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 Vieites, M. F. (2016). Trabajo Social y teatro: considerando las intersecciones. Cuadernos de Trabajo 
Social, 29(1).
 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.



  

 

 

 
 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, Nº 1, 
  ϑέ ατροÀ in Greek: place for speeches, for public gatherings, derived from the verb ϑέα ο¿αι 8I watch, I am 
spectator9.
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he defined as a "science that explores truth through dramatic methods=, and may have been the 

 
 



  

 

 

In 1932, Artaud introduced the <Theatre of Cruelty=

in <reality= and <concreteness,= operating at the line between what is possible and impossible. A 

tween the individual and their double. This was expressed through the <double 

awareness9 technique, which meant creating an illusion while simultaneously triggering genuine 
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conditions that produce it and willing to act to transform them. In contrast, Artaud9s logic removes 
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Table 1 (continued) 
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that there is a difference between <impact measuring99

requirements of the funders and the <project evaluation99

themselves and understood as: <
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evidence of the project9s outcomes and impact. 
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laboratory called 8Travellers 3 Theatre Group9. 

 
 From the interview with Maher Draidi, founder of Alrahallah Theatre Berlin (in Appendix II)
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The association9s work focuses on 

association9s pedagogical approach.

Emancipation and participation are central to the association9s mission. Reflecting 
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8Social Theatre for Youth: A Community Play(s),9
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3 Photo taken during a training session of the 8Pedagogic Training Praktikum9 
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foundation of Alrahallah theatre, is the 8Pedagogic Training Praktikum'. It is a five

a review of the whole <journey= of movement theatre, with 



  

 

 

8 9 < =

  

As regards the notion of interculturality, it must be added that the prefix <inter= suggests
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€332,000, representing 50% of the total project costs
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8circus therapy9 or 8social circus9,
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absence of the migrant body and Europe9s responsibility in the tragedies at sea. Its association 

controversies, Ai Weiwei9s work reflects a genuine moral 

urgency, aiming to shake consciences and expose the indifference toward migrants9 s
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Participation in culture is a crucial field of action in today9s increasingly digital and individualistic 
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8making thought visible9. In K. Howe, J. Boal, & J. Soeiro (Eds.), 

and Joe Robertson9s 
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during 8the refugee crisis9.
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E9 un progetto che opera da 30 anni a Berlino in 5 o 6 sedi distinte, come hai visto io sono in 
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That9s also the year we founded our association, 



  

 

 

We call this method in Italian 8Passaggio Interno9 (Internal Passage). The aim is to help 
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Let9s say that I am fully involved in this field now. 
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The first film explored the impact of online gaming addiction on children9s physical and mental 

4

4
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don9t settle for conventional ideas or traditional results. Instea

4something that hasn9t been done before. This is the approach we take 

That9s why our organization has a unique reputation here in Berlin. People recognize us, 

4

that stands out. We9ve also addressed political issues, especially throug

4

showing them that if this situation doesn9t change, we are heading into a serious crisis. And we9re 

4we9re talking about hundreds of thousands.

him and ask, "Where are you from?" he will say, "I9m Palestinian." If you ask, "Have you ever 



  

 

 

visited Palestine?" he will respond, "I don9t know. My father told me I9m Palestinian, so I9m 

Berlin as Germans. We9ll see if it 

It9s been very challenging for us, though, because we9re pushing hard and putting all of our energy 

into this cause. But we feel free in our approach because we didn9t take any funding from local 

4

projects you9ve mentioned4the ones you9ve done in the past and all the initiatives you9ve talked 



  

 

 

4

One reason for this is to save money, but it's also about communication. When I say that I9m 

working with space, I don9t use traditional decorations or props. Instead, I use lighting as part of 

4

the play. It9s like the actor9s role in the performance.

I9ll give you an example to show how I focus more on the social aspect than the artistic one. Of 

organization. They told me, <M

Holocaust. We want to present it in a social context.=

story, it9s 

It9s very human, and it touches people deeply. But I thought, "Okay, how can I transform the 

good idea, but I don9t want to reveal it to you yet4you9ll see

4

4

4



  

 

 

What9s also important is that after the performance, we hold a discussion and collect feedback. 

