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Abstract 

Violent conflict poses a significant threat to human rights. With the highest number of active conflicts 

taking place globally since World War II, the urgency to develop effective peacebuilding and 

reconciliation strategies is paramount. Research thus far has been limited on exploring the role of art-

based approaches to peacebuilding, leaving research gap on whether these approaches are perceived as 

beneficial or not by those directly involved in them. This research aims to address this by investigating 

innovative arts-based approaches to peacebuilding, an at times overlooked area for fostering long-term 

reconciliation, especially in de-antagonising everyday relations between conflict parties or previously 

warring groups. This study delves into the potential of participatory film and video projects to bridge 

divided communities and create new narratives. Through analysing the perceptions of those involved 

in these projects, in particular based in Northern Ireland, this paper seeks to uncover effective practices 

for participatory filmmaking in post-conflict peacebuilding settings, and areas for improvement. This 

will provide important and much needed insights to inform policy, funding and peace building 

strategies, providing a vital contribution to minimising the potential for violent conflict, and therefore 

risk to human rights. 
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“Art should cause violence to be set aside and it is only art that can accomplish this.” 

Leo Tolstoy  
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1. Introduction 

 

1.1. Research Background 

Violent conflict puts all human rights at risk1. We are currently witnessing the highest number of violent 

conflicts globally since the Second World War (Geneva Academy of International Humanitarian Law 

and Human Rights, 2023; International Institute of Strategic Studies, 2023; Uppsala Conflict Data 

Program, 2023).  

Besides the evident need for violence to cease, beyond that, in so-called ‘post-conflict’ settings, 

peacebuilding and reconciliation are crucial to prevent a relapse into violence. Especially as the best 

predictor of future violence is whether a society has experienced prior violent conflict recently (Junne 

& Verkoren, 2004). Commonly employed post-conflict efforts tend to encompass institution building, 

lustration; disarmament, demobilisation, and reintegration (DDR); security; mediation; and diplomacy 

(Herrero, 2004; Salomons, 2004; Clark, 2008). Yet, these elements alone are not sufficient. They tend 

to be actions on the macro level with the international community and states, rather than on the micro 

level: efforts focused on the societies and the individuals who must live with the reality of conflict. 

Understanding everyday interactions between communities at a grassroots level is essential to fostering 

genuine reconciliation and peace (MacGinty, 2021). Often underestimated, the arts possess a unique 

power to connect to emotion, unite, communicate, and allow space for expression in ways that transcend 

borders, institutions, and legal mechanisms (Mitchell et al., 2020). We only have to stop to consider our 

own experiences to understand how much the arts shape the way we see the world: the profound impact 

of a moving film, an inspiring book, or the unifying experience of a communal music event. Arts 

projects have increasingly been utilised in so-called ‘post-conflict’ areas, approaching the work of 

peacebuilding in more innovative ways (Mitchell et al., 2020; Gantheret et al., 2023). Participatory 

techniques in arts projects, particularly participatory film or video, place participants at the centre of 

the process, and when used in peacebuilding, can bring together groups that might not otherwise 

interact. Participatory film and video projects also have the potential to challenge internally held beliefs 

(about ‘the other’), of both participants and audiences, through the collaborative process. Today, many 

conflicts are extensively documented, understood, as well as exacerbated through video, underscoring 

the role of media in shaping perceptions and narratives (Andén-Papadopoulos, 2013; Eder and Klonk, 

2017; Patrikarakos, 2017; Zeitzoff, 2017; Simor, 2021). These participatory filmmaking or video-

making approaches could leverage our image and video-mediated world, countering divisiveness 

 
1 In particular articles 3, 5, 13, 18, 19, 25, 26, 28;  but also, to a slightly lesser extent, articles 4, 6, 7, 8, 9 10, 11, 12, 14, 15, 

16, 17, 21, 22, 23, 24 and 27 (UDHR, 1945). This is a sentiment shared by Lupu & Wallace (2019). 
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through shared creation. Therefore participatory film projects may be the ideal way in which to work 

through the everyday de-antagonisation between groups, and facilitate space for new narratives.  

There are some that argue there can rarely be a truly ‘post-conflict’ society, where conflict 

ceases entirely, rather there are merely periods where there is less violence (Junne & Verkoren, 2004). 

For the purposes of this research, ‘post-conflict’ societies will be used to mean contexts where open 

warfare has ended, or at least subsided for some time. Antagonisms often continue to play out in these 

societies where there has been recent violence, for example, through continued animosity in relation to 

transitional justice, differing histories, and continued physical or societal division. Therefore, 

peacebuilding processes are necessary. When various art forms are utilised creatively and 

collaboratively, they can contribute to fostering a more peaceful society (Mitchell et al., 2020). The 

importance of the arts for peacebuilding has indeed been widely acknowledged (Gantheret et al., 2023), 

even at the highest level of international organisations: such as the creation of the UNESCO Artists for 

Peace programme2 and their Arts and Culture for Peace Initiative3. Nevertheless, the arts have 

sometimes been considered as an area of lesser importance than other peacebuilding instruments 

(Mitchell et al., 2020). Engaging with the arts, and the possibility to express oneself freely, are often 

not perceived to be a necessity, and usually not prioritised during crisis periods such as in active violent 

conflict (Gantheret et al., 2023). Nevertheless, art has been called the “missing link in the field of 

conflict resolution and peacemaking” (LeBaron, 2011), and research is yet to fully explore its’ potential 

long-term, and how it plays out when utilised in different ways. 

One way in which practitioners in the peacebuilding, community work, art and filmmaking 

fields (as well as many other areas and disciplines), are conducting their work, is through a 

‘participatory approach’, centring those affected by the issues at stake. Participatory filmmaking 

generally is concerned with creating a film where those who are the subject of the film, have a key role 

in shaping the film itself (Miller et al., 2017), and is usually a process where groups use video to 

document their thoughts on issues that impact their space or community (Roberts & Lunch, 2015).  

Community participatory film or video projects have been created in many contexts, such as in 

facilitating social and political dialogue (Mistry & Shaw, 2021), or as an advocacy tool related to 

communications campaigns (Flower & McConville, 2009). These projects have often, even mostly, 

been used with underrepresented groups such as refugees (Frisina & Muresu, 2018; Frimberger & 

Bishopp, 2020; Trencsényi & Naumescu, 2021; Decherney, 2023; Sarria-Sanz et al, 2023); those who 

are homeless (Kennelly, 2018; Roy et al., 2020); indigenous groups (Amir, 2019; Rao, Narain & Sabir, 

 
2 UN Artists for Peace are famous individuals who work as advocates for the United Nations agency UNESCO. 

UNESCO also have a podcast called Art Lab which “gives a voice to artists committed to the promotion of human 

rights” (UNESCO, 2024). 
3  An initiative with a focus on young people and schools contexts to work on arts and culture for peace activities 

and topics (UNESCO UK, 2022). 
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2022); and has been employed especially frequently when working with young people (Blum-Ross, 

2013; Blazek et al., 2015; MacDonald et al., 2015; Haynes & Tanner, 2015; Canosa et al, 2016; Wilson 

& Graham, 2016; Redwood, Fairey & Hasić, 2022; Eastwood et al., 2021). In peacebuilding contexts, 

these participatory film projects have been used as a tool to bring previously at-war communities 

together, to open spaces for dialogue, to process what happened, or to reframe narratives around 

conflicts, communities and ‘the other’ (Baú, 2014a; Townsend & Niraula, 2016; Fairey, 2018; Johnston, 

2020; Charles & Fowler-Watt, 2022; Redwood et al., 2022).  

There seems to have been little investigation into the perceptions of participatory film projects beyond 

narrowly focused evaluation forms, predominantly from funding bodies (Jennings & Baldwin, 2010). 

There is also limited literature on how these projects are perceived over time, or what happens after the 

project has finished, when the films have been ‘completed’. It might be useful therefore to look at an 

area where a significant amount of time has passed since a peace agreement, where violent (ethnic) 

conflict has notably reduced, and where there has been investment in arts, including film, projects in a 

peacebuilding context.   

 

25 years have now passed since the peace agreement in Northern Ireland: the Belfast Agreement, 

commonly known as the Good Friday Agreement (1998). Violent conflict, often described as an ethnic 

conflict4 (McBride, 2023), in the region has significantly reduced since 1998 (Ulster University, n.d.). 

It is also an area where there have been many arts related projects implemented (Pruitt, 2011; Anderson 

& Conlon, 2013; Foy, 2018). There have been creative peacebuilding projects in Northern Ireland from  

music (Pruitt, 2011), to theatre (Foy, 2018), for example. Often referred to as ‘cross-community’, 

projects which attempt to straddle or transcend community divides through the arts, they span from 

rather more well-known pieces such as the murals (Aguiar, 2014; Kehoe & Dunne, 2021), to more 

recent digital projects such as the ‘AR Peace Wall’ app (2022), an augmented reality (AR)5 project 

created with twin city Hiroshima in Japan; and ‘Border Sounds’ (2021) a cross-border virtual reality 

(VR) video project (Aguiar, 2023).  

 

In research by Zupančič, Kočan & Vuga (2021), art per se was not perceived as an effective tool for 

bridging inter-ethnic divides (Zupančič et al., 2021). Therefore, the question is, if non-participatory arts 

do not have the potential, or at least have limited potential to overcome ethnic boundaries, where does 

 
4 There is discussion about whether Northern Ireland can be usefully described as an ethnic conflict. McGrattan 

(2010) explores the limitations of the ethnic conflict model applied to Northern Ireland, although McGinty and 

many others refer to the conflict as an ethnic one. As ethnic conflict is generally the terminology used in much 

of the literature, it will be referred to as such in this research, with the caveat and acknowledgement that there 

was much more at play, with poverty being a large factor in the conflict. 
5 Augmented reality (AR) uses the real world as a setting which is then overlaid with digital elements; virtual 

reality (VR) is completely virtual and immersive, isolating users from the real world, usually with a headset or 

headphones (Johnson, 2023). 
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that leave participatory arts? Is the involvement in the process of making art, for example - making a 

film, perceived to be more effective? While the topic of peacebuilding and the arts has been studied 

broadly, as has participatory film and video, we are yet to understand how these projects play out long 

term in relation to the overall idea of peacebuilding: going beyond ethnopolitics, and facilitating space 

for everyday de-antagonisation of post-conflict contexts. This research looks at collaborative 

participatory community arts projects, specifically those focused on participatory filmmaking or 

participatory video, which are created with the aim of being part of a peacebuilding process. In other 

words, the focus here is not peacebuilding through watching cinema (although this may play a part), 

but about the making of film or video together with others from across the spectrum of conflict parties, 

opposing groups or community divides. Through these projects, the hope is that the process of creation 

in itself is a meaningful part of peacebuilding, and de-antagonising (everyday) relations.  

 

1.2. Research Questions and Methodology  

The main research question is whether participatory filmmaking or participatory video, which aspires 

to go beyond ethnopolitics, is really perceived as doing so, or being truly effective for peacebuilding, 

by those directly involved in these projects in Northern Ireland. Auxiliary questions to this core line of 

enquiry would incorporate whether people feel that who coordinates, funds, facilitates, or directs these 

projects, affects the process; how might they see these projects implemented differently. It is important 

to understand whether these projects do what they set out to do or claim to be able to do in 

peacebuilding. In sum, the focus here will be on how participatory filmmaking or participatory video 

(often abbreviated to PV) projects are perceived by those involved in them, and to what extent they are 

perceived as effective in terms of peacebuilding, through specific examples in Northern Ireland.  

This thesis seeks to shift the focus towards a bottom-up analysis that gives priority to the views 

and opinions of the ordinary citizens and communities, or those working directly in peacebuilding arts. 

The objective is to shed light on the concerns of those ‘on the ground’, working on these types of 

projects, and understand the issues that may be encountered by those at every level of the process, 

ultimately contributing to a more holistic understanding of participatory arts (film) for peacebuilding. 

By looking at examples in which the film creation process has been ‘completed’, we can gain both a 

longer term perspective on arts peacebuilding projects, as well as to understand their practical 

implementation in the present day.  

 

To answer the research questions, this thesis combines literature on participatory film projects in with 

in-depth interviews conducted with people who worked on projects in Northern Ireland. Interviewees 

were identified through theoretical sampling (Glaser & Strauss, 1967; Bryman, 1988), ie. participants 

were selected based on criteria derived from the theoretical research interest. They were predominantly 

found through contacting the above projects, but a wider network of other participatory film and video 

projects conducted in the region were contacted too, so as to broaden the scope beyond the four specific 
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projects mentioned above. The reasons why this decision was made are twofold. Firstly, a very practical 

consideration - there were simply not enough filmmakers or facilitators across these four project 

examples to make up a large enough pool to draw analysis from. Secondly, in relation to privacy and 

anonymity. As the arts and peacebuilding and participatory filmmaking communities in Northern 

Ireland - although wide ranging - are still relatively small, and by naming specific projects, it may 

become clear rather quickly who has made what statement, risking their anonymity, and potentially 

risking honesty in their answers. For these reasons, filmmaker facilitators from other similar projects 

were also added to the interview pool.  

During the process of interviewing, interviewees tended to recommend others who were related to the 

project, working on the project or who are or were working in the same field on other projects.  

Therefore, the interviewee pool expanded in a somewhat organic way, also known as ‘snowballing’, 

although it was important to assess at each point whether the recommended interviewees still met the 

brief for the research, and that the pool of interviewees were as balanced and diverse a sample of 

individuals as possible. The interviewees included film makers, facilitators, producers, directors, 

researchers6 - all of whom worked on projects related to participatory filmmaking in peacebuilding or 

cross-community contexts in Northern Ireland. Interviewees were generally selected due to their 

spanning a cross-section of project styles: on-screen appearance of participants; multi-strand projects; 

projects which make use of archive footage; and VR. The time passed since the projects that they 

worked on ranges from 10 years ago to present (ongoing projects). Some were organisers and facilitators 

focused more on peacebuilding and community work; some were individual freelance artists or 

filmmakers. These interviewees had worked on projects which took place in a mix of both city and rural 

environments across Northern Ireland and the border, and cover filmmaking projects in every county 

of Northern Ireland apart from one7. Some of the interviewees were from the specific areas in which 

the filming took place, or where the participants were from; some were originally from Northern Ireland 

more generally although perhaps not from that specific area; and some were from entirely different 

countries and contexts. Funding sources also varied.  

There were 11 interviews conducted in total, between May and June 2024, with those involved 

in participatory film projects in this context. All had worked on or were part of projects related to 

participatory filmmaking in peacebuilding or cross-community contexts in Northern Ireland. These 

interviews have been anonymised. 

 

 
6 Securing  interviews with project participants proved significantly more challenging due to ethics and rules surrounding 

privacy of information, and some participants were unwilling to discuss the project. This will be referenced in the sections 

which deal specifically with the interviews. 
7 Counties: County Derry~Londonderry (‘In Peace, Apart’; ‘REEL BORDERS’); County Armagh (‘Border Sounds’; and 

near Armagh, in County Monaghan: ‘Across and In-Between’); County Down (‘Border Sounds’); County Fermanagh 

(‘Border Sounds’;‘Across and In-Between’; and partially ‘REEL BORDERS’); and County Tyrone (‘Border Sounds’; and 

near Tyrone, in County Donegal: ‘Across and In-Between’). County Antrim is the only county in Northern Ireland not 

covered by the participatory film case studies examined in this research. 
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At the beginning of the research, the roles identified in the filmmaking process included: 

 

1. Facilitator / Producer / Director / Professional Filmmaker / Researcher ‘on the ground’: 

working closely working with participants 

2. Facilitator / Producer / Director / Professional Filmmaker / Researcher / Organiser overseeing 

the big picture, possibly slightly distanced from filmmaking process but not necessarily  

3. Project participant 

4. Funder; film distributor; screening organisation; or other connected stakeholder 

 

However in practice, due both to time constraints, and even more so due to logistical and ethical 

difficulties especially in terms of getting in touch with project participants, for this shorter masters level 

study, it was only possible to conduct interviews with categories 1 and 2: ie. those facilitating or running 

these projects (see Table 1.1.). Therefore, three groups of research participants were interviewed: five 

interviews were carried out with Category 1, three interviews were carried out with Category 2, and 

three interviews were carried out with those whose role spanned elements of both Categories 1 and 2.  

 

Table 1.1. - Interview coding  

Interview 

code 

Project 

code 

Role 

category 

From 

Northern 

Ireland 

originally 

Living in 

Northern 

Ireland 

Interview 

date 

Other notes 

P1-02-1 02 1 yes yes 09/05/24  

P2-04-2 04 2 no no 14/05/24  

P3-100-1 100 1 

 

n/a yes 22/05/24 

(received) 

written 

responses 

P4-01-2 01 2  no no 22/05/24  

P5-03-3 03 1 & 2  no yes 23/05/24  

P6-100-1 100 1  

 

yes yes 23/05/24  

P7-01-1 01 1 

 

no yes 28/05/24  

P8-02-2 02 2 no yes* 30/05/24  

P9-100-3 100 1 & 2  no no 31/05/24  

P10-02-1 02 1  yes yes* 10/06/24  

P11-02-3 02 1 & 2 no no 28/05/24  
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Data about the participants’ age and gender for example, has been omitted as it was considered that it 

may risk the anonymity of interviewees, and is data that was not considered relevant enough for this 

particular study. 

 

It was felt to be important to reference the project codes in order to see where quotes may be from 

individuals who worked on the same project. However, during the course of the interviews, all of the 

interviewees (apart from the written responses interview), mentioned other similar projects they had 

worked on too, and made reference to them in addition to the original project they had been contacted 

about. 

 

Role titles may range from titles such as facilitator, producer, director, creative producer, organiser, 

professional or freelance filmmaker, facilitating researcher. The below categories were created in order 

to understand the nuance between how these roles may play out in practice. This is relevant as it may 

influence their understanding of the practicality of the process, depending on how closely they worked 

with participants; and conversely, depending on the extent to which they work with or have contact with 

funders or other stakeholders, they may see the wider context differently too.   

● 1 - filmmaker / facilitator ‘on the ground’, working closely with participants.  

● 2 - overseeing facilitator, organiser or manager, possibly more focused on ‘the big picture’, 

often slightly distanced from the filmmaking process but not necessarily.  

● 1 & 2 - elements of both of the above categories. 

 

The inclusion of data on whether the interviewee was from Northern Ireland originally or is currently 

based there, was felt to be important and relevant data, due to the way that whether an individual has 

experienced the divisions, or even the conflict, first-hand will inevitably alter the way in which they 

perceive these projects. Those living their day to day lives in Northern Ireland while facilitating these 

projects may also have insights into social dynamics of politics, that a facilitator coming from outside 

the context may not have a deep understanding of. Equally, those more closely connected to the region, 

and perhaps even the conflict, will also have their own specific biases; which will perhaps be different 

to the biases of those coming to these projects as an ‘outsider’. There were examples given by 

interviewees where it was an advantage if one of the facilitating filmmakers was not from the region, 

as they were ‘blind’ to some of the dynamics, which was described at times as being a benefit for the 

project. *indicates interviewees who tended to live partially in Northern Ireland, or where it was unclear 

how much of their time is currently spent in the region. 
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The interviews were conducted, in English, almost entirely online using video conferencing software 

(Zoom), due to practical considerations8; and also so that interviewees could be in familiar surroundings 

(e.g., at home, in a quiet place at work). A one interview was ascertained through written responses in 

exceptional circumstances due to the interviewees’ schedule. The interviews were conducted between 

May and June 2024, and each lasted about an hour. Participants were first informed about the interview 

procedure, including recording, transcription, anonymisation, and confidentiality. They were also sent 

a document with information about the study and completed a consent form (see appendix 2.). The study 

background was also explained by the interviewer verbally at the beginning of the interview, and the 

participant’s informed consent was obtained. Each interview was fully recorded and transcribed, and 

the interviews have been anonymised.  

 

The interviewing method used was in-depth interviews using a semi structured approach, which 

consisted of a series of open-ended questions as a guideline, which was used to help participants 

elaborate on issues relevant to the research questions and to ensure that all key topics were covered. 

The interview guideline was implemented without strict adherence to the order of questions, in order to 

facilitate a natural flow of recall and elaboration. The approach was a hybrid inductive / deductive one, 

with main categories already predefined (built in order to map connections in the data), while also using 

the information from the interviews to look for emerging themes. The questions (see appendix 1.) 

focused on how they would describe the project and process from their perspective, how they saw their 

role in the process, if there were factors that affected the process (Section A);  how the project may have 

changed perceptions of self and community (Section B); how they perceived the project, and how 

‘successful’ or not it was, if it had lasting impact, if they perceive participatory film or video projects 

as being useful for peacebuilding [in Northern Ireland], and if they saw other outcomes or difficulties 

which may not have been foreseen (Section C); as well as opening up space for other thoughts or 

perceptions related to the project which may not fall neatly into the predefined question areas (Section 

D).  This was useful as interviewees raised some elements which were not expected, and patterns of 

similar points were made across several interviews in Section D. As the interviews were conducted as 

semi-structured, the format was more conversational in nature, to allow a more natural flow of ideas 

and thought processes. Some follow up questions were asked in certain moments to clarify or 

understand more fully a point raised by an interviewee. Interviews were analysed through thematic 

analysis (Braun & Clarke, 2006), this is an appropriate approach for qualitative research using 

interviews, especially as this method was originally used in psychology. This research is focused on 

perceptions (of the facilitators), therefore this method was deemed to be the best way to proceed. 

