a
performance titled ‘Die Schatten’, an experimental pedagogic show; and it integrated the group
mto various creative workshops, including "telling your story with your shadows," "showing your
emotions n your face," and "the dialogue of your hands as communication."

The training lasted 17 meetings and was very useful for participants. It helped them explore their
opinions and emotions, and thanks to the games planned for the workshops, they shared their
mterpersonal experiences.

Performing in several languages benefited performers and participants, as they felt closer to their
native language and became more aware of other languages' musicality and cadence. After the
performance, meetings were held once a week to practice one language at a time. These language
sessions began with German to Arabic, Arabic to German, Italian to English, and English to
German. Turkish and French were added to the mix, creating a vibrant linguistic and cultural
experience.

Maher Draidi stated: “Our experience with the group was magnificent and emotional for
everybody who had a part with us, even the audience who shared their comments and their

emotions after the show gave us a positive energy to continue with this work.”™

Language anxiety has been classified as a specific feeling of apprehension due to the risks language
learners may be required to take during the learning process, which they may perceive as
threatening. When adult migrants learn a new language, such anxiety might easily be aroused by
specific socio-cultural factors, such as power relationships, the awareness of belonging to a

minority, and the need to use an unknown language to demonstrate their skills.

" Appendix IV
" Appendix IV
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Veronica Maistrello and Fiona Clare Dazel’s study, “Overcoming Anxiety in Adult Migrants'
Language Learning through Process Drama,” explores how the process drama method,
mcorporating adaptable, drama-centered activities, can help migrants build self-confidence in
their foreign language abilities. By focusing on task-driven activities, process Drama captivates
learners through enjoyment in creativity, self-expression, and exploration, fostering collaboration
and interaction within the group. In process drama there 1s no predefined script; the narrative
unfolds based on the participants' actions and decisions. Teachers or facilitators take on roles
within the story to guide the narrative and stimulate critical thinking. The themes explored are
socially, historically, ethically, or personally significant, fostering empathy and awareness.
Participants actively engage through interaction and improvisation, making decisions and

negotiating the meaning of the story as it develops.™

Shyness, along with the fear of making mistakes, 1s one of the factors that can fuel language
anxiety. In this case, drama-based activities help overcome the fear of speaking in public and
enable the participants to focus on their body movements. Through these activities, language
anxiety can be lowered because participants recognize that communication does not depend
solely on language knowledge and that they can help themselves by expressing themselves through
non-linguistic means. There are several advantages to creating a fictional environment; students
can experience scenarios they otherwise would not have, allowing them to express themselves in
various contexts and gain a deeper understanding of topics and language usage, and they can
practice vocabulary and linguistic structures without experiencing the negative consequences that
linguistic errors and misunderstandings may have in real life”.

The article's writers studied the activities of a workshop explicitly created for this purpose by a
Ngo in the city of Padua. The participants were mainly women and did not always continue the
workshop. The groups participating in the drama-based language workshops comprised diverse
categories of migrants, including refugees, asylum seekers, international students, and economic
migrants. English frequently served as a lingua franca for explaining activities and for participants

to discuss and create brief scenes. However, not all participants were proficient in English, leading

" Liu, J. (2002). Process drama in second-and foreign-language classrooms. Modern Language Journal, 55(1), 8-17.
7 Maistrello, Veronica, & Dalzel, Fiona Clare. (2020). Overcoming Anxiety in Adult Migrants' Language Learning
by Means of Process Drama. Global Education Review, 7 (4), 29-45.



to occasional communication challenges. To accommodate the fluctuating composition of the
groups, each session began with simple warm-up and team-building exercises, gradually
transitioning into the main process drama activities. The authors note that social dynamics
frequently make interactions between new and experienced speakers of the host language
difficult. Members of the host community may be reluctant to engage in dialogue with migrants,
viewing them as a societal burden rather than a valuable resource™. This reluctance can perpetuate
a one-sided mtegration model, where the onus 1s placed solely on migrants to adapt to the norms
of the host society rather than fostering a reciprocal process of learning and engagement”.

To face these challenges, the authors have signaled that language educators in migrant contexts
must take on mmnovative roles beyond formal language teaching. Inclusive, iteractive learning
environments, such as those offered by process drama, can help students overcome language
anxiety, build self-confidence and acquire functional communication skills. Such approaches will
mspire learners through creativity, collaboration, and the joy of learning, promoting a reciprocal
mtegration model. The workshops also included moments of reflection alternating with the
language and drama activities. These reflection sessions allowed the learners to revise their
activities, clarify things they were unsure about, and focus on linguistic points that had come up
during the exercises. For example, during one of the semi-improvised scenes, one participant
used the Italian idiom "In bocca al lupo" (the equivalent of "break a leg" in English), which was not
understood by many of the other learners. This expression was explained and discussed in the
subsequent reflection activity, allowing the group to increase their knowledge of idiomatic
expressions and cultural aspects.

These reflective moments also served to reinforce the language learning process and to further
motivate interest in the depth of the materials by facilitating participants' attempts to link
experiences with linguistic and cultural aspects. Such sessions contributed to active learning
through specific language elements in a collaborative setting; therefore, learners were allowed to

ask questions in a non-threatening environment to further deepen their understanding.”

" Dalziel, F., & Piazzoli, E. (2019). “It comes from you”: agency in adult migrants’ language learning through
Process Drama. Language Learning in Higher Education, 9(1).

" Li, G., & Sah, P. K. (2019). Immigrant and refugee language policies, programs, and practices in an era of
change: promises, contradictions, and possibilities. In S. J. Gold &S. Nawyn (Eds.), The Routledge international
handbook of migration studies (325-338). London: Routledge.

* Maistrello, Veronica, & Dalziel, Fiona Clare. (2020). Overcoming Anxiety in Adult Migrants' Language Learning
by Means of Process Drama. Global Education Review, 7 (4), 29-45.



A similar project occurred years later under the Alrahallah theatre group. The project, “The
significance of language in self-expression, inclusion and diversity”, took place in 2024 in Berlin.
The project, held thanks to Erasmus + funding, aimed to let participants explore the shared
cultural aspects of the hosting countries, with a specific focus on common words in languages.
The project's objectives were to enhance the cultural awareness and expression, multilingual
competencies, and personal and social learning of migrant youth through various non-formal
educational techniques, drama, and theatre methods. In addition, the project aimed at facilitating
knowledge-sharing and networking opportunities, allowing participants to expand their
understanding of working with people with migrant backgrounds by integrating educational and
theatre practices.

The main aims of the group were to unite people to raise awareness of humanitarian issues such
as human nights, diversity, tolerance, LGB rights, and shared values of freedom, as well as equip
young people with key competencies from digitalism to personal development, soft skills
development to critical thinking and media literacy.

This imitiative was implemented to promote political, social, and other forms of youth
participation, support community initiatives, improve social work, and facilitate the integration of

young and adult people into society, especially those with fewer opportunities.”

Two projects, more politically motivated, were commissioned at Alrahallah Theatre.

An organisation working in the education field requested the first on a project addressing the
Holocaust. The text chosen was classic and well-known, but the decision was made to transform
it. The approach mvolved placing 15 actors in a closed room, termed the "gas room," representing
victims of the Holocaust brought back to life to answer one central question: "If T were still alive,
what would I be now?"

The result deeply moved audiences, emphasizing life over war. The performance was well-
received m Berlin’s local schools, where discussions followed each presentation to gather
audience feedback and insights. Gathering feedback 1s considered more important than the
presentation itself, as it helps to understand what the audience perceives and interprets. The
performance was designed open-ended, allowing everyone to interpret it based on their
perspective. This approach recognizes that interpretations naturally vary from person to person,

which 1s a key aspect of the method. Engaging the public is essential. As Augusto Boal observed,

" Appendix II



the public becomes an integral performance element by thinking, producing, and actively

participating. This collaborative and inclusive approach forms the foundation of the work

The other notable experience was when a German-Italian church organisation commissioned a
theatrical exploration of peace within Christianity and Islam. They gave the team just one month
to prepare the performance they wanted to present in the church. During the first rehearsal, they
prioritised brainstorming and bodywork over textual analysis. For Maher, bodywork means body
language that creates a deeper connection, more than the text. The team devised an mnovative
circular structure for the performance: the audience formed the outermost circle, the actors
occupied the second circle, and a priest and imam sat in the innermost circle, illuminated by a
central hight. As the performance unfolded, the actors portrayed themes of peace, and at key
moments, the light shifted to the priest and 1mam, mviting them to interpret the actors'
performances and discuss the themes. Finally, the light turned to the audience, inviting them to

join the dialogue.

A significant outcome of this performance was the realisation of how little the audience knew
about the concept of peace in Islam and how distorted their perceptions were. The actors did not
know there would be an audience or that a priest and an imam would interpret their performance
through a religious lens. The actors were told this was the final rehearsal before the official
performance.

Although the performance was initially scheduled to last one hour, it became a four-hour
discussion that provided new nsights into Islamic perspectives on peace and how the Islamic
religion 1s perceived. Despite the challenges and tight schedules, the experimental approach
produced profound results. This method reflects the philosophy of Alrahallah Theatre, where
performers are given minimal instructions to avoid overthinking and self-blocking. Instead, they
are offered guiding keys to discover the relationship between the text, their personalities,
characters, and interactions with others. The process 1s collaborative and dynamic: Maher
observes the actors, gently redirects them if they stray, and ensures alignment within the group.
The team experiments together, fostering mutual trust and collective growth. This philosophy
emphasizes building together, creating a shared experience that 1s both artistic and socially

immpactful®.
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In Berlin, it was found that the Palestinian population exceeds 30,000 people, most of whom are
recognised by the German state but lack formal statehood. This situation highlights a complex
1ssue of 1dentity; many Palestinians in Berlin find themselves in a iminal space, neither fully
recognised as Germans nor as Palestinians.

To address this, the Alrahallah group explored the theme of identity through theatre. Their
projects focused on how individuals define themselves outside of formal recognition and the
challenges that arise from this status. They engaged with German politicians to present their
research findings, highlighting the scale of the 1ssue affecting thousands of people. They aimed to
stimulate dialogue and push for systemic change, particularly regarding recognising people born
m Berlin as German citizens.

For example, in neighbourhoods such as Neukolln, you might meet a young person around 14
or 15 years old carrying the Palestinian flag. When asked, "Where are you from?" the young
person might say, "I am Palestinian. However, on further questioning, they may reveal that they
have never been to Palestine and only identify as Palestinian because their parents told them they
were Palestinian. This highlights the 1dentity struggles faced by this community, torn between their

heritage and their reality.

To further their cause, the Alrahallah Theatre Group drafted a letter outlining concrete proposals
to address these 1ssues and shared it with policymakers. Encouragingly, progress has been made,
and discussions are now taking place in parliament. The process is not easy, but it 1s a start in the
right direction. The work 1s demanding and requires a lot of energy, but this group 1s driven by
autonomy. No funding 1s accepted from local organisations to avoid constraints or imposed
narratives. For them, being an independent theatre collective embodies the freedom to address
any issue that arises and present it as they see fit, untainted by the agendas of funding bodies. This
autonomy allows them to remain true to their vision and fully engage with the 1ssues that matter

to them and the communities they serve.



