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“I am Ammar, Syrian. It has been seven months 
now that I am living in the jungle. My daily rou-
tine is as simple as taking pictures of Calais’s 
reality during the day, and trying to cross to 
England during the night. Involving myself in 
Jungleye allowed me to meet wonderful per-
sons, from many different countries and to gain 
new skills. Before, I used to hate everything re-
lated to the art. Today, I am a photographer.”

Ammar Raad, Jungleye

Whose tales?

In the ongoing refugee crisis, refugees are the subjects being pho-
tographed, rather than protagonists with agency or photographers 
themselves. 

Power relations and dehumanising visual patterns are embedded in 
this image-making. It is the power of the state, of bureaucracy, surveil-
lance, and measurement of migrants and refugees caught on cameras 
at border crossings, the photographs of identity cards and passports, 
on asylum applications. And it is the power of the dominant media 
narrative, with photographs of people trying to climb border fences 
like those in the North Africa Spanish enclaves of Ceuta and Melilla, 
where migrants and refugees are portrayed as a threatening swarm. 

Or even with photojournalists showing the human cost of the crisis, 
with refugees as passive victims, being rescued in boats or, most fa-
mously, as the tiny body of a Kurdish boy, Aylan, lying drowned on a 
Turkish beach. 

Rather than objects of study, of surveillance, or as spectacle, Transit 
Tales works with those seeking refuge, cameras in their own hands, 
and reflecting on their own journeys, to create a visual transitive 
memory of exile by and for migrants. Displaced people, best able to 
convey their own realities, record the evolution of their feelings, their 
living environments, and their dreams in seeking a new life.

Participatory photography projects aim to transform the power/
non-power dynamics between photographer and subject, and blur the 
boundaries between silenced and narrator, author and protagonist. 

Even in the most technical aspects of the photography making, 
political and power relationships are embedded. Framing – for 
example – is a decision about what is left in and what to leave 
out. So in its diverse practices participatory photography aims 
to reflect upon and transform how groups work together, how 
the photography is produced, who selects, who determines the 
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technologies, and how the images are diffused… everything be-
hind a photo, in short, is as important as the image itself. 

Participatory photography can work on many planes simultane-
ously. At its most intimate level, in the individual, as part of the 
workshop process a space is made. It is a space for refugees to 
record and reflect on their own journey, their losses, their hopes, 
their identities, their own lives, out of a tumultuous and often 
dangerous past and present. This can be profoundly healing and 
empowering. 

In a second plane, it is about storytelling at a human level, cre-
ating connection and collective reflection within the workshop 
group. Questions of identity, of naming problems and concerns, 
of commonalities and differences, of their surroundings, of 
shared experience can be woven together in a powerful collec-
tive act of mutual witnessing.

And in the final plane, participatory photography can have a 
powerful advocacy role, to challenge the dominant cultural nar-
ratives about refugees, and create a new imaginary about the 
reality of displaced people, which can reach others, the general 
public, and policymakers. 

This guide contains some of the reflections Transit Tales and its 
collaborators have collected along the way. It is a mix of guide, 
political and cultural contexts, and practical toolkit. We hope it 
sows some seeds. Transit Tales wants to be, above all, a tool for 
expression, community building, and 
understanding.

Context: A nail in the wall

Participatory photography has various roots, for example from 
feminist theory advocating that rather than subjects of research, 
participants are actors; and from the work of radical Brazilian ed-
ucator Paulo Freire and his participatory theories of ‘conscienti-
sation’ – that is, developing a critical awareness of your personal 
social reality through reflection and action. Freire started with the 
assumption that people have enormous archives of knowledge 
within them. With Freire’s method the learner is part of a group 
‘culture circle’ within which she builds her own view of reality, 
starting with the circumstances of her everyday life. These are the 
‘textbooks’ from which the learner can analyse and begin to trans-
form the world in which she lives. 

Along with Augusto Boal, originator of Theatre of the Oppressed, 
in 1973 as part of a literacy project in Lima, Peru, Freire and his 
colleagues distributed cameras in the barrio they were working in, 
requesting that the answers to some of the questions they asked 
be given in photographs. In response to the question, ‘What is 
exploitation?’, people in the neighbourhood took photographs of 
police, of shop-owners, landlords. But one child’s photograph was 
of a simple nail in a wall. Freire and Boal saw this as an abstract 
metaphor, about how hard the lives were of the child shoe shiners. 

But more questioning showed that in fact, these shoe shine boys 
had to pay out some of their earnings to rent a literal nail on a wall, 
on which to hang their shoe-shine boxes for the night. And for 
them that nail represented the exploitation happening right there 
in the community. The photograph of the nail sparked a general 
discussion of exploitation in their community.

The photograph was part of a process, rather than just an end in 
itself.
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Collaborators & sponsors

Transit Tales is a participatory photography project made WITH mi-
grants and refugees. It is a collaborative project arising from the need 
to question the image of people seeking asylum in Europe, via differ-
ent actions, meetings and workshops of participatory photography in 
Barcelona, Paris, Berlin, and Brussels.

During the academic year 2016-17, the CFD (Barcelona), Eyfa 
(Berlin), Jungleye (Calais) and the collective Oiseaux Sans Tête 
(Brussels) have collaborated in Transit Tales, a European project in 
which we reflect, innovate, compile what we learn along the way and 
produce and share experiences in the field of participatory photogra-
phy with migrants, displaced people, and refugees, through:

• Participatory photography workshops with refugee groups in 
Barcelona, Paris and Berlin.

• An interactive online platform Transittales.net that serves as 
a platform for the dissemination of participatory photogra-
phy projects, giving access to multiple threads of stories and 
photographs.

• Seminars to share knowledge among people active in the field 
of participatory photography and intercultural work with mi-
grants and refugees (facilitators of workshops and partici-
pants, projects, activists, community leaders).

• A methodology guide.
• A travelling exhibition of the photographs produced in the partic-

ipatory workshops that will be inaugurated in Paris (July 2017), 
Brussels (November 2017) and Barcelona (December 2017)

Developed by:

CFD Barcelona is a centre of documen-
tary photography and media based in 
the Poble Sec district of Barcelona. From 
2012 we have been offering a program of 

training courses, exhibitions, conferences and international exchange 
projects with the aim of generating debate and reflection on pho-
tography and new narrative documentary practices. We are a meeting 
place, a teaching/learning and creation resource for photographers, 
students and visual artists, and a hotbed of ideas and projects that we 
share with a network of cultural organizations and collaborators.
http://cfdbarcelona.com

Jungleye. This project began in November 
2015 when Séverine Sajous, photogra-
pher, and Julie Brun, an architect, create 
the Jungleye Association and launched 
a participatory photography project in 
the informal refugee camp and migrants 
known as the ‘jungle’ in Calais, France. 
Jungleye has moved between Greece, 

Lebanon, and other places on the migratory journey with the aim of 
creating a mosaic of hopes, expectations, frustrations and imaginary 
in (de) construction.
www.facebook.com/Jungleye-1685383875041393

OST (Oiseaux Sans Tête). Collective 
multidisciplinary. Interventions in the 
public space. Visual arts. Participatory 
workshops. OST favours the implementa-
tion of artistic projects in the public space 
through in situ interventions. OST develop 
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and use participatory audio-visual techniques. These tools encourage 
the public to express themselves through the production of images 
and poetic actions by directly involving them in the production of pho-
tographs, videos, documents related to their own reality. Functioning 
as an experimental laboratory with artistic and social dimensions, the 
OST collective questions creators and audiences about notions of 
identity, representation and collective imagination. OST encourages 
openness and exchange with the community and also disseminates a 
pedagogical message. Their initiatives bring together multiple nation-
alities, artists and professionals and involve many people of different 
origins and ages.
www.ostcollective.org/

European Youth For Action 
(EYFA). For 25 years EYFA 
has been working on a shoe-
string budget but always with 
much enthusiasm and com-
mitment, supporting a net-
work of organisations cam-
paigning at the grassroots 

level in eastern and western Europe. Since the pink block in Prague 
2001 one of our lines of work has been arts and activism. The office 
has been based in Berlin since 2014. 
www.eyfa.org

Transit Tales project is grateful for the collaborations with and inspi-
rations it has received from many people.
Collaborators include:

Zakira
Created in 2007, Zakira (‘Memory’ in Arabic) is an NGO whose prima-
ry goal is to promote photography, and, more generally, the image in 
our society. Its objective is to enhance photographers’ work, to re-eval-
uate the importance of the image, to explore its impact and strength, 
and to create a circle of common interest open to all those interested 
in photography. It has taught 500 children in the Palestinian camps in 
Lebanon basic photography and published a book of their work.
http://zakira.org/

Ruido
Ruido has spent more than 10 years highlighting social problems and 
denouncing violations of human rights using all the tools we have: 
photos and videos, exhibitions, books, participatory photography and 
workshops. We do our own projects, but are also commissioned by 
media, NGOs, institutions and individuals. We don’t care about the 
photos. We care about the stories.
https://www.ruidophoto.com

Enmedio
Explores the transformative power of images and stories through 
spectacular interventions using all the means within our reach: pho-
tography, the media, design... that’s how we create interference in the 
dominant narrative, disruptions in the official account of the world.
www.enmedio.info/

Sueños Refugiados
A participatory photography project completed by eleven young refu-
gees or asylum seekers in 2017 in Barcelona.
www.sueñosrefugiados.org
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Resilient earth
Focused on training and advising community and community-based 
organizations and other stakeholders, in order to strengthen their ca-
pacities to carry out a comprehensive positive and lasting social and 
ecological transformation.
http://resilience.earth/