 

 
8 Logistical, temporal and financial constraints during the research period did not allow for travel to the region 

to conduct interviews in person. Although some interviewees were either never based, or are no longer based in 

Northern Ireland. 
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1.3. Structure of the research 

The structure of this thesis is designed to comprehensively analyse participatory filmmaking and video 

in peacebuilding. The thesis is organised into four main chapters, each serving a distinct purpose in 

unravelling the complexities of peacebuilding and the arts and then latterly its’ operationalisation in 

Northern Ireland, with regards to participatory film. By employing this structured approach, the thesis 

will provide a holistic understanding of participatory filmmaking and video in de-antagonising relations 

between previously at-war groups. This thesis is consisted of five chapters, after the introduction, the 

second chapter will begin with a literature review, conceptual and theoretical framework, looking in 

depth into peacebuilding and post-conflict societies as a phenomenon. It will then be followed by a 

section on arts in peacebuilding, its’ application, and then on to participatory filmmaking projects in 

peacebuilding. This will then lead on to a section on the operationalisation of participatory filmmaking 

projects. The aim of this chapter is to help to clarify different definitions of these concepts and areas of 

study before dealing with the specific regional focus of this thesis. The third chapter will be focused on 

Northern Ireland. This chapter will include a brief historical contextualisation of the most recent conflict 

in Northern Ireland, the peacebuilding efforts which have taken place there, and where the arts have 

been used in the region as a peacebuilding tool. At the end of this chapter, participatory filmmaking 

projects which have taken place in Northern Ireland will be covered. The aim of this chapter is to 

elaborate on the background of the context of peacebuilding in Northern Ireland and what projects have 

been implemented to date. The fourth chapter will consist of the results of the qualitative interviews on 

participatory film and video projects in Northern Ireland. Finally, the concluding chapter will be a 

synthesis of the findings from the interviews, and a comprehensive discussion of the results, answering 

the research question, and explore further avenues for research.  

 

This research endeavours to understand how collaborative participatory arts projects, specifically those 

focused on participatory filmmaking, are perceived by those involved, and to understand what is seen 

to be effective in terms of peacebuilding, and what can be improved upon.  This will be done through 

examining specific examples of projects in Northern Ireland, the perceptions of those involved in those 

specific projects, through interview, as well as interview with those working or who have worked in 

other participatory arts, filmmaking, peacebuilding contexts in Northern Ireland. This study will allow 

us to gain both a longer term perspective on arts peacebuilding projects, as well as to understand their 

practical implementation in the present day. This will be useful for us to understand when devising and 

designing new future projects of this nature, so that these findings may potentially be used in other post-

conflict contexts. Especially when, inevitably, the day comes in other conflict-affected parts of the 

world, where the gunshots echo their last, the bombs stop dropping, and peacebuilding and 

reconciliation efforts will slowly begin to take place in earnest.  
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2. Theoretical Background  

This section deals with existing research through four subchapters, with the overall aim of outlining the 

literature in peacebuilding, the debates with regards to limits of some peacebuilding techniques, the 

claims of the benefits of using the arts in peacebuilding as a way of filling in some of the gaps in the 

commonly used peacebuilding methods. This is to underline the ways in which participatory art making 

(in this case, film) can be used, and have been used, to date. The following theoretical background will 

begin with the topic of peacebuilding and ‘post conflict’ societies. Thereafter, the role of arts in 

peacebuilding will be discussed, with an overview of literature on participatory filmmaking, also in the 

context of peacebuilding. Lastly, the theoretical framework will examine the operationalisation of 

participatory filmmaking projects, which is relevant for the understanding of how participatory 

filmmaking functions in practice.  

 

2.1 Peacebuilding and ‘post-conflict’ societies  

With alarming estimates of the number of current violent conflicts globally ranging from 55 to 

114 (Geneva Academy of International Humanitarian Law and Human Rights, 2023; International 

Institute of Strategic Studies, 2023), it is clear that peacebuilding strategies are still incredibly important 

and necessary today. As mentioned previously, ‘post-conflict’ is a term which has been contested (Junne 

& Verkoren, 2004), that there may be no such thing as ‘post-conflict’, merely periods of less violence  

(Junne & Verkoren, 2004), but is generally meant as a period of significantly reduced level of violence 

after violent conflict has taken place. Perhaps the clearest indicator of the likelihood of renewed 

violence, is conflict which has taken place recently, which many have claimed is the “best predictor of 

future large scale violence” (Junne & Verkoren, 2004). In 44% of all post-conflict situations, war 

resumes within the first 5 years; and after 10 years, violence resumes in 50% of post-conflict contexts 

(Junne & Verkoren, 2004). Therefore peacebuilding processes are necessary. 

Another, much more overarching challenge, which has been debated in the literature, is how do 

we define peace. There have been various conceptions within the field of peace and conflict studies, of 

what we mean by peace. Commonly, strategies have been categorised into ‘positive’ and ‘negative’ 

peace. Johan Galtung, in his conception, defined ‘negative’ peace as the absence of (physical) violence, 

whereas ‘positive peace’ means something far deeper (Galtung, 1969). Galtung also discussed the idea 

of structural violence. How we define peace is relevant to this study, and where peace is referred to 

henceforth in this paper, it will be the idea of positive peace.  

Once violence has begun to subside, there comes the phase of institution building, and 

approaches to various forms of justice. As mentioned previously, post-conflict efforts such as institution 
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building9, lustration; disarmament, demobilisation, and reintegration (DDR); security; mediation; and 

diplomacy for example, tend to be focused on the macro level. One way to manage the aftermath of a 

conflict is through the concept of justice, through trials. Trials, specifically international tribunals, often 

take place far away from the citizens of the countries where the atrocities took place, sometimes with 

those citizens being unaware of the tribunal at all (eg. ICTY and ICTR10): they can be too far removed 

physically and culturally (Clark, 2008). Due to the very nature of the way that trials work, the ‘truth’ 

which is revealed can be narrow: many stories do not get told, or that the ‘truths’ told are selective 

(Clark, 2008). There are others who say that we must consider culturally appropriate ways of 

remembering (Barsalou, 2008). Antagonisms often continue to play out on a grassroots level in these 

societies where there has been recent violence, for example, through continued animosity in relation to 

transitional justice, differing histories, and continued physical or societal division (Zupančič et al., 

2023).  There is therefore debate in the academic literature which centres on what some argue are the 

limitations of some peacebuilding models, and this study will continue in this vein to argue that some 

of these limitations may be addressed through artistic practice. The argument here is that there is 

therefore a gap in ‘traditional’ peacebuilding strategies, and the arts can potentially fill in aspects of it 

and provide a space in which to explore other approaches and narratives. 

 

2.2 Arts and peacebuilding 

Although not always first to come to mind as a peacebuilding tool, art has considerable potential to 

provide positive outcomes in post-conflict situations. There has been a steadily increasing collection of 

academic research published in the area: ‘The Moral Imagination: The Art and Soul of Building Peace’ 

(Lederach, 2010) is cited regularly throughout the oeuvre of arts and peacebuilding research, and has 

been referred to as one of the first instances where the research is focused entirely on the topic, rather 

than a single chapter on the arts in a wider collection on peacebuilding. Another seminal text is 

‘Mediating Peace: Reconciliation through Visual Art, Music and Film’ (Kim et al., 2015). A newer 

collection of essays ‘Peacebuilding and the Arts’ (2020) was published, and in the same year, the Center 

for Art and Peacebuilding (CAP) was set up at the Zurich University of the Arts (ZHdK). Most recently 

‘Art and Human Rights’ (2023) also considers the arts in peacebuilding contexts, through a human 

rights lens. The main debates in arts and peacebuilding, have for a start often been in relation to 

 
9 Behind the idea of institution building in the aftermath of conflict, is the concept that a society based on rule of 

law, with strong political institutions, in itself will allow individuals to have more of a sense of control over their 

lives (Barsalou, 2008). However, it has been argued that it is perhaps over-simplifying the matter at hand to say 

that democracy will solve all conflict (Herrero, 2004).  
10 This is in reference to the International Criminal Tribunal for the Former Yugoslavia (ICTY), located in The 

Hague, The Netherlands  - which is not close to the former Yugoslavia region where the crimes took place; and 

the International Criminal Tribunal for Rwanda (ICTR) located in Arusha, Tanzania, not in Rwanda (Clark, 

2008) - in fact, Arusha is on the opposite side of Tanzania to the part that borders Rwanda. 
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justifying the value of arts in peacebuilding in itself. Claims which deal with the benefit of the arts used 

in peacebuilding processes, have often originated from the peace and conflict studies discipline, peace 

education, and related social science fields, including those writing from a human rights perspective 

(Mitchell et al., 2020; Gantheret et al., 2023); but, as we will see as this chapter progresses, there have 

also been linked contributions from disciplines such as psychology, clinical psychology and therapeutic 

practice (specifically arts therapy) - an area which has long understood the power of the arts for healing. 

This study relates to this to an extent, as looking at the way in which participatory filmmaking projects 

are perceived, in itself is about assessment of the value of the arts (in this case participatory filmmaking) 

in peacebuilding.  

Arts projects have increasingly been utilised in so-called ‘post-conflict’ areas, approaching the work of 

peacebuilding in more innovative ways, for example through music (Heley, 2010) or dance (Deiana, 

2022). Art may provide benefits such as helping people make sense of their experiences, feel more in 

control when faced with challenging situations, and as a way to amplify their need for their human 

rights to be respected, and also in terms of pursuing justice (McClain Opiyo, 2020). The arts “are a 

social phenomenon, whose meaning and practice are shaped and reshaped by social forces the 

momentum of which we can scarcely understand, let alone foresee.” (Mitchell et al., 2020). Art allows 

creative space to ask questions and explore potential answers (Gantheret et al., 2023). In ‘A Different 

Kind of War Story’, Nordstrom (1997) uses the example of Mozambique to argue that the peace 

agreement there was not, as is often reported, due to the work of the United Nations on the ground or 

the news media across the world at the time, or least not only through this work, but through “locally 

produced plays, prose, poetry and pictures that Mozambicans themselves created the conditions for 

peace. They made war an impossibility”. She states that the peace accords stemmed from, and were 

built from, these grassroots arts efforts (Nordstrom, 1997).  

There are however, ways in which the creative arts have been used for contrary purposes, cases where 

it was used to incite violent conflict. For example, propaganda in cartoons, hate speech on the radio, 

murals which double down on national and religious narratives, arts and media which others ‘the other’ 

(Mitchell et al., 2020). As Kickasola (2020) quite succinctly says: “Hitler sold the coming war with the 

language of peace, and cinematic power helped him do it. We see, here, a cautionary tale for cinematic 

peacebuilding” (Kickasola, 2020). Art has also been used to legitimise “unjust power”, glorify violence, 

and play a part in creating narratives around identities which encourage conflict (Mitchell et al., 2020). 

This instrumentalisation of the arts can also be much more nuanced, not quite inciting violence, but still 

part of a state-sponsored visual effort focused towards the creation of a particular (national) identity 

(Poposki & Todorova, 2016). The arts have a huge capacity to shape identity, yet this can be done in a 

way which is intentionally destructive, or “volatile” (Mitchell et al., 2020), through, for example 
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propaganda (Kiper, 2022). We must be mindful of this too, when dealing with peacebuilding and the 

arts. 

The specific attributes understood to be part of art that contribute to peacebuilding include storytelling 

(for example, for sense-making), healing in a therapeutic way (art therapy), healing in terms of 

transitional justice and memorialisation, and community building (reconciliation) to name a few. 

Firstly, there is an element of storytelling in the arts: stories create a framework for understanding our 

world (Gustafson, 2020), while stories which have differing takes on the direction of violence or 

differing narratives, can become a point of contention or contradiction. This is important as it relates to 

the possibility of the arts to add “nuance and complexify understandings of reality, [...] look at the world 

differently and move beyond binary ways of perception” (Gustafson, 2020). Art has been used to make 

sense of experiences, to “develop a sense of agency, to call for their rights, to pursue justice” (McClain 

Opiyo, 2020). Historical narratives are a significant aspect to the idea of cultural heritage, due to the 

way in which this intersects with identity (reference). The arts “are a social phenomenon, whose 

meaning and practice are shaped and reshaped by social forces the momentum of which we can scarcely 

understand, let alone foresee.” (Mitchell et al., 2020).  

 

The research on the arts in peacebuilding contexts, has been spoken about in terms of ‘healing’ in 

relation to transitional justice and memorialisation; the idea that there is a need to process and 

understand what happened, and that art can be a way in which this can be done (Gantheret, et al., 2023). 

Arts approaches linked to transitional justice (Rush & Simić, 2014; Fairey & Kerr, 2020); as a ‘healing 

power’ in transitional justice contexts (Golebiewski, 2014); or transitional justice via participatory art 

(Shefik, 2018). Lea David makes the claim that there has not been sufficient research made to say that 

‘dealing with the past’ through transitional justice projects (including artistic ones) actually has a 

positive effect (David, 2020). Therefore this study could be an important way to examine dealing with 

the past, even if through indirect ways, and whether this can be done through (participatory) arts 

projects. 

 

Arts in peacebuilding has also been connected to art therapy (Woodward, 2012; Haywood, 2023), which 

tends to focus on ‘healing’ in a more individual sense, rather than a collective or societal one - whether 

that be through music (Osborne, 2012); or visual arts (Haywood, 2023). The latter is particularly 

important in the context of ‘post conflict’ peacebuilding, as when a traumatic event is experienced, 

psychology researchers believe that the part of the brain which processes language (the Brocas area) 

“shuts down” (Rausch et al, 1996). An long-standing idea which has been in circulation in psychological 

research for some time now, is that due to the way in which danger is then recognised by the brain (in 

the amygdala), traumatic memory is stored through feeling or “bodily sensation” as well as, crucially, 
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visuals (Rausch, 1996). The field of art therapy has used art to help individuals express their emotions 

about traumatic events, to get in touch with both the memories which were ‘recorded’ visually, or 

through the body11. Some researchers of arts therapy have reasoned that touch and sight in fact connect 

directly to our brain’s fear centre (Lusebrink, 2004). Therefore, not only have the arts already been used 

in individual therapeutic contexts for a significant period of time, but the arts is precisely well-placed 

to be an effective, even central, part of peacebuilding, where violent conflict will have inevitably 

inflicted traumatic experiences across individuals and populations, and where healing and processing is 

crucial. In order to move into a peaceful society without risk of slipping back into conflict, we need to 

ensure that individuals and society are equipped with the tools needed to fully process and come to 

terms with what has happened. For a sustainable transition into a peaceful society, and in order to 

minimise the likelihood of renewed violence, or if we are to use language from psychology: ‘relapse’, 

we must deal with and process what has happened on an individual and societal level. 

One way in which practitioners in the peacebuilding, community work, art and filmmaking fields (as 

well as many other areas), are conducting their work, is through a ‘participatory approach’ (Bishop, 

2012; Miller et al., 2017), centring those affected by the issues at stake, in a collaborative and “bottom-

up” way (Shefik, 2018).  Participatory art has been described as something which can “contribute to 

individualised and collective healing, make the invisible visible, extend social responsibility, restore 

collective memory, repair the social fabric, reclaim truths and foster collective change” (Shefik, 2018). 

These attributes of art processes are (aimed to be) enhanced and at the centre of participatory art, which 

includes film. 

 

2.3 (Participatory) Filmmaking as peacebuilding tool  

There is a poetic parallel with filmmaking and societies in transition from conflict. Film itself is 

constantly in transition, in movement, each frame making way for a new one. Film also feels appropriate 

as a tool due to the increasingly visually-led way in which we interact with and understand our world, 

especially through video viewed on phones12, which is particularly notable with respect to this field of 

research, in terms of the way in which violent conflict is being videoed and shared more than ever. Film, 

much like music, has a relationship to time in that it can only be experienced at a specific pace, rather 

than as a static image or artwork. Therefore, if viewing communally, we experience the emotions and 

moments of the story collectively, at the same time. Conflicting narratives are at the core of post-conflict 

societies (Cobb, 2013). Therefore, film seems the perfect medium to explore new or lesser heard 

 
11  It has also been argued that arts which have a more physical aspect to them, for example using clay or pint 

help connect to this physical sensation, especially if they have become psychologically disassociated from their 

own sensations (Rausch, 1996) 
12 In a study on smartphone use, participants used their phone every five minutes regardless of notifications 

(Heitmayer and Lahlou, 2021) 
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narratives, or understanding narratives which are at odds. It has been said that film can “re-humanise” 

conflict contexts, even though it often has a tendency to do the opposite13 (Morel, 2020). Film can 

therefore be a space for truths to be told, bear witness, allow room to imagine alternative futures, and 

potentially even change local and international minds or perspectives. 

 

The concept of participatory filmmaking methodology has gained traction and popularity in recent years 

as part of a wider focus on participatory arts projects. This is especially in the realm of documentary, 

and has been used predominantly by Civil Society Organisations (CSOs), Non Governmental 

Organisations (NGOs), UN or other international agencies, social work or community groups, as well 

as for academic research. Interestingly and perhaps quite significantly, much of the literature on this 

topic, and the claims of the benefits of participatory video, have been made from academics within the 

fields of geography, social work, community work, education, development, environmental and climate 

studies, as well as in peace and security realms, even international law (Gantheret et al., 2023). In some 

ways, it has been linked to ethnography (Gruber, 2016; Gutiérrez Torres, 2024), and there has been 

research linked more closely to film studies, although the discourse tends to focus on documentary 

filmmaking techniques (Macleod, 2016) and the ‘subjects’ relationship to the camera or filmmaker 

(Zaki, 2018). The main debates in participatory filmmaking and PV fields tend to revolve around 

methodology and roles, whether the process can be truly participatory, or to what extent it can be 

participatory (Takeda, 2021). Others discuss how “academic approaches to participatory filmmaking 

tend to oscillate between scepticism and a-criticism” (Gutierrez, 2022). 

 

Participatory filmmaking, as is the case with most participatory art (Miller et al., 2017), is generally 

concerned with creating a piece (in this case, a film) where those who are the subject, have a key role 

in shaping the artwork (film) itself (Miller et al., 2017). Participatory filmmaking or participatory video 

is usually a process where groups use video to document their thoughts on issues that impact their space 

or community (Roberts & Lunch, 2015). Much of the research that concerns itself with the origins of 

participatory video, makes reference to Paulo Freire (1970) and his work the Pedagogy of the 

Oppressed, and his theory of the action/reflection praxis (Freire, 1970). That is to say, the idea is that 

dialogue in itself is not enough, that one must take action to “critically reflect” on what their reality is, 

in order to change it (Freire, 1970). This is linked to empowering individuals, and to his idea of 

conscientization, that we all learn “social myths” and that learning is a process which needs to reveal 

the real problems and issues (Freire, 1970). Some state that participatory filmmaking or PV came from 

 
13 Film cameras themselves, strangely, have a history which is inextricably linked with warfare. The history of 

the part of the film camera which contained the reel, is technology which was derived from the machine gun. 

This was seen in examples such as the chronophotographic gun, and photo revolver or Janssen revolver - 

ancestors of the film camera: “the technologies of the gun and camera…evolved in lockstep” (Landau, 2002). 
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the idea of citizen engagement through cinema, such as the the Fogo Process14 in the 1960s: a 

methodology of which concerned itself with a group or community being involved in creating their own 

films (Roberts & Lunch, 2015). Participatory filmmaking has also been linked to feminist practice 

(Roberts & Muñiz, 2020). Participatory film, or PV more specifically, incorporates a very broad scope 

of practices which generally consist of the creation of films by non-professionals, as a way to “engage 

communities, develop critical awareness, and amplify citizens’ voices” (Roberts & Muñiz, 2020). 

“Participatory video is an iterative process, whereby communities use video to document innovations 

and ideas or focus on issues affecting their environment and community” (Lunch, 2007). Many or most 

of the approaches to participatory techniques in arts projects, particularly participatory film or video, 

place participants at the centre of the process, and when used in peacebuilding, can bring together groups 

that might not otherwise interact (Baú, 2014b).  It is a process where groups use video to document 

their thoughts and issues that impact their space or community. The process of participatory film is a 

constant process of (re) negotiation (Frimberger & Bishopp, 2020), much like societies transitioning 

from conflict themselves. Participatory film and video projects also have the potential to challenge 

internally held beliefs (about ‘the other’), of both participants and audiences, through the collaborative 

process (Baú, 2014b). Local viewing of the film as the project goes on, is often core to the PV process. 

This is with the view to “opening communication channels locally; promoting dialogue and discussion; 

and setting in motion a dynamic exchange of ideas and solutions” (Lunch, 2007). 