Chapter 3 CABUWAZI, a sodial circus for children
3.1 History and mission

Established in 1994, CABUWAZ1 is a social circus for children and youth that offers educational
activities in Berlin. It provides leisure activities for children aged 4 to 21 through regular training,
performances, holiday camps, projects with schools and nurseries, and circus pedagogical training
for teachers.

The name "CABUWAZI" (ChAotisch BUnter WAnderZlrkus) was bestowed by the Youth
Senator, Thomas Kriiger. The initiative was conceived by Karl Koéckenberg, a Bavarian who
relocated to Berlin in the 1980s. Initially a Krupp steelworker specialising in bridge construction,
Kockenberg began experimenting with unicycling in 1992 in a Kreuzberg backyard. What started
as a small gathering of children and artists evolved into a larger movement known as the
"Kreuzberg Unicycle Chaos," featuring public performances at schools and festivals. By 1993, they
decided to hold workshops in Gorlitzer Park, one of the largest parks in Berlin, attracting more
than 200 children. Constrained by a lack of space and denied funding by the Berlin Senate, the
group self-funded its activities. In 1994, the organisation and Kockenberg's private donors
financed the purchase of their first circus tent, followed by a second. Today, CABUWAZI
operates n six socially challenged neighbourhoods throughout Berlin. It 1s founded on
Kockenberg's belief in the artistic potential of everyone and serves as a space to express and
explore creativity. CABUWAZI provides this environment for growth through the transformative
power of circus arts for young people.

The activities of CABUWAZI in Berlin are based on the notion that individuals, particularly
children, need to develop social competencies to foster a stable and safe environment. Circus arts
serve as a creative expression that transcends language. They promote physical abilities such as
strength, balance, and coordination while nurturing self-confidence and trust in others. This trust

1s cultivated through games, training, performances, and group activities.



Fig.3 - Construction of the CABUWAZI tent in Tempelhof

The first CABUWAZI tent offered enough space for acrobatics, meetings, exchanges, and
communication. It was built in 1994 n the district of Treptow and 1s located on the former border
strip between East and West Berlin. CABUWAZI, then still unnamed, was a bridge from the
beginning. In the same year, the supporting organisation for the circus was founded.
CABUWAZI grew from 1996 to 2021; new venues continued to be added, expanded or moved
to larger locations. The headquarters since 2017 are in Templhof, the vast park created around
the former Berlin airport. Even recently, the organisation has continued to grow: Britta Niehaus,
the long-standing director of the Treptow location, founded the first circus therapy institute. Since
2022, she and her “Alegria” team have offered children and young people resource-oriented
psychotherapeutic groups to deal with complicated feelings and teach self-regulation techniques.”
CABUWAZI is committed to fostering an active and cosmopolitan youth, embodying Berlin's
vibrant and diverse spirit. Its artistic and educational efforts focus on children, young people, and
families, regardless of gender, nationality, ethnic or social background, religion or belief,

disability, age, sexual orientation, or identity. The educational approach they propose combines

“ hitps://cabuwazi.de/ (consulted on 12/12/2024)
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social, artistic, and sports elements. The diversity of circus arts provides the perfect framework
for this mission: with its wide range of disciplines, styles, and creative movements, every child and

young person can pursue their interests and discover their strengths.

Since its existence, CABUWAZI has been highly involved in working with young people from
refugee backgrounds, firstly, because the locations of the tents were chosen precisely because of
their proximity to areas predominantly inhabited by migrants or close to refugee camps. Through
one specific mitiative, “CABUWAZI Beyond Borders”, the organization provides opportunities
for young refugees to engage in circus activities. These activities aim to enhance their personal
and social skills, including proficiency in the German language.”

In 1998, CABUWAZI received the Children's Culture Prize for outstanding achievements in
working with children and for children. In 2006, the German Promotion Prize was awarded to
CABUWAZI for the career orientation project "Manege", which 1s a Promotion Prize for

excellent learning location and child protection.

As a space dedicated to teaching circus arts, CABUWAZI is committed to preserving and further
developing the circus tradition while maintaining its circus sites as vibrant cultural hubs. The
venues are freely accessible to the community and can be used to organize activities such as
markets and reading sessions. Neighbourhood communities strongly support CABUWAZI,
recognizing the valuable work i1t does with children and the positive impact these spaces have on
community life and the overall well-being of the neighbourhood. The values that CABUWAZI
uphold are as follows: CABUWAZI 1s steadfast in its commitment to safeguarding the welfare
and safety of the children and youth under its supervision. The organization actively fosters self-
empowerment and self-efficacy among children, young people, and staff. Its programs emphasize
autonomy and encourage participation in decision-making processes. The organization 1s
committed to giving every child and young person the chance to reach their full potential and
develop their individuality. This commitment involves considering the power structures in society
and upholding a diverse organizational structure. CABUWAZI advocates for a solidarity-based
society and views itself as an integral part of the social fabric. Many of its programs are offered
free of charge, and 1t provides free social spaces for courses requiring a contribution.

CABUWAZI takes ecological and social responsibility seriously by implementing sustainability

* https://vouth.curopa.cu/ (consulted on 16/12/2024)
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standards at its circus sites, advocating publicly for environmental and chmate protection, and
raising awareness among children and young people on these topics. The organization manages
its resources and funding responsibly, ensuring high transparency in the allocation and use of

funds.”

CABUWAZI, after having struggled to gain recognmtion for its social value, currently receives
financial support from various national and European institutions. including the Federal Office
for Migration and Refugees, the European Asylum, Migration and Integration Fund, the Berlin
Senate Department for Education, Youth and Family, and the European Regional Development
Fund. It also has various sponsors, supporters, and collaborating institutions, the most important
of which are Erasmus + and the European Solidarity Corps. The European Regional
Development Fund (ERDF) plays a key role in the CABUWAZI project, providing significant
financial support and enabling the mitiative to broaden its impact on the community. ERDF 1s a
European Union fund that aims to reduce economic and social disparities between EU regions.
The European Regional Development Fund contributed to CABUWAZI with a grant of
€332,000, representing 509% of the total project costs™. This contribution has enabled
CABUWAZI to provide a range of activities for children and young people, including circus
classes, performances and workshops. The ERDF also supports projects that contribute to urban
regeneration and improve the quality of life in neighbourhoods. The CABUWAZI project in
Kreuzberg, a neighbourhood known for its bad reputation, 1s helping to give the area a friendlier
and more attractive face. The ERDF also funds projects that promote tolerance, mutual respect,
and social cohesion, and CABUWAZI provides a positive and stimulating environment through
its inclusive and tercultural activities to promote mtegration and understanding among young
people from different backgrounds.” Thanks to ERDF funding, CABUWAZI can provide
Berlin's children and young people a safe and stimulating place to develop their skills, socialize

and contribute to building a more cohesive and inclusive community.

CABUWAZI offers circus pedagogy and event management jobs, thereby creating employment

opportunities. Each of CABUWAZI’s offices has administrative staff, totalling over 40

¥ hitps://cabuwazi.de/ (consult: 12/12/2024)
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employees. The organisation also supports professional development with specialised courses for
teachers, educators and young people interested in traiming in circus education. This enriches
their artistic and educational skills and serves as a bridge to employment. CABUWAZ.I has been
active in the EVS program for over 15 years and has allowed more than 100 young people to
carry out a European Voluntary Service in one of CABUWAZI's six locations. The European
Voluntary Service (EVS) program gives young people between the ages of 17 and 30 the
opportunity to spend a period working on a non-profit project in another country. Volunteers
receive training support before, during and after the exchange. Apart from the age lmit, no other
eligibility criteria or specific educational qualifications or language skills are required. EVS
volunteers at CABUWAZI contribute to daily circus education work with children and young
people and enrich the community with their cultural diversity.

Some funding comes from donations made by youth assistance offices, and additionally, there
are sponsors and donations from parents. Some performances, especially those featuring guest
artists, require an admission fee to generate income. Plus, it 1s possible to book CABUWAZI’s

venues for events and parties, always to secure additional income to support the association.

CABUWAZI is part of many networks that support and fund its activities. In Berlin, it 1s
supported by the State Association for Cultural Youth Education (LK]J Berlin e.V.), an umbrella
organisation with 43 member groups and nearly 400 nstitutions dedicated to cultural activities
for children and young people. LKJ represents its members at the state level and provides a
dedicated InfoPoint for funding and project management advice. CABUWAZI 1s also a member
of Caravan, the international network of social and youth circuses founded in 2008. It brings
together 30 circus organisations in Europe, Africa, Asia, the Americas and the Middle East™. The
network uses circus arts for personal and social development by stimulating social change.
Caravan also works on developing pedagogical methodologies relevant to social circus
professionals. Another important partner is the "Circus Makes You Strong - Circus for Everyone"
association, founded in 2012. This national umbrella organisation supports and empowers
socially and educationally disadvantaged children and young people through circus education. In
cooperation with the German Federal Ministry of Education and Research, as part of the "Culture
Makes You Strong: Allances for Education" funding program, it distributes funds to local

alliances that realise circus projects for the target groups. One of the leading partners 1s the BAG

88 " . ; Yy -
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Circus Education e.V., founded in 2005. It brings together children's and youth circus groups and
educators in Germany. Examples of its work include setting quality standards for the training of
circus educators and the recognition of these standards, as well as the development of circus
education through traiming programs and the exchange of knowledge.

Finally, CABUWAZI works with the Parititischer Wohlfahrtsverband Berlin, the leading
association of the independent welfare sector, that represents more than 760 non-profit
organisations and self-help groups, provides legal, economic and social advice, and advocates for

cwil society and the rights of people in need”.

Kockenberg argues that social work cannot thrive without the support of the state. In an interview
with German national television, he highlighted the transformative power of culture in creating
strong alliances for education. Reflecting on his career, Kockenberg noted that his mission has

always been about building bridges, this time, connecting people and cultures”.

¥ https://www.paritact-berlin.de/ (consulted 15/01/2025)
* htps://www.voutube.com/watch?v=uQdWpYcketY video of an interview released by Karl Kéckenberg for the
German local television
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3.2 The practice of social circus

Circus therapy supports the mental and physical health of children and young people facing
mental health challenges. This mnovative approach itegrates circus education's physical and
movement-based focus with cognitive therapeutic methods. Through the “CABUWAZI Beyond
Borders” initiative, the orgamsation engages in international projects aimed at supporting refugee
children and youth.

Since 2015, the CABUWAZI Beyond Borders team has organized project weeks, workshops,
and ongoing circus courses at CABUWAZI Tempelhof and directly in refugee shelters across
Berlin. The mmtiative works within first reception centres, evacuation points, and emergency
accommodations, creating a citywide network. It 1s part of “Getting in - Association for Young
People's Paths through the City”, an initiative supported by the Senate Department for Education,
Youth, and Family". CABUWAZI’s projects, such as “CABUWAZI Welcome Circus” (EU-
funded) and “CABUWAZI Circus of Life” (federally funded), provide positive first experiences
with the German culture. The programs promote personal, social, and linguistic development,
fostering integration and democratic participation. Refugee children and youth engage n circus
disciplines that help them confront and manage challenging emotions like fear and frustration in
a safe and supportive environment. Interaction with local children and playful activities enhance
language acquisition, while mindfulness exercises improve sensory awareness and encourage
relaxation. Additionally, a mobile nursery enhances these projects, and to ensure the sustainability
and continuity of this practice, CABUWAZI provides professional training in circus education at

its Circus Academy i Berlin®.

