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D In 2007, after graduating from the University of St Andrews with a degree 
in English Literature, I moved to Glasgow. Through an advert in a local 
dance organisation’s programme, I found out about Maryhill Integration 
Network where I joined a community project which used creative writing, 
drama and contemporary dance as a means of integration, celebrating the 
rich and diverse communities in the city.

Over the years, my relationship evolved with the organisation, and from 
joining as a participant in a weekly drop-in session I began working in 
the office part-time, progressing to full-time Development Coordinator, 
developing new projects with the aim of improving community cohesion, 
mainly through the use of arts-based projects and initiatives. I have been 
responsible for sourcing funding and developing partnerships to meet the 
needs of a huge range of service users, from gardening to film-making, 
podcasts to photography; every week is different and I am humbled to 
meet so many skilled, talented and courageous people. 

The arts have always played a role in my life, to forge friendships and 
connect me with experiences that I will always cherish – and I believe in 
their power to do the same for others. 
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This Fellowship explores the role that the arts play in transforming and 
challenging experiences of integration across three European cities. The 
aim is predominantly to highlight best practice in terms of community 
engagement, empowerment and increased visibility of authentic and 
self-defined narratives, demonstrating a united approach to working with 
changing and diverse communities, especially those with a background 
of exile. This Fellowship seeks to highlight the interplay of arts and 
integration within already diverse cities through the following thematic 
areas:

1. Community Grassroots Voluntary Organisations
2. Cultural Venues and Institutions
3. Professional Development and Social Enterprise

The issues that this Fellowship seeks to discuss include:

• What are the factors that contribute to the creation of neutral, 
welcoming spaces to enhance the process of integration at a 
community grassroots level?

• How can voluntary organisations take steps to ensure resilience 
and long-term benefit when addressing the issue of integration?

• What role do cultural venues play within cities as sites of connection 
and belonging?

• How do educational institutions identify and work with the factors 
that enhance accessibility and engagement?

• Can social enterprise models be used to support the professional 
development of artists?
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A summary of the key recommendations include the following:

• consider the long-term impact and benefits of the project by 
focusing on the process over the end product

• develop partnerships that will encourage participation from people 
from across the community

• avoid themes which may reinforce stereotypes

• be inspired by the ideas and skills of participants

• ensure there is a clear framework for volunteer involvement and 
consider the impact it will have on the culture of the organisation

• consider seeking project support for participants and facilitators 
from a trained psychotherapist

• ensure diversity and equality is championed throughout staffing 
structures in venues and institutions

• consider the ethics around presenting migration stories

• enable participants to be drivers of integration

• coordinate training courses and be prepared to follow up with paid 
employment opportunities

• create opportunities for sharing and teaching skills in an artistic 
discipline

• develop partnerships to nurture employability skills and provide 
training and/or mentoring

• invest in students as agents of change

• consider designing pre-college courses to provide information, 
guidance and orientation on unfamiliar educational culture

• modify the use of language in project titles or mission statements 
to ensure that projects do not accidentally perpetuate negative 
biases
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application process, travelling to Germany and Belgium, and the final writing 
of this report has proven to be one of significant social and political upheaval 
in Europe. The issue of migration, the ongoing media debates around it, and 
a shift in politics towards an increasingly rightwing, inward-looking culture, 
has made the identification of models and means of positive integration 
practice – and connections between cities in Europe – ever more important. 
Within this timescale, marked by the hope and optimism of Angela Merkel’s 
‘Willkommenskultur’ (Welcome Culture) – and also marred by negative 
media reporting and a subsequent rise in hate speech and violence towards 
migrants across Europe1 – it has been enlightening to discover a number 
of European projects that have adapted to the changing social climate 
and fraught political background by presenting alternative narratives with 
imagination and creativity.

The arts have a vital role to play in shaping how we respond to our 
current age of mass migration. Cultural and creative responses need to 
sit alongside the work of advocacy groups, political organisations and 
governments. Not only can the arts offer a counter narrative able to 
reaffirm the political and social subjectivity of border crossers, they also 
explore what’s happening outside the journalistic frame; and help shape, 
critique and deepen our engagement with forced displacement.2

The search for these counter narratives – and the spaces in which they can 
be developed and shared – is a key aim for the findings of this Fellowship. 
The decision to investigate the use of the arts was chosen because of the 
ways in which the creation of, access to, and interaction with the arts can 
have a transformational impact across personal, social, cultural and political 
spheres; spheres that often overlap, highlight and challenge one another. The 
focus of the Fellowship on three European cities rests only in the limitation 
of time and scope; it should be noted, however, that the reflections are part 
of a wider European trend across many countries and so the results are 
relevant across the continent.3 Berlin, Brussels and Antwerp were chosen as 
destinations owing to a variety of factors, such as the proliferation of projects, 
institutions and individuals working through the arts to create valuable 
spaces, opportunities and creative responses in increasingly diverse, or even 
‘super-diverse’4, cities. This report offers key findings and recommendations 
derived from the knowledge and experience of those currently working in 
the field, reflecting on their practice. It advocates for a better understanding 
of the role that the arts can play as a positive force within society, in 
terms of engagement and integration, and is intended to assist community 
organisations, arts facilitators and cultural institutions in the UK reflect upon 
and consider their approach to developing integration projects.

1 ‘Facebook Fuelled Anti-Refugee Attacks in Germany, New Research Suggests’ (2018) https://www.nytimes.com/2018/08/21/world/europe/facebook-
refugee-attacks-germany.html 
2 ‘The arts and humanities: tackling the challenges of mass displacement’ (2016) https://www.opendemocracy.net/5050/agnes-woolley/arts-and-
humanities-tackling-challenges-of-mass-displacement
3 The EUROCITIES culture forum is a platform for our members to network and exchange on policies and practices implemented in cities.  
4 ‘Introduction: rethinking integration. New perspectives on adaptation and settlement in the era of super-diversity’ Aleksandra Grzymala-Kazlowska & 
Jenny Phillimore https://www.tandfonline.com/doi/full/10.1080/1369183X.2017.1341706
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In order to ensure clarity around the issues addressed in this report, I 
would like to identify and define the key terms used throughout. The first 
and most important is the term ‘integration’, defined by the European 
Commission Home and Migration Affairs e-Glossary as follows:

“In the EU context, a dynamic, two-way process of mutual accommodation 
by all immigrants and residents of EU Member States.”5 

It is worth noting that throughout this Fellowship, integration often meant 
different things to different people, with the term falling out of favour with 
many, especially those who view the process of ‘integrating’ as one-
sided, with the expectation to ‘assimilate’ intimated as the same as the 
action to ‘integrate’. This opinion was expressed frequently throughout my 
Fellowship, and is at odds with the European Commission’s definition. I will 
continue to refer to the definition provided above when the term is used 
throughout this report, to highlight the importance of understanding that 
the process of integration requires as much of an effort from established 
communities as it does by new communities.

In a similar respect, the term - or label - ‘refugee’ has begun to lose 
favour, with many organisations referring to terms preferred by those 
who have sought refuge in Europe and now identify with their current 
status as new members of society, rather than their experience of flight 
from their homeland. Terms such as, ‘Newcomers’, ‘New Berliners’, and 
‘New Europeans’ are becoming significantly used with respect for and 
acknowledgment of the wish for self-definition of those to which they refer. 
Therefore the term New Europeans will be used throughout this report.