 

Participatory film or video projects have been created in many contexts, and have often, even mostly, 

been used with marginalised, underrepresented, or historically oppressed groups, such as indigenous 

communities (Misty & Berardi, 2012; Amir, 2019; Rao, Narain & Sabir, 2022); refugees (Frisina & 

Muresu, 2018; Frimberger & Bishopp, 2020; Trencsényi & Naumescu, 2021; Decherney, 2023; Sarria-

Sanz, Alencar & Verhoeven, 2023); those who are homeless (Kennelly, 2018; Roy et al., 2020); female 

carers (Blazek, et al., 2015); or has been used to deal with topics such as domestic violence (Garrett & 

Brickell, 2015); and it is a practice which has been employed particularly when working with young 

people (Blum-Ross, 2013; Blazek et al., 2015; Haynes & Tanner, 2015; MacDonald et al., 2015; Canosa 

et al., 2016; Eastwood et al., 2021). Participatory film projects conducted in peacebuilding, conflict or 

‘post-conflict’ contexts (Baú, 2014a; Townsend & Niraula, 2016; Fairey, 2018; Johnston, 2020; 

Redwood et al., 2022; Charles & Fowler-Watt, 2022), have sometimes been used, not only as a way to 

process, tell stories and have them heard, heal or memorialise, but also as a tool where previously at-

war communities are brought together through the process of making, to open spaces for dialogue, to 

process what happened together (possibly creating a third narrative), or to reframe group narratives 

around conflicts, communities and ‘the other’ (Baú, 2014b). This has been especially in the context of 

 
14 The Fogo Process refers to a project in Fogo Island Newfoundland, Canada, where isolated groups made 

films about their communities, which were then screened to other isolated communities (Williamson, 1989; 

Wiesner, 1992; Emke, 1998). 
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ethnic or identity conflicts, where projects are used with the aim of de-antagonising relations between 

groups (Baú, 2014b). In some cases, the projects have been specifically set up in order to create a piece 

of work to be shown to decision-makers (Fisher et al., 2021); for specifically as a means to facilitate 

social and political dialogue (Mistry & Shaw, 2021; Mistry et al., 2023); to be used as an advocacy tool 

related to communications campaigns (Flower & McConville, 2009), or, very commonly, as a research 

tool (eg. Chávez et al., 2004; Gall, 2016), also in feminist research (Moodley, 2008). It has sometimes 

been linked to ICT4D (Information Communication Technology for Development) projects (Roberts, 

2015; Roberts, 2016; Poveda & Roberts, 2017; Roberts, 2017; Haines et al., 2022), and Communication 

for Development (C4D) (Roberts & Muñiz, 2020), a concept closely linked to Development Studies. 

 

Aspects of participatory filmmaking have also been used on a bigger scale by well-known film-makers. 

For example the ‘Act of Killing’ (2012) and ‘The Look of Silence’ (2014) by Joshua Oppenheimer. The 

films deal with gang-run mass killings (1965-66) in Indonesia, and on realising their pride in their 

actions and their interest in cinema, the filmmaker asks those involved in the killings to re-enact them 

as a play in the style of their favourite Hollywood films. Through the process of re-creating, of a film 

within a film, treading the line between documentary and fiction, the participants slowly begin to reflect 

on their actions. Another example is ‘Promises’ (2001), a documentary focused on Israel and Palestine, 

which works with children from both sides of the border, and brings them together. They talk about 

politics, but more so they do everyday things that concern children: play, practicalities, curiosities. The 

children would never have met if it were not for the film, and through the ‘excuse’ of the film, children 

from one side of the border are brought across to the other side, to meet children of the same age, living 

not far from their reality, who, through the filmmaking, they had had contact with only via telephone 

calls. The film makers then bring the children again together years later, and ask them to reflect on their 

experience. ‘Reunion: Ten Years After the War’ (2011) which concerns itself with the war in Kosovo 

also uses the creation of the film itself to facilitate dialogue between the participants who may not have 

otherwise met. When these types of films gain large traction and audiences, it also has an effect on the 

participants, and how the community is viewed more widely. The focus here will be on participatory 

film or video projects of a much smaller scale, and which feature a range of approaches to what they 

mean by ‘participatory’.  

 

Research conducted by Zupančič, Kočan and Vuga (2021), found that art per se is not perceived as an 

effective tool for bridging inter-ethnic divides (Zupančič et al., 2021). Therefore, if non-participatory 

arts do not have the potential, or at least have limited potential to overcome ethnic boundaries or group 

identities, where does that leave participatory arts? Is the involvement in the process of making art, for 

example, making a film, perceived to be more effective? While the topic of peacebuilding and the arts 

has been studied broadly, as has participatory film and video, we are yet to fully understand how these 

projects play out in relation to the overall idea of peacebuilding - going beyond ethnopolitics, and 
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facilitating space for everyday de-antagonisation of post-conflict contexts. There is limited literature 

which seems to agree on the design and methodology of participatory film projects in this context, and 

even less on how these projects are perceived over time. There has been very little investigation into 

the perceptions of these projects by those directly involved in them, beyond narrowly focused evaluation 

forms, predominantly from funding bodies (Jennings & Baldwin, 2010).  

 

Another issue is in relation to balancing the ‘quality’ of the aesthetic output, which has often been put 

into contrast with the idea of ensuring that the process is truly participatory (Goris et al., 2015), although 

these do not necessarily need to be mutually exclusive. It matters who or what the facilitating 

organisation or individual is, and how the project is envisioned. That is to say, whether they are 

conceived primarily as an arts project to be aesthetically pleasing also, to be exhibited; or a 

peacebuilding project, where the exhibition and distribution of the film is perhaps less important than 

the process, where there may be a small screening or viewing for those involved but not wider than that. 

It also matters whether the project is part of a research project or began as part of research, conceived 

of by predominantly academics, and delivered by either academics or those working closely to academia 

or straddling the areas of academic writing on the topic and film making practice. 

 

There are also difficulties with participatory filmmaking or video, and criticism of the process too 

(Milne, 2016), for example in terms of whether participants can retain anonymity when at risk of being 

stigmatised (Fraser et al., 2022), or the possibility for participatory filmmaking projects to exhibit an 

over- “attendance to researchers output requirements during the production process” (Sarria-Sanz et al., 

2023). Inevitably as a medium, it is not always accessible to all, for example those with visual 

impairments15. Another pressing issue, is with regards to reproducing a “paternalistic” standpoint 

(Milne, 2016), and that the reasoning behind the giving of cameras to, for example children, has often 

been argued as being to “give them a voice”, which Milne says is a cliché which has been used at times 

in a way which is careless and not well thought through (Milne, 2016). It is important to understand 

that participatory filmmaking and PV methodology has its’ pitfalls, especially when exploring 

facilitators perceptions of the projects. 

 

Elements which have been studied in relation to participatory filmmaking include participant 

motivations for taking part16 (Mistry, 2014), and there has also been acknowledgement of inherent 

tensions as groups evolve; as well as the role that ethics play in the process (Shaw, 2014), and that it 

matters who is behind the lens (Whiting et al., 2016). The issue of facilitation, who facilitates PV 

processes, and how these dynamics and relationships play out has been the subject of some research. 

 
15 However, during the process of interviewing, some facilitators spoke about video projects they had managed 

to conduct in creative ways with groups who were visually impaired. 
16 In relation to communities in North Rupununi, Guyana and in Tumucumaque, Brazil (Mistry, 2014) 
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For example the way in which PV creates “emotional bonds between team members” (Bignante, et al., 

2016). Literature from the field of documentary filmmaking also touches on this issue of the importance 

of the relationship between communities, the filmmaker, or who is holding the camera: “when there is 

a conflict or dissonance between the community and the filmmaker [...] the immersion of the filmmaker 

into the community and her immediate interaction with […] subjects may become difficult to establish 

or sustain.” (Zaki, 2018). Therefore, a participatory filmmaking approach, meaning those from the 

community make the films about their community, would circumvent some or at least elements of the 

issues described above. 

 

Community screenings are also usually part of the PV process. This has often been done with the view 

to “opening communication channels locally; promoting dialogue and discussion; and setting in motion 

a dynamic exchange of ideas and solutions” (Lunch, 2007). The idea of these communal viewings has 

been described as “a different experience than reading a book alone, watching the television alone or 

with a couple of people, because even if what you see or read is incredibly moving, enraging, you’re 

still alone. Your rage can be isolating. If you’re in a room with people, you can immediately turn and 

say ‘what do we do about it’”. (Naomi Klein quoted in Waugh et al., 2010). It has also been used as a 

way to confront difficult issues - for example a film featuring testimony from survivors of “highly 

militarised law enforcement”, then those complicit in the violence were invited to the screening17 (Wills, 

2018). Whether the film is viewed collectively, distributed locally, distributed more widely (eg. film 

festivals) (Deiana, 2017), inevitably affects the nature of the project. This then relates to this idea of 

‘film as ‘product’ (Zelizer, 2003), and where this can become complicated in the context of 

peacebuilding. As Kickasola states: “Can film do anything positive for the cause of peace without 

lapsing into meaningless commodification? If it can, we must first get beyond pat phrases and 

oversimplified stories that fail to reflect the hard, long-suffering work peacebuilding requires…how 

might false conceptions of peace be “sold” in the screening of them?” (Kickasola, 2020). Faced with 

this issue of whether to screen, without ‘commodifying’ the art into ‘product’, Horváth (2023), stated 

that we have two approaches we can take: we can cease to exhibit participatory art completely, as “it 

has an intrinsic value, obvious for the target group, and no meaning for others”, or we must find an 

alternative form of showing participatory art to the public, for example in “non-artistic” formats, or 

showing the artwork as a project which is still in progress (Horváth, 2023). This shows how complicated 

the presentation or screening of participatory art or film is. There is not one approach which will work 

well in every context, but the acknowledgement of the complexities at play is key to understanding the 

process and the nuances with regards to screening and distribution. 

 

 
17 This case was in relation to the film It Stays With You: use of force by UN Peacekeepers in Haiti (Cahal 

McLaughlin and Siobhán Wills - co-directors and co-producers, 2017, Belfast) (Wills, 2018). 
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After or during the screening stage, the impact of arts-based interventions is often difficult to measure. 

As Hawksley (2020) points out, it is difficult to argue for the effectiveness of the arts. When we wish 

to show that the arts should be used in peacebuilding, it is tempting to refer to case studies which have 

very clear outputs or results. However, an over focus on ‘successes’ in terms of visible results “short-

circuits the messy and unpredictable process by which genuinely effective results are often attained” 

(Hawksley, 2020). This issue of how we evaluate the value of arts projects is something which has been 

explored in other research too (Hunter & Page, 2014). 

 

Today, many conflicts are extensively documented, understood, as well as exacerbated through video, 

underscoring the role of media in shaping perceptions and narratives. This approach leverages our image 

and video-mediated world, countering divisiveness through shared creation. Therefore, participatory 

film projects may be the ideal way in which to work through the everyday de-antagonisation between 

groups, and facilitate space for new narratives. 

 

 

2.4 Participatory filmmaking in peacebuilding: towards an operationalisation 

 

The definition of what we mean practically by doing participatory filmmaking or PV, is rather contested, 

as there is a range of approaches to what is meant by ‘participatory’, and the definition of participatory 

filmmaking or PV, and a variety of ways this has been conducted. Across the literature, it seems clear 

that there is not a one-size-fits-all method for every context. They range from having participants hold 

the cameras themselves (eg. Gryniuk, 2019) and direct almost entirely, to participants being seen on 

screen, to participants co-creating the process with a professional film crew, to participants being 

instrumental to every aspect of the film down to the editing (and trained in techniques to do so), to 

methods which fall somewhere in-between these approaches. The level of direction, support and input 

that participants receive from those facilitating these projects varies wildly also. Mistry (2013) breaks 

the process of participatory filmmaking down into four phases: storyboarding, filming, editing and 

screening, although this may not necessarily always take place in this exact order (Mistry, 2013). Yet 

before that there is the conception of the project itself, who funds, initiates, facilitates the project and 

where it takes place. It is very relevant how the film is intended to be seen, or whether it is intended to 

be seen at all. One way that the types of activities (within arts and peacebuilding projects) have been 

categorised is in the following framework by Zelizer (2003): 
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Fig. 1. Types of Arts-Based Peacebuilding Activities (Zelizer, 2003).  

 

It is important for us to understand the nuances between programmes, the ways in which projects can 

be grouped into various ‘types’, although it is also true that the lines between these groupings can be 

blurred or include aspects of more than one ‘type’. This framework is more about how the project was 

conceived. 

 

Zelizer (2003) also created a specific framework for differing visions and objectives of arts projects 

used in peacebuilding. They are: Arts as training tool, arts as product, process based arts, and arts as 

social protest (Zelizer, 2003). This categorisation was based on projects in Bosnia-Herzegovina, but 

may be applicable to other conflict or post-conflict contexts such as Northern Ireland.  
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Fig. 2. Types of Arts-Based Approaches to Peacebuilding (Zelizer, 2003) 

 

As this is more concerned with approach than ‘type’, this framework will be very relevant when 

examining perceptions of projects. The idea that approaches to arts projects can be either (1) Training 

Tool (Pipkin & Dimenna, 1989; Yaffe, 1990); (2) Product Based (Epskamp, 1999); (3) Process Based 

(Epskamp, 1999); or as (4) Social Protest (Bartelt, 1997; Friere, 1970; Lederach, 1995), and be 

categorised as such (Zelizer, 2003), will form the basis of the framework through which the interviews 

on the perceptions of arts projects (participatory filmmaking projects), will be analysed. For 

participatory filmmaking as (1) Training Tool, any mention of the film project in terms of skills 

building, education, learning in the sense of something as a means to an end for the participants, will 

mean it is categorised as such. For the (2) Product Based category, discussion of the participatory film 

or PV project as a ‘product’, ie. a final film to be taken to film festivals, screened, shown in art galleries, 

distributed (also for possible profit), will mean that the statements will fit this bracket. For the (3) 

Process Based section: comments which talk about the participatory film project as something where 

the process of making takes precedence over other elements. For (4) Social Protest, a broad definition 

of protest will be taken here, to mean any projects which attempt to make a (political) statement, 

advocate for change, or lobby in some way. In this case it will be defined as non-violent protest, which 

is public and organised (as opposed to violent, covert or spontaneous protest) (Andrain and Apter, 
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1995). This structure will help to understand how those involved in these participatory filmmaking 

endeavours directly, perceive the projects or approach them.  
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3. Northern Ireland 

 

3.1 Conflict in Northern Ireland (1960s to 1998) and ‘post-conflict’ situation 

 

With regards to Northern Ireland, the question of how far back one must go in order to truly pinpoint 

the beginning of a conflict is a difficult one to answer. This thesis will concern itself predominantly 

with the period from  the late 1960s to 1998, where 3,500 people died18 and over 40,000 were injured 

(Ulster University, n.d.). This period is commonly referred to as ‘the Troubles’, although it is important 

to acknowledge that this phrase is a contested concept for some (Phoenix, 2019). The most important 

elements to mention for the purposes of this research are that this conflict period, ‘the Troubles’, are 

generally understood to have begun with the civil rights movements in the 1960s, with Catholics 

protesting against discrimination – for example in elections (where there were issues with 

gerrymandering and property requirements), with employment, housing and the Special Powers act19.  

(Landlow & McBride, 2023). The conflict has generally been described in terms of being between two 

main conflict parties: those who saw Ireland including Northern Ireland as part of the United Kingdom 

(‘unionist’), usually from the Protestant community20. Then there were those who saw Northern Ireland 

as being part of the island of Ireland (the Republic of Ireland) ie. pro-secession, often known as 

‘republicans’, or nationalist, usually from the Catholic community (Landlow & McBride, 2023). As we 

know from almost all conflicts, there is a far more complex picture in reality: with subsections within 

conflict parties, and the involvement of the British army, and various paramilitary groups such as the 

IRA21, the UDA22 and the UVF23.24 Ceasefires took place in 1994, not long before The Belfast 

Agreement, commonly known as the Good Friday Agreement25 in 1998: the peace agreement 

commonly understood to have brought an end to the conflict.  

 
18 Perhaps one of the most notable episodes was what is known as Bloody Sunday (1972), where 13 were killed 

and 14 injured (one of the injured later died) (Ulster University, n.d.). 
19 Civil Authorities (Special Powers) Act (Northern Ireland) 1922, often referred to simply as the Special 

Powers Act or the "Flogging Act” 
20 Sometimes parts of this group are known as loyalists, which is in reference to being loyal to the United 

Kingdom. 
21 The Irish Republican Army, a republican paramilitary group 
22 Ulster Defence Association, a loyalist paramilitary group 
23 Ulster Volunteer force, a loyalist paramilitary group 
24 Any attempt to succinctly summarise the conflict and contextualise the situation historically, will inevitably 

misrepresent the way it played out in practice, and lack nuance. For the purposes of this research, the focus will 

be on the peacebuilding efforts since the conflict period. 
25 Agreement was reached on Good Friday, 10 April 1998, with the vote on the agreement on 22 May of the 

same year. This was done via two referendums, both North and South of the border. 71% (North) and 94% 

(South) voted ‘Yes’ to the agreement. (Irish Department of Foreign Affairs, n.d.) 
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Fig.3. - Map of Ireland - Image source: (Todd et al., 2006) 

 

 

However creating ‘positive peace’ means more than simply ending violent conflict. The post-conflict 

reality of Northern Ireland deals with ongoing difficulties in the region, and we would be remiss to paint 

the Good Friday Agreement as a resounding success story without any problematic aspects. Ulster 

University’s CAIN (Conflict Archive on the Internet) indicates that well over 100 people have been 

killed in sectarian related instances since the 1998 deal was signed. Elements such as where people live 

are still generally being along sectarian cleavages, with in some cases elements of physical segregation 

(walls between communities for example) still present. Social housing in Northern Ireland remains 90% 

segregated along the same fault lines that communities were divided upon historically (Northern Ireland 

Housing Executive, 2016; 2023). The ‘Peace Walls’ in Northern Ireland, where walls which were not 

conceived of as a permanent solution, but as a temporary way to reduce violence, have now become 

more permanent. A study released in 2012 found that 69% of residents believe that the peace walls are 

still necessary, therefore it would not be ‘socially acceptable’ to work on the removal of the walls, even 

though social segregation is one of the main hurdles to overcome for effective peacebuilding (Queens 

University Belfast, 2020). Education is still mostly separated: just 7% of Northern Ireland’s schools are 

integrated26, and 70% of school students attend a school where there “is less than a one-in-20 chance of 

meeting a pupil from another religious background” (Northern Ireland Council for Integrated 

Education, 2021). Therefore, there is still continued social segregation taking place and a continued 

need to bring groups together. It is important too, that we do not overlook the role of poverty and 

economic factors. Where the focus on the divide as being a political, historical and religious one, the 

issue and role of poverty being a factor in the violence at times has not been emphasised. There is still 

 
26 Schools which are not specifically for the Catholic nor Protestant community, but integrate pupils across the 

divide(s).  
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not a consensus on many topics such as the release of political prisoners, parades, commemorations, 

and controversial rituals (Zupančič et al., 2023). There are also ongoing controversies in Northern 

Ireland about compensation payments and amnesties.  

 

There are also renewed potential sources of violence and ongoing division. Since around 2012, there 

have been news reports of a so-called ‘new IRA’ actively recruiting in Northern Ireland (McDonald, 

2012), and the “political party Saoradh, perceived to be their political wing” (Zupančič et al., 2023).  In 

2020, news outlets reported an information leak from MI5 and the Police Service of Northern Ireland, 

which stated that loyalist paramilitaries were actively recruiting, and that there were an estimated 12,500 

members (Dempster, 2020; De Souza, 2023). In March and April 2021, large riots broke out in Northern 

Ireland, which were linked to a multitude of factors including COVID-19; the funeral of IRA head of 

intelligence Bobby Storey; and racism towards new communities in Northern Ireland: “hate crimes and 

anti-EU immigration attitudes are strongly aligned with the youth of former conflict communities” 

(Doebler et al, 2016; McKee, 2016). There are also ways in which the legacy of violent conflict has had 

an impact on the mental health, both of those who experienced the violence directly and indirectly, but 

also there is increasing research into the concept of intergenerational trauma seen in the younger 

generations. Dr Ciaran Mulholland, consultant psychiatrist with the Northern Health and Social Care 

Trust stated in 2023 that “Northern Ireland has one of the highest rates of antidepressants [usage] in the 

world” (Thompson, 2023). As well as the first hand trauma experienced by those during the Troubles, 

there has been more recent attention paid to a group which has been termed the ‘Ceasefire Babies’, 

those too young to have experienced the bulk of ‘the Troubles’ first hand, who were babies or very 

young children at the time of the provisional IRA ceasefire in 1997 (Austin, 2019) and the Good Friday 

Agreement in 1998. Now in their thirties, suicide rates have almost doubled since the peace agreement 

(Tomlinson, 2012). 

Another factor which was attributed to the 2021 riots was Brexit, which brought Northern Ireland out 

of the European Union (EU) in 2020, with the Republic of Ireland remaining in the EU. There were 

concerns about this new layer of the issues for the border, now the only land border that the UK has 

with the EU. Importantly, in the referendum, Northern Ireland voters voted to remain in the EU by a 

55.8% majority (BBC News, 2016), however there were reports that this vote fell quite closely along 

community divisions (see Appendix 3.1). In July 2022, the European Commission issued a press release 

announcing the PEACE PLUS programme for Northern Ireland for the 2021-2027 period. The 

Commission stated that it will invest €235 million, citing the UK-EU withdrawal agreement and 

concerns about unequal access to healthcare and business for example (European Commission, 2022).  

 

Contentious issues globally such as the violence in Israel and Palestine, which in 2023 and 2024 with 

groups identifying with and supporting each group quite markedly along sectarian lines: Israeli flags 

appearing in unionist Protestant areas, and a large number of Palestinian flags being displayed in 
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traditionally republican Catholic areas. It is another issue over which division and group identity is 

being formed or reaffirmed around, although thus far this phenomenon has mostly featured in news 

reporting only (eg. Freyer & Al-Kassab, 2024), rather than in new academic literature yet.  

Given all of these issues, peacebuilding is still needed. 

 

3.2 Peacebuilding efforts in Northern Ireland  

Since the Northern Ireland peace agreement was signed in 1998, violent conflict in the region, often 

described as an ethnic conflict27 (McBride, 2023), has significantly reduced (Ulster University, n.d.) 