Social circus 1s the methodological approach employed by CABUWAZI in its projects. This
approach primarily focuses on individuals' and communities' social and emotional development.
The principal focus is not therapy but general well-being and acquiring transferable skills.
Programs are usually provided in community settings, such as schools, youth centres, and

nonprofit organisations. This approach 1s generally open-ended, focusing on hands-on learning,

92 1/, . ~ . / . / . . . .
https://www.berlinerratschlagfuerdemokratie.de/projekte/cabuwazi-bevond-borders-zirkus-mit-kindern-und-
jugendlichen-aus-gefluechteten-familien/ (consulted 15/01/2025)
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play, and creative exploration. Instructors, such as circus performers, teachers, or social workers,
often have varied backgrounds. Instead, the CAT (Circus Art Therapy) is a form of play therapy
spectfically designed to address mental health challenges in children. It 1s usually implemented in
healthcare facilites or private clinics, and CAT therapists are qualified mental health
professionals with specific training in circus arts™.

In summary, Social Circus 1s a community-based social activity with inherent therapeutic benefits,
while CAT 1s a form of therapy that uses circus arts as a specific therapeutic tool. Sources present
evidence supporting the benefits of circus arts therapy through empirical studies on CAT and

concrete examples of social circus programmes.

One example 1s Cirque du Monde: this programme, which 1s present in over 80 countries, offers
at-risk youth the opportunity to develop circus and social skills. Through participation in Cirque
du Monde, young people experience a sense of belonging, learn to cope with challenges and work
as part of a team. Another valid example 1s the Streetwise Community Circus (Northern Ireland);
this project targets adults with intellectual disabilities, allowing them to learn circus arts and
experience the benefits of group work and creative expression. One parent reported significant
mmprovements in her autistic child after participation in the programme, including better
communication, more regular sleep, increased self-confidence and greater involvement in daily

life”.

CABUWAZI primarily focuses on providing courses designed for children. During school
holidays in Berlin, it organises circus programs tailored for children and adolescents aged seven
or eight and older. Under the mentorship of professional trainers, participants engage deeply with
the art of circus performance, tackling both creative and physical challenges.

The regular afternoon courses are designed for children and young people between 9 and 21.
Training usually takes place from Monday to Friday in the CABUWAZI circus tents, and every
Friday, what has been learned is presented to proud parents and amazed friends in a large, one-

hour final show in the circus tent. A wide range of artistic disciplines allows participants to explore

“ Heller, C., & Taglialatela, L. A. (2018). Circus Arts Therapy® fitness and play therapy program shows positive
clinical results. International Journal of Play Therapy, 2A2), 69.

" Meilman, A. (2018). Circus arts as expressive arts therapy (Master's thesis, Lesley University). Expressive
Therapies Capstone Theses.
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their interests and preferences. The program includes open training sessions for beginners and
structured training groups tailored to different skill levels.

Another program CABUWAZI offers 1s CABUWIZING, which consists of afternoon courses
specifically designed for younger participants, targeting children aged four to nine. The training
1s calm and imaginative, maintaining the developmental stage of the little ones. Performing in
front of an audience requires acting skills developed through small role-plays throughout the
training.

A recently designed activity 1s CABUFAMILY, a circus training program designed for children
aged 2 to 4 years or 5 to 9 years, depending on the specific location, to train alongside a parent.
Participants are introduced to various circus disciplines, including acrobatics, juggling, tightrope
walking, ball balancing, mini trampoline, clowning, and more. The CABUWAZI trainers provide
methodological assistance m each unit, which can be tried with your child. Throughout the six-
month training period, a show can be developed and performed. The course not only strengthens
families' social, physical, and motor skills through varied circus traming, but also deepens the
bond between parents and children. The idea 1s to learn from and with each other. In the circus
ring, perspectives change, and children often learn how to walk on a ball very quickly, and parents
can learn a lot from their children. In a famihiar, respectful atmosphere, parents and children see

each other in a new light, strengthening children's self-confidence™.

“ hitps://cabuwazi.de/events/category/trainingskurse/ (consulted on 12/12/2024)
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Fig. 5 - Photo of CABUWAZI’s children during an afternoon training course

In recent years, thriving youth ensembles have been established at the CABUWAZI locations
i Altglienicke, Marzahn, Tempelhof, and Treptow. These groups, composed of teenagers and
young adults, engage in independent training sessions multiple times weekly to prepare their
performances. Their shows are presented throughout the year in circus tents, at outdoor events,
and during various festivals. The CABUWAZI trainers provide support and advice, especially
on theatrical and artistic 1ssues. The Marzahn group "Da Capo" members have been training for
many years in CABUWAZI's advanced courses and have a very high level of circus technique
and artistic ability in the field of (amateur) artistry. The group trains twice a week, wholly self-
organised and with great success. “Da Capo” has won prizes and awards at numerous
competitions in Germany and abroad. The group is regularly booked for major events and
festivals and has performed several times at Berlin's Summer Festival™.

A distinctive feature of this ensemble 1s its multilingual approach to communication and training,
as well as the exchange of ideas among members during sessions on themes of diversity and

migration.

* hitps://cabuwazi.de/ (consulted on 12/12/2024)

63


https://cabuwazi.de/ueber-uns/#30-kinderschutz

In addition to performance and training, participants receive advanced instruction in circus
education, including earning a youth instructor's license, completing training in first aid, and
gaining experience as co-trainers. The association's collaborative approach has been recognised
with the Youth Action Prize. Throughout the year, the program features workshop performances
by training groups and youth ensembles alongside guest appearances by circus artists and groups
from across Europe. The “Freedom of Movement” (FoM) Festival 1s an annual event held in
Tempelhof, providing an artistic exploration of themes such as displacement, integration, and
societal interaction. It fosters connections between people from diverse backgrounds. The festival
mcludes circus performances, creative workshops, and performances in music, dance, and
theatre, offering a platform for dialogue on pressing social issues relevant to the young
participants. In addition to the FoM Festival, spring and summer festivals are organized, with
activities such as flea markets and concerts in locations like Treptow, often in collaboration with

neighbourhood initiatives.

Circus arts are gaining popularity as a therapeutic tool, offering a range of physical, emotional and
social benefits. This approach, referred to as ‘circus therapy’ or ‘social circus’, as mentioned
above, integrates activities such as juggling, trapezing, acrobatics and clowning into therapeutic
and community settings. One significant example 1s Circus Arts Therapy® (CA'T), a program
mtegrating circus arts into play therapy, combining directive and non-directive approaches to
promote emotional and social well-being”. This study demonstrates that therapeutic juggling
programs use juggling to reduce anxiety and enhance emotional regulation, proving particularly
effective for adult patients.”.

However, several key aspects must be considered to ensure the success of these interventions.
Tramning for practiioners is essential, as professionals need to be well-versed in both circus arts
and therapeutic techniques to deliver safe and effective programmes. Additionally, cultural
adaptation 1s crucial since programmes must be tailored to the needs of participants and the
context. Lastly, accessibility remains a significant issue because the availability of venues, suitable
equipment, and financial resources can significantly impact participation opportunities in these

programmes. A study conducted with 15 children between 4 and 12 years showed that CAT

“ Heller, C., & Taglialatela, L. A. (2018). Circus Arts Therapy® fitness and play therapy program shows positive
clinical results. International Journal of Play Therapy, 27(2), 69.

* Meilman, A. (2018). Circus arts as expressive arts therapy (Master's thesis, Lesley University). Expressive
Therapies Capstone Theses. https://digitalcommons.lesley.edu/expressive _theses/42
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positively impacts several areas. The children showed significant improvements in their ability to
collaborate and work together, their physicality improved, and strength, flexibility and
coordination increased due to participation in the program. They showed an increased ability to
understand and follow directions, and although not statistically significant, improvements were
observed 1n socialization with parents and peers and in managing emotions. The study conducted
by Heller and Taglialatela (2018) gives strong evidence to support the physical and emotional

benefits of Circus Arts Therapy in children”.

Studies on social circus suggest that participating in circus activities can positively impact the
mental health of young people and children. One example is “A mixed-method approach in
identifying the impact of circus arts on the health and wellbeing of young people,” a study
conducted by Kate Stevens. The study took place at the Cirkidz Circus School in Adelaide,
Australia, and involved 23 children aged 8 to 14 who were enrolled in social circus classes. In
Stevens' study, the Kidscreen-27 questionnaire was used to measure health-related quality of life
and well-being of children. The Kidscreen-27 1s a self-administered and validated questionnaire
designed to be used with children aged between 8 and 18 years. This instrument aims to measure
health-related quality of life and well-being from the child's perspective™.

The questionnaire consists of 27 questions covering five dimensions of health-related quality of
life and well-being: physical well-being, psychological well-being, autonomy and relationship with
parents, social and peer support, and school environment. In addition to the questionnaire, focus
groups lasting 10-15 minutes were held, both before and after the training, in which the
participating children were asked questions. Some examples of questions are: “Why do you do
circus? What do you hope to gain from the circus? Why? What benefits do you think there
might be 1 doing circus? Why? How does it make you feel to do circus?”

Focus groups showed that children felt a positive impact on their mental health and well-being
from circus participation. They described the circus as a space for stress relief, building self-
confidence, and forming new social connections. However, the quantitative analysis of
questionnaires revealed no significant changes in health-related quality of life or well-being after

weeks of circus training. The small sample size of 23 children may have resulted in low statistical

* Heller, C., & Taglialatela, L. A. (2018). Circus Arts Therapy® fitness and play therapy program shows
positive clinical results. International Journal of Play Therapy, 272), 69.

" Stevens, K. S. (2017). A mixed method approach in identifving the impact of the circus-arts on the health and
wellbeing of young people. Thesis (Bachelor of Health Science) University of South Australia, 2017.



power 1n the study. Although the questionnaire results were not statistically significant, there was
a correlation with the findings from the focus groups. Both indicated that circus participation was
associated with improved psychological well-being and increased social support. The children
reported feeling happier, better equipped to cope with stress, and noted that their self-esteem had
grown due to their mvolvement in the circus. They described the circus as a place where they
could truly be themselves, which enhanced their happiness and mental health. They attributed
their positive feelings and heightened self-esteem to the opportunity to learn new skills and
achieve success 1n a supportive, non-intimidating traming environment Another study from the
Universidad Complutense de Madrid presented the benefits of the therapy based on research
conducted with children who participated in a social circus program at the Child Psychiatry
Department of the Heim Pal Pediatric Hospital. The most common disorders affecting these
children were conduct disorder, hyperactivity, attention deficit disorder, obsessive-compulsive
disorder, anxiety and mood disorders.

The research showed that circus arts, which require patience, perseverance and concentration,
help children develop self-discipline and emotional regulation. The safe environment of the
circus allows them to face failure and learn to control their reactions, such as anger and
impatience. Circus activities, such as acrobatics and performance creation, encourage teamwork,
mutual trust and empathy. It gets children to work towards a common goal, giving them both a
sense of belonging and the importance of their contribution to the group. In addition, most
children with mental disorders face marginalization and social stigma. The circus allows them to
perform for the community, demonstrating their abilities to counteract such stereotypes. Once
they can showcase their talents as circus performers, others' perceptions can change in a way that
promotes acceptance and mclusion.

The research also refers to a study on the neurobiological effects of juggling. The findings
revealed that acquiring juggling skills resulted in measurable structural alterations in the brain's
grey matter. Enhanced neural plasticity was evident as early as the first week of training, indicating
that even brief periods of practice can trigger structural changes in the brain.