4

just as I see it differently from you and others. That9s crucial. It9s not about going there to deliver 

 

4

4

I met with them separately afterward. They didn9t know what I was planning to do with them. I 

these three circles. When the actors9 light was switched on, the actors began to speak and perform 
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people in the audience didn9t have any prior knowledge about Islam or the concept of peace in 

It was a real social experiment. We didn9t have the luxury of 3

4

The actors were also surprised to see a priest and an imam, because they hadn9t known that this 

participate with you. You9ll see." This is one of our methods4

performance. Sometimes we don9t explain everything to them bec

This is what social theater means to us. It becomes a life method. In this context, we9ve helped a 

lot of people. We9ve also trained a lot of people in our theater. The theater is ongoing4

in other parts of the world, and that9s okay. Some stay with us and continue training, while also 



  

 

 

theater. It9s a lot of work, but it9s also incredibly rewarding. This year, we have 80 projects through 

In late July, I will host 15 people from Turkey, Italy, and Belgium. We9ll be working on a project 

4a key social theater theme. They9ll be with me for 10 days, 

experimenting with this concept, and we9ll present the results from September 3rd to 12th.

We9ll also host 44 people later in September to work on 

awareness. I9ll work with these four groups of people and, at the end, we9ll present a performance 

4

week training course. I wasn9t the 

4we didn9t expect to have eight 

projects approved. When you submit proposals, you never know if they9l

In addition, we9ve registered an international organization here in Berlin called 

exists in Turkey, Ukraine, and Amsterdam, and now we9re leading it in Berlin. This organization 

Now, we9re working in parallel with both 

4

German organization and ours. We support each other9s projects, and we9ve been using this space 

here in Berlin is about €1,500 a month, so 

we proposed using the space for both of our organizations while supporting each other9s work. 

It9s been a great solution for us.

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

challenging to manage all of them. But for now, that9s the only way we can secure funding. In 

October, we9re hoping to get accreditation from . If they accept us, we9ll receive a budget 



  

 

 

of around €150,000 per year and manage that money to fund our projects. That would be perfect 

4

Right now, we don9t have other solutions. 

support, you need political backing. Some parties are involved in funding, but personally, I9m not 

and then criticize them in our theater, they could get angry. That9s not true freedom.

4

because we don9t want to lose our freedom to make the righ

ometimes, you don9t need a written text. Instead, you start by developing layers in 

where we specialize in this area of work. It9s fascinating, because even graduates from theater 

programs often struggle with managing space. It9s not just about theoretical knowledge4it9s about 

vulnerable, almost as if they are "naked," because they don9t know where or how they can move 

When I say "nakedness," I mean that there9s nothing to hide behind4

no props. It9s just you and the space. That9s what makes it so difficult for professionals.

4

4

This is one of the most interesting aspects of our work. In social theater, we don9t just focus on 

me a question, I often respond with, <Do you know the answer?=

<Then don9t come to me for an answer until you9ve found your own.= Everyone who works with 



  

 

 

t9s not about providing one answer4it9s about having 

it too complicated. After a month, they leave, saying it's too difficult. That9s because pedagogical 

eting a task. There9s something much 

deeper. You9re not just acting; you are truly connecting with people. You have to be real, not just 

4it9s not authentic.

I don9t believe in acting; I believe in expressing real emotions, feelings, and experiences. It9s about 

reintegration. It9s a highly specialized area, and Berlin is a leader in this

theater scene. Many schools here teach improvisation, and while it9s fun and engaging for the 

audience, it9s also an essential tool for actors. Improv allows you to tap into your creativity, pla

Improvisation is half of the work. It9s not just about making the audience laugh4it9s about 

 



  

 

 

Circus9

3

3

 



  

 

 

 

 

 



  

 

 

Theatre9s

 

 



  

 

 

 

Loc 



  

 

 

Brochure of the final performance  8Die Schatten9 and photos taken during the training of 
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