(see figs. 1 and 2).  The Good Friday Agreement (1998) was largely credited with being successful in 

terms of reducing levels of violence28 (Rickard, 2023). It is a timely moment to examine the area, as the 

Good Friday Agreement turned 25 years old in 2023, and Northern Ireland has been technically ‘post 

conflict’ since then. On the whole, Northern Ireland exists in relative peace in comparison with the 

period leading up to the Good Friday Agreement. The region does not currently figure on conflict 

indicator studies such as the International Institute for Strategic Studies (IISS) Armed Conflict Survey 

- Conflict Trends Map (2016-2023) for example, which measures current active armed conflict areas 

across the world29.  The Good Friday Agreement created a new power-sharing government30, focused 

on disarmament, and ensured there were no longer border checks between Northern Ireland and the 

Republic of Ireland (Landow and McBride, 2024). From 1987 to 2017, there has been over two billion 

Euro in peacebuilding funding to Northern Ireland (Byrne et al., 2022), notably the EU PEACE funds31. 

There were also architectural creations such as the Derry Peace Bridge32 which links the areas which 

were in conflict.  

 

 

Fig. 4. Deaths during the conflict in Northern Ireland, until the 1998 Good Friday Agreement 

 
27 There are disagreements with regards to whether it can be called an ethnic conflict (this is mentioned in an 

earlier footnote) 
28 Although it is true that the Omagh bomb in August 1998, just months after the agreement was signed, killed 

29 people and injured around 220 -  the event with the highest death toll during the period (Ulster University, 

n.d.). 
29 A conflict being defined as over 25 deaths in a calendar year (IISS, 2024) 
30 With the Northern Ireland Assembly in Stormont 
31 Between 1995 and 2020, there were four EU PEACE programmes. The PEACE PLUS programme is for 

2021-2027, with “the UK’s financial contribution and additional national co-financing from Ireland and 

Northern Ireland”. (European Parliament, 2024) 
32 The bridge was opened in 2011. It bridges the largely unionist Waterside with the mostly nationalist Cityside. 
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Data from Ulster University’s Conflict Archive on the Internet (CAIN) 

 

There is a general understanding that there has been an overall reduction in violence since the 1990s, 

and Northern Ireland has at times been held up as a success story. The numbers of deaths since 1998, 

should this graph continue, barely figure on the bottom of the scale (Ulster University, n.d.). The fact 

that there is a tourist industry in the region (O'Connor and Bolan, 2008) is in itself testament to the level 

of peace that Northern Ireland currently experiences. 

 

Northern Ireland is therefore an appropriate example to look at due to the unique mix of the time passed 

since the conflict, the general reduction in violence and ‘success’ of the peace process, but also in 

relation to the extensive funding for peacebuilding projects, including arts projects. It is also a region 

which finds itself encountering potential new sources of violence, or rather, in many cases, new violence 

triggers of old divides. It is an example of just how long-term peace processes must be, and how the 

idea of a ‘finished’ peace process is perhaps impossible or at the very least, naive. There is a continued 

and clear need for peacebuilding projects in the region, and there are many concrete examples of arts 

and film projects throughout the years to look at in this regard. 

 

3.3 Arts as a peacebuilding tool in Northern Ireland 

Northern Ireland is an area where there have been many arts related projects implemented as part of 

peacebuilding (Anderson & Conlon, 2013; Foy, 2018; Pruitt, 2011). There have been creative 

peacebuilding projects in Northern Ireland focused on music (Odena, 2010; Pruitt, 2011; Odena & 

Scharf, 2022), theatre (Jennings & Baldwin, 2010; Foy, 2018), and even a ‘social circus’ (Lybeck, 

2023), to name a few. As previously mentioned, such activities offer great potential for storytelling, 
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new narratives, and potential healing. Often referred to in the region as ‘cross-community’ (Starr, 2020), 

these are projects which attempt to cross or transcend community divides and bring previously warring 

communities together. Examples of ‘cross-community’ projects through the arts span from rather more 

well-known projects such as the murals33 (Aguiar, 2014; Kehoe & Dunne, 2021), to more recent digital 

projects such as the ‘AR Peace Wall’ app (2022) an augmented reality (AR)34 piece created with twin 

city Hiroshima in Japan; and ‘Border Sounds’ (2021) a cross-border virtual reality (VR) video (Aguiar, 

2023). With a challenging past of conflict, coupled with several peacebuilding projects involving art, 

Northern Ireland offers an excellent setting to investigate the benefits and drawbacks of participatory 

arts. 

 

3.4 Participatory filmmaking in Northern Ireland 

Peacebuilding through the arts will be interrogated here through examining participatory film or video 

projects which have been undertaken in Northern Ireland. Before proceeding to look at the arts projects 

in Northern Ireland focused on participatory film and video, it is important to look at how Northern 

Ireland is depicted on screen nationally and internationally, especially in the context of ‘the Troubles’, 

to examine the wider context in terms of visual culture, and what narratives, messages and images they 

(re) produce. It has been said that “Northern Ireland is one of the most over-narrativised areas of the 

world” (Kennedy, 2005). It is important to understand the wider visual culture and reference points 

which may be in the minds of creators and audiences. One of the most famous recent media examples 

is the TV series ‘Derry Girls’ (2018-2022), a fictional sit-com set in 90s Derry-Londonderry. This series 

has had a significant impact on the collective consciousness around the conflict especially for those 

outside of Northern Ireland and for younger generations35. It is worth noting other well-known big 

budget films about ‘the Troubles’ over the last 20 years or so, such as ‘Bloody Sunday’ (2002); ‘Hunger’ 

(2008) about the 1981 Irish hunger strike; ‘‘71’ (2014), about a British soldier separated from his unit 

during a riot in Belfast; and Belfast (2021) about growing up during the Troubles. Perhaps gaining the 

most media attention of late is the film ‘Kneecap’ (2024), which premiered at Sundance Festival 2024, 

and deals explicitly with the conflict, transitional justice, intergenerational trauma, young people in 

Northern Ireland, and the politics of language. It is the first Irish language film (a language associated 

with the republican, predominantly Catholic, community), and it has garnered a great deal of 

 
33 Some of the murals were made in peacebuilding contexts, but some of the most famous ones were made 

before this, in order to mark territory of specific groups, express national/group identity or anger towards the 

‘other’ (Aguiar, 2014). 
34 Augmented reality (AR) uses the real world as a setting which is then overlaid with digital elements; virtual 

reality (VR) is completely virtual and immersive, isolating users from the real world, usually with a headset or 

headphones (Johnson, 2023). 
35 There was a subsequent non-fiction piece made for TV, called ‘The Real Derry: Jamie-Lee O'Donnell’ (2022) 

with one of the actresses from ‘Derry Girls’, who grew up in Derry. 
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controversy36 (eg. BBC, 2024; Roy, 2024; Wilson, 2024). Whether documentary or fiction, or 

something in between, storytelling about Northern Ireland and sectarian divisions has taken place 

extensively in the film and TV context of the late 2010s and early-to-mid 2020s. It is important, too, to 

mention other recent depictions of Northern Ireland on screen that have challenged the ‘same old’ 

narratives focused on ‘the Troubles’: ‘Game of Thrones’ (2011-2019) notably contributed to the tourist 

industry in Northern Ireland37 and it has been argued that the series changed some perceptions of the 

region (Çelik Rappas and Baschiera, 2020; Mannheimer et al., 2022). How Northern Ireland and the 

conflict are depicted on screen, remembered, reproduced, is clearly still very relevant to how both those 

within the region see themselves and those outside understand what has happened. When film is made 

in relation to the conflict in Northern Ireland, for the most part, it is made to be watched. Both through 

the creation, and in the interpretation through viewing, cultural reference points such as film inevitably 

affect the way in which meaning is created or understood. This is highly relevant therefore, especially 

when looking at international audiences for participatory projects, and international funding. 

 

There are a plethora of participatory filmmaking examples which were made in the context of 

peacebuilding in Northern Ireland, or deal with the topic of the Irish border, or conflict related or current 

social issues. Examples of relatively small-scale participatory film projects (as opposed to big-budget 

films for screening in cinemas) conducted in Northern Ireland, set up to examine topics in relation to 

violent conflict and the border, which illustrate the practices discussed above, include: ‘In Peace, Apart’ 

(2014); ‘Across and In-Between’ (2018); ‘Border Sounds’ (2021); and ‘REEL BORDERS’ (2021-2026). 

These projects illustrate the variety of styles and approaches that can be taken in participatory 

filmmaking: from on-screen appearance of participants38; multi-strand projects including an immersive 

art exhibit and theatre performance39; projects which make use of archive footage40; and VR41.  Some 

were projects as part of a strategy to engage the public with public records offices or archives42; and 

others were academic research projects43. The time passed since the projects took place ranges from 10 

years old44, to six years old45, to a project created remotely and digitally during the COVID-19 

 
36 Kneecap are a band that rap in Irish, and the film was made about the band, in a semi participatory way. The 

band featured at Glastonbury music festival in the UK in June 2024. This goes to show just how current issues 

around identity still are, and how present it is in arts and culture of Ireland, Northern Ireland and the UK. 
37 To understand the scale of the impact it has had on tourism and perceptions of Northern Ireland: on the 

VisitBelfast website, the top header banner includes: ‘What’s on’; ‘See&Do’; ‘Eat&Drink’, and subsequently: 

‘Game of Thrones’ as a separate header and category on its own (VisitBelfast, 2024) 
38 ‘In Peace, Apart’; ‘Across and In-Between’; ‘REEL BORDERS’ 
39 ‘Across and In-Between’ 
40 ‘Border Sounds’;‘REEL BORDERS’ 
41 Virtual Reality - ‘Border Sounds’ 
42 ‘Border Sounds’ 
43 ‘REEL BORDERS’ 
44 ‘In Peace, Apart’ 
45 ‘Across and In-Between’ 
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pandemic46, up to the most recent projects in progress today (with funding to continue until 2026)47. 

Funding sources also varied, from European Union research funds48; a war museum49; archives50; and 

universities51, among other sources.  

 

‘In Peace, Apart’ (2014) 

‘In Peace, Apart’ (2014) is a short film which involves students from two schools in 

Derry~Londonderry, from across the divide: a Protestant school and a Catholic school. Four students 

appear on screen, and the main focus is on two of the girls, who meet and exchange uniforms - a very 

visible marker of whether a school student is Protestant or Catholic. This was facilitated by the 

Guestbook project (based in Boston, US), and the Nerve Centre (Derry~Londonderry, Northern 

Ireland). ‘In Peace, Apart’ is available publicly online, and gained some press attention at the time in 

the Belfast Telegraph (Ferguson, 2014) and the Guardian / the Observer (Vulliamy, 2014). The process 

was fully participatory in that the participants (school students), came up with the concept, were trained 

on the cameras, and were both on and behind the camera during the project. The students had noted that 

they felt uncomfortable going to certain areas of town in their school uniforms52, and formed the basis 

of the film. The film was made as part of a broader community peacebuilding project between the 

schools, and elevated the voice and experiences of young people living in this divided society, which 

may have been overlooked. It also most certainly brought groups together who may not otherwise be in 

contact, potentially challenging views of ‘the other’. This example is an almost ‘textbook’ case of using 

the production of a film itself to bring groups together. 

 

‘Across and In-Between’ (2018)  (with ‘The Yellow Line’ and ‘The Border People's Parliament’) 

‘Across and In-Between’ (2018)53 is a short documentary film which focuses on the border between 

Northern Ireland and the Republic of Ireland (usually referred to as the Irish border). It focuses on those 

who live by the border54, their relationship to the land, history, the realities of day-to-day life, and 

speculation on the future. This project was made as part of a set of arts-based creative endeavours, 

instead of taking place in a community style setting, this project was run by artists and conceived - first 

 
46 ‘Border Sounds’ 
47 ‘REEL BORDERS’ 
48 ‘REEL BORDERS’ 
49 ‘Across and In-Between’ 
50  ‘Border Sounds’ 
51 ‘In Peace, Apart’ ‘REEL BORDERS’ 
52 Due to the fact it was such a visible marker of what community they belonged to. 
53 The project was made in 2018, and at the time a large part of public discussion and debate centred on the 

issue of Brexit and would would happen in terms of the Irish border. The UK referendum to leave the European 

Union was conducted in 2016, with the UK officially leaving the European Union in 2020. This, although it was 

actively not the focus of the project, inevitably coloured the project, and its’ reception at the time.  
54 ‘Across and In-Between’ collaborated with communities in Pettigo, Tullyhommon, Cuilcagh Mountain, Castle 

Saunderson, Magheraveely and Newtownbutler 
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and foremost - as an art piece. The quality of the aesthetic output was held in high importance. The full 

piece included an immersive installation called ‘The Yellow Line’ (2018), which references the colour 

of the plants along the border lands. Another branch to this project was a people’s parliament - the 

‘Border People’s Parliament’55 - a participatory performance piece (with those involved in the film 

‘Across and In-between’) which culminated in a manifesto which was then presented to the (real) 

parliament, Stormont (see appendix 3.) (Carr, 2018). This raised “important issues with decision-makers 

[...] on behalf of their communities” (Haynes & Tanner, 2015).56 The method here was that those that 

appeared on film shaped the narrative, but were not in charge of holding the camera, directing or editing. 

Rather the participatory element during the ‘Border People's Parliament’ immersive interactive arts 

piece dialogue,  which culminated in a manifesto which was then presented to the (real, legislative) 

Northern Ireland Assembly, in Parliament Buildings, Stormont. The ‘Border People’s Parliament’ was 

possible to experience mostly only by being there; and ‘The Yellow Line’ installation only available to 

see when it is being exhibited57. The main director/producer/overseer of the project is US-based, but it 

was also co-produced by local filmmakers and artists: local both to Northern Ireland, and the specific 

border towns where it was made. This was co-commissioned for the closing season of 14-18 NOW58 

and Belfast International Arts Festival.59  What this project showed was the way in which participatory 

filmmaking can firstly be created in a way which is initiated by and originates with artists and 

filmmakers.  It is also an example of a multi-strand large-scale project, which had a large number of 

people involved.  

 

‘Border Sounds’ (2021) 

Another project is ‘Border Sounds’ (2021), an 11-minute VR film, created remotely across both sides 

of the border (Aguiar, 2023). The remote nature of the project was due to the COVID-19 pandemic, and 

the requirement to be socially distanced at the time. There are no people on screen in this film, rather it 

is a series of landscapes. The film transports the viewer through a VR (virtual reality) experience to 

locations along the Irish border which mean something to the participants. This is combined with a 

soundscape of sounds that the participant associated with the area and chose to be included, and a Haiku 

poem written by participants about this location, which appears on the screen. This was created with 

funding from the Public Record Office of Northern Ireland (PRONI), the official archive for Northern 

 
55 For the ‘Border People's Parliament’ - On 20th October 2018, 150 people arrived at Northern Ireland's 

Parliament Buildings, Stormont, which was a “carefully staged event, their opinions recorded in Parliamentary 

committee rooms and their photographic portraits captured.” (Belfast International Arts Festival, 2018) They 

then drafted The Yellow Manifesto - A True Account of a Border and its People (see appendix 3.).  
56 These three elements, this entire artistic piece, was created by and overseen by the artist in residence for the 

Belfast International Arts Festival: Suzanne Lacey - The leading artist had also worked on other projects which 

she says were more truly participatory, although these were not in Northern Ireland and fall beyond the scope of 

this study. The project ‘Across and In-between’ is a model or format which has been used in various contexts. 
57 There was not an ongoing exhibition of ‘The Yellow Line’ during the time frame of this research. 
58 A project from the Imperial War Museum (reference) 
59 It was presented from 16 - 23 October, 2018 
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Ireland. ‘Border Sounds’ was made as part of the Making the Future programme60 led by PRONI and 

the Nerve Centre with the Rural Community Network. This is an example of a project which had fewer 

facilitators, and had someone who had filmmaking experience but that was coming to the project also 

from a very community work focus, while also having had experience of working in research. It is also 

an example of utilising new technologies to facilitate in a more distanced way should it be required. 

 

‘REEL BORDERS’ (2021-2026):  

‘Derry the Oak Grove’; ‘Triang Times’; ‘Connecting Borders’; and ‘Crossing Lines’ (2022) 

‘REEL BORDERS’ (2021- running until 2026), is a 5 year European Research Centre-funded research 

project which looks at border areas. It is a series of projects that use participatory filmmaking in border 

towns and areas, as a core methodology. This is a project which facilitates participatory filmmaking in 

a variety of locations and contexts, from Northern Ireland, to Syria and Turkey, to Morocco and Spain 

(Ceuta). During the project so far, there have been a collection of four short films made in Northern 

Ireland including ‘Derry the Oak Grove’, ‘Triang Times’, ‘Connecting Borders’, and ‘Crossing Lines’ 

(April-June, 2022). Some used amateur archival collections filmed in these areas provided by the Irish 

Film Institute Archive and the Northern Ireland Screen's Digital Film Archive.  

 

These projects exemplify the range of approaches to similar topic areas and at times have similar aims. 

They also illustrate that there are many examples to draw on, over time too, to gain a more holistic view 

of the perceptions of these projects from those directly involved. Northern Ireland is therefore an 

appropriate area to examine participatory filmmaking projects due to the sheer volume of projects taking 

place in this field in Northern Ireland, and the amount of funding, which makes for a large selection and 

mix of approaches to participatory filmmaking in ‘post-conflict’ peacebuilding societies. This allows 

for a wider scope for interviewees, and to understand more profoundly the areas where it is perceived 

to have been ‘successful’, and for those directly involved in the projects: what difficulties they face, 

and what they perceive to be the issues with these kinds of projects. This is important as those that fund 

these projects, or even those who research or theorise the concept of participatory frameworks or arts 

in peacebuilding, may be slightly removed from the projects (and issues they may encounter) in practice. 

 

  

 
60 Making the Future is a project supported by the European Union's PEACE IV Programme, managed by the 

Special EU Programmes Body (SEUPB). 
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4. Results  

 

11 interviews (see Table 1.1) were analysed to answer the research question on whether participatory 

filmmaking or participatory video is perceived as something which can de-antagonise relations between 

groups, including whether people feel that who coordinates, funds, facilitates, or directs these projects, 

affects the process; and how might they see these projects implemented differently. The aim of this 

study was to understand how participatory filmmaking projects are perceived by those directly involved 

with them, both as a practice in and of itself, and how they perceive its’ value in the context of 

peacebuilding. This section is a synthesis of the findings of the thematic analysis performed on the 

interviews with those involved in these participatory film projects, and a comprehensive discussion of 

the results.  

 

 

(1) Training Tool 

 

Some interviewees described the transformative effect of participatory filmmaking in terms of 

participant media skills building, or ‘digital literacy’: “Working with good filmmakers [...] providing 

those opportunities [...] people can develop their skills, but also broaden their horizons” (P8-02-2). 

This was sometimes referenced in relation to employment prospects, with the potential for participants 

to go on to work in media, communications or photography, and also in relation to encouraging 

prospective participants to take part: “Skills acquisition, and actually developing employability through 

creative skills - it gives people something tangible when they finished the course [noted specific jobs 

which it would be useful for] So leaving people with a legacy, it's not just around this identity, and the 

self journey around self knowledge and knowledge of others. [...] I'm just gonna incentivise people to 

be leaving with tangible skills, which can be put to social or economic use by the participants [...] It's 

really hard to recruit people for projects that have social benefit alone [...] it's really a focus on the 

practical benefits [...] and then the social benefits are sort of implicit in that.” (P7-01-1). In some cases, 

the participants were already students of media and communications: “What brings us a little bit of 

hope, is that these [...] Communication and Media students, they often tend to go and work in the media 

industry afterwards. And they describe themselves [...] as [...] the next generation of film or media 

makers.”  (P2-04-2). Some spoke about how publicising the skills-building aspects of a project was a 

better way to engage and encourage participants to take part, rather than marketing the project with its’ 

peacebuilding or social benefits first and foremost; but how this may contradict funders wishes: “If we 

frontload the social benefits - as a lot of funders would want you to do - it's a much less attractive 

proposition for the kind of people, young people, that we're trying to engage.” (P7-01-1). Most of the 

statements on participatory filmmaking and training, focused on the idea of individual transformation. 
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(2) Product Based 

 

Some interviewees stated that the arts need to exist as ‘arts for arts sake’ rather than for “some kind of 

socially prescribed output”. (P1-02-1). In general, one of the elements which was often raised was a 

kind of dichotomy between seeing the filmmaking as primarily a process-oriented endeavour, extremely 

focused on the community; or seeing the work as a piece of ‘quality’ art or an aesthetically pleasing 

film piece with a high level of production. The divergent ways of approaching the projects could be 

seen right from the beginning from the process, in relation to starting the project and finding 

participants. In one more ‘art’ and artist-led project, participants were found in what they referred to as 

being a more randomised manner, rather than through existing community groups, which were 

described as having “organised ways of thinking” (P1-02-1) (see appendix 4.1). Other interviewees 

described it as somewhat of an insult to not encourage the participants to aspire to ‘high art61’:  

 

“[a lot of the arts peacebuilding projects are] quite often done on a very amateurish basis. [...] this is 

what I don't tolerate, and don't like. [...] like, ‘oh, let's do some happy clappy face painting’. Those 

things [...] I find very annoying, and not as useful [...][it’s] dumbing it down [...] the community arts 

can [...] go that direction.” (P8-02-2), this was spoken about as opposed to bringing “serious artists, 

[...] serious work into the communities” (P8-02-2).  