These findings emphasize the potential of social circus programs to improve cognitive and

101

neurological development.

' Csurés, D. (2015). Circus workshops in the child psychiatry/Taller de circo en psiquiatria infantil. Arteterapia

(Madrid), 10, 269.
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Chapter 4 Final Discussion
4.1 Comparative analysis of case studies

A substantial body of literature highlights the effectiveness and advantages of applied theatre in
challenging environments, particularly within migratory contexts. However, recognising the value
of this practice remains a challenge. Discussions about applied theatre projects often revolve
around NGOs or situations lacking funding and mstitutional support. Although substantial
projects acknowledged by governmental mstitutions do exist, they are surpassed in number by
the numerous mitiatives that depend solely on private donations or are self-financed through
alternative activities.

A remarkable example studied by Anika Marschall in an article published in Research in Drama
Education is the Grandhotel Cosmopolis, a place that navigates the fine line between complicity
with political institutions and critique of the same, aiming to create a space of solidarity and social
change through artistic and performative practices™.

The Grandhotel Cosmopolis 1s a socially engaged artistic project that combines housing for
refugees, workspaces for artists, and accommodation for tourists. The article examines the
Grandhotel Cosmopolis through the lens of institutional aesthetics, exploring its ethical and
performative implications and placing it in dialogue with the "non-performativity" of istitutional
commitment. Part of the building 1s rented by the local administration of the Bavarian state as a
reception centre for asylum seekers. The government of Swabia (an administrative division of
Bavaria) has allocated asylum seekers to live there while they await the granting of residency rights.
The Grandhotel Cosmopolis i1s, therefore, partially complicit with the housing policies for
refugees implemented by the Bavarian state, however, its operators openly criticise the state
mstitutions responsible for determining the nature of assistance and legal aid available to asylum
seekers. They actively advocate for political change, campaigning for refugees' rights and aligning
themselves with movements for social justice.

The project fits within a new line of research on institutional dramaturgy, considering theatre and
performance as socio-political realities embedded in specific working and living conditions. It

seeks to mntersect performance theory as a tool for achieving political change.

" Marschall, A. (2018) What can theatre do about the refugee crisis? Enacting commitment and navigating
complicity in performative interventions. Research in Drama Education, 23(2), pp. 148-166.
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This mitiative 1s financed through project-based grants provided by various stakeholders, notably
the Federal Cultural Foundation for Arts and Culture and the Robert Bosch Stiftung, a
foundation affilated with the private industrial company Bosch. While the hotel does not serve
as a complete haven nor as a form of anarchic social resistance, it can be posited that it operates
within the interstice of the embodied practice of everyday solidarity and the legal confines of an
official asylum seekers’ centre. Emerging social art practices, such as those observed at the
Grandhotel Cosmopolis, compel us to reconceptualise how performance may function
politically. Rather than adhering to a traditional dramatic framework characterised by a distinct
beginning, middle, and end, these practices embrace diverse and overlapping temporal rhythms.
To appreciate the political significance of performance beyond its immediate effects, it 1s essential
to concentrate more on institutions within the performing arts. This entails addressing the sluggish
pace of institutional reform and scrutinising how our academic paradigms frequently restrict
performance to merely indicating reality or social transformation without fully engaging with 1t.
‘Within the context of the Grandhotel Cosmopolis, hope 1s conceived as an active practice and a
sustained commitment to fostering a just and non-discriminatory future. It transcends being
merely an emotion or a desire; instead, it embodies a manner of acting that materializes in daily
life. At the Grandhotel Cosmopolis, hope 1s articulated through the ongoing establishment of an
alternative politics that actively opposites the singular perception of the "refugee crisis." It 1s
manifested through daily endeavours aimed at nurturing a space where mdividuals may coexist
with dignity. This includes the collaboration between artists and asylum seekers, the creation of
venues for interaction, and the provision of services and cultural activities. This includes the
contributions of the "hoteliers," dedicated to supporting residents and advancing their interests
Justice.

As feminist scholars Rebecca Coleman and Debra Ferreday have argued, hope 1s central to
marginal politics™. In this instance, it 1s crucial to the Grandhotel Cosmopolis's social approach.

This 1s an example of how these realities can be active in social change besides raising awareness.

Fadi Fayad Skeiker's significant contribution to applied theatre 1s outlined in his publication for
the Applied Theatre Researcher. In it, he shares insights from a workshop he led at the Bagaa

refugee camp in Jordan. Home to around 150,000 residents, mainly Palestinians displaced by the

" Coleman, R., & Ferreday, D. (Eds.). (2011). Hope and feminist theory. London: Routledge.
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1967 Israeli occupation, the camp faces severe challenges, including poverty, unemployment, and
diminishing educational standards.

In Jordan, and more in general in the Middle East, applied theatre 1s primarily spearheaded by
Western-trained artists linked to NGOs. Although these organizations have set goals for using the
arts 1n social development, theatre 1s not often prioritized as a medium for intervention. Both
local and international entities tend to display reluctance in utilizing theatre to connect with
oppressed communities, particularly refugees. This reflects a broader skepticism about theatre's
potential to create change, making professionals propose compelling cases and then pass through
numerous layers of approval before starting their projects. For his workshop, Skeiker had to
generalize his objectives to obtamn approval, highlighting the complexities and hurdles
encountered while negotiating institutional power dynamics. The presence of an assistant from
the refugee camp was crucial in overcoming the gap between the facilitator, perceived as an
outsider, and the local participants™.

Applied theatre projects must find a way to navigate established power structures, whether they
mvolve NGOs or other organizations. Skeiker's experience illustrates how the quest for
formal permission can shape a project's objectives and dynamics. Moreover, it underscores the
importance for facilitators to remain attuned to the cultural and social contexts during their
engagements with participants. This scenario reveals how venues like the Grandhotel Cosmopolis
engage with political institutions, striving to find a delicate balance between complicity

and critique while aiming for impactful, lasting change.

The two cases examined in this thesis had little, if any, existing literature behind them. Often, the
residents of the cities where these projects are carried out are unaware of these realities. By
comparing the two associations analysed in this thesis, Alrahallah Theatre and CABUWAZI, we
observe how both struggled to obtain funding and gain recognition for the value they added to

soclety.

" Skeiker, F. F. (2011). Performing orphanage experience: Applied theatre practice in a refugee camp in Jordan.
Applied Theatre Researcher, 12, Article 2. Griffith University and IDEA.



4.2 Theatre and Migration: Representation, Ethics, and Participation

Artistic practices mvolving refugees have increasingly become the subject of academic research.
Untl five to six years ago, the questions currently being addressed in this field were virtually non-
existent. The existing literature 1s predominantly of Anglo-Saxon origin and largely reflects a
Western perspective. Scholars are currently exploring various issues related to theatre and
refugees, focusing on representation, language, and methodological approaches. A common
pitfall in this discourse 1s the tendency to portray refugees as either vicims, individuals lacking
agency, defined by narratives of tragedy, or as heroic figures considered worthy of being seen as
equals, “like us”. This approach reinforces a distinction between “us” (the spectators) and “them”
(the refugees), creating a distance that relegates them to the role of observed objects. This
separation 1s constructed both through visual choices and through textual language, which
describes their condition as alien to normality. These representations risk reinforcing stereotypes
on this group.

This exposure mode contributes to a dichotomous view of the world, in which suffering 1s
perceived as something remote, confined to an “elsewhere”. In this process, the subjects
portrayed risk becoming objects offered for the viewer's consumption, with their voice and
mdividuality sidelined. Although the intention may be to elicit empathy, the result may be a form
of appropriation of their suffering; 1images of refugees' pain can turn mto a commercial
commodity, fueling a sense of distance and superiority by the viewer.

While effective in mobilising people to enact change, performance activism also fulfils a need for
spectacle. In theatre, violence 1s often used to fascinate audiences, but this carries risks, especially
when representing the migration crisis. The difficulty of representation raises questions about the
political, social, and ethical aspects of activism through performance and the futility, missed
opportunities, and disappointments often mvolved.

Yana Meerzon, quoting Susan Sontag, calls this trend political pornography: “All images that
display the violation of an attractive body are, to a certain degree, pornographic, but images of

the repulsive can also allure.” (Sontag, 2003)

" Szorényi, A. (2006). The images speak for themselves? Reading refugee coffee-table books. Visual

studies, 21(01), 24-41.
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So recently, scholars and theorists, as well as refugees themselves, have been questioning what
would constitute an appropriate social and artistic response to a humanitarian catastrophe, be it
war, genocide or a migration crisis. This issue has been widely debated by scholars, from Theodor
Adorno to Jacques Derrida, Emmanuel Levinas, and Judith Butler, who have all questioned the

aesthetics of representing mutilated, violated, or killed bodies™.

The visual representation of refugees raises complex ethical issues that require critical analysis. It
1s not enough to focus on the content of the images: it is crucial to consider the context in which
they are presented, the role of the artist producing the work, be it a filmmaker, a performer or a
photographer, and the power dynamics mvolved. The real challenge 1s to find modes of
representation that restore dignity to refugees, recognising them as active subjects of their story
and avoiding reducing them to mere objects of compassion or curlosity.

The aesthetics of excess, sincerity, and obscenity emerge as key representational approaches in
many artisic works addressing migration. The article “Performing that which exceeds us:
aesthetics of sincerity and obscenity during the refugee crisis” (Zaroulia, 2018) describes some
examples.

“Safe Passage” by A1 Weiwel 1s an installation that uses 14,000 life jackets recovered from the
beaches of Lesbos to cover the columns of Berlin’s Konzerthaus. The artwork denounces the
absence of the migrant body and Europe’s responsibility in the tragedies at sea. Its association
with a chanty gala, where attendees wore emergency thermal blankets, sparked mixed reactions:
some viewed 1t as a spectacle of the crisis, while others interpreted it as a critique of celebrity
activism's madequacy. Despite the controversies, A1 Weiwer’s work reflects a genuine moral
urgency, aiming to shake consciences and expose the indifference toward migrants’ situations.
“Fire at Sea” (Fuocoammare) by Gianfranco Rosi examines the migration crisis through the
everyday life of Lampedusa. The film contrasts the 1slanders' routines with harrowing images of
migrants rescued at sea, underlining the coexistence of normality and tragedy.

One of the film's most symbolic elements 1s the metaphor of the “lazy eye”, represented by a boy
with sight problems. This allegory for Europe's blindness to the migration crisis underlines the
mmpossibility of seeing this reality as it really 1s. The film does not have a linear resolution at the

end, leaving the audience to grapple with the complexity of the 1ssue.
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Through an aesthetic of sincerity, Rosi takes an intimate perspective on the lives of migrants, far
from rhetoric and emotional mampulation. The use of excess 1s evident not only in the depiction
of suffering but also in the portrayal of everyday life: moments of normality juxtaposed with scenes
of tragedy heighten the film's emotional impact. The work thus mvites critical reflection,
challenging conventional representations of migration and the role of the viewer in confronting
this humanitarian crisis.

Another critical 1ssue is overempathy, which can lead to works that focus more on making the
artist or audience “feel good” than on a real understanding of the causes and consequences of
migration. The result can be superficial empathy that does not translate into action. Rather than
mspiring political change, such works risk perpetuating the status quo through the display of good
mtentions.