Fundación Acathi
ACATHI is an association established for persons of different origins, 
migrants and refugees from the LGBTI community. They represent a di-
verse collection of identities that are the essence of a project that aims 
to influence and raise awareness of the reality of LGBTI asylum seekers, 
with focuses on justice and human rights.
www.acathi.org/

Casa Bloque
Is a temporary housing facility for asylum seekers in the Barcelona 
district of Sant Andreu. The support offered aims at covering not only 
the need for housing but also educational, legal, psichological and 
health needs, and support in entering the labour market.
La Casa Bloque is managed by the Red Cross ACCEM and the Comité 
Catalán de ayuda al Refugiado 

Emmaüs Solidarité
EMMAÜS Solidarité welcomes, accommodates and accompanies 
4,000 individuals and families in great social difficulty every day, 
through 85 services or activities, in Paris, the Paris region and the 
Loir-et-Cher region. 
www.emmaus-solidarite.org

Cruz Roja Barcelona
International humanitarian movement founded to protect human life 
and health, to ensure respect for all human beings, and to prevent 
and alleviate human suffering.
http://www.cruzroja.es/principal/web/barcelona

With the support of:



2. 
Mapping the route: 
Preparation & context
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“It’s very important to get to know the context 
and take time for people to get to know us and 
to build their trust. What we do for every work-
shop, we make time at the beginning where 
we just talk a lot with the participants, and we 
show them images and postcards from previ-
ous workshops. We say you can make pictures 
if you want, but you don’t have to. We show the 
cameras, explain the activities, get to know the 
people involved, start getting integrated in the 
community, and building those relationships. 
They become more like friends and family and 
that’s how it’s possible to go create something 
together.”   

Jungleye

The planning process is an important part of any participatory pho-
tography project, and it’s important to have clear aims and objectives.

Making a plan will not just help you fully prepare, anticipate problems, 
and instil confidence, but may help you see where you may be put-
ting too much content in, or expecting too much of participants in too 
short a timeframe.

Makeup of group

• Who is the workshop aimed at? Children? Adults? Have 
you thought about issues such as gender, race, sexuality, 
accessibility?

• How are participants selected?
 ⚪ Commissioned by an institution, with pre-selected 

participants.
 ⚪ Participants are self-selecting, and sign up to join the 

workshop. (How will you reach them so they know to 
sign up?)

 ⚪ A partner organisation on the ground selects partici-
pants. For example, for Transit Tales and some Jungleye 
workshops, it was important requirement that from day 
one that there was a group ready to go, selected by the 
partner organisation on the ground, based on people 
who were most likely to be able to turn up each time 
and get the most out of the project. In Paris psycholo-
gists working with the local project sent Transit Tales 
people with mental health difficulties who they thought 
would particularly benefit from the workshop.

 ⚪ Facilitators select the participants. For example with 
Zakira’s workshops with children in refugee camps in 
Lebanon, with Syrian and Palestinian children, facili-
tators would bring out papers and pens and paint and 
let the children play with them. Then out of this larger 
group they would select the children they thought could 
most benefit from the photography workshops.
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“I put a sign-up sheet to a photography workshop and 40 people 
sign up for it. How to select them? I want a commitment, I play a lot 
with motivation, I ask educators to tell me that people have continu-
ity in their activities... because it is normal to start with 12 and end 
with 6, and every time you drop a group or participants you have to 
start again.” 

Ruido

Research background, make connections

“Be familiar before you go with their problems, with their challenges, 
not just an outsider coming, you’re not a tourist there, you’re a part of 
the community in one way or another.” 

Zakira

“I already had relationships when I started workshops. I was in the 
camp for two months before starting the project. Personal relation-
ships in camps was crucial for trust. I couldn’t just have turned up 
with 15 cameras.” 

Jungleye

• In the preparatory phase do some background research and 
try get to know the people, place, and situation.

• Find out what major issues people may be faced with.
• Make personal connections and build trust with the community.
• Develop clear aims and objectives. How will materials coming 

out the workshops be used?
• Identity the facilitating team and its needs.

Context: Security

As far as possible, ensure the workshop area will be located in a 
safe, calm, accessible space. If you are working in an informal or 
formal refugee camp, bear in mind there can be clear demarka-
tions between different ethnic groups, sites of tension, or zones 
of contested control and power hierarchies going on that may 
not be visible to you. When working in an insecure setting, you 
need a good relationship with people who know the territory 
and live there, who can give you information about security. As 
far as possible work in neutral and secure spaces so that people 
are able to concentrate on the project.

Context: Absenteeism

Be aware that asylum seekers in the process of getting papers 
may find it hard to come to regular workshops as they often have 
many obligations, such as meetings and appointments with offi-
cials, lawyers, doctors, psychologists, finding training, looking for 
a flat etc. There will be more absenteeism, or coming late. You 
may want to find a different workshop format for people in this 
situation. But people waiting in refugee camps are often in limbo 
without much to do, so they are more likely to be able to respond 
well and turn up to regular workshop sessions. 
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Preparation checklist

“We adapt our practice depending on the group, and the risks, we 
change things up. It’s important we have a long process of planning 
before we present the project in front of the group. And if we can fore-
see there’s going to be something negative about our proposal then 
we adapt it.” 

OST

• Have you chosen the right format? Take into account needs of 
circumstances - eg rapidly changing situations where people 
can’t commit might require short workshop, an ambitious long 
term programme could last a year.

• Dedicate a lot of time to planning your introductory session. This 
is a key moment where you will be building trust, explaining the 
workshop, and making a proposal which should grab people’s 
imagination straight away.

• Prepare your materials carefully, what you are going to say and 
do. Be prepared to improvise and change up in response to par-
ticipants interactions and the situation.

• Is your schedule realistic? 
• People take in information in very different ways, so mixing up 

the formats and activities will help with the workshop dynam-
ics. Include icebreakers, energisers, discussion points, practical 
sessions, active contributions, more playful approaches to the 
photography.

• People will tend to find it hard to concentrate for more than two 
hours without a break, so schedule some in.

• Do you have all the technical apparatus you need, places to car-
ry it, store it, etc? Things to consider: cameras, internet access, 
electricity, battery charging, printer, memory cards, external 
hard drive, laptop, projector, cables, visual materials (maga-
zines, books, paper, scissors, glue)?

• Are all the practicalities like venue, seating, refreshments etc 
sorted?

• Have you checked for risk / safety issues? If it’s taking place in 
an improvised venue have you found as safe and comfortable a 
space as possible?

• Does anyone have particular needs, and have you catered for 
those?

Context creates content

“From one camp to another, while the living conditions are never 
enough, the atmosphere always changes and refugees’ state of mind 
change according to the context, their expectations and local aid.... 
What you can do depends on the context always.” 

Jungleye

Whether it’s a well-organised refugee camp, a community centre, or 
an informal refugee settlement, it’s critical to research the context and 
site, and think about the situations of the migrants and refugees who 
may take part. Have they just arrived? Have they been in the camp for 
decades? Have they newly got their papers?

When you begin the workshop, you may discover that whatever your 
initial ideas, you have to change or adapt all your plans:
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Jungleye explains a situation where context decided content. They ran 
a workshop with women in an urban refugee camp south of Beirut, 
which housed long-term Palestinian refugees, and more recently also 
Syrians.

They say: “Of course the women were excited to leave the camp and 
go out and do photos in the streets… But in reality it was actually very 
dangerous for these women to go out into the streets taking these pic-
tures with their cameras in their hands. These camps are controlled 
by military police and the camera is very badly looked upon. And it’s 
very dangerous most of all for women. So the context here decided 
for us. Although what they wanted to do was outside the camp, we 
all got together and said, OK you are feeling shut in, with all these 
checkpoints etc, without the ability to leave, without the possibility 
to go to work, or school for the kids. The kids are always at home 
without anything to do.” Because of these limitations, the workshop 
participants decided to do a reportage ‘Behind closed doors’, within 
their own houses. These were really intimate and personal works, re-
flecting through photography some of that frustration the women felt 
of being shut in within four walls.”

Jungleye

Y Toolkit: Facilitation techniques

• Energisers get the group’s energy up - important to 
help people concentrate. It can be as simple as hav-
ing a stretch or changing seats, or maybe a simple 
game. (See below, Toolkit: Icebreakers and energisers.) 

• Go-rounds: everyone takes a turn to speak without inter-
ruption or comment from other people. Go-rounds can 
be useful in workshops as an introduction, but also for 
you to get a sense of experience and skills already in the 
group. Make sure that everyone gets a chance to speak. 

• Ideastorming gathers a large number of ideas quickly. 
Start by explaining the issue. Ask people to say whatev-
er comes into their heads as fast as possible - without 
censoring or discussion. This encourages creativity and 
frees energy. Write down all ideas for later discussion. 

• Parking space, for when questions or suggestions come 
up that you can’t deal with immediately. Write them in the 
‘parking space’ (a large sheet of paper on the wall) and 
deal with it later. This allows you to stay focused but reas-
sures participants that their questions will be answered. 

• Small groups create safer spaces for people to contrib-
ute, so more people feel they can participate. Explain 
clearly what you want groups to do, write up the task 
where people can see it. If you want feedback at the end, 
ensure each group appoints a notetaker to report back. 

• Throw back to the group - don’t feel you have to deal 
with all the questions. Where possible, let the group do 
the work. If someone asks a question see if someone in 
the group has an answer. You’re still there to answer if 
no-one else can.”
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• Big sigh: In a circle, with the facilitator in the middle, 
everyone follows what they do. The facilitator crouches 
down with their hands on the floor, and slowly comes up, 
sighing ever louder as they do so. They end with their 
arms stretched high and the sigh turns into a shout. 
Excellent for stress and tension release!