Any reference to ‘culture’ in this report is to be considered in the context 
of the Universal Declaration of Human Rights6, alongside definitions 
proposed by cultural theorist, Raymond Williams: 1) documentary: “culture 
as the body of intellectual and imaginative work […] in which human 
thought and experience are recorded” and 2) social: the “description of 
a particular way of life which expresses culture, not only in art, but also 
in institutions”. The distinctions between these definitions are important, 
especially because of the ‘welcoming culture’ and how this has been 
translated into projects involved in producing an aesthetic culture. 
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5   Action 1, Section 2 of Communication on a Common Agenda for Integration, 2005. https://ec.europa.eu/home-affairs/content/integration-0_en
6  https://www.unesco.org/culture/culture-sector-knowledge-management-tools/11_Info%20Sheet_Cultural%20Rights.pdf
7  Williams, R. ‘The Analysis of Culture’ in Storey, J (ed), 1998, Cultural Theory and Popular Culture, A Reader, University of Georgia Press (https://www.
amherst.edu/media/view/88660/original/Williams+-+The+Analysis+of+Culture.pdf )
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Reference to the arts is defined by the Open 
Method of Coordination Working Group of EU 
Member States on Cultural Awareness and 
Expression as follows: “The liberal arts form 
a (European) canon that is mainly constituted 
by visual art, music, theatre/drama, dance 
and literature. European civilisation has 
developed institutions for them: museums, 
concert halls, theatres and libraries. The 
arts are taught as subjects at universities/
academies in order to educate artists. They 
are also taught at schools as a part of general 
education, mainly in the humanistic sense 
of ‘Bildung’ ([self ]formation). The means of 
reception is aesthetic pleasure. The applied 
arts include crafts, architecture, design, 
film and media, i.e. art forms that produce 
products that can be used and that fulfil a 
specific function.”8  This reference serves to 
illustrate the categories through which this 
Fellowship investigates the role of art as the 
various art forms themselves, as well as the 
institutions and academies through which 
they can be viewed.

8  Open method of coordination (OMC) working group of EU Member States, 2016, Cultural Awareness and Expression Handbook 
https://publications.europa.eu/en/publication-detail/-/publication/6066c082-e68a-11e5-8a50-01aa75ed71a1
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The following three thematic areas were identified as a way to structure 
the Fellowship research and report: 

1)    Community Grassroots Voluntary Organisations

Organisations working amongst communities to create neutral and 
welcoming spaces, to foster intercultural dialogue, respect and 
understanding through the arts

2)    Cultural Venues and Institutions

Venues and institutions developing innovative strategies to enhance 
accessibility and engagement within cities, as a response to cultural 
diversity

3)    Professional Development and Social Enterprise

Projects creating platforms and networks through which professional 
artists can connect with the arts scene and continue to practice and share 
their work
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Case studies will be highlighted as models of best practice throughout, 
with recommendations drawn from examples relevant to each theme and 
applicable to relevant opportunities in the UK.
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While politicians continue to debate the policies and procedures 
surrounding the most direct factors affecting the lives of New 
Europeans in their countries, it is more often than not organisations 
and individuals on the ground, working at a grassroots level, that are 
the quickest to respond and build innovative projects. In doing so, they 
create spaces and opportunities for changing communities to be able 
to adapt and develop connections that bring about positive social 
changes to individuals, families and the community overall. The arts 
play a valuable role within these projects in many different ways. The 
opportunity to try something new, a pathway in which to share a talent 
or skill, and a medium through which to express experiences, are all 
ways in which arts-based activity can be utilised within a community 
setting to promote dialogue and improve opportunities for integration.

One issue affecting this thematic area is the housing situation for many 
of the New Europeans in Berlin. The use of temporary emergency 
accommodation centres, in large scale repurposed buildings, offer little 
privacy or personal agency for their tenants. The role of grassroots 
community arts organisations has grown in significance as they 
became lifelines for children who do not have a place in school, and 
also for adults under extreme stress and pressure waiting for decisions 
or transfers to more suitable accommodation, and eventually access 
to employment. In response to this situation, many artists in the city 
offered their skills and creative energies to set up organisations to 
design and deliver arts-based projects, many of them directly within 
the accommodation centres.
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The support of working alongside a therapist has been crucial to the success of 
Mobile Dance; this is not just important to the participants, but also to the dance artists 
facilitating the sessions themselves, helping them to have a better understanding and 
awareness of the different behavioural issues that may be displayed as a result of 
trauma and displacement. By building a sense of consistency and regularity with 
the sessions, participants can rely on the fact that at a certain time every week they 
would be able to access a creative and non-judgemental space. An openness to 
recruiting New European dance artists not only offers artists a means to find pathways 
to experience and employment, but also creates a bridge between participants and 
session facilitators. In discussion with Mobile Dance’s Founder and Artistic Director, Jo 
Parkes, it is clear that integration means many things within the context of this project. 
As well as providing opportunities for connection and participation, the project also 
highlights the importance of the concept of integration within the self; in a sense, the 
journey an individual takes on a new path to finding a connection within themselves, 
which then better enables connection with others. Creating spaces which support this 
concept of personal integration is one unique way in which grassroots projects can 
have an positive impact in the wider community.

Partnership working is a key factor in many arts-based community projects. Whether 
this is between an artist and a therapist, or between a housing provider or integration 
service and an arts organisation, the strength in having double sided support to develop 
a sustainable pattern of co-working balances the creative process with an awareness 
of the practical and therapeutic aspects of the work, which is one factor that many 
UK organisations can learn from. Issues surrounding health and well-being, as well as 

• an organisation working through socially 
engaged, co-creative, participative dance 

• provides weekly dance sessions aimed 
towards children and families living in 
Berlin’s accommodation centres

• developed in partnership with a specialist 
educator and trained therapist 

• supported by the Berlin Mondiale initiative 
(see inset on next page)

• sessions are held regularly, on a long-
term basis, and in the same venues

• the project employs artists from New 
European backgrounds as facilitators in 
the sessions

• coordinates events such as Tanzparties  
alongside dance sessions, featuring 
creative interventions allowing people 
from different backgrounds to socialise 
and share experiences 

CASE STUDY: 

MOBILE DANCE 

-  DEVELOPING 

A PARTNERSHIP 

APPROACH 

IN CREATIVE 

SETTINGS
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dealing with trauma and culture shock, all 
impact on the ways in which arts projects 
operate, and how they come to serve – 
not just as temporary distractions from the 
difficulties the participants are facing, but 
as real opportunities to learn, grow, share 
and understand more about who they are 
and where they are. Participants are given 
the chance to realise their potential as 
citizens of a new country, reframe their 
narratives, challenge stereotypes, and join 
in the promotion of a more even and equal 
approach to integration involving all sides 
of the community.

Give Something Back to Berlin (GSBTB) 
is an organisation and project platform 
supporting the Open Art Shelter project 
inside Berlin’s former Tempelhof Airport, 
now home to the largest temporary 
emergency accommodation shelter in  the 
city. Coordinated by Hania Heikel, a trained 
psychotherapist, the importance of the 
creative space for the mental health and 
well-being of participants in the Open Art 
Shelter is reinforced by positive messages 
and continued social support for residents 
by following the three core principles of 
community, inclusion and equality, and 
environmental sustainability. 

Berlin Mondiale  

• A city-wide initiative funded  
by Berlin Council for the Arts, 
uniting New Europeans in 
temporary accommodation 
shelter  with arts organisations 
and cultural institutions. 

• These creative partnerships 
have grown from just 7 in 
2015, to 27 in 2018.

• Creative encounters take 
place all over the city and 
across all genres, both in 
accommodation shelters as  
well as in the cultural 
institutions. 

• Changes also take place in 
the cultural institutions, as 
New Europeans are invited 
to influence the cultural 
programme. 

• An active network is promoted, 
in which participants share 
their thoughts and ideas 
about the projects, passing 
on suggestions for changes 
in cultural policy. 