However, the article criticises the use of the word “crisis” to describe migration, arguing that this
label serves to legiimise policies of control and repression. These productions, while using
different approaches, aim to portray the complexity of the migration experience, which often
exceeds the ability of the public and European institutions to understand and respond to it,
provoking intense emotional and intellectual responses. It 1s crucial that such representations
respect the privacy and vulnerability of those mvolved: works that disregard these dynamics risk

being accused of exploitation and mnsensitivity'"”.

Theatre can shape public perception of refugees, but not always in a straightforward way. Some
say that having refugees tell their stories on stage can reopen deep wounds, especially if they have
already had to repeat them in bureaucratic contexts. Then there 1s the 1dea that theatre “gives a
voice to those who do not have one”. Refugees already have their voices; the point i1s not to “give
it to them” but to make sure that they are heard without creating an unbalanced power dynamic
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between those who tell and those who give space to the tale™. Theatre can also serve to break
down stereotypes, showing that refugees are not a monolithic block but individuals with different

experiences, histories and paths.

" Zaroulia, M. (2018). Performing that which exceeds us: aesthetics of sincerity and obscenity during ‘the refugee
crisis’. Research i Drama Education: The Journal of Applied Theatre and Performance, 23(2), 179-192.
“"Wake, C. (2019). Theatre of the real with resettled refugees: Old problems and new solutions in The Baulkham
Hills African Ladies Troupe. Performance Research, 248), 20-30.



Ruffini's article “Playing in the Camps” (2023) analyzes the strategies of self-representation and
resistance adopted by migrants in refugee camps, focusing i particular on spatial segregation.
The research investigates the dynamics of power, appropriation, and agency that emerge in the
Interactions among migrants, local associations, and artists, stressing the contradictions and
opportunities of these processes.

One of the central aspects addressed 1s the choice by many migrants to adopt invisibility as a form
of resistance. By refusing to be photographed, filmed or used as witnesses to stories of suffering,
they resist the spectacularisation of their experiences and bodies, a phenomenon that often
contributes to reinforcing cultural stereotypes. In this context, mvisibility becomes an act of
breaking and affirming one's agency.

The article argues that despite the diversity and richness of these artistic practices, they gain
visibility and public recognition only when managed and reorganised by national or international
assoclations, local artists, or groups. This process legitimises them in the eyes of the public, critics,
and the market, yet it also raises questions about the dynamics of appropriation and mediation.
The case of the French encampment in Calais, known as the Jungle, 1s emblematic of this process
of legiimisation and mediatisation. The spontaneous and unorganised artistic activities that arose
within it have attracted the attention of numerous artists and researchers, giving rise to multiple
projects. Prominent among them 1s the establishment of the Good Chance Theatre, the first
official theatre n a refugee camp, which has gained significant resonance thanks to the support
of a vast network of internationally renowned institutions. This example illustrates how the artistic
recognition of projects i refugee camps often passes through influential institutions and
networks, which raises questions about the relationship between creative autonomy and
mstitutional involvement mediation.

Finally, as criticised by Wake, Ruffini also criticises the use of the rhetoric of giving migrants a
voice, which risks relegating them to the role of suffering witnesses. This rhetoric requires
refugees to tell stories of pain and survival, neglecting other forms of expression and agency. So
Ruffini proposes shifting attention to the creative and political potential of the precarious
condition, valuing the “liminality” and “in-betweenness” of refugee camps as spaces of resistance
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and performative innovation'.

 Ruffini, R. (2028). Playing in the Camps: Performative Practices in the Migrant Camps of Southern Italy.
In Arts (Vol. 12, No. 2, p. 72). MDPIL.
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An 1ssue often overlooked 1s spectatorship, which 1s almost never seen as an experience leading
to integration, civic growth or knowledge of the host culture. This topic 1s discussed by Sergio Lo
Gatto, 1n an article investigating increased spectatorship in the case of migrant viewers. He argues
that in recent years migrants, refugees and asylum seekers have increasingly become part of the
target groups to be considered in the proposal of actions for active involvement, the conception
of good practices, integration processes and facilitation of integration. The type of engagement
proposed 1n the activities mvolving migrants passes through practice, manual work, and the
production of materials presented to an audience, exhibited, and sometimes marketed. Still, there
1s a fundamental lack, particularly in the Italian context, of experiments involving migrants and
refugees as members of the performing arts spectator community"”’.

The article “ Experiments of augmented spectatorship” discusses the independent project Migrant
Spectators/Social Actors (Spettatort Migranti/Attori Sociali), inaugurated in Rome in 2016. It1s a
cultural mediation operation that guides groups of migrants i a spectator experience in the host
country. Spettatorr Migranti intends to carry out an operation of transculturation through
participatory processes that problematise the condition of displacement and detachment
experienced by migrants, reorganising it through a practice of active spectatorship and a dialogic
and collective approach into an actual exchange. The project focuses on helping migrants
mmprove their language and cultural skills through theatre and discussions about their rights and
responsibilities in a community. By participating in theatre, newcomers can learn about and
engage with the local culture, which helps them better understand and adapt. This involvement
promotes a sense of community by connecting these audiences with the ways of expression of the
culture that is welcoming them.

By analysing these articles written by experts in the field, we observe that the challenges related
to theatre and migrants are still many, ranging from their participation, representation, and overall
exclusion from the intended audience. However, scholars and practitioners have addressed these

1ssues over the years and continue to do so.
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Conclusion

This thesis explores different aspects of the complex system of theatre with migrants, focusing on
two associations active in this field in Berlin. The phenomenon is first analysed from a historical
perspective to understand the current scene, reconstructing the fundamental steps that marked
its evolution. This thesis also considers the categorisations mtroduced by scholars and critics,
which are useful for identifying stylistic currents, techniques, contemporary developments, and

critical 1ssues 1n the field.

“The world 1s a stage”, said William Shakespeare. The opposite 1s also true: the stage 1s a place
where artists and performers can showcase the “disguises” that power assumes in all places and
times, even, and perhaps most importantly, when it is least evident. In other words, the theatre 1s
never neutral; it 1s always political, even when it appears to deal with unrelated 1ssues.

Today, the term applied theatre 1s used 1 broad terms, almost excessively. It brings together the
types of theatre that are generally dedicated to positive change. In the context of forced migration,
applied theatre 1s often used as a tool for mtegrating migrants. Due to the rise in global refugee
populations and migratory movements, modern soclety 1s experiencing increased cross-cultural
mteraction. As a result, society undergoes profound structural changes that affect how its
members interact with one another.

The research was guided by the following questions: What social benefits can the practice of
theatre, defined as applied or social theatre, offer in migratory contexts? What difficulties do
those working in this field, including both associations and refugees mvolved in such activities,

face?

The study conducted demonstrates how, in the modern and contemporary era, theatre has been
utilised 1n its various forms and methodologies as a means of communicating distress, political
messages, or stories that would otherwise remain unheard. Above all, its scope has been expanded
theoretically, practically, and geographically; one can no longer view theatre solely from a
Western perspective. Theatre 1s an art form, and 1t 1s everywhere, as 1s written in the preface of

the book Theatre & Feminism:



“The theatre 1s everywhere, from entertainment districts to the fringes, from the
rituals of government to the ceremony of the courtroom, from the spectacle of the
sporting arena to the theatres of war. Across these many forms stretches a theatrical

M”11

continuum through which cultures both assert and question themselves.

The role of applied theatre in working with migrants is to raise awareness and educate individuals
about refugees’ experiences, foster connections among people from diverse cultures, and support
the integration of refugees into society. Examples of applied drama can be seen in the efforts of
theatre companies like Alrahallah Theatre, Cabuwazi, Cosmopolis Hotel, Goodchance Theatre,
and many others.

Drawing on existing literature, the diverse approaches adopted by social theatre companies, and
theoretical reflections, a wide range of methodologies emerges. These methodologies are shaped
by various factors, including available resources, cultural and social contexts, and, most
importantly, the specific characteristics of the participants in each project. Despite the diversity of
theatre projects involving refugees, a common thread runs through most, if not all: the use of

theatre as a tool to achieve shared objectives.

The analysis of the selected case studies has shown that associations and social theatre projects
have contributed to improving coexistence between migrants and local populations while also
enhancing the psychological and physical well-being of participants. Numerous scientific studies
have highhighted that artistic practices have positive effects on mental health. However, their
therapeutic value, while not exclusive or meant to replace other approaches, remains
underestimated and largely unrecognized.

A significant finding of this research concerns the financial and institutional challenges faced by
these associations. The lack of adequate institutional recognition often results m lhmited
resources, jeopardizing the continuity and effectiveness of these projects. Additionally, the issue
of mmpact assessment remains complex: since it 1s predominantly based on qualitative and

subjective factors, it 1s difficult to measure with traditional quantitative parameters, those deemed

" Solga, K. (2015). Theatre and feminism. Bloomsbury Publishing.
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mmportant by stakeholders and funders. Nevertheless, research m this field 1s evolving, and
scholars are working to develop methodologies better suited to evaluating both the effects and
the emotional and social impact of theatre and, more broadly, the arts.

Another critical 1ssue that emerged from this research is the representation of refugees in theatre.
Finding a balance between respecting their experiences and avoiding their commodification
remains an ongoing challenge. In this regard, academic debate continues, questioning how to
represent so-called “vulnerable” groups without falling into a position of superiority or a
simplified narrative. The key lies in the critical gaze of the observer, in the conscious
mterpretation of the spectator. As Jacques Ranciere suggests, the spectator must be emancipated
and, mn this context, I would add, educated to read and understand the complexity of

representations.

Participation 1n culture 1s a crucial field of action in today’s increasingly digital and individualistic
world. Theatre 1s one of the few art forms that has remained truly alive in its live performance, it
1s capable to create a sense of community and foster dialogue, on stage, in the audience, and
beyond the theatre itself. By its very nature, it 1s a space of encounter and exchange; it 1s not
merely a form of entertainment but an act of participation and transformation. It 1s not just a tool
for interaction but also for integration. Theatre acts, creates and possesses its own performativity,
its own agency, and unique ability to shape reality, one that deserves to be fully recognised and

ralued.

“It1s about exploring everything that 1s ambiguous, contradictory: the lives of ordinary
people are full of uncertainties, and for this reason, we need open, porous cities, even
ugly or incomplete ones, where those hves can find welcome and involvement,
eliminating separations between, for example, poor and rich areas. The
environments we live in are increasingly shaped by closure, by death, the result of
narrow-minded economic policies. Theatres, on the other hand, are excellent
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places—complex, ambiguous, and indeed full of life.

" Porcheddu, A. (2019). L'ambiente che arricchisce: il teatro sociale come orizzonte di rinnovamento del tessuto
sociale e umano. Biblioteca teatrale: rivista semestrale di studr e ricerche sullo spettacolo: 153, 1, 2020, 187-203.
(my translation)
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Appendices

Appendix I - transcript interview with Livia, Cabuwazi volunteer at the Tempelhof location
(08.04.2024)

Provo a darti due info molto generiche rispetto al progetto di Cabuwazi.