• Touch blue: Chosen person calls out a colour, for exam-
ple, “Touch blue!” Everyone must rush to touch that col-
our in the room, close surroundings. Continue with other 
colours / descriptions.

• Frame your world: This is a nice energiser, but also re-
lates to photography. Each person makes a frame with 
their fingers and describes what they can see through 
the frame. Then they move until they find a new, inter-
esting framing of the same subject.

Y Toolkit: Games: icebreakers and energisers

There are plenty of online resources for icebreaker games, ener-
gisers, and other workshop facilitation techniques.

Try for example  
https://trainings.350.org/
https://www.seedsforchange.org.uk/resources
www.trainingforchange.org/tools/

As you develop your facilitation skills you will no doubt develop 
your own techniques that suit your process.

You will need to have sensitivity and adaptability in how you 
use these, depending on the different groups and cultures you 
work with.

Here is an example of a ‘getting to know you’ icebreaker game:

• In groups of six to eight people, each person in turns 
shares a one sentence ‘story’ about themselves, such as, 
“I got lost coming here today.”

• The next person does the same, but the sentence they 
share has to also relate somehow to the first statement, 
eg “My father made maps so that helped me get a sense 
of direction.”

• Use pens and paper to keep track of the story thread.
• Keep going round the group until you have a thread of 

story connecting all of you.
• Energiser games are used when energy is flagging - 

when you sense attention or motivation flagging moving 
everybody around helps lift the energy of the workshop. 
It’s an especially useful tool to use with children, but can 
work with anyone.



3. 
Embarking on the 
journey:  Workshop 
formats and techniques 
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“We have to be pretty creative - that’s about 
making mistakes all the time. It’s a constant 
performance of finding a problem, making a 
mistake and solving it. This is not necessarily 
a negative thing. Having a half second to think 
creatively, find a solution, or go around the 
mistake.” 

OST

There is a wide diversity of techniques and formats in participatory 
photography projects, everything from long term courses, where peo-
ple are use professional cameras and develop photojournalism tech-
niques, to one stop workshops using disposable cameras or a camera 
booth in the street. 

No methodology can offer a rigid formula for success – and in any 
case, creative, empathetic responses and built-in flexibility will serve 
the needs of participants far better. 

This chapter outlines key elements for any participatory photo pro-
ject, and some techniques for different formats for workshops, both 
long and short-term.

Engage

In the previous chapter we talked about the importance of commu-
nication in building trust and relationships at the start of the work-
shops. You will need to: 

• Integrate yourself into the group. Explain who you are and the 
aims of the project, give opportunities to ask questions, and 
get all members of the group to introduce themselves. 

• Quickly engage the participants, get them inspired or at least 
curious. In Zakira’s workshops with children in refugee camps 
they begin by handing out paper and pens and paint to the 
children. If your workshop is a short one, this is even more vital.

• Create a good dynamic for longer-term workshops. In creating 
familiarity and trust between the members of the group, sev-
eral different types of icebreaker games and activities can be 
used (see Chapter 2, Planning for examples of this.)

• Explain clearly the aims and objectives of the workshop. This 
includes practical questions such as, how often will you meet, 
what will happen to the images they produce? Participants 
may wish to collectively shift some of the objectives. (See 
Consensus in Chapter 4.) Your format should be flexible and 
adaptable to the desires and interpretations of the participants. 
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“We try to adapt to who it is in front of us.”
OST

• It goes without saying that the choice of participating or not, 
and to what degree, is up to the participants. 

• In the initial stages of the workshop you may want to decid-
ing a group agreement on what to focus on (See Consensus in 
Chapter 4 for more on building group agreements). 

• Be responsive to circumstance. For example, at the beginning 
of a two-day workshop for children in an informal refugee 
camp in the Bekaa Valley in Lebanon, the local municipality 
stopped channels that provided water to the camp. Adapting 
to this, very quickly the participants working with Jungleye de-
cided to focus their work on the issue of water, on all scales. 
Topics included “the source of water, water channels, water in 
the camp, water in the shelter, water in their daily life, water in 
the fields, and the impact of water on their health”. (Also see 
Context in chapter 2.)

Context: On trust 

“Each time when you are at the first meeting you have to create 
a rapport, a climate of trust. At first they can be like, ‘You want 
me to take a picture of myself, and then you want me to take a 
picture of where I live?!’ Each time,  some of the group can find it 
challenging. So we have these discussions about images, for ex-
ample showing them that a self portrait is actually about defin-
ing themselves visually, it doesn’t have to be about showing their 
face. We’re encouraging them to work on their own representa-
tion, of them and of the group as a whole. So each time that first 
meeting can be a bit uphill work. And then the ice starts melting 
and you can open some doors. It’s like a curving line where trust 
builds up. 
Another thing is most of the time the structures that participants 
we work with are in are pretty rigid. A jail, a school, a homeless 

shelter. One way is to present to them this a project as a ticket 
far away from their situation. When they really understand why 
we are there, showing very clear objectives, they never then as-
sociate us with an institutional power structure.” 

OST

Context: Realistic expectations

Many in the group may be used to being offered primary aid 
such as food, shelter, and medicine, but this kind of project is 
very different so it can be harder to explain to people. You need 
to be very clear why you came, and what the purpose is. 

Do not give an impression, for example, that doing this work-
shop or producing a publication is guaranteed to transform their 
whole lives.

In particular avoid going into a situation of very disadvantaged 
people and giving the (even unintentional) impression they are 
doing professional training or that income generation is guar-
anteed from photojournalism via doing this workshop, if that is 
not a realistic aim. Be as clear as you can about what they can 
expect from having taken part. 
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Photography skills 

• While thanks to mobile phones many more people than ever 
before are taking photos, don’t make assumptions. People may 
be taking selfies everyday, be a visual artist in another field, 
or have never taken a picture. They may have highly complex 
views, or have never thought about it as a method of artis-
tic self-expression or advocacy. What about cultural and so-
cial differences in how images are used and viewed? Find out 
where people are at.

• Introduce in more depth the content of the workshop, for ex-
ample handing round work from previous similar workshops, 
showing the cameras people will be using, going through dy-
namising materials you have (see for example, Technique: log-
book). You may also want to go through other examples of pho-
tography, for example from magazines, or art history books.

 
• Demonstrate the technical aspects of the cameras you are us-

ing. This will obviously vary depending on the type of workshop 
and the equipment, from long term projects using DSLRs to 
quick workshops using disposable cameras, so we won’t break 
this down here. But whatever the level, make sure you cover 
the basics. Due to budgets and ease of use, many participatory 
projects rely on simple point-and-shoot digital cameras. Try to 
make sure each participant has their own camera. If this isn’t 
possible, you can reinforce group dynamics by bonding small-
er groups around a single camera.

Y Toolkit: The Four Fs

Participatory photography NGO PhotoVoice’s use the ‘Four Fs’ 
for an instant, memorable guide to taking basic pictures:

• Frame: Think carefully about what you are going to put 
in the photo and what to leave out. What story you are 
telling? Remember that everything in the frame will in-
fluence the viewer, and they won’t know anything that 
you don’t show them. 

• Focus: Many cameras focus with a half press, then take 
the image with a full press.

• Follow-through: Don’t move the camera away too fast 
when you take the picture, it may create blur. The cam-
era will work more quickly if there is more light, and if 
you aren’t zoomed in. 

• Flash / light: Where is the light coming from? If bright 
light is behind the subject it may be in shadow. People 
staring into light may squint. Keep the flash off as much 
as possible, it can look unnatural. Only use it when you 
really need it. 

Y Toolkit:  Uploading and editing

Depending on the length and purpose of your workshop you 
may want to have a session on uploading (and tagging/archiv-
ing) photos, especially if there is an online / social media com-
ponent to the project (see Chapter 6 on documentation).

When teaching editing and learning how to curate their own 
work, consider using a projector so that others can see the pro-
cess happening on screen. Leave a good amount of time to look 
at and discuss images. 
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Zakira quote about working with children in refugee camps in Lebanon:
“We give a very basic training of the camera as a tool. Another step 
after that is when you get the cameras back from the kids you return 
again and distribute the photos with a group sessions. All the kids 
are able to express what they think and feel about the photo, like this 
could have been done in a different way; so you can teach the others 
by this process. They catch on quickly. Having a printed photo for them 
is an experience in itself for them, because they’re not used to printed 
photos. Many come from poor backgrounds, they don’t have cameras, 
although many – if not the kids then the parents – have cameras on 
their phones. So know about images but they’ve never had them tan-
gible or printed. When they hold the photos they start to identify who 
is in the photo, this is me, this you, this is my friend, there’s a lot of 
laughter. To work out where the picture was taken. It’s a good process 
being initiated simply by this: they also start to notice technical is-
sues, like the lighting, they catch on really quickly from each other. In 
the third session already you have kids saying the kinds of comments 
the trainers might have said. They learn very quickly. But mostly it 
isn’t about teaching them photography or to become a professional 
photographer, or even how to evaluate an image. The basic things to 
explain is that this tool is a way to freeze time, you are freezing the 
image, putting a piece of history onto the paper for later on.” 

Zakira

“Jungleye Katsikas [refugee camp in Greece] workshop focused on 
how to make a good reportage, and includes a lot of writing and draw-
ing activities (self presentation, mapping of their journey, interviews) 
to understand what was important for them to report and to claim. 
The whole process of a photography reportage has been taught, from 
the choice of a topic, to the edition of the pictures and the chronology 
of their reportage.” 

Jungleye

3.1. LONGTERM WORKSHOPS 

With workshops that run over the longer term, there needs to be fo-
cus on group cohesion and getting to know one another, have goals 
for the group project, and a commitment to turn up. 