Operating under the umbrella of GSBTB, the Open Art Shelter is connected to other 
local projects bringing about opportunities for the communities it works with, to feel 
integrated into a wider network of residents in Berlin that are not just there to help 
them, but to genuinely make connections and allow members’ voices to be heard on 
issues affecting their lives and well-being. The role of volunteering within GSBTB is 
one that is pivotal to the organisation. Reframing the narrative around volunteering is 
one way in which the organisation is helping to support a more even-sided approach 
to integration.9

9   GSBTB: an example of an organisation making volunteering work. http://gsbtb.org/wp-content/uploads/2017/01/Tutors.pdf
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• a minimum commitment to a volunteer role, e.g. at least 6 months
• making a commitment to regular times/days
• considerations around cultural sensitivity and avoiding voyeuristic ‘disaster 

tourism’ conversations
• encouraging an equal footing and development of ideas/themes together with 

participants
• taking into consideration health and well-being, e.g. avoiding vicarious  

re-traumatisation
•  offering alternatives to volunteer roles by asking applicants to consider just 

being part of some-thing as an equal participant; many organisations offer 
opportunities for participation, as well as volunteering, to make integration 
work for them

Organisations such as Pass the Crayon and Nomadic Art also facilitate arts projects 
across Berlin, enabling ‘bonds and bridges’10 between communities and improved 
social integration. Throughout different sessions, a variety of methods are used to 
explore ways in which participants can be creative and find ways to express themselves 
and build confidence. Skilled volunteers support the projects and bring unique ideas, 
helping to create an evolving and dynamic creative space for participants. Themes 
are selected carefully, and often with input from participants, to avoid reinforcing 
stereotypes or causing re-traumatisation. More frequently, and most importantly, 
organisations are aiming to develop services outside of the accommodation shelters, 
to encourage awareness of the city and its inhabitants, promoting dialogue between 
cultures.11 Throughout these projects, there is a focus on trust, confidence, and a 
culture of sharing, all essential to the ongoing development of community spaces that 
are open, inclusive and accessible; these are exactly the kinds of spaces that the UK 
needs more of. 

With such a huge focus on the ‘Welcome 
Culture’ in Germany, and Berlin especially, 
many organisations become fatigued 
with applications from people wanting to 
volunteer as a way to help. Often this attitude 
can reinforce hierarchical approaches to 
integration, maintaining clear divisions between 
those integrating and those already integrated. 
Taking the time to consider motives for wishing 
to volunteer, the use of language around it, and 
an understanding of the different issues that 
may arise whilst volunteering can assist with 
recognising that the role of volunteers within 
an organisation is not an automatically positive 
thing. 

CASE STUDY: 

THE ROLE OF 

VOLUNTEERS 

/  MAKING 

VOLUNTEERING 

WORK

10  ‘bonds and bridges’ refers to Ager and Strang’s seminal report Understanding Integration: A Conceptual Framework highlighting the importance of social 
connections within and across communities: https://academic.oup.com/jrs/article/21/2/166/1621262
11  see Moabit Stories https://cargocollective.com/moabitstories
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The role of theatre within these community spaces can also offer a valuable platform 
to challenge dominant narratives and inspire new ways of thinking about identity and 
belonging within the context of integration. In the words of Ahmed Shah, founder of 
Club Al-Hakawati young person’s theatre group in Berlin:

“People want to see things this way, to experience passion and 
emotion, and also analysis on stage. The theatre space is a laboratory 
of insurrection and re-imagination.” 13 (Ahmed Shah) 

Observing Club Al-Hakawati rehearsals, I witnessed a group of young performers 
intent on creating something new and remarkable, whilst confronting the reproduction 
of stereotypes. The group are not afraid to perform challenging and uncomfortable 
pieces, drawing on significant artworks, artists and writers as inspiration to unite their 
different experiences and push for social change. The role that theatre can play as 
part of change and social activism is highlighted by the following quote by playwright 
Mike van Graan: “At best, [theatre] could play a conscientising role for middle-class 
audiences or make international audiences aware of issues and their impact on human 
beings, but theatre as a commodity is otherwise anaemic. Theatre that consciously 
plays other roles as part of social movements, with theatre makers understanding 
their roles as social activists (without necessarily compromising the aesthetics of their 
work), has greater potential for political change.”14

• creative collaboration between local art 
organisation Hangar 1 and the Kosmica 
Institute

• using Outer Space as the inspiration for an 
art project with children

• encouraging children to imagine and craft 
their own space mission to find Earth 

• creating their own constellations and 
imagining their own mythologies 

• thinking outside of their current situation 
and envisioning a world united by one flag

• through these poetic and playful activities 
with the children, the project nurtured a 
new intimate and personal connection to 
Earth and the universe where they belong 
as participating citizens12

CASE STUDY: 

HANGAR 1 

SPACE MONTH 

- CREATIVE 

INTERVENTION 

AND 

PARTNERSHIP

12  http://hangar1.org/hangar-1s-space-odissey
13  full interview with Ahmed Shah, Club Al-Hakawati Founder: https://www.cbc.ca/radio/q/schedule-for-monday-october-5-2015-1.3256663/refugee-
theatre-club-founder-on-fighting-the-death-inside-1.3256676
14   Mike van Graan, Theatre can play a more prophetic role in our society: An interview, (2016) Critical Stages Vol. 14  
http://www.critical-stages.org/14/theatre-can-play-a-more-prophetic-role-in-our-society-an-interview-with-mike-van-graan/
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Theatre will always pose the issue of being performed generally in a space frequented 
by white middle-class audiences; however, this particular struggle may miss the point. 
The message of positive integration and communication between theatre makers and 
those opposed to the ideas and challenges posed is a tough bridge to cross within 
a theatre space. In a sense, it is the journey that the actors make themselves as 
individuals that may be able to push forward the concept of integration - as something 
that is as much the responsibility of the host community as it is for new comers - joining 
a new culture without fear of losing their own authentic voices or opinions throughout 
a process where it is already difficult to be seen, heard and respected:

“Diversity and difference, then, becomes not an issue of irreversible 
identity, but of constitutive belonging: how do I create a sense of self, 
of home, of relocation, in another country and language—but by using 
my body, voice and gestures?” 15

Theatre projects provide opportunities for participants to take time – not just on stage, 
but through theme development and rehearsals – that allows them to renegotiate an 
identity, as individuals, and as part of society. The opportunity is created to move 
forward without fear, but with confidence, in a space to discuss difficult issues as part 
of a network of supportive friends and allies, where internalised thoughts, problems 
and monologues can become part of something shared. Organisations in the UK using 
theatre with groups of under-represented individuals can aim to utilise theatrical 
processes to imaginatively explore alternative roles, creating an important space in 
which stereotypes are shattered and the seeds are planted for individuals to break 
the mould and step forward to challenge the structures and narratives that limit them. 

15 Quote from the critic Jonas Tinius in relation to the work of the Ruhrorter theatre project in Authenticity and Otherness: Reflecting Statelessness in 
German Postmigrant Theatre, (2016) Critical Stages Vol.14. Further discussion: “The project rehearsals—which never begin with a play script, but rather take 
shared experiences as their associative starting points for improvisation— became both a space for collective interaction and a form of practice whose aim 
was imaginative reflection on what it meant to be a creative subject in society, rather than a subject to society. This aesthetic approach to theatre making 
with marginalised and vulnerable subjects aims to explore how long-term artistic reflections on experiences of otherness can bring about both individual 
and collective change; not through action, but by creating the possibility for imagination of the otherwise.” http://www.critical-stages.org/14/authenticity-
and-otherness-reflecting-statelessness-in-german-postmigrant-theatre/
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 1 Although the housing situation in the UK is very different to that in Berlin, 
there are similar issues surrounding isolation and social exclusion, 
with much of the housing stock provided for New Europeans in the UK 
located in socially deprived areas already experiencing fragmentation 
and loss of identity. Developing projects within these locations is 
crucial to building a supportive framework for communities to connect 
and rebuild their collective identity. Art projects can play pivotal roles 
within these communities to offer space to imagine a different reality 
and push forward an agenda for change. 