 

Following on from this, motivations of the participants, and setting (high) expectations for them 

from the outset, were noted as something that affected the process and ‘final product’, or even whether 

there would be a final product at all. A facilitator working from a more community and social projects 

perspective said:  

 

“Everything we did had a final product, [...] you have higher levels of engagement if people know 

what's happening in the end. [...] Actually saying: ‘Look, this film you're making, we're going to submit 

it to film festivals [...] look at all the amazing things that are gonna come out of all of this hard work 

you're putting in’. Because you're asking people to dedicate time to projects, so there has to be a reward 

for them. It's not just about you taking the stories from them.” (P5-03-3).  

 

Another said something along similar lines, and linked this to aspiration specifically: “we try 

and give examples to people at the start of the programme to set aspiration levels [...] Who wants to 

give 10 weeks of their life to doing something that's not that great?” (P7-01-1). Overall, there were 

practical considerations cited too, and difficulties in relation to making the participatory filmmaking 

practice participatory at all stages (if that was what was desired from the project) in practice, related to 

 
61 This may link well to Zelizer’s categorisation of ‘Elite Arts’ (Fig. 1.) (Zelizer, 2003) 
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creating a final ‘product’: “There's the sound mixing, everything related to post production. Subtitling, 

getting the credits right [...] and for those particular elements of finalising the film, this was really hard 

to involve the participants.” (P2-04-2).  

 

The idea of legacy and long-term impact of these projects was spoken about also in terms of 

the practical preservation of the final film projects themselves, and how this relates to the process. One 

interviewee said: “we're thinking about long-term preservation as well, which is something that a lot 

of participatory projects don't think about. [For other projects] it's all about making the film, screening 

the film, and then good luck finding the film. So for us, it was always like, no, there is going to be a 

home for all of the things we're doing [in an official archive] [...] So for us legacy was something that 

was super important. [...] we want long term preservation as well, and long term access.” (P5-03-3). 

This statement was also contextualised by considering video or film which has been posted online more 

generally (ie. the film was not just for screening at an event, but continues to ‘live’ on online, on 

platforms such as YouTube, for example): “if YouTube closes tomorrow, [...] people can still find 

[everything] properly archived.” (P5-03-3). With regards to the ephemeral nature of our digital and 

online worlds: “a lot of participatory projects that create websites. For me, [...] it's the most frustrating 

one, because websites don't live forever. You only get funding to have, let's say, a domain name for like, 

five years [...] And then we had some projects [...] that we went down the website route, but because 

the funding [...] was over, those websites longer exist. There are a lot of really, really, really cool 

participatory projects, they create these amazing websites, and then five years, 10 years, when you try 

to access them, they're gone.” (P5-03-3). 

 

Arts funding in Northern Ireland generally was mentioned as affecting the process, in relation 

to a binary peacebuilding approach: “becoming enshrined in the way that even arts festivals, film 

festivals, music festivals [work]: it's one for you, one for me” (P1-02-1). Another interviewee stated 

that an issue which affects the process of creation (and whether it is ‘film as product’) in the way in 

which funding is organised: “I think that one of the big problems [...] in Northern Ireland [...]there is 

no minister of culture or there is no separate funding, the funding either sits with ‘communities’ or with 

‘economy’. So [...] it either needs to be [...] films which produce income and which are measured by 

economic input, or [...] community arts, which is dumbed down: it's some face painting or ‘have a 

picnic and engage with each other’. [...] it is really, really underfunded. And it's not only about funding, 

it's also about level of ambition [...] there needs to be a serious investment in arts and arts 

education.[...]in Northern Ireland it's really like a desert. [...]So maybe it's a role for bigger 

international community philanthropy, or those bigger UK Island-wide projects, where there is an 

external resource, and it's not putting pressure on local communities” (P8-02-2). Some voices also 

explained the limits to what can be facilitated in an artistic space:  
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“I witnessed some tensions, and some very difficult conversations. For some, it was a platform to voice 

deep grievances, which, perhaps we were not in position to address, because they were so deep, […] 

we didn't have the space or time to bring healing, without dismissing those concerns[…] there was no 

opportunity to fully engage. [...] I think to some extent, it needed to be like that, because, you know, 

even if there were more resources or more time, we're talking about a very deep, deeply embedded 

grievances, there was [one participant], he was definitely angry. You know, he was repeating themes 

which have a history [...] probably going back to plantation. So [...] even with more resources, it's so 

intense that no artist or community group is in a position to resolve it.[...] it's a fairly long process of 

healing [...] Maybe for this family. It was the first step [...] I think sometimes it's best to leave it, it's like 

Pandora's box. [...] how much artists can do [...] it's a massive responsibility, as long as we don't do 

harm, it's fine. [...] We cannot always bring the full healing.”  (P8-02-2).  

 

A ‘product’ which can be distributed not necessarily for profit, but for educational purposes globally: 

“They study Northern Ireland in the Danish curriculum, and they wanted to use the film as part of 

teaching in Denmark [...] it certainly was in use in the Danish schools curriculum, which we always 

thought was hilarious [because] how [do] they navigate a Derry accent?”  (P7-01-1).  

 

Under the frame of product-based arts, or film as ‘product’, the divide became clear on the conception 

and perception of the projects as primarily product based (linked to a final art piece), or process focused. 

Themes which emerged included the legacy of that product, and how what product is created is affected 

by funding. 

 

 

(3) Process Based  

Many interviewees tended to describe a sort of dichotomy between a focus on process: often attributed 

to more social work or community work projects; versus a focus on the final product: which tended to 

be linked to artists or filmmakers more concerned with aesthetics. From one interviewee’s point of 

view, it is a problem if there was too much focus on the ‘final product’:  

 

“We actually brought an external filmmaker to facilitate workshops, but we found that it didn't work, 

because that filmmaker was more concerned about the end product, not the process. [...] In 

participatory projects, process is as important as the final product or even more important [...] So we 

thought that that didn't work. So after that horrible experience we had, we decided that we would do 

the facilitation 100% ourselves” (P5-03-3).  

 

Another spoke about this issue too but saw the elements as needing to be more balanced:  
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“it was about the process as much as the product [...] it was around learning those skills, and developing 

some voice for yourself.” (P7-01-1).  

 

This was also alluded to in less explicit ways:  

 

“I'm a big advocate for participatory projects, because I think they're very ethical. They are about 

building relationships [...] I have no idea how people work otherwise! [...] It's going to produce a film 

that’s respectful, that's ethical, and reflects people's life stories. I see more benefits, but I see limitations 

as well. You know, it is very time consuming. Everything takes twice longer. [...] You always have the 

risk of losing people along the way, because they're too busy, they're finding the technology too difficult, 

and they don't want to read or learn technology, or personal life gets in the way. So you lose a voice in 

that project [...]  because that person pulled out. Or that person asks you to remove all of their 

contributions, and then you have to respect their wish. But I see more benefits to limitations to 

participatory projects.” (P5-03-3). 

 

Some said that the final film aesthetic and production values did not necessarily seem to matter 

for participants. One interviewee said:  

 

“I think they're [the participants] just so happy to share their story and just see it up on a screen, it 

doesn't matter if it doesn't look the most technically polished film ever made. They're just so happy and 

so proud. [...] And then because I have the filmmaking skills I'm looking at from an aesthetic 

perspective, and I go like, ‘Oh, that could be better framed, or that audio could have been better 

captured’. But then [...] you have 100 people in the room, watching those films, talking about those 

films and reacting to those films. And then people who made those films are super proud like ‘Oh, my 

God, I made a film.’ So I don't think the aesthetic should be a barrier to you creating a film [...] When 

you give people full creative control [...] the technical side of it is the first one to suffer. But I don't think 

that it's a bad thing, per se.” (P5-03-3).  

 

In one particular case, the lack of interest in aesthetics (on the part of participants) was put more 

explicitly, where story was seen as something that needed to take precedence, over imagery: “the 

participants had very little interest in [...] making a beautiful film, [it] was not a priority for them, the 

priority was: the stories need to be out there.” (P2-04-2).  

 

There was the idea of ‘participatory distribution’ mentioned by one interviewee, while another 

stated: “with a lot of our participatory projects is this whole idea of co-ownership as well, that they 

own the copyrights to the film, it's their film as well. And they can do whatever they want with the films, 

too.” (P5-03-3). Practical considerations to what happens after the project were also noted: “there's no 
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organised way really, for us to continue a conversation with them62. I mean, we have the data we have, 

it's just with GDPR, and things like that we're not necessarily still allowed to engage.” (P1-02-1). 

Difficulties in terms of families asking videos to be taken down, or participants themselves asking for 

old videos to be taken down. Some examples from interviewees included: “their parents wrote to us 

and said, no, we were not giving you permission to post this. [and then in another context] [the videos] 

were up for a while, and then they pulled it down, because their friends were saying, no, we're not 

talking to you because you're talking to the enemy.” (P4-01-2) Another example was: “[one of the 

students] wrote to us and asked us to take it [the video] down. Because she couldn't get a job when she 

went back [home], because every time she went for an interview, her future potential employer would 

Google her [...] [and] the first thing that came up was [this] video. And then they see her engaging in 

this peace process with somebody from [‘the other side’].” (P4-01-2). In relation to one of the projects, 

for the participants who appeared on screen, there was some local attention initially, and they then 

subsequently wished to distance themselves from the project: “there was a lot of publicity [...] and they 

sort of became peace ambassadors when they went around to different schools in Northern Ireland, 

showing the film. I think at the time, they probably did enjoy the celebrity, but [eventually] they wanted 

to move on [...] and probably just wanted to get the hell out of Northern Ireland, you know, [...] and 

didn't want to be associated with all that with ‘the Troubles’.” (P4-01-2) Another, speaking of the same 

project said: “the young people that are in it themselves are just distinctly unimpressed by the whole 

thing and just think people need to get over it, it was just a thing they did, and that was it. [...] It's quite 

funny that we're so interested in it, but they're kind of a bit nonplussed.” (P7-01-1). 

 

One way in which participatory filmmaking was cited as beneficial for peacebuilding, was as a way to 

allow certain stories to be heard: “It is effective for peace building here. It enables people to find a voice 

and tell their stories” (P3-100-1). Other comments in the same vein included statements in relation to 

healing “There is a supportive community that is built around these projects that is healing.” (P3-100-

1). The bringing people together through the process was mentioned by many of those interviewed: “I 

think it's super important. [...] there is no better medium to bring people together than through arts or 

sports or participation” (P8-02-2).  On bringing participants together, through the making of the film: 

“I witnessed it with my own eyes, the sort of the conversations, [...] among people who otherwise would 

not come together [...]  it was exciting [for some] [...],  it was a moment of healing. For others […] [it 

was] voicing their concerns.” (P8-02-2). For one project, the idea came about in the following way:  

 

“It became apparent [...] when you've got communities that aren't communicating, other than through 

hostile interactions - shouting at each other, you've got high levels of segregation, where you can quite 

comfortably live in Derry and not meet a Protestant, not come across a Protestant. And vice versa, 

 
62 The participants 
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depending on where in the city you are - that actually film might be a way, [or] video [...], of getting 

people to share elements of their lives with each other and sort of demystify things across that divide, 

and across that division” (P7-01-1). 

 

For another interviewee, who referenced one of their projects which is not based in Northern 

Ireland, but had some similarities:  

 

“we learned after many conversations that most of these students had almost never encountered [‘the 

other’] living in their city. Some were very curious to meet them. So we tried to develop the filmmaking 

process as an instrument to go and meet them. This sort of ethnographic approach, which we were very, 

very careful to not intrude in neighbourhoods, and, you know, not make it a bit like ‘poverty porn’ style. 

But in conversations with the participants afterwards, it seems that in this particular case, it did lead 

to an increased awareness. That it did help, being more aware about stereotypes, encountering 

otherness, but also finding similarity. [...] So I do think there is a potential there for participants at a 

very micro individual level.” (P2-04-2) 

 

In a similar vein:  

 

“people are brought together for kind of forced interactions around the fact that we're from different 

sides: that Noah's Ark approach. […] ‘you're one of them, and I'm one of us’ [...] but actually, what 

we've found is that creative process and learning of the skills together as a shared experience, which is 

politically neutral, really helps to build strong relationships. Filmmaking is a collaborative pursuit, it's 

a team activity. And you'd have to learn together and work together as a team to do that. [...] So it 

means that you certainly demystify ‘the other’, you break down any stereotypes, any sort of community 

myths and misconceptions about the other community: [...] ‘they all do this, or they all think that’ [...] 

you build those normalised relationships, which has a powerful effect, [...] And it is very clear in this 

film, this group had a shared identity as young people that was more powerful than their separate 

identity as Catholics and Protestants. [...] So I do think, on that personal level, they can have a 

transformational effect.” (P7-01-1)  

 

There were those who expressed that it was not just about the relations between groups, but 

also attitudes within groups themselves that have changed as a result of arts peacebuilding projects. In 

relation to an interviewee speaking about another arts project they worked on, which was focused on 

music:  
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“One of the bands […] they heard a member of their band community saying, ‘I will not perform if 

there is somebody from this or that community’ and the rest the band then said ‘then don't, you are not 

welcome’ [...] somebody stood up for somebody else, because they had experience of the project [...] 

they were more open or welcoming. So it's not even what I noticed across different communities, but 

within those communities. How they started self-regulating themselves. Saying ‘No, it's not on’, having 

enough courage, [...] saying, [...] ‘it's not acceptable. This is not what we stand for.”’  (P8-02-2). 

 

The idea of the (individual) transformative potential that participatory filmmaking has for participants, 

was mentioned by several interviewees: “At the individual level, they can have an absolutely 

transformative effect on the individuals that are involved in them: just that experience of having a voice, 

finding a voice and having a platform for it for it to be heard, to be telling your story, putting who you 

are out there. And for young people, particularly who struggle to be heard and struggle to be taken 

seriously around serious matters. I think they can have a really, really significant impact on the 

individuals involved”  (P7-01-1). For example one facilitator stated: “It enables people to see another 

side. If a person has a label or negative label like ‘violent felon’, now they have another label: he’s a 

great actor.” (P3-100-1). This interviewee then went as far as to state: “This work is life changing. It 

changes lives. It’s changed my life. And I see it on a regular basis, changing other people’s lives. They 

see themselves in different ways. They see what they are capable of. They glimpse their own potential 

in the mirror.” (P3-100-1).  

 

Someone who was part of the facilitation of a participatory filmmaking project in the context of 

research, also spoke about the impact on them personally:  

 

“I had never worked with this method before, and I find it wildly inspiring, it was so fun to do. It was 

very moving, to listen to stories, I think this aspect touched me the most [...] the way that this artificial 

setting creates an occasion for people to open up, to share life stories, traumas, dreams, and hopes, all 

these things, with someone who is basically a stranger. That was really moving to see [...] That was so 

beautiful, I knew it from the literature, that it [participatory filmmaking] creates a chance to share 

stories, but then when you actually experience it, this was a good surprise. I decided now to include the 

participatory aspects in future projects as well. I think it has a clear added value for social sciences. 

We cannot have enough.” (P2-04-2). 

 

The issue of funding came up consistently, even when it was not explicitly mentioned by the 

interviewer.  For many of the interviews, who funded the project came up in the first sentences about 

the project. They tended not to criticise the funding gained for their specific project, with most stating 

that the funding brief was not restrictive, apart from some exceptions, or sometimes targets. However, 
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even if not critical of the funding source, the fact that it was funded and the underpinning reasons why, 

was something facilitators across the board were acutely aware of: “Brexit gave it [the project] a 

currency that allowed me to attract the money to make it and so had to become part of the narrative 

because it was hard to ignore.” (P1-02-1). The European Union peace funding was mentioned by 

several, and this was also mentioned in relation to Brexit63. 

In other ways, funding or project organisations were described as having ‘target groups’ and 

‘target numbers’, with specific amounts of participants and ‘outcomes’ desired by the funders: “I think 

we had to work with 600 people in our community engagement programs. [...] We had to deliver an 

exhibition as well” (P5-03-3). Some facilitators talked about funding outcomes as being limiting, and 

even talked about ‘rebelling’ against specific elements of the brief, by widening the scope:  

 

“In terms of the participants profile, because it's peace funded, it's a very outdated model, because it 

doesn't really reflect Northern Ireland society today. They're still obsessed with the green and orange64: 

Catholics versus Protestants. So in theory, a lot of the projects had to be almost kind of 50/50. So if 

there was a group from a nationalist community approaching us, ‘oh we would love to run a project for 

our group’, if they didn't have the token Protestant in that group, we couldn't run the project [...] 

because it's not cross-community enough. [...] But we tried to move away from [...] that model, because 

we thought that it doesn't reflect society nowadays. [...] we have lots of ethnic minority groups who are 

left out of everything, because they're not green and they’re not orange. And we thought that let's reach 

out to them as well.” (P5-03-3).  

 

Several shared this sentiment: “I was arguing with the executive office, I said, ‘I cannot have a 

few ‘talking Catholics’ in, only because your form says so. I need to engage with this specific 

community’ [...] a lot of those funding restrictions actually limit what we can do.” (P8-02-2). It was 

spoken about in terms of reporting also: 

 

“With the peace funding, they're very, very thorough in looking back at how you spend the money. 

[...]With peace, and the way that they manage the fund, [...] the reporting is very thorough, you have 

to go back, you have to justify. [...] I think if we had played by the rules of like, ‘it has to be 100%, 

cross-community’, I don't think would have worked with some of the groups that we've worked with, 

like ethnic minorities, the disabled group, because we would be so focused on ‘it has to be a Catholic 

group and a Protestant group, and we have to bring them together into the room’.” (P5-03-3).  

 
63 “With Brexit, there was only one last round of peace funding, which has just been launched, called Peace 

Plus, that's the last one, and then they’re stopping it. But there's gonna be other funding avenues through this 

thing called Shared Island Fund between North and South, which I think will replace a lot of [that peace plus 

funding]” (P5-03-3)  
64 The colours green and orange have traditionally been associated with the republican or nationalist Catholic 

groups (green); and unionist Protestant groups (orange). 
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Another stated:  

 

“[peace funding] certainly creates a dependence: all the time that there's funding available for projects 

around sectarian identity or sectarian division, there's an incentive for sectarian division to continue 

to exist and to continue to be amplified as a factor. [...] the divisions are far more economic, than the 

sectarian division that has been artificially sustained for quite a long time. […] I speak as someone at 

an organisation that's benefited enormously from European peace programme money, is that it does 

push you into this Noah's Ark approach. [...] it's a double edged sword in terms of a world of increasing 

competition for money and resources at UK level and beyond. Northern Ireland's USP65 is conflict, it’s 

social division. And even though social cohesion may be worse in other parts of Europe, may be worse 

in other parts of the UK, now, we [Northern Ireland] have an actual conflict that we can always ‘trump’ 

other places with, if they've got issues around, you know, migrants, around the rise of the right, or 

whatever the social cohesion issue is there. We've got the IRA and the UVF. And, you know, lots of 

people died. [...] It is part of what helps us sustain a thriving community and voluntary sector in 

Northern Ireland, it is really important work that needs to be done. I think the focus has shifted slightly. 

But [...] needs to continue to shift away from green, orange, and more around social issues, and anti 

poverty initiatives. And that's where the divisions in society really are. When people have very little, it's 

comparatively easy to set them against each other and to blame each other for their problems.” (P7-

01-1). 

It is important to note that funding for their specific projects was also spoken about in very 

positive terms too. Several spoke of a continued need for work in this area (see Appendix 4.3), although 

with a caveat that the peacebuilding work may need to work slightly differently than it has done in the 

past:  

 

“There are still divisions, schools are still segregated, housing estates are still segregated, so no peace 

funding will ever fix that. But there's so many other benefits [to community / participatory projects], 

that it almost kind-of like surpasses the peace benefit. […] There are so many different benefits, it's a 

shame that peace funding is bloody focused on peace building, which is a very important one, and I 

think it had it’s place, but I think society has moved on so much, that there are so many other pressing 

issues that these projects are doing so well. And it's a shame to see the funding being, you know, taken 

from them [...] Because society will suffer in other ways.” (P5-03-3) (see Appendix 4.2) 

 

The discussion on funding was also linked to evaluation forms, often required by funders, which were 

cited as being rather narrow by several interviewees: “Funders care about measuring impact and 

 
65 USP - Unique Selling Point 
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administering monitoring and evaluation” (P3-100-1). Several interviewees discussed the non-

quantifiable aspects of participatory filmmaking projects, and the way in which this can be difficult in 

relation to funding and reporting, “unintended consequences are, in a way, very much part of the of the 

process, as art, you know, it's not a science as such, [...] it's not a scientific project with data that can 

be quantifiable and sort of legitimated, justified, tallied in terms of success or failure.” (P4-01-2) and:  

 

“We have the metrics that the funders  use, but they're more like, ‘oh, how likely are you to speak with 

a Catholic?’ Oh, my God, every time we had to give those evaluation sheets [to the participants], we're 

apologising [to the participants, saying] “We don't like the questions, it’s the funders”66 [...] it's a 

shame that the metrics they [the funders] use are useless. We have anecdotal  impact information [...] 