Y Toolkit: The logbook 

The logbook is a creative tool for participatory photography cre-
ated by the OST collective. The ‘logbook’ comes from the idea of 
a ship’s logbook, a record of a journey or a book of images, and 
is a creative tool designed to be both collective, and individual. 
The participants are given a basic camera, a logbook and a pen.

It offers an opportunity to each participant to give voice to their 
field of experiences, covering issues such as identity, territo-
ry, their refuge, and how they imagine their future. It contains 
a sequences of instructions / missions, which the participants 
respond to using a personal mixture of photography, words, 
drawings, and collage. These responses turn the logbook into 
a transmitter of images and experiences. These missions can 
seem to be very concrete but in reality can be very open. 

For Transit Tales workshops, the logbook was specially adapted 
with Jungleye, including new assignments and translation into 
three languages (Spanish, French, English).

Logbook in english
https://issuu.com/ost.collective/docs/logbook_tt_3_berlin

Collective logbook in french with results of the wrokhops in Paris 
https://issuu.com/ost.collective/docs/
logbook_collectif_transittales__2_p]
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As the Transit Tales logbooks say, “This Logbook collates the journey 
of a refugee who participated in a participatory photography work-
shop in Barcelona. The result is a bottle full of messages.
A treasure that is offered to us by courageous people who open a door 
to their thoughts, emotions, desires.… An opportunity to learn a true 
story told by its protagonist.”

Participants are invited to photograph, note down and sketch the out-
lines of their environment, guided through a conscious experience 
of their lives. While creating their own personal archives, which can 
later be shared for collective exhibitions, publications, on social me-
dia and so on, they offer an intimate and aware vision from inside to 
outside. Assignments from the logbook became the backbone of the 
TransitTales.net online platform (for more on this see Tagging and on-
line archives in Chapter 5, Documentation and Diffusion).

The logbook enables everyone to be part of an artistic project. Led 
by trans-disciplinary facilitators, from scratch to the editing process, 
participants learn to play with precise assignments in order to speak 
up. Dealing with identities and territories, they find themselves free to 
express personals views, and define the thresholds between public 
and private. At each stage of the workshop, prejudices surrounding, 
for example, the notions of nations, cultures, and religions are natu-
rally questioned. 

Designed to be meaningful for participants from all over the world, 
and to establish a database of contemporary realities, the logbook 
has proved to be an intimate and efficient creative, anthropological, 
and political tool. 

A Transit Tales project of 15 women in the Paris asylum shelter in Ivry-
sur-Seine: “We’re in a classroom, in one of the modules next to the 
medical centre. They arrive, we greet each other with laughter and af-
fection; they find their place to sit. Among the various din with printed 
photos that we bring you are looking for yours, which each one has 
been taking and sending [facilitator] Severine by email or whatsapp. 
It’s a relaxed moment, we all have work to do: cut, paste, download 
the photos on the computer, draw, write... They fill the logbook, their 

personal album. A tool that helps us to dynamize the workshop and 
that they will keep once finished.” 

Transit Tales blog
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Self portraits

A popular first project for any participatory photography workshop is 
the self portrait. 
For example in the logbook, there is an ‘identity’ section about self 
portraits. 
Before the self portrait mission, the identity section begins with a lot 
of open questions, another tool within the tool.

For example: 
“If you were a song, what would you be?”
“If you were an animal, what would you be?”
“What makes you laugh? Tremble? Doubt?”
“Empty your pocket or bag, to make a self portrait with the objects of 
your everyday life. Tell us a story related to them.”  
“Choose your favourite clothes and arrange them on the floor as if an 
invisible person is wearing them, and take the photo from above.”

These are all just suggestions, but they start to approach ‘who you 
are’ in a subjective but concrete way, to describe you.  
Through conversation, you can talk about the representation of self 
portraits, shown through exercises or some slides of art history too, 
for example that there are also ways to do self portrait without having 
to show your face. There’s ways to be playful. 
Note that different cultures have very different values about dress, 
appearance, or who is photographed. So far this has worked for peo-
ple from diverse communities.
Alongside the images, there is text they can fill in, work with, draw or 
add collage to. People can respond however they like.
It’s only after going through this process of reflecting on identity that 
the logbooks asks participants to produce a self portrait.

“What would be your thing, your superpower?” - My look! 
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“Each time we finish a workshop we have people saying things like, 
I’m starting to go to photography school, I’m starting to write to my 
family again, whatever it is. So it’s really giving them tools and experi-
ence, and reproducible tools, and if they are skilled they actually can 
start their own project.” 

OST

Reflection and group work 

Reflecting on the images and talking in a group is the key to a good 
participatory photography project. This is about going with partici-
pants together through a process, handing them more tools, reflect-
ing back, asking questions, creating dialogue. 

• Meeting: Frequency of meetings and the length the project goes 
on for will vary depending on your group, and your aims and 
objectives, but with a tool like the logbook, the process needs 
a minimum of a month and a half to two months to complete, 
but could go on as long as a year. Bear in mind that if you set a 
deadline too far away, people can lose focus. Meetings could 
be as little as two, but six is more usual. Ideally you would see 
people once or twice a week. When you are meeting again after 
the first photo ‘missions’ have been completed, you look at the 
resulting images in a kind of forum or group conversation.

• Action: The dynamising material (such as the logbook, see 
above, toolkit) is a catalyst for the participant to take action. 
They can interpret the ‘mission’ however they wish. Some of 
these – such as take a photo of your shadow, of the clouds, 
out of the window – can be a kind of basic, classic vocabulary 
of photography. 

• Dialogue: Dialogue – an exchange of knowledge and a process 
of co-learning – as opposed to monologue – imparting of knowl-
edge from the teacher to the student – is key. This group-learn-
ing process builds a shared understanding, based on actions 
(taking the images), which is then shaped by reflection on the 
action, which gives rise to further action. The participant goes 

Mutjaba had a scar on his arm which he refused to talk about. But later he told us it was from 
a suicide attempt. This photograph is about his struggle for life. We created a good relations-
hip. And towards the end of the logbook, in the section about changes and looking to the 
future, he took a picture of a flower. Asked about it’s future he said it might be cut, or stay 
like it is. But when asked how he felt about the time he’d spent with us he drew a picture of 
the flower growing and blooming, and that this is how he had felt as a result of the workshop.
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on creating herself from the inside out, expanding her capac-
ity to act in the world and change it. This can be a potentially 
transformative process. 

• Reflection, editing: If the group is showing each other’s pho-
tographs, you can do this in pairs or small groups, or you can 
use a projector so that people can see the process happening 
on screen. The projector is also useful if people are learning to 
edit in a group. These sessions, while increasing participants’ 
technical skill level, can also be a process of emotional dis-
charge. (See chapter 6 on trauma for more on this.) With the 
logbook, participants will then stick their photos in and make 
their commentaries, both verbal and written. 

• Collectivity: Participants are not just going through this jour-
ney as an individual process, but also as part of a collective 
project. This is true for the process of dialogue and reflection, 
but also for the end product. For example with the logbooks, 
when participants are finished at the end of the project they 
have a personal result they can hold in their hands, they are 
very happy. Many continue producing work. At the same time 
they are part of a much larger picture of the group project, 
these images added up become a collective representation of 
a group, a place, a situation. (See chapter on Documentation 
and Diffusion, and www.transittales.net.)

Y Toolkit: Maps

Maps and territories can provide powerful dynamising materi-
als. They can reflect both geographical and internal territories, 
the physical journey of migration and the emotional one – and of 
course the locating of oneself in a new place.

Maps offer a wealth of creative opportunities, for example us-
ing online maps and geotagging of photos to create a subjective 
group vision of the city of refuge.

The missions in the Transit Tales logbook include things like:

“What do you see out of your window? What reminds you of the 
place you come from? Where is a place where where nothing is 
simple? Where you feel at home?”
“Mental maps: invent a type of map that begins with you at the 
centre, your personal neighbourhood, to follow the paths that 
are yours. Put in the points of your daily paths in the city.”
“Take a picture of your first step in your new city.”
The logbook includes a world map which participants can fill in 
showing the trajectory of their route.

“A veces nuestros talleres son un paseo por la ciudad para tomar 
fotos de lo que sea, a veces son talleres con mapas, cartografía: no 
sólo hablan de la geografía sino del espacio físico, mental, subjeti-
vo, y siempre hay espacios y tiempo para hacer una edición colectiva 
y compartir imágenes, para entender de lo que hablamos con estas 
imágenes.” 

OST
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Y Toolkit: Long-term photography training 

Ruido has worked in youth prisons since 2012 teaching long 
term photojournalism skills. 
“With a minimum of six months you can teach them the language 
of formats, landscapes, narratives, digital, light, black and white... 
With a group of six or seven, and two facilitators, we do about 
two months of training, some sessions in which a project is de-
cided (what story they want to tell and how), and a production 
period that takes whatever it takes, the most recent project was 
up to seven months.
One thing I always do is self-portrait. When they know how 
about shutters and optics, I give them this exercise:
- Design me your self-portrait, that show me something you 
want to express... two or three ideas. The photos were taken be-
tween them, the whole group collaborating.  
The cameras we used were reflex full frame 5ds. I taught them 
using a few Pentax, and for pictures that to be printed, we used 
a medium format camera. Quality is not the most important 
thing in principle, but the more technological quality you can 
apply, the better the result will be when blowing up the image. 
The better the visual result, the more people it reaches. Quality 
has a direct influence on dissemination possibilities. The prior-
ity is language, but if you have photographic quality then that’s 
also good. A series of portraits taken in these workshops with 
a medium format camera with good quality were taken up by a 
foundation, and have been exhibited in many places.
In order to define the project, they have to look for a point of 
view, a reason why... and they come up with proposals. 
They wanted to take pictures of their personal space, because 
for them, ‘in this corner are my things, my intimacy and that 
speaks of who I am - my books, family photos etc.’, these things 
are almost like a still life. Another proposal for example was, ‘If 
we spend 3/4 of their sentence in the cell, let’s take pictures of 
the views from our window, because that’s what we see.’”