Here are five recommendations for developing projects within this 
thematic area:

1.  Focus on the process over the end product. Consider the long-
term impact and benefits of the project. Reflect on how the 
project can develop to continue supporting the changing needs 
of participants, especially those of children and young people.

2. Encourage participation from people from across the community, 
not just New Europeans. Develop partnerships that will allow for 
equal and diverse involvement to promote intercultural dialogue.

3. If there is a directive to work only with New Europeans, then 
avoid themes which may reinforce stereotypes. Think creatively 
and be inspired or led by the ideas and skills of participants.

4. Ensure there is a clear framework for volunteer involvement and 
consider the impact it will have on the culture of the project. 
Create meaningful roles, opportunities and internships for 
involvement of New Europeans as part of the project, not only 
as participants.

5. Consider partnering with a therapist to support both the creation 
of suitable content for participants and also provide regular 
feedback sessions with facilitators. Issues such as trauma and 
the risks of re-traumatisation should not be ignored.

For an exhaustive list of recommendations for dance artists working 
with New European children, Jo Parkes’ (Mobile Dance) article for Tanz 
In Schulen is highly recommended:
https://bv-tanzinschulen.de/wordpress/wp-content/uploads/2017/05/
RecommendationsEnglish-1.pdf

In addition, and more broadly referring to artists from various disciplines, 
RISE’s 10 considerations for artists working with refugee communities is 
an exemplary, ‘no holds barred’, ethical guide on the subject: 
http://riserefugee.org/10-things-you-need-to-consider-if-you-are-an-
artist-not-of-the-refugee-and-asylum-seeker-community-looking-to-
work-with-our-community/
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Cities across Europe boast some of the largest and most diverse cultural 
venues in the world. From galleries and theatres to museums and 
libraries, they attract large numbers of international visitors and create 
huge economic revenue. The responsibility for these venues to offer 
improved accessibility and develop projects that engage with local 
residents and New Europeans, by comparison, can often be minimal 
or merely ‘tick box exercises’. Opening the doors of these institutions 
to enable the use of resources, artefacts and expertise, providing 
opportunities for learning, training and long-term engagement is 
something that not only improves accessibility for New Europeans and 
the chance to discover more about their new homes, it also sheds light 
on old collections and creates an enriching audience experience. The 
development of innovative projects and initiatives can help realise the 
potential for cultural venues in the UK to provide a space for growth 
and dialogue, setting new directions and opening pathways for sharing 
models of best practice.

As a key European destination for tourists, the concept of the guided 
tour is something that I noticed to have been widely capitalised upon 
across Berlin. Tours can provide opportunities for creative and confident 
people to become guides, as storytellers, sharing information in ways 
that are engaging for visitors and experiment with new ways of viewing 
the city and its history. In some respects, the audience for many of 
these tours are willing participants who have chosen to pay for and 
attend the tour. There is already a vested interest, and so there is only 
a small ‘transformation of experience’ for tourists visiting a city for a 
short time. By contrast, the tours coordinated by the Multaka project 
more fully realise this space for transformation, not only for individuals 
attending the tour, but for the tour guides themselves and also the 
institutions within which they are delivered.
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CASE STUDY: 

MULTAKA: 

MUSEUM AS 

MEETING POINT 

-  A LESSON IN 

TRAINING AND 

PARTICIPATION 

Developed by the department of Education, Outreach and Visitor Services of the 
Staatliche Museen and the Education and Outreach department of the Deutsches 
Historisches Museum in Berlin, this award-winning project was one that I read about 
before travelling and I was keen to discover more about its inner workings and learn 
why it had been – and continues to be – so successful. The Multaka: Museum as 
Meeting Point project offers opportunities for New Europeans to access museum 
artefacts across four of the venues on the Museum Insel, delivering tours in their 
own language, each one being individually curated by the guides themselves. This 
creative process draws on the museum artefacts chosen by each guide, as well as 
on their personal and professional backgrounds, and is enhanced by the views and 
experiences of those attending. These three variables will mean that each and every 
Multaka tour is different from any other. 

• provides training for deliver guided 
tours in Arabic, Farsi and English for 
New Europeans living in Berlin

• increases accessibility by providing 
tours free of charge  

• creates paid employment opportunities 
for New Europeans at the same rate as 
other museum guides 

• offers additional outreach projects for 
work-shops open to New Europeans as 
well as all residents of, and visitors to, 
Berlin

• engagement occurs via direct contact 
with housing shelters but mainly via 
social media
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Dialogue around the artefacts, with the guides and within the museum, is the key to 
transformation in the experience of the tour. Not only are participants encouraged 
to access cultural venues and discover unique historical artefacts, they are able to 
discuss their views around them, listen to others and reflect on the experience. Taking 
into account that many of the artefacts in the museum for Islamic Art are objects that 
come from countries such as Syria and Iraq – as well as paintings depicting religious 
sectarianism and the flight of Germans who were once refugees themselves in the 
German History Museum – it is evident that the Multaka tours yield opportunities for 
significant and enlightening dialogue, with the potential to create space for reflection 
and improved understanding of German history and the ethics of museum curation. In 
turn, the museums themselves benefit from a new approach to attracting visitors, ones 
that may view the objects and artefacts differently, providing fresh perspectives on 
collections, connecting them with current politics and social affairs. 

This project highlights one way in which museums, as cultural institutions, can break 
free from the notion that they are present only to provide knowledge and information 
to visitors. By offering a reflexive approach to programming and curation, museums in 
the UK can also function as sites of creation, exchange and imagination. The exhibition 
Cabinet of the Unknown in Berlin’s Museum Der Dinge (Museum of Things) is another 
example of this kind of approach. 
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On the top floor of a typical Berlin apartment 
block, the Museum Der Dinge contains various 
19th and 20th century objects presented in a 
minimalist room inside glass fronted wooden 
cabinets. Objects are organised by colour 
coordinated themes rather than by era, so 
that the ‘things’ – around 20,000 of them – 
appear in new contexts. In collaboration with 
visiting curator Ece Pasabarzi, a Fellow of the 
International Museum Fellowship Programme, 
the project and exhibition Cabinet of the 
Unknown aimed to ‘redefine the unknown and 
co-create a new knowledge platform’ using 
some of the more obscure objects from the vast 
collection. For the project, participants from the 
local area were asked to select objects to be 
presented as part of the exhibition and offer 
a personal interpretation of them. Information 

about each object was presented on either side of old fashioned style reference 
cards, including the participants’ interpretation, and with room for also adding further 
information from members of the wider public during the final exhibition. 

“Within this collaborative curatorial process, the focus moves away 
from the museum, yet expands its borders through its participants 
from the immediate vicinity of the museum. The area can be seen as 
a microcosm of the city of Berlin and as a hub of the different cultural 
backgrounds: a potential productive factor in generating collective 
knowledge. Working with (and within) the neighbourhood through 
unknown and undefined objects, the museum offers an alternative 
approach to creating connection and brings a new understanding to its 
own position in the context of its audience, re-evaluating the notion of 
the institutionalisation of knowledge in the museum context.”16

The exhibition was designed so that visitors needed to travel across the room to seek 
out information on the objects they wanted to learn more about. This process was 
dynamic and interactive, allowing visitors to connect and share opinions over the 
objects, encouraging dialogue around their purpose and function. Traditional notions 
of the ways in which information and knowledge can be transferred within museums 
are challenged and instead, the diverse experiences and imaginations of the museum 
visitors are harnessed to bring a new understanding and perspectives within the 
context of this unique European cultural venue.