E un progetto che opera da 30 anni a Berlino in 5 o 6 sedi distinte, come hai visto 10 sono
quella di Tempelhof che ¢ quella che conosco un po' meglio, che ¢ nata li perché a fianco c'e¢ un
centro per rifugiati. Infatt alla sede di Tempelhof c¢1 sono diversi progetti che riguardano 1
migranti  sostanzialmente. I trainer di Tempelhof lavorano ner centri di accoglienza di
Marienfelde, Spandau e quello di Tempelhof appunto. Una o due volte a settimana 1 trainer
raccolgono 1 materiali e vanno in questi centri e offrono un paio dore di training quindi
sostanzialmente mettono a disposizione 1 materiali per 1 bambin o organizzano delle lezion di

circo tra virgolette.

Circo tra virgolette perché tutte le atavita che vengono portate a termine in generale non hanno
tanto l'obiettivo di acquisire un hvello tecnico piuttosto hanno un obiettivo pedagogico, n
particolare queste qui nel centri di accoglienza hanno come obiettivo quello di avvicinare 1
bambini al tedesco, quelli che gia non lo parlano perché in molt casi lo imparano molto
velocemente, molto pit di me sicuramente, quindi sia di avvicinarh al tedesco che come finalita
pedagogica, si cerca di mantenere una dinamica di gruppo sana tra virgolette e di costituire un
gruppo solido di bambini che poi ogni settimana si riuniscono in occasione di questi training.
Quindi queste sono le attivita nei centri d'accoglienza. Po1 principalmente le attivita che s1
svolgono a Tempelhof di mattina riguardano le scuole; quindi, da lunedi al venerdi ospitiamo tre
o quattro classi alla volta che anziché andare a scuola trascorrono una settimana al circo e 1l

venerdi preparano uno spettacolo.

Quello che hai visto tu la settimana scorsa invece riguardava un campo vacanza, quindi durante 1
periodi di vacanza 1 bambini singolarmente mandati dalle famighe trascorrono anche loro una
setimana dal lunedi al venerdi al circo e il venerdi preparano uno spettacolo. In questo caso la
finalita sociale riguarda 1l fatto che, per esempio, durante queste settimane riservano due o tre

posti In clascun gruppo a bambini che arrivano da questi tre centri di accoglienza. Durante le

87



School Project Week, invece, quelle che organizziamo con le scuole, Capita che lavoriamo con
bambini che vengono dalle Wilkommenclasse, quindi che sono per 1 bambini che sono appena
arrivati iIn Germania, sono delle classi in cui si focalizza principalmente sull'apprendimento del
tedesco e si cerca di capire qual ¢ la situazione singola det bambini in modo tale che poi nell'arco
di un anno, dopo aver frequentato queste Wilkommenclasse, possano accedere alle classi tra

virgolette normali.

Per quanto riguarda 1 corsi pomeridiani, sono corsi pomeridiani di circo normali, destinati
principalmente a bambini che sono nati qui, e inoltre c1 sono del gemisch training, che sono
appunto gruppi misti, che sono costituiti sia da bambini tedeschi, che da bambini che vengono
dai rifugi, o gruppi solamente femminili per bambine dagh 8 ai 12, pero prettamente femminili.
E por a Temperhof ¢'¢ un young group, che ¢ un gruppo di ragazze e ragazzi tra117, 18 e 120
anni, che La maggior parte di loro provengono da centri di accoglienza ¢ da quando sono
bambini vengono a Tempelhof, si sono allenati per un sacco di anni e fondamentalmente ora

hanno costituito un gruppo con cui vanno 1n giro a fare spettacoli e sono 1l gruppo pit veterano

di Tempelhof.

Appendix II - transcript interview with Maher Draidi, founder of Alrahallah Theatre
(11.05.2024)

So, first question. Actually, we have been working in social theater since 2020.

That’s also the year we founded our association, AlrahallahTheatre Berlin. Do you know the
meaning of Arahallah? It means "traveler."

So, Traveler Theatre Berlin. Our initial idea was to explore the theme of integration in theater,
working with immigrants and refugees here in Berlin. Our first method focused on Pedagogic
Theatre. Through this approach, we provide training in social theatre. We work with street
theatre and produce performances that address themes such as racism, participation, support,
and integration. In addition, we use Forum Theatre, following the methods of Augusto Boal. We

have also organized and participated in festivals here in Berlin, taking part in two festivals so far.
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The 1dea s centred on methods: we are not only interested i production, but above all in process.
This 1s what we call pedagogy. Behind every theatre production there 1s life and experience, a
process that can last up to six months. The aim 1s to help people who come to us and work with
us 1n the theatre to find themselves.

This 1s crucial because many of the people we work with come from war zones and are in a state
of shock. That 1s why, before we even start a performance, we work to prepare them.l am
mterested n talking about this very process, because the social aspect 1s much more significant
than a theatre production that lasts an hour or an hour and a half.

Some of the people who come here feel lost and do not know how to find their way here in
Germany, partly because of the language. Through theatre, they are able to find a way to learn
German, to start building relationships with others and to understand the concept of personal

space.

In social theatre, we work a lot with space, and this 1s the central element of our method: the
relationship between body and space, always with a focus on social aspects.

We call this method in Italian ‘Passaggio Interno’ (Internal Passage). The aim 1s to help
participants manage their own space, both internal and external.

I work here in Neukolln, the district where we live, which 1s a very popular area. I have worked
with 1,800 people, most of whom are immuigrants.

We organise theatre training courses, both for professionals and non-professionals.

Currently, we are very active in the Erasmus+ programme, which allows us to carry out
mternational theatre training. We take people from Berlin to 26 European countries, offering

them theatre training together with other groups.

How did you start?

Yeah, it's a nice story. Actually.

I started in Palestine because I was born there. In 2000, I began working in theater, specifically
i experimental theater. I studied at an experimental private school, which was actually the only
school in Palestine that taught theater.

In addition to my studies, I worked on three productions. I participated as an actor and a new

graduate student. It was an important experience because we were researching theater and space.



And, as you know, the situation in Palestine i1s shaped by occupation, so we focused on important

themes, exploring them through our work.

We explored schizophrenia and paranoia, working through experimental theater. After reaching
this point—I moved to Italy, settling in Arezzo, Tuscany.

There, I continued studying theater at the Academy in Arezzo and eventually opened my own
theater laboratory, which I called Travelers Theatre 2.

I worked with young people, both Italians and immigrants and together we created more than 14
theatre productions. In addition, we organized various activities for children, such as clowning,
street clown performances, marionettes, and puppet theater.

This work continued in Italy untl 2013, when I moved to Berlin. There, I studied Pedagogic
Theater for three years.

I became deeply interested in specializing in pedagogic theater, as it 1s still a relatively new
concept, especially in Palestine.

I see my studies in Palestine and Italy as part of my journey toward becoming a theater researcher.
After studying Pedagogic Theater, I transitioned into non-formal theater work. Our group in
Berlin grew to include 55 people from all over the world.

From 2014 untl we founded our organization, we worked on theater productions, training

courses, and explored Berlin with our performances. Finally, in 2020, we decided to establish

Alrahallah Theatre.

We are very active in Erasmus+. Besides that, I personally travel to many countries to deliver
theater training, especially in social theater.

For example, I was in Napoli, in Procida, where 1 worked with 25 participants for 14 days on
social theater. At the end, we created a small Forum Theatre performance.

Let’s say that I am fully involved in this field now.

To answer your question about our economic situation, we are primarily funded by Erasmus+,

not by local sources.

At the beginning, we tried to secure local funding in Berlin, but it was very difficult because of the
high competition. Unlike i Italy or other countries, Berlin has thousands of organizations

working in youth projects and theater, making financial support harder to obtain.



Since we were unsuccessful in securing local funds, we decided to develop a different strategy—
one that has worked very well for the past four years. We focus on Erasmus+ projects, and the

money we save from these international projects 1s used to fund our local initiatives.

Every year, we also organize a festival for children. After COVID-19, we saw how deeply kids
had been affected by 1solation. To support them, we launched an iitiative on Facebook and
Instagram, inviting children to join us for three days of play and creativity.

We organized ourselves with clowns, puppet theater, storytelling, animation, and music. Initially,
we expected around 200-300 children, but instead, 1,500 kids showed up in a small garden over
three days! And we were just four people managing the event!

Besides that, sometimes the Culture Ministry in Berlin contacts us to produce films with children.

I have produced two films with eight-year-old kids.

The first film explored the impact of online gaming addiction on children’s physical and mental
development. It was a shocking and difficult topic to work on, but very important.

The second film was more reflective—it asked children:

"How do you see yourself in five years?"

"Who will you become?"

We also explored what they would do 1if they were in a political posiion—what kind of change

they would bring to society.

Recently, the Culture Ministry invited us again to produce two more films with children. The
themes will be different, but still focused on social issues, keeping us in the same area of work.
Beyond theater and film, we also collaborated with Telekom in Berlin on a podcast project. We
produced 70 videos about social issues, but this was a completely different experience from radio
podcasts.

This time, we worked with teenagers and even adults, many of whom were migrants, especially
from Syria. Through these projects, we discovered powerful stories and gained deeper nsights

mto the challenges faced by migrants.

They graduated as journalists but lacked practical experience. So, we 1dentified this gap and

brought them into our radio station, offering them the freedom to explore and create content



with our full support. We soon discovered that while they had the theoretical knowledge, they

needed to learn the practical skills from scratch.

We started by teaching them the basics—how to handle a microphone, how to present in front of

a camera, and other essential techniques. I personally worked with them during this training.

This experience 1s also what motivated me to return to university, where I am currently studying

Public Relations. I plan to pursue a Master's and eventually a PhD 1in this field.

Our organization, made up of immigrants, operates with a strong belief in equality. We ensure
equal opportunities for everyone, whether it's in our traiing or the projects we undertake. We
don’t settle for conventional 1deas or traditional results. Instead, we focus on creating something
entirely new and creative—something that hasn’t been done before. This 1s the approach we take

mn all our work.

That’'s why our orgamzation has a unique reputation here in Berlin. People recogmze us,
especially when we participate in festivals. We always present something unexpected—something
that stands out. We’ve also addressed political 1ssues, especially through our research and radio
work. For instance, we discovered that there are over 30,000 Palestinians living in Berlin. Many
of them are recognized by the German state as "stateless."

So, this 1s actually showing a computer, where are you from? It's like three stars, but you do not
exist. We researched this aspect: the effects of this stateless status on Palestimans, especially those
born here in Berlin. They are stuck in the middle—neither recognized as Germans nor as

Palestinians. As a result, they start to struggle with their identity.

We decided to explore this theme in theater, focusing on identity and how people recognize
themselves. We connected with German politicians and presented the results of our research,
showing them that if this situation doesn’t change, we are heading into a serious crisis. And we’re

not talking about just 100 or 200 people—we’re talking about hundreds of thousands.

For example, in Neukolln, you might see a 14- or 15-year-old with a map of Palestine. If you stop

him and ask, "Where are you from?" he will say, "I'm Palestiman." If you ask, "Have you ever



visited Palestine?" he will respond, "l don’t know. My father told me I'm Palestinian, so I'm

Palestinian."

This 1s just to illustrate the issue. We wrote a letter outlining our suggestions on how to address
this problem, and now, politically, things are starting to change. They are beginning to discuss in
parliament how to recognize people who are born here in Berlin as Germans. We'll see 1f it

works.

It’s been very challenging for us, though, because we’re pushing hard and putting all of our energy
mto this cause. But we feel free in our approach because we didn’t take any funding from local
organizations. We are not restricted in what we can do. Sometimes when you take funding from
organizations, they impose conditions. At least we are free from that. We believe that, as a theater,
you should have the freedom to discuss anything, to approach any subject from your own

perspective—not from the perspective of the organizations that give you money.