Ruido
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Y Toolkit: Photobooth/ Studio public

This is a very quick and fun way to create an interactive pho-
tography project in public. There are a few iterations of this 
workshop. Ask passers by ‘Where do you want to be?’ Put up a 
green screen, take photos, and with ten minutes of post-produc-
tion with backgrounds from around the world, the participant 
can transport themselves wherever they want. With portable 
printer you can print off the results. 

This technique was used at a social event at an asylum centre in 
Paris to celebrate the end of a Transit Tales workshop: all were 
invited, whether they’d been part of the workshop or not. The 
session, also related to the postcard project described below, 
was entitled, ‘I wish I were...’

Y Toolkit: Photo story

Zakira’s project in Beirut works with Palestinian, Iraqi, Syrian, and 
Lebanese young people to teach the basics of photojournalism. 

“Right now we’re doing a project with teenagers 14-18 - being 
taught photo, writing, and social media skills on photo story. 
They are being taught professional skills with the camera and 
how to execute a story from A-Z. How to plan, execute, talk to 
the subject, use feedback to enhance the story. How to write a 
good text. How to use social media in a responsible way to cre-
ate a blog, twitter, Instagram account, to use hashtags etc. They 
are promoting their own community stories. 
We are surprised and pleased by the way some of the partici-
pants are becoming really professional photographers, journal-
ists even. Being able to create or find very interesting stories 
from their communities or other communities they are mixing 
with, they come from Iraq, Syria, Palestinian, Lebanese back-
grounds, moving between their and other communities’ borders 
and creating stories. For us as photojournalists we are surprised 
the powerful stories they are bringing to this domain.”

Zakira

3.2. SHORT TERM WORKSHOPS 

“When you work with people in difficult situations, it can be hard for 
them to commit to an activity one day a week for a length of time. So 
what’s one solution? Short workshops, quick actions, with cameras 
that don’t need much training to use.”

Ruido
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showed them postcards from former workshops in Germany, 
Calais, and France and they had to choose their favourite post-
card and write a note to the original photographer, explaining 
why they chose the postcard, what it made them feel. Then they 
took a similar picture, echoing the composition, but in their own 
context. We posted the postcards back to the original photogra-
phers in France and Germany, who started replying by Facebook. 
So there was a new communication created.”

Jungleye
´

Y Toolkit: ‘Wish we weren’t here’ postcards

“The postcard was about creating a migratory format that al-
lowed refugees to tell their stories of their lives and their jour-
neys – journeys in which they could die on the way. It migrates 
like they do, it’s symbolic of crossing borders, because when 
you send something you don’t have limits any more, your mes-
sage can go wherever you want. 
Their pictures — whether they be moving, uplifting, emotional, 
bleak or even comical in nature — are made into postcards, each 
with a custom caption from its photographer. This double nar-
rative allows them, even if just temporarily, to unburden their 
spirits and to unveil their experiences to the world.
The Wish We Weren’t Here series of postcards recreate a visual 
and transitive memory of their journey, in a spirit of raising 
awareness about current migratory issues. In a sensitive so-
cio-political context regarding migratory questions, these post-
cards enable to undertake the first step towards the ‘Other’, 
from a distance. During our activities to sensitize people about 
refugees’ situations, we invite them to write a comment on the 
back of the postcard of their choice. Along with a correspond-
ence, postcards are exchanged and shared. The shaping of 
a dialogue between people – migrating or not – flowers. The 
result is a series of pictures that ironically humanizes those 
camped in dehumanizing conditions. In one sense, it is a far 
more powerful reminder of the refugees’ humanity than any 
journalist’s coverage.
These postcards can create a dialogue with people when they 
aren’t able to have a physical encounter face to face. There’s also 
something romantic about the postcard, it’s also playing with 
this idea, everyone has sent a postcard. To send a postcard is 
beautiful; so even though the images they depict can be diffi-
cult, you look at them with empathy.
There is also dialogue created between different migrants from 
different parts of the journey. We did an activity with the kids 
in [refugee camps in] Greece that was called ‘Same Same’. We 
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Y Toolkit: Instant gratification

You can use a variety of formats for short term workshops, quick 
and fun actions with cameras that participants don’t need much 
training to use. These techniques are more about the process 
than getting an exhibition quality ‘result’. For example: 

• Portable photo booth.
• Make and take photos with a pinhole camera. 
• Polaroids (but this is expensive) so as an alternative… 
• Standard cameras, but carry a small printer with batter-

ies and photo paper. The instant result for the partici-
pant (and the public) with digital and polaroid is always 
very interesting. So try combining the two things, with a 
good camera and (almost) instant printouts.



4. 
Sailing the ship: Power, 
politics, participation
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Participatory photography has the potential to subvert hierarchy, en-
abling marginalised people to investigate and represent their lives 
and use cameras to express something about their experiences and 
perspectives. It offers a point of view that very few professional pho-
tographers would ever have. This, then, is a very conscious way to 
shift the power relations embedded in who is telling the story and 
whose story is being told.

The photos can be used as a tool to advocate for participants’ interest 
or sensitise the outside world to their situation; it can be a powerful 
political weapon.

But if we just focus on the images themselves or the ability of the 
photographs to create a counter-narrative to dominant views about 
migrants and refugees, we are missing the full story.
Just as important in terms of empowerment is the reflection pro-
cess, both individual and collective, when workshop participants dis-
cuss and analyse the photos and their experiences in relation to im-
age-making. It is a journey that facilitators and participants alike take 
part in, together, as equals.

This chapter looks at how image making can challenge, or reinforce, en-
trenched power. And it also offers some participatory tools for break-
ing down hierarchy within groups, and creating collective consensus.

“They felt that what it was they who could really 
explain what they living, in their own way, not 
by a photojournalist’s telephoto lens lurking 
between the tents.” 

Jungleye
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The mainstream media have helped to create a culture of stigmatisa-
tion of migrants and refugees, framing them as the ‘other’, as secu-
rity threats, etc. For example, there were daily media sensationalist 
and scare stories coming out of Calais about migrants and refugees. 
Jungleye began to respond to these by the simple but subversive 
means of telling the story themselves, a way of disrupting the domi-
nant narrative being built around the ‘refugee crisis’.

“Something in the press would be published, for example the refu-
gees being banned from the public swimming pool to shower after 
‘local complaints’. So we made a workshop about hygiene in the jun-
gle, we were always trying to tell and counter a bit the narrative of the 
mainstream media.”

Jungleye

In the end the collective became a kind of de facto press agency, pub-
lishing their work via social media, and many of their images ended 
up being bought by mainstream press (decisions about this were de-
cided collectively and fees went directly to the photographers). And 
when the ‘jungle’ at Calais was finally destroyed, it was the people 
who had actually lived in the camp who gave the most compelling re-
portage about what was really happening.

“While playfully learning the art of photography, a group of refugees 
have documented their daily life in the biggest shantytown in France: 
from friendly moments around the fire, to being tear-gassed by the 
police, and the daily struggle with the mud and the cold in between, 
the refugees use their new cameras and skills to uncover their reality 
for all to see. Today, around thirty refugees and migrants have joined 
Jungleye, sharing their story and emotions as they try to start a new 
life. Coming from Sudan, Eritrea, Afghanistan, Pakistan, Iran, Iraq, 
Syria, or Kuwait, they have chosen to reveal — with abundant gener-
osity and free of taboos — their personal life and feelings to the world. 
By joining Jungleye, these emerging photographers amplify the voice 
of millions of refugees facing the challenge of their lifetime and fight-
ing for their human rights.” 

Jungleye

Context: Power

If the power to dominate is the ability to exercise ‘power over’, 
then what participatory photography is interested in might be 
categorized as ‘power to’. This is sometimes known as ‘empow-
erment’, yet empowerment suggests that someone is ‘giving’ 
power to the oppressed or powerless. But can power even truly 
be ‘given’? Better to remove obstacles, material and psycholog-
ical, to create space and provide tools so that ‘power to’ can be 
nourished, and flourish. ‘Power to’ is the ability to act for oneself, 
the ability to create rather than to coerce. And it is usually social 
power, experienced in relationship with others.

4.1. IMAGES & POWER

Media

Those camping out in the informal settlement (now destroyed) known 
as the Calais ‘jungle’ understood the unequal power relationships in 
the business of making images all too well, and became sick of pro-
viding the spectacle for photojournalists from all around the world. 
Some even starting to demand €10 from photojournalists who would 
take their photos and go home; others would hang up signs on their 
tents and the fences saying ‘No photos’. 

As Genjo Selwa, a Kurdish artist who lived for five months in the Calais 
jungle, and part of the Jungleye project, explained, “Photographers 
came just to take a picture for one or two days, staying at a hotel, 
came just for the work, for TV, to make money. So at this time what am 
I to them?… They don’t do anything for me, just for themselves.” He 
went on, “With Jungleye it was better because they gave me a camera 
to take pictures. When I take the pictures I know my life, and I know 
what is important for me to share.”
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Context: This is not a refugee

Bear in mind that the label ‘refugee’ may be seen as stigmatising 
by participants. As part of the workshop you may want to de-
construct what that stigma involves, explore issues of identity, 
and problematise the ideas of labels. For example, in a Transit 
Tales workshop in Berlin, Abdil from Somalia turned up with his 
camera, his logbook, and bad news… his asylum claim had been 
denied. Abdil asked, “Is this a matter of nationality, experience, 
or high visibility?” The group began to work on the representa-
tion and stigmatisation of refugees, and how to visually express 
this sense of misunderstanding, and produced the photo series 
#Cecinestpasunréfugié.
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Y Toolkit: TAF! Photographic action workshop

TAF! is a photography workshop of urban intervention and social 
activism developed by art-activists Enmedio. They work with 
photography as a tool for action in public and private spaces. It’s 
a way to make the invisible visible using public space, “creating 
interference in the dominant flow”, breaking established codes 
of where photography ‘belongs’, how it is produced, how it is 
used, and by whom.