CASE STUDY:

CABINET OF 

THE UNKNOWN- 

CURATING 

AND THE 

COMMUNITY

 16 https://www.museumderdinge.org/exhibitions/cabinet-unknown
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In Brussels, the WIELS contemporary art centre, often mistakenly referred to as a 
museum, playfully embraced this mistaken identity with the exhibition The Absent 
Museum. To mark its 10th anniversary in 2017, the exhibition – conceived as a 
‘blueprint for a museum of contemporary art for the capital of Europe’ – was a large 
scale exhibition of existing work and new productions by over 45 contemporary and 
historical artists, which attempts to translate and interpret the challenges that face 
museums today, as well as the communities they inspire.17 It seemed very fitting that 
I would visit the centre as part of my Fellowship at the same time as this exhibition 
was presented. Initially drawn to visit to find out more about the ongoing ‘Social-
Artistic’ 18  strand of WIELS’ work – involving partnerships with local community groups, 
work experience and voluntary opportunities, as well as community events and 
celebrations – it was interesting to notice the ways in which aspects of the exhibition 
led to reflections on the way the centre operates, directly as part of and within the 
community in which it exists. Meeting with staff at WIELS, I discovered that the centre, 
since opening in 2007, has always tried to maintain strong links with its surrounding 
neighbourhood. In contrast to many of the larger arts institutions in the city, WIELS is 
in a less affluent area, close to the Bruxelles-Midi station, with a diverse and changing 
population. The character of the centre is one that enables it to be flexible, responsive 
and not limited by notions of traditional expectations of European cultural institutions. 
In this sense, its outreach projects – as well as aspects of the exhibition The Absent 
Museum – are able to reflect and represent work that deals with social blindspots in 
Europe. One example from the exhibition was the display of archive material from the 
Universal Embassy.19 Between 2000 and 2006, the Universal Embassy was a user-
led initiative to support and accommodate refugees in the city, becoming a place of 
exchange where refugees, artists and activists met to 
contemplate notions of free movement and developed 
new forms of identity and solidarity. Housed within the 
former Embassy of Somalia, since abandoned due to 
civil war in the country, the Universal Embassy created 
a declaration, identity cards and a flag to unite its 
members. This ‘micropolitical habitat’, now defunct, 
has little information online, yet its ideals and aims are 
ones that speak directly to new members of European 
society seeking their own path for integration and a 
way to have their own voices heard. 

Interestingly, one directive from the Eurocities ‘Guidelines for Cities on the Role of 
Culture in the Integration of Refugees, Migrants and Asylum Seekers’ is to, “collect 
personal stories of citizens with a migrant background to link collections from museums 
to locals”. There is one risk to this kind of approach, mentioned previously in this 
report: the reproduction of stereotypes. In order to avoid this risk, institutions in the 
UK must be aware of the reasons behind any attempt to gather the personal stories of 
New Europeans, ensuring they are ethically collected, do not promote a voyeuristic 

‘‘Agency in the Universal 
Embassy is developed in 
articulation between the 
misery of clandestinity 
and a political fiction. 
What is able to emerge 
in this is a new language. 
The language of a 
people to come.’’

 17 http://www.wiels.org/en/50/65/The-Absent-Museum
 18 http://www.wiels.org/en/17/Social-artistic
 19 http://www.republicart.net/disc/realpublicspaces/wibault01_en.htm
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gaze, and are presented in a sensitive, balanced and nuanced way. Following up the 
previous statement, the guidelines conclude that, “multiple visions and voices have 
to be heard and respected. Shared artistic work opens up a realm of possibilities, in 
which differences are not seen as threatening but as stimulating”.20  In a similar vein, 
academic and museum professional Bernadette Lynch suggests that; “The museum 
must move beyond the symbolic acknowledgement of injustice and allow people to 
meet, talk, argue – the museum actually becoming the forum, the ‘contact zone’ that 
it has long proclaimed itself to be.”21

One museum which offers a positive example of this approach is the Red Star Line 
Museum in Antwerp. Drawing on the history of the city’s original departure halls, 
and the people that have passed through them since the late 17th century, Red Star 
Line presents creative and interactive displays, linking and contrasting centuries of 
international migration with the city’s changing population. There are a number of 
outreach projects supported by the museum that ensures it serves a pivotal place in 
the city as an accessible resource for schools, as well as for people from all of the 
175 nationalities currently living in Antwerp.22 Tours are provided for New Europeans 
in the city as opportunities to make connections between their own stories and the 
stories of those that left Belgium decades ago. Partnerships with local integration 
services are key to developing an open and interactive face to the museum. One 
example is Me, Myself & Belgium.

The project searched for ways to gather and present the stories of 
unaccompanied minors. Working together with local integration service 
assistants and artists, the museum developed the project with local 
young people for a year and a half to answer the question, “Who Am 
I?” The young people had a lot to say, they discovered unprecedented 
talents and the museum became their home. Between the testimonies 
of Red Star Line passengers they showed their own photos and films. In 
the Red Star Line Museum you make a trip to the past, but the museum 
also tells stories about today. 23

Working across sectors, engaging youth on a long-term basis, and using the museum 
as a resource where projects in the city can develop (as well as a platform for them 
to be exhibited) are just some of the ways in which cultural institutions in the UK could 
also have a positive impact within their localities. In this way, they do not just open 
their doors to New Europeans, but also allow the stories and experiences of their 
visitors to have an impact on the ongoing development of their collections, resources 
and programmes. To quote Lynch again: “there is an emerging use of the museum for 
a troubled world, with examples of some museums bravely tackling difficult subject 
areas in dialogue with people on all sides of the debate. Theirs is centrally focused 

20 http://www.eurocities.eu/eurocities/documents/Guidelines-for-cities-on-the-role-of-culture-in-the-integration-of-migrants-refugees-and-asylum-seekers-
WSPO-AE7DMC
21  Lynch, B, 2017, ‘Disturbing the Peace: Museums, Democracy and Conflict Avoidance, pp.109-126,in Walters, D., Leven, D.and Davis, P. (eds), Heritage and 
Peacebuilding, Boydell Press, UK, 2017. p.119
22  Further information about the Safe Harbour project: https://www.redstarline.be/en/page/safe-harbour
23   https://www.redstarline.be/nl/pagina/me-myself-and-belgium



24

upon a dialogic practice and, as such, must 
inevitably reflect the museum’s commitment 
(to borrow from Stuart Hall’s well-known 
phrase) to ‘destabilize its own stabilities’ 
(Hall 2001) and expose the unreliability of 
its own authority through multiple dialogues 
with others.” 24

In the same city as Red Star Line is Toneelhuis, 
a cultural venue famous for housing the 
Bourla: the last remaining municipal theatre 
in Europe with original stage machinery. The 
history of the venue is one that is embedded 
in the city’s character and, similarly to Red 
Star Line, it continues to adapt and change 
in response to it: 

‘The differences between all theatre-
makers aims to reflect the diversity that is 
so characteristic of the city and the world 
in which Toneelhuis’ is based. The work 
these theatre-makers produce appeals to 
very varied publics who in their turn bring a 
diverse world to the Bourla.’ 25

There are three distinct ways in which Toneelhuis supports an agenda of integration, 
which include:

1. Supporting the professional careers of a diverse range of theatre makers 26 

2. Staging challenging theatre which creatively addresses the modern politics of 
immigration
3. Developing partnership projects with organisations to further the dialogue 
around integration

“The dialogue between the 
countries remains sterile. We 
reject what we don’t know. 
And this is the card that 
draws the extreme right and 
populism…  Although I don’t 
fear the imminent return of 
fascism in Europe, I deplore 
the reintroduction of all those 
borders that point to an absolute 
lack of political responsibility. 
Isn’t Europe’s problem its total 
lack of empathy? Exactly. 
Understanding someone is 
already a lot. A relation with 
a single person can offer the 
possibility of understanding an 
entire group… Without having 
the solution myself, I think 
Europe has to sharpen the 
dialogue.”