[for example, participants] say that their confidence levels have improved big time [...] doing things 

that they thought they would never do. How do you quantify that? You can't.  How do you quantify that 

the project benefit is someone's confidence level? [...] When we worked with ethnic minorities, who 

were saying that, for the first time, they felt that their story really mattered for this country. And they 

felt a huge sense of pride for having their story [recorded]. So those benefits are there, but how do you 

quantify them in an evaluation sheet? You don't really.” (P5-03-3)  

 

This was described by one interviewee as a “Noah’s ark approach” (P7-01-1), in reference to the 

Biblical story of Noah’s Ark where, in order to save the worlds’ creatures from the flood, there had to 

be precisely two of each animal in the world saved and allowed onto the ark. This can be understood or 

interpreted as a prescriptive approach, with a need to have a certain number or quota of people from 

‘each’ conflict party - in order to fulfil monitoring and reporting requirements, often in relation to 

funding. One interviewee said: “with younger generations [...] it's not even part of the discussion, when 

we had asked kids to fill out forms for us, and then there were stupid questions about like ‘oh Catholics 

and Protestants’ - some kids were asking us ‘What is a Catholic? What is a Protestant?’ This is just my 

personal observation, I think there is a real impact [of these cross-community projects] because cross-

community relations here have improved, and we see that just by looking at foreigners actually chosen 

to live here, if this place was still a warzone, I wouldn't move here.” (P5-03-3). The same interviewee 

also spoke about the funding in terms of legacy: “the funding goes towards the making, it doesn't go 

much towards the reflection, the evaluation and the dissemination. You spend all of your resources 

there, and then you're left with like, 1% to do everything else. they [funders] only want to see the results 

of the making of things, rather than the legacy side of things.”  (P5-03-3) 

 

 
66 The comment here was in reference to the idea that participants found it insulting to be asked whether they 

would speak to someone across the sectarian divide, that to the participants it was obvious that they would, and 

that the questionnaire questions came across rather ‘on the nose’. 
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Funding more generally - beyond the interviewees’ specific filmmaking projects - was almost 

always discussed, as well as criticised, in terms of funding for the arts and peacebuilding, the arts and 

social projects, or merely just the arts funding in itself within Northern Ireland. “It could be funded 

better. It could be invested in.” (P3-100-1).  

 

Others emphasised that through the process of making, they could see how complicated the situation is, 

and how far there might be still to go: “how much work there needs to be done. And how much pain 

and resentment there still is. [...] there are people who are super at ease, [...] people who moved on; 

and there were people who are still very much stuck.” (P8-02-2). 

 

This product (final film or art ‘product’ piece) vs process dichotomy was seen yet again in this section. 

Themes also related to the idea of legacy, and especially to funding. 

 

 

(4) Social Protest 

 

Far fewer comments were made with regards to participatory film or PV projects as a form of 

social protest. The main way in which it was touched on my interviewees was through the idea of 

utiliting the screening of the films as a way to make a statement: “Probably the biggest potential to 

have actual impact is once these films are finished, and then they could travel to audiences, like the 

broader public or policymakers” (P2-04-2), and from the same interviewee, when discussing one 

specific example: “for them [the participants], the priority was: the stories need to be out there. People 

need to know about our situation in order to bring a concrete change.” (P2-04-2). However, there were 

comments which were not very hopeful about the possibilities of this in practice: 

 

“I've got to a point where I'm sort of fairly cynical about…. In terms of sort of changing the narrative 

or anything like that, I don’t know […] I think that media is so diverse and so diffused now that, although 

we've got so many more outlets to see content and pick content up. Serious content doesn't reach 

audiences that easily unless it's deliberately antagonistic, and will track well on an algorithm. So I don't 

know that they find a great audience beyond the converted already [...] So I don't know that they reach 

the audiences that often, that widely, [although] occasionally something punches through. [...] those 

things [the projects] on an individual level, they can have a significant effect. On the wider level? Not 

so much. I just think they struggle to be seen by the people who are most likely to need to see it.” (P7-

01-1) 

 

Nevertheless, this was followed by more hopeful comments on the potential of a ripple effect: “If 

enough people are involved, and then enough of their acquaintances get to hear about the experience 

[...] That's where you can achieve changes that have a wider scale. But it's micro compared with the 
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audience potential for audience reach and transformation. But, you know, if you keep plugging away 

at both ends, then just keep these messages trickling out as far as possible, then, yeah, it has to have 

some effect.  (P7-01-1) 

 

Throughout the interviews, almost without exception, interviewees were emphatic about the 

inherent value and impact of participatory film and video projects, usually using quite emotive language 

to describe how they perceive participatory filmmaking in peacebuilding and their projects: “I definitely 

believe with all my heart, I feel like those projects are important. There should be more of it.” (P8-02-

2). This seemed to be a feeling shared across the board: “I was super excited, [...] I find the project very 

interesting.[...] it was addressing a very difficult subject.[...] the fact that it was film and poetry and, 

you know, beautiful visual photography and activism and community engagement. [...] it all worked 

very, very well. And I was super proud of being part of such an incredible project, I still wear it as a 

badge of pride.” (P8-02-2). There were statements which summarised very well this mixture of process 

and ‘product’ as having impact and being beneficial for peacebuilding: “the idea is really that people 

come with their separate stories, and they share their story with the other and then ideally create 

something new together, something new comes from the encounter, which may indeed be the making of 

the film itself. Something is sparked by the exchange of stories. And then the wager is, the hope is, that 

that may then subsequently have some impact or influence, however tiny initially, on the world out 

there” (P4-01-2).   
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6. Conclusion 

 

The main research question was whether participatory filmmaking or participatory video, which aspires 

to go beyond ethnopolitics, is really perceived as doing so, or being truly effective for peacebuilding, 

by those directly involved in these projects in Northern Ireland. This included whether people feel that 

who coordinates, funds, facilitates, or directs these projects, affects the process; and what they think 

could be done differently. The assumptions that led to the thesis were that if art in itself is not perceived 

as effective for peacebuilding (reference), then participatory arts (film) may be perceived as being more 

effective. This study aimed to provide a long-term perspective on arts-based peacebuilding projects, 

evaluating their practical implementation and uncovering new challenges in societies further along the 

peace process.  

 

To understand how participatory filmmaking or PV projects in the context of peacebuilding are 

perceived by those working on them, on the whole, weighing up the different perspectives from 

interviewees, it appears that assessing whether participatory filmmaking and video ‘works’ for 

peacebuilding, is a rather complicated question to answer. It would be unfair to draw one large, 

generalised conclusion from what was a varied mix of approaches and attitudes toward these projects, 

but what we can say is that the broad range of interviews conducted resulted in a wide range of responses 

in relation to the questions on participatory films.  

 

Perhaps unsurprisingly, those facilitating these projects, although they did have criticisms of elements 

related to the bigger picture of peacebuilding and ways participatory filmmaking is done, tended to be 

very positive. Emotive language was often used to describe stories of catharsis, shared dialogue and 

hope. They perceived participatory filmmaking or PV as a useful and important tool. The perception of 

the ‘effective’ elements of participatory filmmaking with those involved in facilitating them, tend to be 

grouped along the following elements: storytelling and voices being heard (that may not often be given 

a platform or represented); healing; working together to better understand ‘the other’; and media skills 

building.  

 

This study, although rather small in scale, and conducted in a relatively short time frame, found several 

trends did emerge throughout the interview process, and the following themes were identified in the 

interviews: a dichotomy between art/film ‘final product’ vs process; funding (and its’ limits); legacy, 

long-term impact; (usually individual) transformation and effectiveness – which included skills building 

and (less measurable) personal transformation or impact for the facilitators, as well as for participants.  
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The main power of these projects was often spoken about in terms of individual transformation, rather 

than on a societal level. While it is true that many stated that the true benefit lies with individual 

transformation (for the facilitators as well as participants), skills building, on a “micro level” (as one 

interviewee put it), and it is also true that some were sceptical about drawing larger claims about 

participatory filmmaking being something which can bring peace - through the conversations, it became 

clear that many believe that a sort of ripple effect can take place.  

 

There were criticisms or problematic issues also cited in relation to participatory filmmaking, and 

generally speaking this was in relation to funding, and a disconnect between funding bodies and the 

reality on the ground. It was also mentioned that the ways that we evaluate these projects (in the context 

of funding) may need to be revised to be less narrow. At times, some peacebuilding funding for these 

projects was talked about in terms of ‘reaffirming the divide’ and that perhaps the new divides or social 

issues are elsewhere. It came across that t peacebuilding needs to be agile to a changing society, that 

new conflicts can emerge over slightly different issues or along different lines, and that binary funding 

models (this “Noah’s Ark approach” as described by one interviewee), may play into both sustaining 

old divisions, and also underestimating or not considering seriously enough new or changed issues or 

sticking points. Funding was also often linked to the idea of legacy and the long-term impact of projects. 

 

Aspects which came up during the interviews which were unexpected, striking even, included the 

emphasis on individual transformation or development. Another element which was not necessarily 

predicted during the research preparation stage, but came up throughout the interviews, was the 

potential for the process to be transformative not only for those who are the participants in these projects 

(ie. those which the peacebuilding and processing outcomes are aimed towards); but also potentially 

has a transformative effect for those who conduct these projects too. That the process of facilitation is 

also part of the collective transformation. The tension between seeing these projects as an art ‘product’ 

versus a community process-oriented project, was another element which was unexpected.  

 

Most of the benefits were described in relation to personal transformation, emotional impact, as well as 

skills building - change on what one interviewee called - on a ‘micro individual level’. Although there 

was scepticism around claims for the overall peacebuilding potential of these projects, through starting 

with impact on the micro level, there may be potential for impact on a larger scale, from the bottom up.  

 

Further research is required which delves deeper into this issue, particularly focussing on interviewing 

a broader range of people. A study which takes into account - as was intended at the outset of this project 

- the perspectives of project participants especially, but also funders and other stakeholders, would allow 

us to gain a more holistic view of these projects As well as that, other types of research could be done 

in order to further the research agenda, avenues which may be worth exploring include a further 
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exploration of the longer term impact of these types of projects, even if difficult to measure.  It we put 

more focus on the intersection of film or video with other elements, this could be further explored 

through new technologies. The nature of participatory filmmaking has also changed especially with 

respect to new emerging technologies and increased accessibility to them (Mitchell et al., 2014; 

Schwab-Cartas & Mitchell, 2015; Mitchell, 2016; Mitchell, 2019). These new technologies have 

changed our relationship to media, how we ‘consume’ it, as well as our relationships to each other. It 

has also opened up new avenues to meet and collaborate virtually, opening up possibilities for remote 

or partially remote participatory video projects (Marzi, 2021; Aguiar, 2023), and for films to be 

distributed online. Significantly for participatory film or video making, digital technology has made 

such video making “radically accessible for the non-professional user” (Shrum et al., 2005). There have 

also been increasingly common efforts related to peacebuilding which experiment with new modes such 

as augmented reality (AR), virtual reality (VR), and video game creation (references), in projects such 

as ‘Visual Peacetech’67 (Glybchenko, 2023).  This may be an area to explore further with regards to 

participatory practice. Another element which may be worth examining is participatory filmmaking 

projects which use fiction, a format which has been researched to some extent in ethnographic film 

(Sjöberg, 2014), which is a different discipline to participatory filmmaking, but perhaps shows that 

there is scope for further exploration. 

 

This study showed that individual transformation - for those facilitating these projects as well as 

participants - is (one of the areas) where the strength of participatory filmmaking projects lies. The 

research also linked individual transformation with the potential for wider societal transformation, in 

this case, peacebuilding. It is clear that categorising projects as solely product based or process based 

is very difficult, and perhaps not a useful categorisation, as these elements are linked,  the perceived 

effectiveness of the projects is in the interaction between all four (as defined by Zelizer, 2003) elements 

or approaches. Something else to consider is that it seems that the power may be (participatory)film in 

conjunction with another element: whether that be a circus, an interactive ‘parliament’, new 

technologies, discussion afterwards – even the creation of a manifesto. 

 

A large part of the motivation behind this study, was in relation to the highly ‘televised’ (rather, social 

media video-ised) current large scale ongoing conflicts today in 2024. We can see from Northern 

Ireland, just how big a task peacebuilding is, and how long it takes. Of course, every conflict is different, 

and as has been explored through this research, there is rarely one (perfect) size fits all approach which 

works in every situation. However, this study allowed us to gain a perspective on arts peacebuilding 

projects from those working directly with them, and who have worked on these projects over a longer 

 
67 Visual Peacetech is a research project which examines VR and AR as tools for “digital diplomacy and 

peacebuilding” (Glybchenko, 2023) 
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period of time. Looking at ‘post-conflict’ societies which are ‘further along the road’ on the peace 

process, so to speak, we can better understand how we might practically implement peacebuilding arts 

projects going forward. As seen in this research, participatory arts projects such as participatory 

filmmaking, address aspects that other peacebuilding methods fail to attend to. Although they may not 

seem to be so grand in scale or high level, these types of projects appeal to our emotions, create space 

for meaningful interpersonal interactions and transformations on a smaller scale, and ultimately 

function in a peacebuilding context towards something arguably far more powerful: hope. 

  

 

 

  



 

 

57 

6. References 

Aguiar, L. (2014). “Look What We Have Gone Through”: Representation and Memory in the Bogside Murals in 

Northern Ireland. Networking Knowledge: Journal of the MeCCSA Postgraduate Network, 7(3). 

https://doi.org/10.31165/nk.2014.73.343 

Aguiar, L. (2023). Lockdown Silver Linings. Interactive Film and Media Journal, 3(2). 

https://doi.org/10.32920/ifmj.v3i2.1800 

Aguiar, L., Public Record Office of Northern Ireland), P., & Centre , N. (Directors). (2021). Border Sounds 

[VR]. 

Amir, A. P. H. (2019). Folk Filmmaking: A Participatory Method for Engaging Indigenous Ethics and 

Improving Understanding. Conservation & Society, 17(2), 123–134. 

https://www.jstor.org/stable/26611739 

Andén-Papadopoulos, K. (2013). Media witnessing and the “crowd-sourced video revolution.” Visual 

Communication, 12(3), 341–357. https://doi.org/10.1177/1470357213483055 

Anderson, T., & Conlon, B. (2013). In the Shadow of the Peace Walls: Art, Education, and Social 

Reconstruction in Northern Ireland. Art Education, 66(4), 36–42. 

https://doi.org/10.1080/00043125.2013.11519230 

Andrain, C. F., & Apter, D. E. (1995). Political protest and social change : analyzing politics. New York 

University Press. 

AR Peace Wall App. (2022, February). Visit Belfast. https://visitbelfast.com/partners/ar-peace-wall-app/ 

Austin, J. (2019). The “Ceasefire Babies”: Intergenerational trauma and mental health in post-conflict Northern 

Ireland. Public Health Review, 2(1). https://pubs.lib.umn.edu/index.php/phr/article/view/1648 

Autesserre, S. (2014). Introduction to “Peaceland: Conflict Resolution and the Everyday Politics of International 

Intervention.” Peaceland: Conflict Resolution and the Everyday Politics of International Intervention, 

1–19. https://doi.org/10.7916/d8348k5n 

Barnett, M., Kim, H., O’Donnell, M., & Sitea, L. (2007). Peacebuilding: What Is in a Name? Global 

Governance: A Review of Multilateralism and International Organizations, 13(1), 35–58. 

https://doi.org/10.1163/19426720-01301004 

Barsalou, J. (2008). Peacebuilding in Traumatized Societies. In B. Hart (Ed.), Google Books (pp. 27–49). 

University Press of America. 



 

 

58 

Baú, V. (2014a). Building peace through social change communication: participatory video in conflict-affected 

communities. Community Development Journal, 50(1), 121–137. https://doi.org/10.1093/cdj/bsu025 

Baú, V. (2014b). Telling stories of war through the screen. Participatory video approaches and practice for 

peace in conflict-affected contexts. 13(1), 1–9. 

BBC . (2024, February 9). Kneecap: Belfast rap group take legal action after UK blocks grant. Www.bbc.com. 

https://www.bbc.com/news/uk-northern-ireland-68248799 

BBC News. (2016). EU Referendum Results. BBC News; BBC News. 

https://www.bbc.co.uk/news/politics/eu_referendum/results 

Belfast International Arts Festival. (2018, October 22). The Yellow Manifesto. Belfast International Arts 

Festival. https://belfastinternationalartsfestival.com/manifesto/ 

Belfast International Arts Festival. (2020, May 11). Revisit: Across and In-Between, Suzanne Lacy, Belfast 

International Arts Festival 2018. Belfast International Arts Festival. 

https://belfastinternationalartsfestival.com/revisit-across-and-in-between-suzanne-lacy-belfast-

international-arts-festival-2018/ 

Bignante, E., Mistry, J., Berardi, A., & Tschirhart, C. (2016). Feeling and acting “different” emotions and 

shifting self-perceptions whilst facilitating a participatory video process. Emotion, Space and Society, 

21, 5–12. https://doi.org/10.1016/j.emospa.2016.09.004 

Bishop, C. (2012). Artificial Hells. In Verso. Verso. 

Blazek, M., Smith, F. M., Lemešová, M., & Hricová, P. (2015). Ethics of care across professional and everyday 

positionalities: The (un)expected impacts of participatory video with young female carers in Slovakia. 

Geoforum, 61, 45–55. https://doi.org/10.1016/j.geoforum.2015.02.017 

Blum-Ross, A. (2013). “It Made Our Eyes Get Bigger”: Youth Filmmaking and Place-Making in East London. 

Visual Anthropology Review, 29(2), 89–106. https://doi.org/10.1111/var.12007 

Branagh, K. (Director). (2021). Belfast. Focus Features, Universal Pictures, United International Pictures. 

Braun, V., & Clarke, V. (2006). Using Thematic Analysis in Psychology. Qualitative Research in Psychology, 

3(2), 77–101. 

Bryman, A. 1988  Quantity and Quality in Social Research. London: Routledge 

Buchy, M. (2008). Insights into Participatory Video: A Handbook for the Field by Nick and Chris Lunch. 

Development and Change, 39(1), 195–196. https://doi.org/10.1111/j.1467-7660.2008.00473_13.x 



 

 

59 

Byrne, S., Levasseur, K., & Reimer, L. E. (2022). Building Peace in Northern Ireland: Hopes for the Future. 

Humanity & Society, 47(1), 016059762211070. https://doi.org/10.1177/01605976221107093 

CAIN (Conflict Archive on the Internet): Background Information on the conflict. (2009). Ulster.ac.uk. 

https://cain.ulster.ac.uk/othelem/index.html 

Canosa, A., Wilson, E., & Graham, A. (2016). Empowering young people through participatory film: a 

postmethodological approach. Current Issues in Tourism, 20(8), 894–907. 

https://doi.org/10.1080/13683500.2016.1179270 

Carr, G. (2018, November 16). Ireland’s border: mapping the emotional landscape of the across and in-

between. The Conversation. https://theconversation.com/irelands-border-mapping-the-emotional-

landscape-of-the-across-and-in-between-106652 

Çelik Rappas, I. A., & Baschiera, S. (2020). Fabricating “Cool” Heritage for Northern Ireland: Game of Thrones 

Tourism. The Journal of Popular Culture, 53(3), 648–666. https://doi.org/10.1111/jpcu.12926 

Charles, M. H., & Fowler-Watt, K. (2022). “Storylistening” as a methodology for peacebuilding among young 

survivors of conflict and their communities in Colombia. Methodological Innovations, 

205979912211378. https://doi.org/10.1177/20597991221137814 

Chávez, V., Israel, B., Allen, A. J., DeCarlo, M. F., Lichtenstein, R., Schulz, A., Bayer, I. S., & McGranaghan, 

R. (2004). A Bridge between Communities: Video-Making Using Principles of Community-Based 

Participatory Research. Health Promotion Practice, 5(4), 395–403. 

https://doi.org/10.1177/1524839903258067 

Clark, J. N. (2008). The three Rs: retributive justice, restorative justice, and reconciliation. Contemporary 

Justice Review, 11(4), 331–350. https://doi.org/10.1080/10282580802482603 

Cobb, S. B. (2013). Speaking of violence : the politics and poetics of narrative dynamics in conflict resolution. 

Oxford Univ. Press. 

Cooke, C., Scarlett, J., Weir, Y., Marshall, J., Nerve Centre, T., & Guestbook Project, T. (Directors). (2014). In 

Peace, Apart. The Nerve Centre, The Guestbook Project. 

David, L. (2020). The Past Can’t Heal Us: The Dangers of Mandating Memory in the Name of Human Rights. 

In Cambridge University Press. Cambridge University Press. 

https://www.cambridge.org/core/books/past-cant-heal-us/BF17C04CDE3489D1872F105FB3054A9A 

Decherney, P. (2023). The Power of Participatory and Immersive Filmmaking. Political Pedagogies, 195–204. 

https://doi.org/10.1007/978-3-031-12350-4_16 



 

 

60 

Deering, J. (2019, December). The Real Derry Girls. BBC Radio 4 Women’s Hour. 

Deiana, M.-A. (2017). Re-Thinking Border Politics at the Sarajevo Film Festival: Alternative Imaginaries of 

Conflict Transformation and Cross-Border Encounters. Geopolitics, 24(3), 670–690. 

https://doi.org/10.1080/14650045.2017.1374247 

Deiana, M.-A. (2022). Dance as a register of war: following unruly bodies, affects, and sounds in conflict. 

Critical Military Studies, 1–23. https://doi.org/10.1080/23337486.2022.2134139 

Demange, Y. (Director). (2014). ‘71 . StudioCanal. 

Dempster, S. (2020, December 2). Loyalist paramilitary groups in NI “have 12,500 members.” BBC News. 

https://www.bbc.com/news/uk-northern-ireland-55151249 

DeSouza, E. (2023, April 3). Yes, the Good Friday Agreement ended violence. But it didn’t bring peace. Open 

Democracy. https://www.opendemocracy.net/en/good-friday-agreement-ended-violence-northern-

ireland-but-didnt-achieve-peace-25-years/ 

Eastwood, A., Juárez‐Bourke, A., Herrett, S., & Hague, A. (2021). Connecting young people with greenspaces: 

The case for participatory video. People and Nature. https://doi.org/10.1002/pan3.10236 

Eder, J., & Klonk, C. (2017). Image operations : visual media and political conflict. Manchester University 

Press. 