And I wanted to ask you, for my research, if there 1s anywhere I can find information on all the
projects you’ve mentioned—the ones you’ve done in the past and all the initiatives you've talked

about?

I will collect. T will collect some materials and listen to you by email. Actually, I have summit

some of this material and another.

Another part of these materials. It was in one hard disk and. And it was stolen.
I was doing one show and someone entered in theater and he has stolen my hard disk that I had
also 360,000 pieces of music. And all of these materials and this 1s stolen, but I recover one. One

part of them.

I will collect all of these materials and also the documents that speak about the process, these

things and then I can send it to you by a manual. I'm really grateful. So you are doing like now.

You are also researchers, right?



Well, I am a researcher, actually. I am an actor, researcher, director, trainer, and theater
teacher—everything. During the shows, sometimes I also do the scenography and lighting.

One reason for this 1s to save money, but it's also about communication. When I say that I'm
working with space, I don’t use traditional decorations or props. Instead, I use lighting as part of
the scenography. The concept of light 1s connected to my theme—colors are an essential part of
the play. It’s like the actor’s role in the performance.

I'll give you an example to show how I focus more on the social aspect than the artistic one. Of
course, the artistic quality and standards are guaranteed, but the main focus is always on the social
message. For example, in 2019, before the pandemic, I received a communication from an
organization. They told me, “Maher, we want you and your group to work on a project about the
Holocaust. We want to present it in a social context.”

I thought about it, and realized that while people know the story, and they know therr story, it’s
about presenting it in a way that brings a fresh, social perspective.

It’s very human, and it touches people deeply. But I thought, "Okay, how can I transform the
text?" So, I told them, "I want to transform the text, but I need you to agree to my plan." I have a
good 1dea, but I don’t want to reveal 1t to you yet—you’ll see 1t at the end.

The original text was very classic and widely known; everyone knew the story. I talked to people,
and my idea was to put 15 actors in one room—a closed room. We called this room the Gas
Room, and 1n this space, these people who had died during the Holocaust would come back to
life. They would answer one question: If I were still alive, what would I be now?

Everything changed—the vision, the story, and even the social aspects. It was really touching for
the audience, and the result was a surprise. I used techniques from experimental theater mixed
with social theater. What came out of this approach was fascinating, even for me as a researcher.
The audience loved it, and many said, "No one in Berlin has presented this same story in this
way."

My message was about life, against war. These two elements can be expressed in any place in the
world where there 1s war. So, we made the point that wherever there 1s war and children are dying,
we can consider that a kind of Holocaust. In this way, we redefined the meaning of the
Holocaust—focused on life, not war.

It was a successtul result, and people really connected with it. We presented it here in Berlin and
also went to schools. Sometimes we bring our projects to schools, talking about our research in

social theater. We did this twice, and it worked well.



What'’s also important 1s that after the performance, we hold a discussion and collect feedback.
This 1s more valuable to us than the actual presentation. We want to know what the audience
understood and how they mterpreted it.

The way we perform is meant to be open-ended—you can understand it from your perspective,
jJust as I see 1t differently from you and others. That’s crucial. It’s not about going there to deliver

a single message and then leaving. You need to engage the audience.

In this case, students and teenagers, like Augusto Boal said that the audience 1s an element that
thinks and creates. They are participating in the performance itself. This 1s another experience
that was truly challenging for me. An Italian-German organization, coming from a church
background, approached me. They were working on themes of peace and told me, "We need
you to create, in one month, four rehearsals and one theater performance about peace in
Christianity and Islam. We want to present it in a church."

I had 25 actors and no story—just the theme of peace. And we only had three rehearsals, with the
fourth being the actual performance. So, I decided to work with a circle theater format, involving
all 25 actors.

For the first rehearsal, we focused on brainstorming ideas about what we wanted to write and
present on the theme. And here's something very important: I put more focus on body work than

on the text itself.

In every performance I work on, we give special attention to body work. Body work means body
language, movement, and deeper connections—more than just focusing on the text itself.

For this particular project, I made an agreement with one priest and one imam from Islam, and
I met with them separately afterward. They didn’t know what I was planning to do with them. I
set it up like a public performance.

In the first circle, there were around 500 people in the church, and in the second circle, my actors
were positioned. The priest and imam were in the mner circle. The concept of light worked with
these three circles. When the actors’ light was switched on, the actors began to speak and perform
the theme of peace.

Then, at a certain point, the light in the inner circle (where the priest and imam were) would be

switched on, and the actors would stop. The priest and imam would then discuss what the actors



had just spoken about. After that, the priest and imam would step back, and the inner circle would
expand to include the audience, who would then discuss what the priest and imam had talked
about.

It was a completely experimental approach and a real challenge. We had planned for an hour,
but the discussion lasted for four hours. The new insights that came out were fascinating—many
people in the audience didn’t have any prior knowledge about Islam or the concept of peace in
this context. The discussion brought new perspectives to light.

It was a real social experiment. We didn’t have the luxury of 3-4 months to prepare, but we
managed to make it work. Not everyone would accept such a challenge, but we were able to do
it. It became one of the unique experiences in Berlin—speaking about this theme in this particular
way.

The actors were also surprised to see a priest and an imam, because they hadn’t known that this
was part of the plan.

About an hour before the show, I told the actors, "Oh, guys, we have some special guests who will
participate with you. You’ll see." This 1s one of our methods—working with the group during the
performance. Sometimes we don’t explain everything to them because it can block their creativity.
Instead, we give them some keys and let them discover things for themselves.

We ask them to discover the connection between the text, their personalities, their characters,
and the others. We develop the performance together. I watch everything closely, and if T see
that someone 1s veering off track, I guide them back. We experiment together. They trust me,
and I trust them, and we build 1t together.

This 1s our philosophy: to build together. The results are amazing. Nothing is classic; everything
1s new. You learn something new from every experience. We work with immigrants here, people
who might be struggling with depression, feeling lost. Through theater, they discover their own
possibilities. Some of them go on to study, others become actors or dancers. They find their paths
through theater.

This 1s what social theater means to us. It becomes a life method. In this context, we've helped a
lot of people. We've also trained a lot of people in our theater. The theater 1s ongoing—every
year, I run a training course for new trainers, with 20 to 30 people. Some of them go on to work
i other parts of the world, and that’s okay. Some stay with us and continue training, while also

developing their professional experience by doing.



Now, I have three professional trainers who are working with Erasmus+ to give training in social
theater. It’s a lot of work, but it’s also incredibly rewarding. This year, we have 80 projects through
Erasmus+.

In late July, I will host 15 people from Turkey, Italy, and Belgium. We'll be working on a project
called Tolerance Theater—a key social theater theme. They’ll be with me for 10 days,
experimenting with this concept, and we’ll present the results from September 3rd to 12th.
We'll also host 44 people later in September to work on Enlightened Theater and cultural
awareness. I'll work with these four groups of people and, at the end, we’ll present a performance
combining theater, choreography, dance, and music—something experimental. Just a month ago,
we hosted a professional dance teacher from Berlin for a one-week training course. I wasn’t the
trainer, but we worked with a professional choreographer and dancer.

Besides these projects, we have others in Amsterdam, Luxembourg, Palermo (South Italy),
Istanbul, Portugal, and Dublin. This year has been incredibly busy—we didn’t expect to have eight
projects approved. When you submit proposals, you never know if they’ll be accepted, so we
were pleasantly surprised when most of our projects were approved.

In addition, we’ve registered an international organization here i Berlin called ILA.It already
exists in Turkey, Ukraine, and Amsterdam, and now we’re leading it in Berlin. This organization
works with Erasmus+ as well, but it focuses more on education and university-related projects, as
well as GPT (general public transport) and intelligent systems, connecting students with their
communities.

Now, we’re working in parallel with both ILLA and our own organization, Alrahallah. Our theater
1s located just 300 meters from here, and we work as two organizations in the same space—one
German organization and ours. We support each other’s projects, and we’ve been using this space
for the last four years without paying rent. The rent here in Berlin 1s about €1,500 a month, so
we proposed using the space for both of our organizations while supporting each other’s work.

It’s been a great solution for us.

So, are the Erasmus funds enough to sustain the whole organization?

Yes, to some extent. If we work intensively and secure more projects, it becomes more
challenging to manage all of them. But for now, that’s the only way we can secure funding. In

October, we’re hoping to get accreditation from Erasmus. If they accept us, we’ll receive a budget



of around €150,000 per year and manage that money to fund our projects. That would be perfect
for us—it would give us independence.

Right now, we don’t have other solutions. Another reality here in Berlin 1s that if you want local
support, you need political backing. Some parties are mvolved in funding, but personally, I'm not
aligned with any party because that could influence us. For example, if I ask the CDU for support
and then criticize them in our theater, they could get angry. That’s not true freedom.

You can't do political theater and art theater at the same time—one goes against the other. So, we
prefer not to accept support from politicians. They try to pressure us to accept it, but we refuse

because we don’t want to lose our freedom to make the right choices.

Thank you, it was really great talking about this.

Last thing, sometimes, you don’t need a written text. Instead, you start by developing layers in
communication, using the body and the space around you. We focus on this here in Berlin,
where we specialize in this area of work. It’s fascinating, because even graduates from theater
programs often struggle with managing space. It’s not just about theoretical knowledge—it’s about
experience and how you develop 1n this area.

I work with professional actors, and even they are sometimes afraid to work with space. They feel
vulnerable, almost as if they are "naked," because they don’t know where or how they can move
within the space. The space can feel quite intimidating.

When I say "nakedness," I mean that there’s nothing to hide behind—no set design, no costumes,
no props. It’s just you and the space. That’s what makes it so difficult for professionals.

But I also tell them that space 1s like the mind. You put everything into it—your tools, experiences,
and emotions—and start building your world within it. Over time, you begin to control that space
and find a balance within it. You start to feel safe because you understand the space; you become
comfortable m it.

This 1s one of the most interesting aspects of our work. In social theater, we don’t just focus on
techniques and methods; we delve mto philosophy and life itself. For example, if someone asks
me a question, I often respond with, “Do you know the answer?” If they say no, I tell them,
“T’hen don’t come to me for an answer until you’ve found your own.” Everyone who works with

me knows this sentence.



When you have your answer, come and ask me. This approach might seem strange, but it opens
up the opportunity for a new perspective. It’s not about providing one answer—it’s about having
a 360-degree view, seeing things from all angles. This 1s creativity.

Sometimes people, especially those studying pedagogical theater, come to us for traimning and find
it too complicated. After a month, they leave, saying it's too difficult. That’s because pedagogical
and social theater 1s not about being a robot, just completing a task. There’s something much
deeper. You're not just acting; you are truly connecting with people. You have to be real, not just

play a role. If you are pretending to be someone else, people will notice—it’s not authentic.

I don’t believe 1in acting; I believe in expressing real emotions, feelings, and experiences. It’s about
being a real person and helping others, connecting deeply with them. Some people find this
challenging because it requires a lot of energy and emotional investment, and not everyone 1s
ready for that. But for those who accept it, the results are incredibly rewarding.

Berlin, especially, 1s a great place for this kind of work. When it comes to pedagogical theater,
Berlin is one of the most important cities in Europe. There are over 360 theaters here, each with
its unique methods and approach. For example, there 1s criminal theater, which is performed
spectfically mn prisons. These productions have a very specific aim: rehabilitation and societal
reintegration. It’s a highly specialized area, and Berlin 1s a leader in this area.