For example Enmedio worked with the social movement the 
Platforma de los Afectados por la Hipoteca (PAH), made up of 
people resisting housing evictions. After critical reflection to-
gether they decided to take giant collaged portraits of PAH 
members. Working with a cultural institution, they pasted them 
on a wall in an area of Barcelona as part of a cultural activism 
festival. But separately and away from institutional limitations, 
they also took direct action, with the PAH pasting these giant 
portraits onto the walls and windows of the banks. This was a 
highly targeted act of political visibilisation, in which the por-
traits of the PAH members were pasted onto the very banks that 
were trying to evict them from their homes.

• Use participatory photography processes with affected 
groups, identify a key social issue, and choose how you will 
visibilise it. 

• Use https://rasterbator.net/ to blow up images to giant 
poster size. You can print them in a speciality printer or use 
A4 and collage the image together on the wall.

• To paste on a wall, you can use more convenient, ready-
made wallpaper paste, or wheatpaste (flour and water). 
You can also mount the images onto banners and hang 
them, use them on signs at protests. The limit of where 
you can use the photos is your imagination. Enmedio has 
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printed images onto helium balloons at demonstrations, 
and even printed images onto giant shields that people 
used to protect themselves against riot police. You can find 
an ‘artivist’ guide to banner making, sign pasting, etc here:  
https://earth.wpengine.com/wp-content/up-
loads/2015/10/artivist-guide-formatted.pdf

• If you are taking illegal direct action do a calculated risk as-
sessment of where, when, and who will do the pasting up 
(eg obviously the  risks and consequences of arrest are 
not equal if you are white, and with papers, than a person of 
colour, or without papers). The PAH decided to paste their 
own portraits up in a big group during a protest that was 
highly embarrassing for the bank. A bank is a high  risk 
target; street furniture away from a main thoroughfare per-
haps less so; signs you carry a (virtually) no-risk plan. /

Y Toolkit: Visibilising power relations

Jungleye worked on creative photographic actions in the 
Calais jungle that responded to day to day political contexts 
and challenges, helping to visibilise the power dynamics and 
repression being enacted.

• Treasure hunt: For example when part of the camp was 
marked for demolition, these were delineated by pink cross-
es to show the zones to be destroyed. As if people were no 
longer living in these zones, and were not supposed to be. But 
of course they still were. Jungleye made a treasure hunt  t o 
locate these crosses and take a photo of the accoutrements of 
daily life by them, to show that people were still living in these 
zones.

• Selfie: Also before the demolition, a group of Iranians stitched 
up their mouths in protest. In order to amplify this action, 
Jungleye did a ‘selfie’ workshop with them to create self-por-
traits. They were produced these as postcards and the pro-
testing Iranians wrote in them because they were not able to 
speak. They sent these messages by postcard to the European 
Parliament and to the Commission of Human Rights. They 
never got a reply.
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Y Toolkit: Portrait robot / Roboteca

Portrait robot (Roboteca) is a tool developed by Jungleye. Use 
a mobile studio which involves a blank screen or sheet (prefer-
ably) inside a space – in the Transit Tales case it was a mobile 
container given in exchange for carrying out an urban transfor-
mation of a public square in Paris. Give a basic technical training 
of the cameras and your ‘photography studio’. Participants take 
photographs of their faces, and then work on the portraits to 
‘robotise’ them. The idea is play with identities.

They form a chain to be able to do this efficiently and quickly: 
while some take the pictures, others print them out, and then 
on another table they cut, paste, and rearrange elements of the 
faces like the eyes, mouth, and nose. 

In the Transit Tales workshop in Paris they decided to make ‘elec-
toral posters’, so another part of the chain was people thinking 
up slogans to paste on the portraits.
These electoral posters had proposals for migration, given that 
in the run-up to the presidential elections in France none of the 
candidates has made any strong pronouncements on migration 
policies. Those of the participants were very clear. The next day 
they papered the square with their electoral posters.



82 83



84 85

Y Toolkit: Key skills for building consensus:

• Active listening: When we actively listen we suspend our 
own thought processes and give the speaker our full atten-
tion. We make a deliberate effort to understand someone’s 
position and their needs, concerns, and emotions.

 
• Summarising: A succinct and accurate summary of what’s 

been said so far can really help a group move forward, ei-
ther in the discussion or towards a decision. Outline the 
emerging common ground as well as the unresolved differ-
ences: “It seems like we’ve almost reached agreement on  
that bit of the proposal, but we need to explore this part fur-
ther to address everyone’s concerns.” Check with everyone 
that you’ve got it right.

• Synthesis: If you are resolving a conflict or taking a deci-
sion, find the common ground and any connections be-
tween seemingly competing ideas and weave them togeth-
er to form proposals. Focus on solutions that address the 
fundamental needs and key concerns that people within the 
group have. 

Further resources at: Resilience.Earth, Seeds of Change UK
https://www.seedsforchange.org.uk/resources

4.2. PARTICIPATION

What are some of the tools we can use to deepen the practice of em-
powerment and participation?

“Everything is decided all together. They are really creating the pro-
ject so they have to decide – for example which picture to put on 
Facebook, which reportage they want to do, what topic we want to 
report on.” 

Jungleye

Consensus:

Consensus is a form of non-hierarchical decision-making based on 
the idea that people should have full control over their lives and that 
power should be shared by all, not just concentrated in the hands of 
a few. It’s about having the freedom to decide one’s own course in 
life and the right to play an equal role in creating a common future. It 
is used widely in groups working towards a more just and equitable 
society such as small voluntary groups, co-operatives, social move-
ments, and campaign networks.

It can be used for any decision-making process, as well as being a set 
of skills with which to run a non-hierarchical space. It can be both very 
empowering but also time consuming, so make a judgment about the 
tools you can best employ in the workshop. These are likely to vary 
depending on the length of the project, the size of the group etc.
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Y Toolkit: Proposed group agreement

Something to consider, particularly for a long term project, is 
creating a group agreement.
Conflict can arise during workshops. What do you do if someone 
you are working with says things you find offensive or discrim-
inatory, to you or another participant? What about disagree-
ments, harassment, or conflicts between participants? 

Making a group agreement early on can help resolve conflicts 
later: if everyone has had a say in creating the ‘ground rules’ 
they are more likely to adhere to them, and it is easier to remind 
people of collective agreements – saying something like, “We all 
agreed not to interrupt if another participant is speaking,” – than 
to have to intervene from a (power) position of reprimand.

Good questions to ask to come up with a group agreement could 
involve questions such as: “What makes this a safe and respect-
ful place for us to work in?” You can use a ‘ideastorm’ of replies 
as the basis for an agreement. Once agreed upon have it availa-
ble for all to see.

If you have less time, a rapid method for a group agreement is 
to propose one, then seek additions, amendments, and then 
agreement.

A proposed group agreement could include things such as:

• Make sure everyone is able to contribute:
- eg if you’re more talkative people: show a little restraint.
- quieter people: your contributions are very welcome.

• Only one person speaks at a time: put up your hand if you 
want to speak and wait for your turn. 

• Respect each others’ opinions even / especially if you don’t 
agree with them.

Consensus
Flowchart

www.seedsforchange.org.uk 2010

Step 1: Introduce and clarify the issue(s) to be decided
Share relevant info. What are the key questions?

Step 2: Explore the issue and look for ideas.
1. Gather initial thoughts and reactions. What are the issues and 
people's concerns?
2. Collect ideas for solving the problem – write them down.
3. Have a broad ranging discussion and debate the ideas. What are 
the pros and cons?
Start thinking about solutions to people's concerns. Eliminate some 
ideas, short list others.

Step 3: Look for emerging proposals
Look for a proposal that weaves together the best elements of the ideas 
discussed. Look for a solution that addresses people's key concerns.

Step 4: Discuss, clarify and amend your proposal
Ensure that any remaining concerns are heard and that everyone has a 
chance to contribute.
Look for amendments that make the proposal even more acceptable to 
the group.

Step 5: Test for agreement
Do you have agreement? Check for the following:
Blocks: I have a fundamental disagreement with the core of the 
proposal that has not been resolved. We need to look for a new 
proposal.
Stand asides: I can't support this proposal because ... But I don't want 
to stop the group,  so I'll let the decision happen without me.
Reservations: I have some reservations but am willing to let the 
proposal pass.
Agreement: I support the proposal and am willing to implement it. 
Consensus: No blocks, not too many stand 
asides or reservations? Active agreement? 
Then we have a decision!

Step 6: Implement the decision
Who, when, how? Action point the tasks and set deadlines.



88 89

project, but for example, you may have the privilege of freedom 
of movement and the participants may not.

So be aware and sensitive about the wider social context. Even 
the simple act of taking and viewing photographs still remains 
embedded in asymmetrical class, racial, and gender relation-
ships. Issues may arise for example, if participant-photogra-
phers encounter hostility or discover that their photos have cre-
ated controversy.