Emke, I. (1998, June 1). In Their Own Image: Community Broadcasting Initiatives and Economic Development 

in Southwestern Newfoundland. http://research.library.mun.ca/id/eprint/96 

Eras, L. (2022). War, Identity Politics, and Attitudes toward a Linguistic Minority: Prejudice against Russian-

Speaking Ukrainians in Ukraine between 1995 and 2018. Nationalities Papers, 1–22. 

https://doi.org/10.1017/nps.2021.100 

European Commission. (2022, July 13). European Commission Press Release - Northern Ireland: PEACE 

PLUS programme will support peace and prosperity across Northern Ireland and the border counties 

of Ireland. European Commission. 

https://ec.europa.eu/commission/presscorner/detail/e%20n/ip_22_4489 

European Parliament. (2024). Northern Ireland PEACE PLUS programme | Fact Sheets on the European Union 

| European Parliament. Www.europarl.europa.eu. 

https://www.europarl.europa.eu/factsheets/en/sheet/102/northern-ireland-peace-plus-programme 

Fairey, T. (2018). PARTICIPATORY ARTS AND PEACEBUILDING: Embodying and Challenging 

Reconciliation. King’s College London, 204–214. 



 

 

61 

https://kclpure.kcl.ac.uk/portal/en/publications/participatory-arts-and-peacebuilding-embodying-and-

challenging-re 

Fairey, T., & Kerr, R. (2020). What Works? Creative Approaches to Transitional Justice in Bosnia and 

Herzegovina. International Journal of Transitional Justice, 14(1). https://doi.org/10.1093/ijtj/ijz031 

Ferguson, A. (2014, December 15). Schoolgirls swap uniforms for a day in bid to explore our divided society. 

BelfastTelegraph.co.uk. https://www.belfasttelegraph.co.uk/news/education/schoolgirls-swap-

uniforms-for-a-day-in-bid-to-explore-our-divided-society/30834944.html 

Fisher, J. C., Mistry, J., Pierre, M. A., Yang, H., Harris, A., Hunte, N., Fernandes, D., Bicknell, J. E., & Davies, 

Z. G. (2021). Using participatory video to share people’s experiences of neotropical urban green and 

blue spaces with decision‐makers. The Geographical Journal, 187(4), 346–360. 

https://doi.org/10.1111/geoj.12406 

Flower, E., & McConville, B. (2009). Diary of a participatory advocacy film project: transforming 

communication initiatives into living campaigns. Development in Practice, 19(7), 933–937. 

https://doi.org/10.1080/09614520903122428 

Foy, S. (2018). Toward the Heart and Art of Peacebuilding: The Role of Engaged Theatre in Post-Conflict 

Transition in Northern Ireland. 

http://www.tara.tcd.ie/bitstream/handle/2262/85196/FoySH_ThesisFinal-23Oct2018.pdf?sequence=1 

Fraser, B., Chisholm, E., & Pierse, N. (2022). A Failed Attempt at Participatory Video With 

Takatāpui/LGBTIQ+ People Who Had Experienced Homelessness. International Journal of 

Qualitative Methods, 21, 160940692211036. https://doi.org/10.1177/16094069221103663 

Frayer, L., & Al-Kassab, F. (2024, March 14). Why Ireland Is One of the Most pro-Palestinian Nations in the 

World. NPR. https://www.npr.org/2024/03/14/1233395830/ireland-pro-palestinian 

Freire, P. (1970). Pedagogy of the Oppressed. 

Frimberger, K., & Bishopp, S. D. (2020). Voice, autonomy and utopian desire in participatory film-making with 

young refugees. Film Education Journal, 3(1). https://doi.org/10.14324/fej.03.1.05 

Frisina, A., & Muresu, S. (2018). Ten Years of Participatory Cinema as a Form of Political Solidarity with 

Refugees in Italy. From ZaLab and Archivio Memorie Migranti to 4CaniperStrada. Arts, 7(4), 101. 

https://doi.org/10.3390/arts7040101 

Galtung, J. (1969). Violence, Peace, and Peace Research. Journal of Peace Research, 6(3), 167–191. 

https://www.jstor.org/stable/422690 



 

 

62 

Game of Thrones. (2011). HBO Entertainment; Television 360; Grok! Television; Generator Entertainment; 

Startling Television; Bighead Littlehead. 

Gantheret, F., Guibert, N., & Stolk, S. (2023). Art and Human Rights. Edward Elgar Publishing. 

Garrett, B. L., & Brickell, K. (2015). Participatory politics of partnership: video workshops on domestic 

violence in Cambodia. Area, 47(3), 230–236. https://doi.org/10.1111/area.12149 

Geneva Academy of International Humanitarian Law and Human Rights. (2023). Today’s Armed Conflicts. 

Geneva-Academy.ch. https://geneva-academy.ch/galleries/today-s-armed-conflicts 

Glaser BG, Strauss AL. The discovery of grounded theory: Strategies for qualitative research New York: Aldine 

de Gruyter, 1967.Google Scholar 

Glybchenko, L. (2023). Visual Peacetech | Tampere Universities. Visual Peacetech. 

https://projects.tuni.fi/visualpeacetech/ 

Goldberg, B. Z., Shapiro, J., & Bolado, C. (Directors). (2001). Promises. Cowboy Pictures. 

Golebiewski, D. (2014, February 23). The Arts as Healing Power in Transitional Justice. 

https://papers.ssrn.com/sol3/papers.cfm?abstract_id=2399850 

Goris, M., Witteveen, L., & Lie, R. (2015). Participatory film-making for social change: Dilemmas in balancing 

participatory and artistic qualities. Journal of Arts & Communities, 7(1), 63–85. 

https://doi.org/10.1386/jaac.7.1-2.63_1 

Greengrass, P. (Director). (2002). Bloody Sunday. Paramount. 

Gruber, M. (2016). Participatory Ethnographic Filmmaking: Transcultural Collaboration in Research and 

Filmmaking. Visual Ethnography, 5(1). https://doi.org/10.12835/ve2016.1-0057 

Gryniuk, K. (2019, March 27). “Cameras in Hands” - young people of Kyrgyzstan raising their voices. 

https://varia.swisspeace.ch/apropos/cameras-in-hands-young-people-of-kyrgyzstan-raising-their-voices/ 

Gutiérrez Torres, I. (2024). Archival Participatory Filmmaking in Migration and Border Studies. 

Communication, Culture and Critique. https://doi.org/10.1093/ccc/tcac016 

Gutierrez, I. (2022). On Participatory Filmmaking in Borderlands (I) - IMISCOE. Www.imiscoe.org. 

https://www.imiscoe.org/news-and-blog/phd-blog/1500-irene-gutierrez 

Haines, J., Du, J. T., & Trevorrow, A. E. (2022). Cultural use of ICT4D to promote Indigenous knowledge 

continuity of Ngarrindjeri stories and communal practices. Journal of the Association for Information 

Science and Technology. https://doi.org/10.1002/asi.24710 

Haukeland, J. (Director). (2011). Reunion: Ten Years After the War. Autlook Filmsales. 

https://geneva-academy.ch/galleries/today-s-armed-conflicts


 

 

63 

Haynes, K., & Tanner, T. M. (2015). Empowering young people and strengthening resilience: youth-centred 

participatory video as a tool for climate change adaptation and disaster risk reduction. Children’s 

Geographies, 13(3), 357–371. https://doi.org/10.1080/14733285.2013.848599 

Haywood, S. L. (2023). Art therapy in times of conflict: supporting appreciation of diversity and difference? 

International Journal of Art Therapy, 28(4), 152–153. https://doi.org/10.1080/17454832.2023.2275467 

Heitmayer, M., & Lahlou, S. (2021). Why are smartphones disruptive? An empirical study of smartphone use in 

real-life contexts. Computers in Human Behavior, 116, 106637. 

https://doi.org/10.1016/j.chb.2020.106637 

Heley, K. E. (2010, July 22). Cultural Arts: The Gateway to Healing for Urban Youth in Post-Conflict Liberia. 

Kuscholarworks.ku.edu. https://kuscholarworks.ku.edu/handle/1808/6991 

Herrero, J. L. (2004). Postconflict Development Meeting New Challenges. In www.rienner.com. Lynne Rienner 

Publishers . 

Horváth, G. (2024). Displaying Participatory Art. Conference: European Society for Aesthetics Annual 

Conference 2023. https://www.researchgate.net/publication/378342008_Displaying_Participatory_Art 

Hunter, M. A., & Page, L. (2014). What Is “The Good” Of Arts-Based Peacebuilding? Questions of Value and 

Evaluation in Current Practice. Peace and Conflict Studies. https://doi.org/10.46743/1082-

7307/2014.1265 

IISS Conflict Trends Map 2016-2023. (2023). International Institute for Strategic Studies (IISS). 

https://www.iiss.org/en/publications/armed-conflict-survey/2023/iiss-conflict-trends-map/ 

Irish Department for Foreign Affairs. (n.d.). About the Good Friday Agreement. Ireland.ie. 

https://www.ireland.ie/en/dfa/role-policies/northern-ireland/about-the-good-friday-agreement/ 

Jennings, M., & Baldwin, A. (2023). “Filling out the Forms was a Nightmare”: project evaluation and the 

reflective practitioner in community theatre in contemporary Northern Ireland - Northumbria Research 

Link. Northumbria.ac.uk. 

https://nrl.northumbria.ac.uk/id/eprint/9003/1/Matthew_Jennings_and_Andrea_Baldwin_MAIA_V2_I2

pdf.pdf 

Johnson, A. (2023, June 2). Augmented Reality (AR) Vs. Virtual Reality (VR): What’s The Difference—And How 

Do They Work. Forbes. https://www.forbes.com/sites/ariannajohnson/2023/06/02/augmented-reality-ar-

vs-virtual-reality-vr-whats-the-difference-and-how-do-they-work/?sh=c029081f666d 



 

 

64 

Johnston, R. K. (2020). Peacebuilding and Reconciliation in and Through Film: The Case Study of Rwanda. 

Peacebuilding and the Arts, 305–321. https://doi.org/10.1007/978-3-030-17875-8_15 

Junne, G., & Verkoren, W. (2004). Postconflict development : meeting new challenges. Lynne Rienner 

Publishers. 

Kehoe, P., & Dunne, L. (2021). “Muralling” and Reconciliation in Northern Ireland: The Complex Role of 

Public Art in Peace Processes. https://contestedhistories.org/wp-content/uploads/Paper-VI-Muralling-

and-Reconciliation-in-Northern-Ireland.pdf 

Kennedy, M. (2005, June 2). The trouble with fictional Troubles. The Guardian. 

https://www.theguardian.com/uk/2005/jun/02/hayfestival2005.northernireland 

Kennelly, J. (2018). Envisioning Democracy: Participatory Filmmaking with Homeless Youth. Canadian 

Review of Sociology/Revue Canadienne de Sociologie, 55(2), 190–210. 

https://doi.org/10.1111/cars.12189 

Kim, S. C. H., Kollontai, P., & Yore, S. (2015). Mediating peace : reconciliation through visual art, music and 

film. Cambridge Scholars Publishing. 

Kiper, J. (2022). Remembering the Causes of Collective Violence and the Role of Propaganda in the Yugoslav 

Wars. Nationalities Papers, 1–24. https://doi.org/10.1017/nps.2022.53 

Lacy, S., Smyth, C., Sharp, H., Carr, G., Grosman , E., Sharp, H., Sloan, H., Rebelo, P., Thomas, M., & Inc., S. 

(Directors). (2018). Across and In-Between. 

Landow, C., & McBride, J. (2023, April 6). Moving Past the Troubles: The Future of Northern Ireland Peace. 

Council on Foreign Relations; Council on Foreign Relations. 

https://www.cfr.org/backgrounder/moving-past-troubles-future-northern-ireland-peace 

Lederach, J. P. (2003). The little book of conflict transformation. Good Books. 

Lederach, J. P. (2005). The moral imagination : the art and soul of building peace. Oxford University Press. 

Lennox, M. (2018). Derry Girls (all episodes (2018-2022)). Channel 4. 

Levine, E. G., & Levine, S. K. (2011). Art in action : expressive arts therapy and social change. Jessica 

Kingsley Publishers. 

Lunch, C. (2007). The Most Significant Change: using participatory video for monitoring and evaluation (PLA 

56). Www.iied.org. https://www.iied.org/g02906 

Lupu, Y., & Wallace, G. P. R. (2019). Violence, Nonviolence, and the Effects of International Human Rights 

Law. American Journal of Political Science, 63(2), 411–426. https://doi.org/10.1111/ajps.12416 



 

 

65 

Lusebrink, V. B. (2004). Art Therapy and the Brain: An Attempt to Understand the Underlying Processes of Art 

Expression in Therapy. Art Therapy, 21(3), 125–135. https://doi.org/10.1080/07421656.2004.10129496 

Lybeck, E. (2023). Beyond reconciliation, towards regeneration: social circus in Northern Ireland. Cultural 

Trends, 1–15. https://doi.org/10.1080/09548963.2023.2258815 

MacDonald, J. P., Ford, J., Willox, A. C., Mitchell, C., Productions, K., Media Lab, M. W. S. and D., & 

Community Government, R. I. (2015). Youth-Led Participatory Video as a Strategy to Enhance Inuit 

Youth Adaptive Capacities for Dealing with Climate Change. ARCTIC, 68(4), 486. 

https://doi.org/10.14430/arctic4527 

MacGinty, R. (2021). Everyday Peace: How So-called Ordinary People Can Disrupt Violent Conflict. In Google 

Books. Oxford University Press. 

https://books.google.it/books?hl=en&lr=&id=rn0xEAAAQBAJ&oi=fnd&pg=PP1&dq=Understanding

+everyday+interactions+between+communities+at+a+grassroots+level+is+essential+to+fostering+gen

uine+reconciliation+and+peace.&ots=eXBZKlI_ZI&sig=oO79-

Tg2wz2pbIMv46wVM_wwIVQ&redir_esc=y#v=onepage&q&f=false 

Making the Future. (2021, April 19). Border Sounds - 100 Shared Stories Programme. Makingthefuture.eu. 

https://makingthefuture.eu/events/border-sounds-programme-100-shared-stories 

Mannheimer, E., Reijnders, S., & Brandellero, A. (2022). Game of Thrones tourism and the (re)imagination of 

the new Northern Ireland. International Journal of Cultural Studies, 25(5), 136787792210811. 

https://doi.org/10.1177/13678779221081148 

Marzi, S. (2021). Participatory video from a distance: co-producing knowledge during the COVID-19 pandemic 

using smartphones. Qualitative Research, 146879412110381. 

https://doi.org/10.1177/14687941211038171 

McBride, I. (2023). Ethnicity and Conflict: The Northern Ireland Troubles. Journal of British Studies, 62(3), 1–

22. https://doi.org/10.1017/jbr.2023.11 

McDonald, H. (2012, July 26). Republican Dissidents Join Forces to Form a New IRA. The Guardian. 

https://www.theguardian.com/uk/2012/jul/26/ira-northern-ireland-dissident-republican-groups 

McGrattan, C. (2010). Explaining Northern Ireland? The limitations of the ethnic conflict model. National 

Identities, 12(2), 181–197. https://doi.org/10.1080/14608941003764836 



 

 

66 

McLaughlin, C., & Wills, S. (Directors). (2017). It Stays With You: use of force by UN Peacekeepers in Haiti. A 

2018 edit, with new material, is available for streaming on request at: https://itstayswithyou.com/film/ 

(15 September 2018). 

McQueen, S. (Director). (2008). Hunger. Pathé, Icon Productions. 

Meredith, R. (2021, November 11). No religious mix in “nearly a third of NI schools.” BBC News. 

https://www.bbc.co.uk/news/uk-northern-ireland-59242226.amp 

Millar, A. (Director). (2022, November). Lyra. Wildcard Distribution. 

Miller, E., Little, E., & High, S. (2017). Going Public: The Art of Participatory Practice. UBC Press. 

Milne, E-J. (2016). Critiquing participatory video: experiences from around the world. Area, 48(4), 401–404. 

https://doi.org/10.1111/area.12271 

Mistry, J. (2013). Commentary on Participatory Video. J-READING Journal of Research and Didactics in 

Geography, 1. http://www.j-reading.org/index.php/geography/article/view/26/38 

Mistry, J., & Berardi, A. (2012). The challenges and opportunities of participatory video in geographical 

research: exploring collaboration with indigenous communities in the North Rupununi, Guyana. Area, 

44(1), 110–116. https://doi.org/10.1111/j.1475-4762.2011.01064.x 

Mistry, J., Bignante, E., & Berardi, A. (2014). Why are we doing it? Exploring participant motivations within a 

participatory video project. Area, 48(4), 412–418. https://doi.org/10.1111/area.12105 

Mistry, J., Jafferally, D., Mendonca, S., Xavier, R., Albert, G., Robertson, B., George, E., Benjamin, R., & 

Ingwall-King, L. (2023). Video-mediated dialogue for promoting equity in protected area conservation. 

Oryx, 1–10. https://doi.org/10.1017/s0030605322000904 

Mistry, J., & Shaw, J. (2021). Evolving Social and Political Dialogue through Participatory Video Processes. 

Progress in Development Studies, 21(2), 196–213. https://doi.org/10.1177/14649934211016725 

Mitchell, C., de Lange, N., & Moletsane, R. (2014). Me and my cellphone: constructing change from the inside 

through cellphilms and participatory video in a rural community. Area, 48(4), 435–441. 

https://doi.org/10.1111/area.12142 

Mitchell, J. P., Vincett, G., Hawksley, T., & Culbertson, H. (2020). Peacebuilding and the arts. Palgrave 

Macmillan. 

Mitchell, M. (2016). New documentary ecologies: emerging platforms, practices and discourses. Journal of 

Media Practice, 17(1), 119–120. https://doi.org/10.1080/14682753.2016.1160660 



 

 

67 

Mitchell, M. (2019). Making media with refugee youth in the UK and Lebanon: a practice based enquiry into 

co-creation. https://pure.royalholloway.ac.uk/files/34968301/2019MitchellMPhD.pdf 

Moodley, S. (2008). Telling the Stories of South African Hindu Women: Participatory Video as a 

Methodological Tool for Feminist Research. Www.academia.edu. 

https://www.academia.edu/14600926/Telling_the_Stories_of_South_African_Hindu_Women_Particip

atory_Video_as_a_Methodological_Tool_for_Feminist_Research 

Nic an Bheatha, R. (Director). (2024). Le Chéile. 

Nordstrom, C. (1997). A different kind of war story. University Of Pennsylvania Press. 

Northern Ireland Council for Integrated Education. (2021). Annual and Impact Reports – NI Council for 

Integrated Education. https://nicie.org/who-we-are/publications/annual_impact_reports/ 

Northern Ireland Housing Executive. (2016). The Housing Executive . Www.nihe.gov.uk. 

https://www.nihe.gov.uk/home 

Northern Ireland’s peace process is not over. (2024, January 18). The Economist. 

https://www.economist.com/britain/2024/01/18/northern-irelands-peace-process-is-not-over 

O’Connor, N., & Bolan, P. (2008). Creating a Sustainable Brand for Northern Ireland Through Film-Induced 

Tourism. Tourism Culture & Communication, 8(3), 147–158. 

https://doi.org/10.3727/109830408786177515 

Odena, O. (2010). Practitioners’ views on cross‐community music education projects in Northern Ireland: 

alienation, socio‐economic factors and educational potential. British Educational Research Journal, 

36(1), 83–105. https://doi.org/10.1080/01411920902878909 

Odena, O., & Scharf, J. (2022). Music education in Northern Ireland: A process to achieve social inclusion 

through segregated education? International Journal of Music Education, 025576142210758. 

https://doi.org/10.1177/02557614221075835 

Oppenheimer , J. (Director). (2012). The Act of Killing. Dogwoof. 

Oppenheimer, J. (Director). (2014). The Look of Silence. Plaion, Why Not Productions, Drafthouse Films. 

Osborne, N. (2012). Neuroscience and “real world” practice: music as a therapeutic resource for children in 

zones of conflict. Annals of the New York Academy of Sciences, 1252(1), 69–76. 

https://doi.org/10.1111/j.1749-6632.2012.06473.x 

Patrikarakos, D. (2017). War in 140 characters : how social media is reshaping conflict in the twenty-first 

century. Basic Books. 



 

 

68 

Peppiatt, R. (Director). (2024). Kneecap. Curzon Film. 