- Statement from Toneelhuis’ 
Artistic Director, Guy Cassiers

24 Ibid, p.118
25 Toneelhuis’ Mission https://www.toneelhuis.be/en/about-toneelhuis/mission/
26 https://www.toneelhuis.be/en/artists/
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27 https://invisible-cities.eu

Toneelhuis works extensively across sectors 
to improve accessibility to new audiences, 
and also actively engages with increasingly 
modern approaches to ensure its relevance 
within changing the cultural and political 
background. Partnering with integration 
services and charities is just one way in which 
the theatre develops these initiatives, but it 
also works alongside colleges across Europe 
– through the Invisible Cities project – to raise 
awareness around the use of language and 
imagery in the media, with students studying 
journalism and photography.  

CASE STUDY:

INVISIBLE 

CITIES - 

PARTNERSHIP 

PROJECT 

WITH MEDIA 

STUDENTS

Using theatre as a way to interrogate the use of language in the media is a 
creative instance of a partnership project, one with a focus on long-term positive 
outcomes for New Europeans, to be represented fairly and with an equality of 
perspective throughout the media. This can be seen as  another key learning 
point for partnership development between institutions in the UK.

Before travelling to Europe, the media was one way through which I was able to 
find out about some of the people and projects I eventually made connections 
with. It was interesting to see the difference between the way the media presented 
these projects (often developed by and with New Europeans) and their reality. 
There is often a tendency in the media, to focus on individual stories, as a way 
to fit agendas or expectations; however, the next project celebrates the power of 
the collective in the creation of a new cultural venue born directly from the needs 
of New Europeans.

“By actively participating in the project, students have realised that words 
that seem innocent at first glance can carry the seeds of such prejudices 
and initiate the mechanisms that lead to discrimination.” (Guy Cassiers)27  
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Opening in 2017, Baynatna: Between Us, is Berlin’s first Arabic Library. The family 
of co-founders capitalised on an opportunity presented to them by ZK/U (the Centre 
for Art and Urbanistics) and architecture students from the Technical University of 
Berlin to develop an empty space in part of one of the emergency accommodation 
shelters into a hub of culture and creativity for Arabic speaking artists in the city. 
Project founders worked together with the students to create a space that was 
functional and welcoming. The book shelves are on wheels and can be moved 
to suit different occasions, chairs and tables convert into a stage, perfect for 
reading and music events. The opportunity to util ise a more permanent site was 
offered in 2018, where the Baynatna family hopes to be for a while. The library 
is a great example of partnership work and funding structures enabling sincere 
and creative ideas to flourish. The project has grown into a nurturing space for 
many people in Berlin seeking access to, and connection with, Arabic language 
and literature. Regular events, a growing clientele, and continued media attention 
all support the library to function as a cultural hub, responding directly to the 
needs of l iterature enthusiasts and artists across the city. The library is accessed 
by a wide range of individuals including New Europeans, students, journalists 
and members of Berlin’s long-standing migrant communities. The venue is a key 
example of arts-based integration, providing space and opportunities for members 
of a super-diverse community to share and celebrate literature and music from 
Arabic speaking countries.  

CASE STUDY:

BAYNATNA - 

CREATING A 

SPACE FOR 

INTEGRATION 

DRIVEN 

BY NEW 

EUROPEANS
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Accessibility and engagement hold little merit unless tied with a long-
term strategy that is prepared to allow for a meaningful change in 
attitude reflecting the needs of diverse and youthful cities. Cultural 
venues in the UK offer spaces with the potential to be transformative 
in terms of connecting communities, with one another, and with the 
culture and history of the venue and location. Attitudes towards 
programming, staff training and partnership development are all factors 
through which these institutions can play key roles in the process of 
integration, as part of long-term city-wide strategies. Below are five 
recommendations for cultural institutions in the UK when developing 
integration initiatives:

1. Provide training courses for New Europeans, and be prepared to 
follow up with paid employment opportunities. View this as an 
investment in a long-term integration strategy on a social and 
an economic level.

2. Reflect on the staffing structure of the institution. Is diversity 
and equality championed throughout in terms of paid members, 
especially those responsible for creating and curating artwork?

3. Consider the ethics around presenting migration stories. Ensure 
they are ethically collected, do not promote a voyeuristic gaze, 
and are presented in a sensitive, balanced and nuanced way.

4. Think creatively about partnerships: not all integration projects 
have to focus directly on working with New Europeans. 
Collaborations with students and visiting curators can inspire 
new ways of viewing existing artworks and collections to take a 
broader look at diversity and intercultural dialogue.

5. Enable New Europeans as drivers of integration. If there are 
opportunities within the institution to offer space for New 
Europeans to contribute to programme development or event 
coordination, consider how to include this as part of a long-
term strategy to ensure sustainability, so it is more than just a 
response to a trend. 

“Attitude is one thing that makes big difference.” 
Sir Winston Churchill
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E Jerome Phelps states in his 2017 article, Why is so much of the art 

about the ‘refugee crisis’ so bad?, “The art world is itself a globalised 
nowhere, with the same elite artists exhibiting in similar galleries 
around the world”.28  Throughout this article Phelps deconstructs the 
role of artists in trying to empathise on a humanitarian level with a 
situation that is essentially a crisis in European politics. In the same 
way that problematic distinctions of ‘us’ and ‘them’ characterise a 
right-wing politics of fear, the artists he is critical of reinforce notions 
of ‘here’ and ‘there’ – as well as ‘nowhere’ – in terms of the spaces 
inhabited by those fleeing their countries. On a more positive note, 
he suggests that “there is a role for art to set out alternative ways of 
mapping our predicament”. 

In order to explore these alternatives, it is crucial for New European 
artists to be able to find ways to continue practising as artists, 
developing networks, and shaping their reputation and identity within 
this ‘globalised nowhere’. This thematic area proves the most difficult in 
terms of recommendations for UK organisations: how can the art world 
– which is notoriously difficult to break into and make a career out of 
– become more open and adaptable to those often without previous 
links and connections within the structures supporting emerging artists 
in Europe?

As we saw in the first area explored in this Fellowship, organisations 
aiming to engage with New Europeans around this theme are often 
initially volunteer-led; however, there is a difference in skill sets, as 
those leading the projects tend to have a background in business 
rather than art. In this respect, there is a tendency towards a business, 
or social enterprise, model as a platform from which New European 
artists can practise and pursue a career in the arts.

In Berlin and Brussels I met with the founders of two projects which 
aim to provide a platform through which New European artists can 
continue to access materials and studio space, practise their art, forge 
connections, exhibit and reach new audiences. RE:START in Berlin was 
founded by Jonas Nipkow, who describes the project as ‘facilitating 
new beginnings for refugee artists’, with the RE:START logo scoring 
through the word refugee; in an arts context, this decision further high-
lights the distance artists may want to make between the label of 
‘refugee’ and their identity as an artist. RE:START began with the idea 
to set up an online marketplace for selling artwork by New Europeans, 
yet over time the organisation’s purpose and medium began to change, 
as greater value came from using the platform as a way to create 

28  https://www.opendemocracy.net/5050/jerome-phelps/refugee-crisis-art-weiwei
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opportunities for participation and connection. RE:START’s platform enables artists to 
access space and materials to develop their practice, and also to process emotions 
and experiences through their work. In addition, the connections and social nature 
of exhibitions coordinated by the project were identified as having a greater positive 
outcome for the artists than the act of selling their work or any recognition associated 
with it. 