Equally be mindful of power dynamics between participants. 
For example are men dominating the workshop space? Are 
there trans people who would like to join but don’t feel comfort-
able? Are there intra-community tensions between participating 
groups? Is lack of language ability holding some back? Within-
group tensions and disagreements can present challenges, es-
pecially when creating collective final works. (See Chapter 6, 
Trauma, Conflict for more on resolving conflicts, as well as is-
sues of access eg gender imbalance.)

Participation is a process, not an endpoint, so let go of the idea 
of perfection and accept that when it comes to overturning pow-
er dynamics, there is always deeper you can go in your practise.

“We did sometimes encounter a paternalistic attitude among 
those working with the refugees, the idea of ‘poor things’; some-
times putting words into peoples’ mouths or when we were 
trying to have a dialogue, to actually censor uncomfortable 
emotions coming out. But the tool of the logbook helped the 
participants with that, at the level of the spirit, motivation, ex-
pressing emotions.” 

TransitTales

• No violence or discrimination, physical or verbal, on ba-
sis of ethnicity, gender, sexuality, health etc, including of 
course no sexual harassment.

• Participate!
• Group  support: if you miss a session / need translation etc, 

you can ask others for help, but within reason (ie not in a 
disruptive way).

• Confidentiality: some things shouldn’t be repeated outside 
of this meeting.

• Mobile phones off to minimise disruptions.

“I always scan the group for the one who is not going to talk or 
participate and I try to give them an assignment or mission, to 
push them a little. I pay attention to the synergy of the group so 
you don’t have outsiders / insiders.”

OST

Context: Privilege and power dynamics

Participatory photography can create a profound and subver-
sive shift in power dynamics. But don’t let the fact that your 
workshop is ‘participatory’ become a buzzword that allows you 
to ignore actually occurring power imbalances.

You may be assuming an equality of position, and trying to 
build in collective and non-hierarchical decision-making. But 
be mindful that ignoring privilege does not erase it from exist-
ence, and being honest and humble is a far better approach. Not 
only are workshop facilitators influencing the parameters of the 



5. 
Keeping a log: 
Documentation  
& diffusion
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There are many ways to document the workshops, whether you are 
posting photos on public walls (see Toolkit: TAF!), filling in a photo 
diary (see Toolkit: Logbook), posting on social media (see below), or 
mounting an exhibition, but it is crucial that participants should have 
say over this documentation, control over their images, and prints (or 
digital images, or for example the logbook) to keep.

If part of the workshop process is to end up with say, a publication, an 
exhibition, or online showcase of the work, then an ongoing process 
of collation and archiving is crucial (see below). And a key aspect is 
that participants need to know how their images will be used, and be 
in agreement with this use.

Rights to images

A fundamental aspect of participatory photography is that the partici-
pant controls what happens to the images. This should be made clear 
to the participants from the outset, in a dialogue about the images, 
how they might be used, and that they have legal control of them. 
Some minimums can be collectively agreed. This is an integral part of 
the teaching process of what you can and cannot do with photos.

“We explain how they can avoid putting their security at risk with 
these images. We never refuse if they want to show their pictures but 
a big section of the workshop is based on those types of conversation 
where we make people aware of all of those levels of security and 
image rights.”

OST

“There are millions of ways of diffusion; it could 
be public space, social networks, intervening 
in the mainstream media…”

Enmedio
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At the end of the logbook, for example, there is an authorisation 
agreement specifying how images may be used. Participants can also 
change their minds and ask the pictures to be removed. It’s important 
to keep a method of ongoing contact eg an email address that doesn’t 
change, so that people can get in touch later.

OST gives an example where participants asserted their rights to their 
own images, when the institution that had commissioned a project 
with homeless people was very pleased with the resulting work, and 
wanted to use the images to decorate their offices. OST explained it 
was not up to them to give permission, and took the request to the 
participants. The group replied, “With you we can do everything we 
want, because we know you and you’ve shown you respect our rights, 
and what we want to say.” Of course it was the participants’ decision 
and in the end they decided not to sign the authorisation rights to use 
the images, because they said, “We don’t want to, we don’t trust this.” 
OST explains it was a bit of a difficult situation but it was also a clear 
example of participants feeling the agency to take their own decisions 
about how their images would be used.
Make sure that any commitments to institutions you have made about 
image use, eg mounting an exhibition, do not make participants feel 
constrained or let it interfere with the workshop process itself.

Context: Creative commons

A ‘Creative Commons’ license for images means you share your 
images under terms of your own choosing. This gives you con-
trol over them and their distribution – not just anyone can use 
your images – but you can allow non-commercial use of images, 
for example for promotion or dissemination of your project. The 
non-exclusivity of the licenses means you can choose to retain 
all commercial rights, for example.
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Tagging and web archives

Al principio del proyecto se debe instalar un sistema de archivo 
fácilAn easily comprehensible archiving system should be set up at 
the beginning of the project. Digital archives can use a variety of tags 
to help sort the photos. Online, tags are crucial to find the image via a 
search engine.

With what concepts do we want to relate the images we are creating? 
Choose your tags carefully, as they can greatly impact how the images 
will be engaged with; the tag can impose a sense on the image, shap-
ing how an audience thinks about it.

Tags are actions of naming the world, which can either perpetuate 
or subvert hegemonic categories. (For example putting “refugee” as a 
tag in an image can mean it is viewed in a certain way.)

Also consider privacy and security issues of your participants when 
you choose the tags: perhaps the last thing they want is an online 
database where their images can be searched by country of origin, or 
new location, for example.

The categories you choose are important in the curation of the imag-
es. For example on the Transit Tales https://transittales.net/ platform 
you can explore a variety of logbooks filled in by the participants via 
tagged categories. These allow you to trace different stories using 
different parameters. The logbooks are divided into four sections, 
‘Identity’, ‘My refuge’, ‘Projection’ (ie the future), and ‘Territories’. 
You can click on one of these sections, and the sub-sections from 
that theme are revealed. For example, under ‘My refuge’ you can 
click on themes such as, ‘Connecting with mine’, ‘Where I come 
from’, ‘Escaping from…’, ‘First steps’, ’Helping hands’, ‘Journeys / my 
map of the world’. Clicking each one of these will bring up a gallery 
of relevant entries from the Transit Tales logbooks. This also turns 
the individual logbook entries into a patchwork of collective experi-
ences in dialogue with one another. (See also Social media, below, 
for the use of hashtags in the Transit Tales logbooks).
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( Toolkit: www.transittales.net

The Transit Tales platform itself is designed to be a place that other 
participatory photography projects with migrants and refugees can 
also use to upload images.

It is based on an open source database WordPress format, and you 
can set up your own project there and use it to upload high resolution 
images directly, without worries about copyright (unlike say, Facebook 
or Instagram – see social media, below).

Social media 

Over 60 million images a day are loaded onto photo-sharing social 
media site Instagram, and the world of social media, microblogging, 
and photo sharing is constantly evolving. One the one hand you can 
reach new audiences this way; on the other there are problems of pri-
vacy, control, and surveillance. Here are some things to take into ac-
count when choosing and usual social media platforms:

• Resolution: one of the recurring issues is that social media 
sites (for example Tumblr, Facebook) reduce the resolution of 
images. You’ll need an  additional high resolution archive 
at the same time as uploading images to these sites.

• Access: access to internet and electricity charging points can 
be major issues for people in refugee camps, temporary or 
permanent. Is what you’re asking going to use all their precious 
data? Or use up a  lot of battery in a phone / computer? Can 
the apps be used offline? Your participants will be the experts 
in what’s appropriate for their circumstances.

• Security: In the Calais jungle, the people Jungleye were work-
ing with were undocumented, and illegally trying to cross the 
French border to cross to the UK. In sensitive situations care-
fully consult with participants about information that is posted 
online – such as faces, names, locations – in order that this 

information should not being exploited either by the authori-
ties, or hostile groups (see Facebook box below).

“When we start the project all the participants know what the diffusion 
will be and we all talk together to make sure we’re all in agreement, 
about pictures, about their own faces and names being used etc. To 
be published, to be shown on Facebook, and so on. They choose if 
they want to put their own name. Their true name, or a pseudonym.… 
It was the refugees who chose Facebook, because they were all al-
ready using it, and always on it. They would often have a Facebook 
profile from the ordinary life before becoming a refugee with their real 
name, and then one with a false name. And I imagine they might make 
a third profile with their new identity when they finally get where 
they’re going.”

Jungleye

• Use: It depends very much on the group of people you are 
working with, which social media site will be appropriate, so 
ask them. In the Jungleye case above, everyone was already 
on Facebook. OST found microblogging site Tumblr worked 
very well with a young LGBT group, and not so well with Roma 
young people.  

• Hashtags: You can use hashtags creatively to create inter-
esting intersections between images and to build interest in 
the project. For example special assignments and hashtags 
designed for social media use and communication were add-
ed to the Transit Tales edition of the logbook (also see section 
above for more on tags). 

• Diffusion: Social media can be a great way to create dia-
logue and reach people beyond the workshop. Jungleye’s 
Facebook page reached thousands, and drew attention from 
mainstream media (see Chapter 4, Media.) You can see how 
Jungleye used Instagram here:  
https://www.instagram.com/jungle.eye/  
and Facebook here: 
https://www.facebook.com/Jungleye-1685383875041393/
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“Jungleye [social media] followers are getting to know them better 
day by day. They are building a kind of personal relationship with the 
photographers. Indeed, it creates a link between people as they get 
to know their ways of living, their homes, their occupations, their dis-
coveries, their meals, their happiness and sadness, their hopes and 
deceptions. A new social interaction is created, allowing a connection 
between people who would otherwise never have had the possibility 
to meet, and making people aware of their exiled reality.”