Pettigrew, T. F. (1998). INTERGROUP CONTACT THEORY. Annual Review of Psychology, 49(1), 65–85. 

https://doi.org/10.1146/annurev.psych.49.1.65 

Phoenix, É. (2019, August 12). The Troubles – a euphemism for bloody conflict. The Irish Times. 

https://www.irishtimes.com/news/politics/the-troubles-a-euphemism-for-bloody-conflict-1.3983352 

Poposki, Z., & Todorova, M. (2016). Public Memory in Post-Conflict Skopje: Civic Art as Resistance to 

Narratives of Ethnicity and Disintegration. Palgrave Macmillan UK EBooks, 95–112. 

https://doi.org/10.1057/978-1-137-43955-0_6 

Poveda, S., & Roberts, T. (2017). Critical agency and development: applying Freire and Sen to ICT4D in 

Zambia and Brazil. Information Technology for Development, 24(1), 119–137. 

https://doi.org/10.1080/02681102.2017.1328656 

Pruitt, L. J. (2011). Music, youth, and peacebuilding in Northern Ireland. Global Change, Peace & Security, 

23(2), 207–222. https://doi.org/10.1080/14781158.2011.580961 

Queens University Belfast. (2020). Public attitudes to peace walls 2019 findings Prepared for the Department 

of Justice Ipsos MORI Northern Ireland. https://niopa.qub.ac.uk/bitstream/NIOPA/12834/1/public-

attitudes-to-peace-walls-2019-findings.PDF 

Rao, N., Narain, N., & Sabir, G. (2022). Cameras in the Hands of Indigenous Youth: Participation, Films, and 

Nutrition in India. Current Developments in Nutrition, 6(8). https://doi.org/10.1093/cdn/nzac114 

Rauch, S. L. (1996). A Symptom Provocation Study of Posttraumatic Stress Disorder Using Positron Emission 

Tomography and Script-Driven Imagery. Archives of General Psychiatry, 53(5), 380. 

https://doi.org/10.1001/archpsyc.1996.01830050014003 

Redwood, H., Fairey, T., & Hasić, J. (2022). Hybrid Peacebuilding in Bosnia and Herzegovina: Participatory 

Arts and Youth Activism as Vehicles of Social Change. Journal of Peacebuilding & Development, 

154231662110667. https://doi.org/10.1177/15423166211066775 

Reel Borders - project (2021- running until 2026): “Derry the Oak Grove”; “Triang Times”; “Connecting 

Borders”; and “Crossing Lines.” (2021). Reelborders.eu. https://reelborders.eu/Films-Ireland 

Rickard, K. (2023, April 11). 25 Years After the Good Friday Agreement: Persistent Violence and the Role of 

Digital Platforms in Northern Ireland Today. GNET. https://gnet-research.org/2023/04/11/25-years-

after-the-good-friday-agreement 



 

 

69 

Roberts, T. (2015). Critical agency in ICT4D : a case study of Zambian women’s use of participatory video 

technology to challenge gender inequality. Department of Geography Royal Holloway, University of 

London. 

Roberts, T. (2016). Women’s Use of Participatory Video Technology to Tackle Gender Inequality in Zambia’s 

ICT Sector. Proceedings of the Eighth International Conference on Information and Communication 

Technologies and Development. https://doi.org/10.1145/2909609.2909673 

Roberts, T. (2017). Participatory Technologies: Affordances for Development. IFIP Advances in Information 

and Communication Technology, 194–205. https://doi.org/10.1007/978-3-319-59111-7_17 

Roberts, T., & Lunch, C. (2015). Participatory video. John Wiley & Sons, Inc. 

Roberts, T., & Muñiz, S. (2020). Fifty Years of Practice and Innovation Participatory Video (PV). Springer 

EBooks, 1195–1211. https://doi.org/10.1007/978-981-15-2014-3_39 

Rok Zupančič, Faris Kočan, Andresen, K., Katarzyna Bojarska, Dacosta, R., Farrell, S., Fiedler, A., Hoxha, A., 

Ioannidis, N., & Kirk, N. (2023). Troubled Pasts in Europe. Policy Press. 

Roy. (2024, May 17). Kneecap: “It’s easy for middle class people to tell us to boycott festivals” - Belfast Irish 

language hip-hop trio on balancing principles with profits as they prepare to release debut album Fine 

Art. The Irish News. https://www.irishnews.com/entertainment/its-easy-for-middle-class-people-to-tell-

us-what-to-do-belfasts-kneecap-on-balancing-principles-with-profits-as-they-prepare-to-release-debut-

album-fine-art-RK5HCANVQBCYNINNAUY5XNDPC4/ 

Roy, A., Kennelly, J., Rowley, H., & Larkins, C. (2020). A critical discussion of the use of film in participatory 

research projects with homeless young people: an analysis based on case examples from England and 

Canada. Qualitative Research, 21(6), 957–974. https://doi.org/10.1177/1468794120965374 

Rush, P. D., & Simić, O. (2014). The Arts of Transitional Justice. In Springer eBooks. Springer Nature. 

https://doi.org/10.1007/978-1-4614-8385-4 

Salomons, D. (2004a). Security: An absolute prerequisite (Postconflict Development: Meeting New Challenges, 

pp. 19–43). 

Salomons, D. (2004b). Security: An absolute prerequisite (Postconflict Development: Meeting New Challenges, 

pp. 19–43). 

Sarria-Sanz, C., Alencar, A., & Verhoeven, E. (2023a). Using participatory video for co-production and 

collaborative research with refugees: critical reflections from the Digital Place-makers program. 

Learning, Media and Technology, 1–14. https://doi.org/10.1080/17439884.2023.2166528 



 

 

70 

Sarria-Sanz, C., Alencar, A., & Verhoeven, E. (2023b). Using participatory video for co-production and 

collaborative research with refugees: critical reflections from the Digital Place-makers program. 

Learning, Media and Technology, 1–14. https://doi.org/10.1080/17439884.2023.2166528 

Schwab-Cartas, J., & Mitchell, C. (2015). A Tale of Two Sites: Cellphones, participatory video and indigeneity 

in community-based research. Articles, 49(3), 603–620. https://doi.org/10.7202/1033549ar 

Servaes, J. (2020). Handbook of Communication for Development and Social Change (pp. 1195–1211). 

Springer Singapore, Imprint Springer. https://link.springer.com/content/pdf/10.1007/978-981-15-2014-

3_39.pdf 

Shaw, J. (2014). Emergent ethics in participatory video: negotiating the inherent tensions as group processes 

evolve. Area, 48(4), 419–426. https://doi.org/10.1111/area.12167 

Shefik, S. (2018). Reimagining Transitional Justice through Participatory Art. International Journal of 

Transitional Justice, 12(2), 314–333. https://doi.org/10.1093/ijtj/ijy011 

Shrum, W., Duque, R., & Brown, T. (2005). Digital Video as Research Practice: Methodology for the 

Millennium. Journal of Research Practice, 1(1). 

Simor, K. (2021). The documentary representation of late modern warfare and the perceptual context of video-

selfies. Apertura, 17(1), 1–23. https://doi.org/10.31176/apertura.2021.17.1.13 

Sjöberg, J. (2008). Ethnofiction: drama as a creative research practice in ethnographic film. Journal of Media 

Practice, 9(3), 229–242. https://doi.org/10.1386/jmpr.9.3.229_1 

Starr, E. (2020). Experiences and Implications of Cross-Community Programs on Northern Irish Adolescents. 

The International Journal of Community Diversity, 20(1), 25–37. https://doi.org/10.18848/2327-

0004/cgp/v20i01/25-37 

Takeda, Y. (2021). Toward “more participatory” participatory video: A thematic review of literature. Learning, 

Media and Technology, 1–14. https://doi.org/10.1080/17439884.2021.1945089 

The Belfast Agreement (The Good Friday Agreement), (1998). 

The Real Derry: Jamie-Lee O’Donnell. (2022, June 16). Channel 4. 

Thompson, S. (2023, March 7). Trauma from Troubles evident in higher rates of mental health problems among 

young people in Northern Ireland. The Irish Times. https://www.irishtimes.com/ireland/social-

affairs/2023/03/07/trauma-from-troubles-evident-in-higher-rates-of-mental-health-problems-among-

young-people-in-northern-ireland/ 



 

 

71 

Tomlinson, M. W. (2012). War, peace and suicide: The case of Northern Ireland. International Sociology, 27(4), 

464–482. https://doi.org/10.1177/0268580912443579 

Townsend, D., & Niraula, K. (2016). Documentary Filmmakers: Bridging Practice and Scholarship in 

Peacebuilding. The International Journal of Conflict Engagement and Resolution, 4(1), 28–40. 

https://doi.org/10.5553/ijcer/221199652016004001003 

Trencsényi, K., & Naumescu, V. (2021). Migrant Cine-Eye: Storytelling in Documentary and Participatory 

Filmmaking. 117–140. https://doi.org/10.1007/978-3-030-67608-7_7 

UNESCO. (2024). Art-Lab. Unesco.org. https://www.unesco.org/en/podcasts/artlab 

UNESCO UK. (2022). Arts & Culture for Peace Initiative – UNESCO UK. UNESCO UK. 

https://unesco.org.uk/arts-culture-for-peace-initiative/ 

Universal Declaration of Human Rights, (1945). https://www.un.org/en/about-us/universal-declaration-of-

human-rights 

Uppsala Conflict Data Program. (2023). Number of Conflicts. Ucdp.uu.se. https://ucdp.uu.se/year/2023 

Visit Belfast. (2024). Visitbelfast.com. https://visitbelfast.com/ 

Vulliamy, E. (2014, December 14). Across the divide in Northern Ireland. The Observer. 

https://www.theguardian.com/film/2014/dec/14/across-divide-northern-ireland-film 

Waugh, T., Baker, M. B., & Winton, E. (2010). Challenge for Change: Activist Documentary at the National 

Film Board of Canada. In JSTOR. McGill-Queen’s University Press. 

https://www.jstor.org/stable/j.ctt80dz6 

Whiting, R., Symon, G., Roby, H., & Chamakiotis, P. (2016). Who’s Behind the Lens? Organizational 

Research Methods, 21(2), 316–340. https://doi.org/10.1177/1094428116669818 

Wiesner, P. K. (1992). Media for the People: The Canadian Experiments with Film and Video in Community 

Development. American Review of Canadian Studies, 22(1), 65–99. 

https://doi.org/10.1080/02722019209481107 

Williamson, T. (1989). The Fogo process : development support communications in Canada and the developing 

world. Dr.ntu.edu.sg. https://hdl.handle.net/10356/86414 

Wills, S. (2018). It Stays with You: Use of Force by UN Peacekeepers in Haiti. A Commentary on the Film. 

Irish Studies in International Affairs, 29, 227. https://doi.org/10.3318/isia.2018.29.03 



 

 

72 

Wilson, J. (2024). Belfast rappers Kneecap to sue British government over decision to “block” tour funding 

award. The Irish Times. https://www.irishtimes.com/crime-law/courts/2024/02/09/kneecap-sues-

british-government-over-decision-to-block-tour-funding-award/ 

Woodward, A. M. (2012). Arts-Based Practices in Regions Affected By War. Voices: A World Forum for Music 

Therapy, 12(2). https://doi.org/10.15845/voices.v12i2.633 

Zaki, I. (2018). Open Conversation in Closed Communities: Subjectivity, Power Dynamics and Self in First 

Person Documentary Practice about Closed Communities. Pure.royalholloway.ac.uk. 

https://pure.royalholloway.ac.uk/en/publications/open-conversation-in-closed-communities-

subjectivity-power-dynami 

Zeitzoff, T. (2017). How Social Media is Changing Conflict. Journal of Conflict Resolution, 61(9), 1970–1991. 

https://doi.org/10.1177/0022002717721392 

Zupančič, R., Kočan, F., & Vuga, J. (2020). Ethnic distancing through aesthetics in Bosnia-Herzegovina: 

appraising the limits of art as a peacebuilding tool with a socio-psychological experiment. Southeast 

European and Black Sea Studies, 21(1), 101–123. https://doi.org/10.1080/14683857.2020.1867410 

  



 

 

73 

7. Appendices 

Appendix 1 - Interview Questions  

 

SECTION A - overview, role and process 

● Can you describe the project you were involved in, from your perspective?  

● [If relevant] At what point in the process did you/the organisation get involved? Why did you 

get involved? 

● What did you do, what was the process? What was your role?  

● What were the others’ roles? What were the participants' roles? What input did you get from 

[funder/other organisations/other supporters or coordinators]? 

● What input did you provide to participants? How were they directed?  

● How was the process designed? Was there a brief? 

● Where and when did the filming take place and why? Did this affect the process? 

● How did you find the participants? Were there requirements or goals in terms of what kind of 

participants to engage? Can you tell me anything else about the participant group creation 

process? 

● How was the project funded or supported? Do you think this changed the process, and if so, 

how? 

● If there was a screening, where was it/ how was it screened? Was it distributed?  

● If you encountered difficulties in the process, what types of difficulties were they? 

● Have you been in contact with the others involved in the project since? 

 

SECTION B - feelings and perceptions of self and community (/communities) through process [if 

relevant] 

● How did you feel during the process? 

● How did you feel after the process? 

● What did you think or feel about the project and final film at the time? / what do you think or 

feel about it now? 

● Do you think it changed your perceptions of yourself, [if relevant] your community, other 

communities, Northern Ireland? / or your perceptions of communities in Northern Ireland? If 

so - in what way? 

 

SECTION C - perceptions of project 

● If there was a screening or if it was distributed, how did you feel or what did you think about 

the screening or distribution? 

● Are there ways that you feel that the project had a lasting impact on you or on the community? 

If yes - why do you think? If not - why not? 

● Do you see these types of project as effective for peacebuilding in Northern Ireland? If yes - 

why? If not, why not? What could be done better in your opinion? 

● Do these types of project do what they say they do or what they set out to achieve? If yes why? 

If not, why not, and what would be more useful? 

● Are there other outcomes of these types of projects which may not have been predicted or 

intended by organisers?  

 

SECTION D - other 

● Is there anything else that I have not covered, that you feel is important to mention? 
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Appendix 2 - Research Information and Consent Form 

 

INFORMATION LETTER / CONSENT FORM 

Masters Thesis 

Perceptions of participatory film / video projects in a peacebuilding context 

European Masters of Human Rights and Democratisation 

Global Campus of Human Rights / University of Ljubljana 

 
You have been asked to participate as an interviewee as part of a research study. In order to make a 
decision to participate in the interview, it is important to understand the meaning of the research and 
your involvement in it. Please read the following information/instructions. If you have any questions 
or need additional information, please do ask the Researcher. 

Information & purpose of the research  

The Global Campus of Human Rights is a global network of universities for education in human rights 
and democracy, and is supported by the EU. It has presence in seven regions of the world: Africa, Arab 
World, Asia-Pacific, Caucasus, Europe, Latin America and Caribbean, South East Europe. The regional 
headquarters are in Pretoria, Beirut, Bangkok, Yerevan, Buenos Aires, Sarajevo/Bologna, and are 
coordinated by the main office in Venice, Italy. The researcher attends the Global Campus of Human 
Rights Europe (Venice) - European Master in Human Rights and Democratisation (2023-2024), 
attending the exchange part of studies at the University of Ljubljana, Slovenia. 

For the researchers’ masters thesis, the aim is to investigate how arts projects, specifically 
participatory film or video projects, used in peacebuilding and ‘post-conflict’ contexts, are perceived. 
This includes the perception of the participants, those running the projects, and other stakeholders. 
There will be a specific focus on projects in Northern Ireland. Therefore your participation in this 
research project is extremely valuable.  

   

Procedure 

You will be asked several “semi-open” questions. Please have in mind that there are no "correct" or 

"wrong" answers to questions, and it will be closer to an open conversation with no strict rules needed 

to follow. You are encouraged to share your opinions and views as freely and honestly, and without 

limitations. You should be aware that these responses will be presented anonymously in the research, 

although personal data regarding racial or ethnic origin, political opinions, religious or philosophical 

beliefs may be linked to your responses. The researcher guarantees that this data will be handled with 

great care and in accordance with your preferences. If you do not want to express your opinion to 

some of the questions you do not have to. 

Your participation is voluntary. If you decide to take part in this study, you will be asked to sign a 
Consent form (below). You can withdraw from the research at any time, without giving a reason, even 
after signing the Consent form, with no consequences. In cases of withdrawal, any data you have 
provided will be destroyed unless you indicate otherwise.  

The interview will be audio recorded and transcribed for practical reasons: there should be some proof 
that this interview really took place; the researcher should have a way to go back to your interview 
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and confirm what was said in an accurate way, so as not to jeopardise possible alteration of your exact 
words. 

Your answers/opinions to questions can be used for further relevant academic research and 
publications, on the basis of your consent. 

There will be no costs for your participation, nor will you directly benefit from participating in the 
research.  

 

Personal Data Protection and Confidentiality  

This research adheres to the rules of scientific professional research and guarantees that every effort 
will be made to protect your confidentiality and privacy. Your name and contact details will be kept 
during the data collection for contact purposes. Your personal data or any other source or clue that 
can reveal your identity in public, will be either anonymised or altered, except in those cases and/or 
for the purposes that you will specifically agree with in the Consent form. There will be special care 
taken not to damage the participants in the research, not to be exposed, stigmatised and or be object 
of revenge or retaliation in any way.  

Your personal data will be stored only as long as it is necessary to achieve the purposes for which they 

were collected. The data received will not be used for any kind of commercial or marketing purposes. 

The collected personal data will be stored in an appropriate manner, to prevent  unauthorised access, 

further dissemination or potential abuses.  

At any stage of the project, you will have the right of access to the data, as well as the right to rectify 
or ask for erasure of personal data (by contacting the researcher).   

CONSENT FORM 

    I have read carefully the information presented in the Information Letter about the research study.  

    Research subject and research goals were clearly explained and I fully understood the purpose of 
my participation. 

    I understand all issues regarding my personal data, their treatment and processing activities. 

⬜ I understand that during the interview I will have the opportunity to ask questions about my 
involvement in this study and to receive additional details. 
    I understand that if I agree to participate in this research, I may withdraw at any time with no 
consequences and further obligations. 

    I understand that at any stage of the project, I have the right of access to the data, as well as right 
to rectify or ask for erasure of my personal data.   

    I understand that my interview will be audio recorded and transcribed. 

    I agree to participate in the study. 

 

Specified Consent Issues: 

* Choose one of the options 
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1 - I am aware that in my discussion I may reveal special categories of personal data (data concerning 
racial or ethnic origin, political opinions, religious or philosophical beliefs, health data or data 
concerning sexual orientation) and I agree to be used for the purposes of the project, in accordance 
with my preferences for using my personal data as stated below 

⬜    Yes 

⬜ No 

 

2 - I agree the transcripts of this interview to be used in further relevant academic research activities 
and publications:  

⬜ under my personal data  

⬜  fully anonymised 

 

3 - I agree the transcripts of this interview to be used in/for preparation and publication of project 
working papers, articles, reports and other project documents: 

    under my personal data 

    fully anonymised 

 

Participant                                                                      Researcher  

(Full Name)                                                                                                  (Full Name) 

 

Contact Details                                                                     Contact Details  

 

(Signature)                                                                                                  (Signature)       

 

(Date & Place)                                                                           (Date & Place)   
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Appendix 3 

 

Appendix 3.1 

 

 

Image source: BBC News 

 

 

 

Image source Karl Wheelan, University College Dublin (2017) 
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Appendix 3.2 

 

 

The manifesto which was created by those who live around the Irish border, as part of the Across and In-between 

/ The Yellow Line / The Border People’s Parliament project (2018). Source: Belfast International Arts Festival 

website (2018). 
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Appendix 4. Longer excerpts from interviews 

 

4.1 “a good 50% or more [...] we just had met along the journey, which I think is really important 

because the thing with organised groups, there's nothing wrong with them, of course [...] but I didn't 

want sort of organised beliefs either, or organised political positions. So the leaders of those groups, 

in a way, are already somewhat leaders in the community, and then they're part of the forming of the 

narrative of what that community thinks about an issue. [...]I don't want the artwork to be a vessel for 

those organised ways of thinking. [...] I think the main point is that we try to approach it as randomly 

as possible in terms of the selection of people we engaged with.” (P1-02-1) 

 

4.2 “We live at peace. It's not a perfect society. There are still divisions, schools are still segregated, 

housing estates are still segregated, so no peace funding will ever fix that. But there's so many other 

benefits [to community / participatory projects], that it almost kind-of like surpasses the peace benefit. 

So people's mental health, just getting them in a room working with other people, engaging with history, 

you know, they're learning about their history, they're improving their mental health. They're meeting 

older people, like-minded people as well, they're making new friends. They're building their confidence, 

they're learning a new skill, they might be learning a new skill that will help them change careers. There 

are so many different benefits, it's a shame that peace funding is bloody focused on peace building, 

which is a very important one, and I think it had it’s place, but I think society has moved on so much, 

that there are so many other pressing issues that these projects are doing so well. And it's a shame to 

see the funding being, you know, taken from them [...], it's not just about peace building, it goes way 

beyond that. [...] Because society will suffer in other ways, not necessarily in cross community relations. 

But I think if you are at peace with yourself, with your well being, with your mindset, with your 

knowledge, with everything, you're going to relate much better to others. There is no point in trying to 

get to relate to others if you're not in a good place.” (P5-03-3).  

 

4.2 “An awful lot of the issues on the ground are still there, [...] that haven't been resolved. Even still, 

to an extent people saying too loudly that they haven't been resolved, you just get a sigh and groan and 

a ‘move on’, or ‘is this a ploy for funding?’ or ‘these are the same issues the people are facing in 

Manchester [England, UK] or wherever else, you just need to cop on, it's not conflict related.’ [but] 

Our schools are still 92% segregated, there's only 8% of schools in Northern Ireland that are integrated 

schools. And we still live overwhelmingly in segregated communities, through choice as much as 

through housing stock provision. And that's where we are as a society. [...] Many people can still count 

the friends and acquaintances from the other religion on the fingers on one hand, even 25 years post 

Good Friday Agreement, 29 years post ceasefires, and it's going to take a long time [...]when you meet 

someone, we do sort of go through this very polite and quite sophisticated coded conversation where 
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you're just assessing whether they're a nationalist, a unionist, what they're likely to be, so that you can 

avoid any areas of conversation that might not be acceptable, or might cause some kind of offence, or 

start a disagreement or whatever else. We do all of that. And we don't even think about it, we just do it 

as a default thing.”  (P7-01-1). 

 