A similar project in Brussels, Refugees Got Talent (RGT), was initiated as a way to 
demonstrate that there are other, more effective, ways to respond to New Europeans 
living in the city. Instead of setting up another donation centre or food distribution 
charity, RGT’s founder, Sophie Querton, focused on the arts as a way to support a 
better notion of a more even-footed approach to integration. The aim was to create 
something that was forward thinking and sustainable, taking the approach that New 
Europeans have the potential to contribute economically to the city. The organisation 
asks New Europeans to ‘join us to express yourself and to communicate with your 
new country and the rest of the world’. The project is coordinated in a way that 
encourages awareness of skills and training opportunities, developing partnership 
links to employment organisations such as Duo for a Job, bringing employers together 
with New Europeans over a 6 month period of mentoring.29 Participants gain a better 
understanding of the art world and society in Brussels and, in return, RGT asks them 
to give as much back to the project as they receive, in terms of time spent on the 
project, sharing of skills and attendance at events. The social aspect to the project 
gives those participating the chance to attend exhibitions, workshops and festivals, 
all increasing their visibility within society and creating opportunities for developing 
the networks so important to artists. RGT operates through the notion that social 
connections will eventually lead to economic independence. Similarly to RE:START, 
the economic capital of the organisation has been overtaken by the social capital, 
underlining considerations for organisations in the UK seeking to use social enterprise 
as a means of supporting integration. 

29  https://www.duoforajob.be/en/
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For New Europeans in Berlin seeking to pursue 
an academic route into their professional 
development, Berlin’s Universität Der Künst 
(UDK) has begun to build opportunities within 
its programme to increase accessibility to 
potential students and professional artists, 
which include:

• ‘Artist Training: Refugee Class for      
  Professionals’
• Intercultural Pre-College for Refugees
• ‘Common Ground’ Student Association

Meeting with staff and students at the 
University’s International Office, I was able 
to understand more about how these courses 
were initiated and what they entailed. In 2015, 
it was students from the association Common 

UNIVERSITAT 

DER KUNST - 

DEVELOPING 

PATHWAYS 

TO ACADEMIC 

TRAINING

30 Common Ground’s aim is to ‘enable dialogue between newcomers and locals on a level playing field, thereby contributing in a positive and sustainable 
way to the changes our society is facing’.

Ground30 who became the real catalyst for UDK to change the way it engaged with 
prospective New European students and artists. Students in the Design Department 
moved towards a platform that would initiate co-working through the arts, choosing 
to work with New European artists, with positive results. The students continued 
to make requests at the university’s International Office for better representation 
and accessibility for those newly arrived in Berlin. Funding was made available to 
them and for the creation of a part-time paid post for a UDK student to coordinate 
the association, which supports students and those living in the community, to find 
ways to build networks and contacts among the art world in Berlin. More formally, 
UDK’s Intercultural Pre-College Course is a two-month course designed to cover 
intensive communication training, as well as practical orientation for studying in 
Germany. The design of the course began with a consultation exercise to identify 
barriers that refugees face when accessing higher education provision. As a result, 
this course assists and enables those wishing to take the first steps into higher 
education, whether it be as a visual artist, architect, f i lmmaker or musician. It is a 
useful and practical way for those with no knowledge of the education system in 
Germany to get to grips with it and reach an equal level of cultural understanding 
as other German students. As an alternative, those already with a high level of 
artistic training and experience are invited to apply to enrol in the course, ‘Artist 
Training: Refugee Class for Professionals’ .  In 2017, the final year exhibition for 
artists on this course was entitled Same Same But Different ,  with the word Refugee 
scored through the name of the group presenting work; the same way the word 
was represented by RE:START. Throughout these three avenues, UDK is able to 
offer holistic support to New European arts students and represents a strong 
model for replication in higher education institutions in the UK. These projects and 

CASE STUDY:
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31  http://www.globearoma.be/fr/open-kunstenhuis/
32 http://www.globearoma.be/fr/projets/

init iatives demonstrate how vital it is to create spaces in which artists can begin 
to negotiate an identity and style that nurtures their creativity, whilst supporting 
awareness and understanding of the arts scene in Europe.

In Brussels, Globe Aroma is doing just this, treading the intersection between the 
grassroots and the professional arts, with the initiative operating as an open art 
house: ‘. . .an artistic sanctuary, accessible to all. This unique meeting is a catalyst 
for dialogue, collaboration, networking, creation and experience.’31  

Globe Aroma’s mission and the ‘3 Pillars’ around which it operates, highlight the 
valuable interplay of the environment of the city of Brussels, its international 
outlook and responsibility for its citizens flagging the contrasting individual 
experience of social isolation, aiming to link artists with opportunities and networks, 
as well as linking new Europeans with artistic and cultural experiences, across the 
city. There are many ways that Globe Aroma achieves this, including support for 
individuals via exhibition spaces and access to materials, as well as participation 
on projects and trips around the country, opening out experiences, exchanges 
and accessibility into the wider art world. Projects are led by participants via a 
working group responsible for organisation and programming. In addition, events 
and festivals are coordinated throughout the year to highlight artistic talent in 
the local community. There is a huge variety of projects supported as part of the 
initiative, including music, visual art, theatre, photography and film.32 Globe Aroma 
operates as a platform, as well as an umbrella, for these projects to develop, 
creating partnership and pathways across the city to ensure sustainability and 
relevance within the community it serves. It is significant that Globe Aroma is 
the last initiative highlighted within this report as it produces positive outcomes 
relating to all three of the thematic areas explored. The breadth of complimentary 
activities supported by the initiative serve to offer many points of learning for 
organisations in the UK.
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33 ‘Clothing Giant Is Under Fire for Using Photos of Rescued Migrants in Adverts’ 
https://www.globalcitizen.org/en/content/united-colors-of-benetton-migrants-boat-advert/ & ’Is 
Peshmerga Chic Offensive’ https://www.aljazeera.com/indepth/opinion/2014/10/peshmerga-chic-

offensive-2014101173639489234.html
34 TO Molefe ‘Is your social enterprise a force for good or a parasite?’ TEDx Johannesburg Dec 2017 
https://youtu.be/F8dEsD4oiF8
35 1. Socio-Economic Rights, 2. Ownership, Influence, Control & Decision-Making. 3. Decent Work.  
4. The Environment. 5. Societal Values.
36 https://www.theatlantic.com/international/archive/2012/03/the-white-savior-industrial-complex/254843/
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Expecting to learn about a simple yet effective approach to developing 
a social enterprise model with New European artists that could be 
replicated in the UK was not as easy as I thought it was going to be. 
In the first instance, there are economic and cultural barriers to the 
‘globalised nowhere’ of the art world, and secondly, there is also an 
ethical barrier in approaching this model that should be considered. 
Economically, it is extremely hard to survive solely as an artist without 
a network of contacts and connections. There is also a risk in assuming 
that New European artists can only be relevant or acceptable if the art 
they produce is a response to their lived experience of exile. Galleries 
may also display work only through a sense of charity, ‘ticking boxes’, 
or worst of all, to be fashionable.33 These factors affect the production 
and economic capital of the art work by reducing it to a trend, and 
so reproduce the most damaging aspect of any initiative relating to 
integration for New Europeans: the reinforcement of stereotypes and 
the reproduction of structures that promote division, fragmentation and 
loss of identity.