Then there 1s improvisational theater (improv theater), which 1s another huge aspect of the Berlin
theater scene. Many schools here teach improvisation, and while i1t’s fun and engaging for the
audience, 1t’s also an essential tool for actors. Improv allows you to tap into your creativity, play
with fantasy, and invest your imagination in the process.

Improvisation 1s half of the work. It’s not just about making the audience laugh—it’s about

unlocking your creative potential and exploring new possibilities in theater.



Appendix III - CABUWAZI Circus’ informational brochures
Senatsverwaltung fiir Wirtschaft, Energie und Betriebe. (n.d.). Europa macht Berlin - Fit fiir die
Zukunft: Kinderzirkus Cabuwazi - Eine Oase mitten im Kiez.

[Information Brochure]
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There are excifing EU-funded projects just waifing Jo be discovared all over the city!

CHILDREN’S CIRCUS CABUWAZI - AN OASIS
IN THE MIDDLE OF THE NEIGHBOURHOOD

The idea of a colourful raveling circus named “CABUWAZI”
wos born in 1994 as a small project in Berlin Kreuzberg. Tedoy,

tetol of d around
10,000 children and young people between four and ninefeen
years of age every year lo actively parlicipate in crealing an
enchaniing warld ful of dance, droma and acrobalics. Since
2010, the project is sponsared by “Grenzkultur gGmbH” and i

“We also see our work as a
commitment to equal oppertunities
and a more equitable society”.

Jnssy Madan, 146 masager “CABUWAZI® Gauzbesg

part of a large nofional and inkemational network of social and circus associafions. An important gool of "CABUWAZI™ is to be
Inclusive. The inflative offers children and youth  place ko develop Iheir own sirangths and pofenticls, regardless of their sociol
or culiural backgreund, financial and physical affrioutes, or sexual orientalion. This includes courses and acliviies in which young

people con lear individual expressions, sirengrhen their social competences and improve skills, for exomple by developing and

presenting circus shows fogether.

The Eurapean Regional Development Fund (ERDF) supports “CABUWAZ/

s part of the “Futur inifiafive City Disirict 1% thus

providing children ond young people with their families o protected place that they can help shape fhamseives,

Tha v Son from e e
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SOMETHING FOR EVERVONE

‘Vihether balancing, climbing or jumping, whether as a clown,
or o apezcidol arlisl — "CABUWAZI” offers children and ad-
olescents a wide range fo Iry aul, 1o get 1o know their own limils
and sometimes 1o svercome them and goin sell-cenfidence.
s culiurol exchange ocours in the circus, fhe activities also
promate togethermess, lolerance for oihers and fhe reduction
of prejudices.

ERDF PROMOTES EXTENSIVE DEVELOPMENT OF
“CRBUWAZI"

In addilion fo ocfively promafing children and young people in
their strengths and alents, “CABUWAZI” alsa stands for further
educrfionin circus education, further educslion for young pecpi,
tecchers, and educators. Wilh the project “Beyond Borders”, the
inifiative is alsa commitied 1o helping refugees and faciliales
internatianal encounters. In this way, the project has the effect
of stenglhening the sense of commurily and sacial cohesion
in the neighbouthosd.

ERDF WORKS IN BERLIN

Furthermaore, fhe promalion of lolerance fs parl of an aclive
effort in the prevention of violence and oddiclion leotured in
the “CABUWAZF" programme. The inliative herelore also con-
fributess fo. d

fn improved living condilions for people in sacial, ecological
and economic lerms.

‘The ERDF makes Berlin fit for the future by

. i cohesion
+ Ensuring suslainable urban development is faking place, in
which ol cilizens poriicipate.
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CABUWAZI welcome folder brochure
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Appendix IV - Alrahallah Theatre’s projects brochure, programmes and descriptions

The significance of language in self-expression, inclusion and diversity.
Project n.2023-3-DE04-KA210-YOU-000172841

“wnt :
G

The significance of lan,

in self-expression, inclusion
and

versity.

25-31 Juli 2024

Project n.2023-3-DE04-KA210-YOU-000172841

Programme: Erasmus+ KAZ10: Small Scale Parinership

g -
. Erasmus+

- _
. Erasmus+

about Project

In this training, participants will explore the shared cultural
aspects of partner countries, with a specific focus on common
words in languages. The training aims to equip participants with
the skills to

incorporate these shared words into their training sessions,
raising awareness among their learners, especially those with
disabilities, about their cultural heritage. The leading partner will
employ various non-formal education techniques, drama, and
theatre methads, ensuring a dynamic and engaging learning
experience.

objectives of our project

» introducing diverse technigues to enhance the “Cultural Awareness and
Expression, Multilingual Competences, Persanal, social, and learning”
competencles of migrant youth,

« facilitating knowledge sharing and networking opportunities, allowing
participants to expand thelr of working w ith migrant
backgrounds through the integration of educational and thealre practices.

=+ ampowering and motivating participants, including youth workers to
foster positive impact and growth in their roles,

» enhancing participants’ presentation skills to boost their effectiveness as
educators.

« improving participants’ English language proficiancy, as the training
activities will be conducted in English.

-Erasmusl

of our project

The main objectives of the group are to bring people together in order to
create awareness of humanitarian topics such as

human rights, diversity, humanitarian topics, tolerance, LGBT rights, and
common values of freedom as well as equip young

people with key ies from digitalism to personal
saft skills development to critical thinking and media
literacy. We implement different local projects regarding the invalvement
of young people in political, social, and ather

aspects of society, as well as regarding youth work in order to provide
active citizenship for a brighter future, We aim to

Inspire our community with possibilities to spend their time productive, to
support bottom up initiatives of the community, improve social work and
facilitate the integration of young and adult people into

saciety especially those in fewer opportunities.

pment,

* -
L] Erasmus+

Tasks to do or to bring with

* bring with black sport clothes for training
* warm Jacket.

+ Please join our whatsapp Group for communication

[After the selection of Participants please for ech Participant to fill ut this Form:

pal sj027_-

IiXM77iQ8_s3S3_RVk/prefill

Ploase the participants should join this group for Communication
whatsapp.

gl

- -
Erasmus-|
L] v

o ey

Our Workshops program 25-31 Juli 2024

25.07 2607 2200 o7 2907 3007, 3107
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Alrahallah Theater Berlin Team
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[Please don't hesitate to reach out If you are interested in joining our Mobility
program.

Contact us:

Muneer Rjub

Maher Draidi




Progetto Procida
SOCIAL THEATRE for youth - A COMMUNITY PLAY(S)
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Brochure of the final performance ‘Die Schatten’ and photos taken during the training of
the project Memn Praktikum

Die Schatten ;.

theater zentrum

Ein Padagogisches Experimentelles Projekt

v % . k =

AuToruniReyIsSeln

Maler0rand

NG
Bt e

FlONaKENNY]
CeciiaCoulon

Unsere Geschichte ist nicht eine gewéhnliche Geschichte. Ich wiirde sie
eine Reise nennen, die von dem Schatten erzdhlt, der hinter dem Licht
lauert — hinter dem Lé&cheln — hinter dem Kérper.”

“Neues Leben!

Jeder von uns ist dem Licht in sich selbst gefolgt! Deshalb seht ihr euren
Schatten klar.”

“Sahe immer Liebe, dass du sie fiir immer ernten kannst!”

“Deine wirkliche Reise fangt genau hier an: Achte auf deine Schritte und auf
deine Entscheidungen!”

21 Februar
28 Februar
19 Uhr
Bis Interkulturelles theater zentrum, Schudomastr.32, 12055 Berlin
Darsteller/innen:

Barbara Wittmann Mazen Sobh Mahmoud Kahlf
Lena Borowska Ibrahim Kattan Amjad Alkaraan
Alice Caccamo Abdul Matouk David Wittmann

Karam Allaf Crispin Winter Samer Sobh Jule Lenz
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Appendix V - Tables and Figures

122.6 MILLION
Forcibly displaced people worldwide

at mid-2024 as a resuit of persecution, confiict, violence,
human rights violations or events seriously disturbing public
order.

2000

2012

2024

68.3 MILLION

are internally displaced people (Source: IDMC,
as of end-2023)

,—_——/_’_/_

37.9 MILLION

are refugees

y——/-’_/_

2000 2008

8 MILLION

are asylum-seekers

2012

2018 2024

_‘_/__/_/

2000 2006

2012

2018 2024

2006

5.8 MILLION

2012

2018 2024

are other people in need of international

protection

Last update: 8 October 2024

Fig.1 - UNHCR’s Refugee Population Statistics Database (© UNHCR)
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Table 1 (continued)
Reference & Study Design & Population Disease Setting intervention Control Measurement Result Outcome summary
Country Hypothesis Characteristics
provision a positive of using dramatherapy in a
experience, community context.

Lahad (1999)  Descriptive case Sevengroups  Post tic stress G ity group crisis  No Observations, reflections &  Group experience was seen as  Author concludes that the

Israel. studies. but specific disorder following on  setting. intervention using story- Yalom's Curative Factors useful & A place to it was supportive and
numbers ar from continuous making, Sessions ran over (1975) as guidelines for release tension & observe gave the participants a chance
gender was mot  rocket shelling. five weeks. positive outcomes. others who had similar to see a future. More research
discussed. experiences. Self-reflection of  is needed in the field of
own resilience. dramatherapy as a crisis
intervention.

MeAllister Single case study, ~ n=Sadulis  Schizophrenia & NHS Medium  Dramatherapy group, No Mo tools named. Outcomes  Clients were able o dislose  Outcomes were based around
(2015) UK. male, offending behaviour  secure hospital. ~recreating positive were based on observations  personal information about theary and practice with

interactions using from staff and therapists. their offences and their violent positive reflections from the
improvisation. Time scale Evaluations in the form of  behaviour. clients. Three clients were
not discussed. reflections and comments discharged following

from the clients. intervention.

Orkibi et al. Mixed method with  n = 5 service ‘Various mental health A centre for Dramatherapy group-work  No Rasenberg Self-esteem The base line scores of all three  Hypothesises all sustained in
(2014) case studies. users.n=7 disorders but not creative ans for twenty weeks, Scale, the Perceived meastres showed follow up: decreased self-
Israel. students. close to erisis. therapies. Devaluation & improvements during and post  stigma, improved self-esteem

Gender not Discrimination Scale. The  group. & public stigma reduced in
discussed. internalised Stigma of students. Authors state that
Mental liness Scale. improvements could have
been related to social
interaction.

Ramsden and  Qualitative staff focus n = 6 clients  Clients with mental ~ NHS High Intense drama- therapy No Client reported outcomes,  Outcomes from staff noted that - Qutcome comments are seen
Guarnieri  group, interviews &  male. health & offending secure hospital.  group sessions over four interviews and staff focus role-play gave clients a chance  as positive from both the
[2010) UK. vignettes. Case study n =5 staff, behaviour. Staff were days. Focus was on group. Reflections in the to feel empathy for their clients & the staff, Authars

design. gender not working on the unit. offenders’ inability to feel form of vignettes discuss the victims. Clients were positive  hope that this format can be
discussed. remorse. Focus group with findings. about their experiences, which replicated to enable further

staff to reflect on sessions.

they note as ‘powerful’,

research.
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