Ethically, the role of social enterprises within any society that is 
susceptible to the social ills of capitalism and racism are at risk of 
“profiting off the undeserved hardships of others”.34 This may seem 
an extreme opinion, but it is one which I believe deserves careful 
consideration in relation to any UK projects aiming to profit from 
artwork created by New Europeans, even if a certain proportion of the 
profit goes directly to them. This quote comes from T.O. Molefe, a South 
African writer keen to expose the problems with these kinds of models 
by asking; ‘Is your social enterprise a force for good or a parasite?’. 
There are five areas35 that Molefe identifies to be present in order 
for social enterprises to be a force for good, and to “dismantle and 
replace unjust social systems”. He states that if the social enterprise is 
in anyway profiting from the effects of these unjust systems,  then it is 
not doing anything to challenge and overcome them. To underline this 
point, Molefe uses a memorable 
quote (see inset) from writer Teju 
Cole36 in his presentation. This 
may be the reason behind the 
trend to focus on social gains over 
economic profit in the projects 
identified. The risk of reinforcing 

“The white saviour supports 
brutal policies in the morning, 
founds charities in the 
afternoon, and receives awards 
in the evening.”  (Teju Cole)
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patterns of social inequality is too great: the will to engage and to prove oneself as 
economically independent can grow only from one’s own experiences, not be driven 
by a business model built around concepts and strategies initially created to reduce 
equal economic involvement.

Below are five recommendations for organisations in the UK aiming to improve 
professional development and economic independence for New Europeans:

1. Create opportunities for New Europeans to share and/or teach their skills in an 
artistic discipline. Learning something new from another person is an example 
of integration and demonstrates a challenge to the negative attitude that New 
Europeans take more than they give back.

2. Develop meaningful partnerships with other organisations that nurture 
employability skills and provide training and mentoring (see also the Multaka 
Case Study in Section 2). 

3. Invest in, and engage with, students as agents of change. Student associations 
at Educational Institutions offer active frameworks through which New 
Europeans can develop meaningful networks.

4. Educational institutions should consider consulting with students and partners 
to design a pre-college course enabling accessibility around information, 
guidance and orientation for New Europeans getting to know an unfamiliar 
educational culture.

5. Reduce, or even stop, using words such as ‘refugee’, ‘help’ or ‘support’ in 
mission statements or titles when developing projects and exhibitions. Replace 
with more positive and equal terms in order to recognise New Europeans as 
agents in their own destinies. 
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The process of integration is one that does not refer only to a personal 
experience, a check list for those ‘integrating’ to go through in order to 
become ‘integrated’ into a society: it is something much more dynamic 
and reflexive. Integration is a collective experience, and one in which 
the arts can play a valuable and vital role, as demonstrated by the 
various projects and initiatives outlined in this Fellowship report. It 
is not just the culture within these projects, but the culture around 
them, which helps to produce the most positive structures for enabling 
the process to occur in an equal and mutually beneficial way. The 
‘Welcome Culture’ of 2015 has passed, and now it has become more 
important than ever to see integration as not only about the act of 
welcoming, but also about actively creating spaces and structures 
which allow for a more self-aware and critical approach to the process 
and methods surrounding it. The way language is used, how terms are 
defined and interpreted, and how each person sees themselves as part 
of the process, are all important factors in ensuring the sustainable 
development of a project or initiative responding to integration. The 
use of the arts within this process should be open to scrutiny, with 
sincere questions regarding motivation and representation being key 
in any art project or initiative that is created for, about or in response 
to the ‘refugee crisis’ and New European communities. In this respect, 
it is projects which use the arts in a more participatory, inclusive, 
transformative and revolutionary way – in other words, developed with 
and by New Europeans – which offer the greatest potential for change. 

Of course, the concept of ‘nothing about us, without us’37 is not new, 
and should always remain at the heart of ongoing arts and integration 
initiatives and projects aiming for positive change. There is, however, 
a responsibility for those working in this sector to say something 
new; to challenge, and to create projects that engage with new 
participants and audiences. It is no longer acceptable to preach to 
the converted, and it is no longer necessary to present desperate or 
indeed celebratory stories. The risk in this method is to continue to fuel 
division and opposition, creating yet more material and information 
to be filed ‘for’ or ‘against’. It can be argued that true value presents 
itself elsewhere, between these dichotomies and contradictions. The 
authentic voice does not always have to be a positive one, and it does 
not always find itself in places that one would normally expect. The 
key to the success of many of the projects in this Fellowship report, 
and one which UK organisations can learn from, is an authentic long-
term approach to integration. This is not only through the production 
of culture, but also in the development of partnerships and a focus on 

37 see again RISE’s 10 Recommendations and https://www.newsdeeply.com/refugees/community/2018/06/20/nothing-about-us-without-us-why-refugee-
inclusion-is-long-overdue
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the future, in a sense, why and how they will continue to adapt and evolve within the 
changing communities and cities they exist as part of. Philosopher Henk Oosterling 
suggests the following: “We are entwined in networks. We are not entangled. We are 
the entanglement. In my opinion, we have always been entangled. Entanglement is 
our human condition.”38  This state of entanglement is one that is messy, difficult, and 
often contradictory. There is no one simple story, and also no one simple answer to 
the challenge of integration; it is not an issue that will eventually disappear, but one 
that will evolve and adapt just as our communities will. The role of the arts should be 
to seek to adapt to these changes and constantly strive to offer authentic alternatives 
and challenges to damaging, simplistic narratives and stereotypes. 

The recommendations listed in this Fellowship report are not intended to be rules or 
instructions, but rather starting points for discussing how projects can be developed 
in the future, with an eye on past successes. The ongoing challenge for many projects 
and initiatives will always be funding, but in order to avoid continually producing 
work that is a reaction, instead of an investment, it is crucial that the culture within 
these projects represents and influences the culture around them. In doing so, it can 
acknowledge the state of ‘entanglement’, creating further space for the arts to be 
used in positive, dynamic and imaginative ways, to advance discussion on practices 
around integration within communities in both the UK and in Europe. 

38 Quote translated from Dutch and features in an interview with Erwin Jans, dramaturg at Toneelhuis Theatre Antwerp. ‘A Living Conversation.  
In a Wild Bar’, https://culture-shift.eu/a-living-conversation-in-a-wild-bar/
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S Arts & Integration Blog https://rfilippiblog.wordpress.com

Baynatna: Between Us Arabic Library http://www.baynetna.de

Berlin Mondiale http://berlin-mondiale.de

Club Al-Hakawati https://www.theater-x.com/clubalhakawati

Common Ground http://commonground.berlin

Give Something Back to Berlin http://gsbtb.org/projects/

Globe Aroma http://www.globearoma.be/fr/

Hangar 1 - Art for All http://hangar1.org

Kosmica http://www.kosmicainstitute.com

Mobile Dance https://www.mobile-dance.com

Multaka: Museum as Meeting Point  
https://www.smb.museum/en/museums-institutions/museum-
fuer-islamische-kunst/collection-research/research-cooperation/
multaka.html

Museum Der Dinge - Cabinet of the Unknown  
https://www.museumderdinge.org/exhibitions/cabinet-unknown

Nomadic Art http://www.nomadicart.org

Pass the Crayon https://www.passthecrayon.com

Red Star Line https://www.redstarline.be/en

RE:START http://www.restart.rocks

Refugees Got Talent https://www.facebook.com/refugeesgottalent/

Toneelhuis https://www.toneelhuis.be/en/

Universität der Künste Berlin 
https://www.udk-berlin.de/en/university/commitment-to-refugees/

Wiels http://www.wiels.org/en/17/Social-artistic
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