Jungleye

Context: Facebook - pitfalls of visibility

On International Refugee Day (18 December) in the Calais jungle 
Jungleye made a visual image of protest and visibility, flying bal-
loons with messages near the fences where the lorries passed.

“And we released the balloons where many caught on the fence. 
It was symbolically very powerful,” explains Jungleye. “But af-
terwards we uploaded the video to Facebook, fascists found it 
and started posting insults and attacking us online. So some-
times you have to take care. When this kind of thing happened 
the refugees would got together to talk about how to reply, so as 
not to feel powerless / violated.”

Mainstream media

As a result of their social media presence Jungleye was contacted by 
mainstream media outlets and published many images this way. In or-
der to avoid exploitative situations the power relations here were cru-
cial. They decided collectively how they would handle these requests, 
and the money paid went back directly to the refugees.

Press coverage can be useful for a cause, but it can also be exploita-
tive. Remember you can say no, or set some conditions when dealing 
with the media. Avoid vulnerable people, especially children, being 
interviewed alone by mainstream press; and in all cases, offer sup-
port from facilitators and the group. In dealing with the media, people 
should know what is involved, what is the context, who is doing the 
interview, and how the information will be used.
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If you get media requests to reproduce the works produced in the 
workshops, photographs used should be agreed to, accredited to the 
photographer, and paid for.

“We work also like a press agency, a family, a collective, a community.” 
 

Jungleye

Y Toolkit: Create your own app

One solution to the problems posed by the big social media plat-
forms is to develop your own app, as OST did. After developing 
the logbook technique (see Chapter 3. Workshop contents), 
OST began to upload them to the web and social media sites. 
“The first logbooks were almost only made of paper ( books, 
prints, negatives, exhibitions). But in 2012, we started to use 
blogs to make the projects go over the time we share together 
and give tools to participants to be able to follow the project 
by themselves.” This approach ended up in development as an 
app, based on the paper logbooks. (The app is available here: 
http://elogbook.be/).

This is an app for web and mobile phones that tries to place all 
the functionalities of the paper logbook into the hands of the larg-
est numbers of people. Its form is a digital mock-up of the analog 
version, which allows the user to use their own mobile device or 
computer to participate in a larger scale project and be in almost 
real-time connection with the project leader in between meetings. 

OST says, “Its main advantage remains in all the native/im-
bed applications and protocols that a mobile phone can offer 
(geo-localization, photo, sound, and video etc.)”

OST

Take into account these things:

• To develop your own app takes finance and expertise and at 
least three to five months.

• Think about usage and privacy, ensure you can change set-
tings to public or private. 

• The app is workable and browsable offline (ie “grounded 
storage”), so you don’t need constant internet to use. 

• Make sure the app doesn’t take up a huge amount of smart-
phone memory or battery to use. 
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• Think about metadata, ie the information attached to the 
photo that can say where and when a picture was taken. 
Geotags allow someone to search and view all the pho-
tos taken in a certain place eg logbook images on a map:  
http://elogbook.be/t5CC4nEjQDg5GFs4F/map

Other documentation techniques

Books, exhibitions, publications, there are many other ways to doc-
ument the project. The important thing is, as with the cases above, 
all decisions about images are made by the group. An exhibition or 
a book is part of the project, of working with the collective, so the 
moments of production and diffusion do not function as separate and 
independent stages.

It is also important to talk about who is going to manage the image 
context, how they will be signed, and under which license they are 
registered (see above for Creative Commons licenses).



6. 
Navigating tough terrain: 
Trauma, conflict & access
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Context: You cannot explain in words

A refugee from Kurdistan, Iraq, involved in the Jungleye project, 
describes crossing from Turkey to Bulgaria on foot through for-
ested mountains in 2015. One man who couldn’t keep up was 
left behind in the forest, and the smuggler wanted to leave him 
there:

“I said it was not possible that we could leave him to die in the 
forest, and soon it would be dark, so my friend and I went back 
to look for him. And as we walked we heard his voice crying out, 
‘Help, help, please, don’t leave me here’. Hearing that from far 
away, and you don’t know where he is. The sound of a man who 
thought he was going to die. You cannot explain that in words… I 
can explain to you with language but you don’t know the feeling 
inside. That’s important. With colour, I try, with music, I try, to be 
at rest and be calm. It’s not easy.”

Jungleye

Participants taking part in your workshops may be suffering 
from stress, depression, and trauma. A study from the German 
Federal Chamber of Psychotherapists concluded that as many 
as half of the refugees in that country suffer from conditions 
such as post traumatic stress disorder (PTSD) or depression. It 
is important to note that your workshops are not a therapeutic 
or mental health setting, and that most facilitators are unlikely 
to be trained to treat trauma. However, being aware of the im-
pact trauma might potentially have on participant’s behaviour, 
may help in dealing carefully and compassionately with diffi-
cult situations.
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Context: Trauma symptoms

Trauma sufferers can display these behaviours:

• Difficulties concentrating.
• Problems forming relationships.
• Emotional distancing and numbing, lack of trust.
• Always ‘on guard’ for danger.
• Overreactions  to situations.
• Emotionally triggered.
• Find it hard to manage anger and stress.
• Emptiness, apathy, despair, loss of meaning.
• Black and white thinking (dividing the world into ‘safe’ and 

‘unsafe’).
• Risk of suicide and self-harm.
• Physical symptoms (such as loss of sleep and appetite), and 

increased risk of other health problems. 

A familiar support network can help build people’s resilience to 
trauma; exactly the kind of thing that can be missing from a ref-
ugee or migrant’s day to day existence. So make sure your work-
shop is a safe space of mutual respect and support, and active 
listening. Of course taking part in a participatory photography 
workshop can be a profoundly healing process for all involved.

“In one of our workshops there was a woman who was not good 
at all psychologically speaking, you could see from her photos 
and the texts she was writing, and we were able to get her some 
mental health support which she hadn’t had before, and they 
diagnosed schizophrenia and were able to offer her some help 
she needed.” 
 

Transit Tales

Y Toolkit: Emotional distress

Some tips for dealing with people showing emotional distress:

• Listening actively and non-judgmentally.  
• Give reassurance and information.
• Be prepared to hear and talk about traumatic experiences, 

but do not push the person to do so. 
• Recognise and name people’s strengths.
• Encourage self-help and other support strategies.
• Be aware of, and honest about your limitations. Where pos-

sible and available have resources and services you can 
recommend people on to.

“We haven’t received any training and we’re not profession-
als… we perhaps got to some level of accomplishment in the 
project because we’re not professional. Each specific situation 
is different. It’s about the one to one relationship: it’s a person 
not a pathology. We don’t come with an art therapy idea that 
someone is ill and the art will make them better. We come, and 
we propose, if they want we can do art or a project together. 
Everyone, no matter their mental or physical state, is an equal 
participant. This is not a top down doctor-patient relationship. 
It’s a very important question of attitude towards the people and 
the practice: artists, trainers, participants, are all on the same 
level, sharing the process.”

OST
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Context: Intimate emotional spaces

The numbing out or disassociation that can happen with trau-
ma can play in a role in cutting off people from their feelings 
in order to handle overwhelming experience. Participatory 
photography encourages expression and reflection, which is 
an opening up to emotions. This can be a very helpful process 
for people. But be very sensitive and go carefully with potential 
triggers around opening up to trauma, particularly when people 
are still in very unsafe situations. Also bear in mind that people 
may want to use the project experience as an escape from their 
problems, not to address them head on. Respect what the par-
ticipant needs and wants.

This is what Jungleye said about working with people in Calais 
in a very unsafe, informal refugee settlement: “People found the 
writing activity difficult. It’s complicated for them because it’s al-
ways quite an intimate moment. We would look for a calm quiet 
space where we could talk and everything, but for them it was 
hard always to be able to put emotions to their own photos.
It wasn’t that the activity didn’t work, it was that sometimes it 
was really hard for them to do it.
To take photos, they were super happy, but afterwards, to pass 
into the realms of emotions or intimate emotions, was hard.”

Challenges faced by refugees*

The challenges faced by refugees and migrants are of course enor-
mous, here are just a few outlined.

Pre-transition period:
• Experience of violence/war.
• Persecution (or fear of).
• Threat  of death.
• Torture.
• Starvation.
• Serious injury.
• Injury, death or disappearance of family members.

During transition:
• Forced separation from caregivers and family members.
• Risk of death or injury on dangerous journey.
• Exhaustion from frequent traveling.
• Risk of sexual and/or physical exploitation.
• Weeks/months spent in refugee camps awaiting action.
• Fear of detention or imprisonment.
• Fear of attacks / hostility from locals.

Post-settlement:
• Acculturative  stress (eg language barriers, difficulty maintain-

ing cultural and religious identity).
• Worries about family back home.
• Difficulties finding employment and related financial 

difficulties.
• Reduced access to housing.
• Discrimination related to ethnic, cultural and religious identity.

[*Adapted from - Evidence In-Sight: Best practices for working with 
trauma-affected newcomers,
http://www.excellenceforchildandyouth.ca/sites/default/files/eib_at-
tach/Trauma-affected_newcomers_Final.pdf]
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Context: You can start to have a conversation

“Once someone told us, ‘I don’t want to participate because I 
don’t want to have my picture shown, I don’t want to talk about 
myself, and I won’t tell you that type of information.’ In the end 
this guy decided to do the whole process – he was wanting to 
play with us a bit, he was not quite happy with the idea of the 
project yet he was curious at the same time. He completed the 
whole logbook process by taking pictures of the invented details 
of the life of an imaginary individual – so he played out of slightly 
different rules of the game. You can see how someone can reply 
to the logbook even with a challenging mental health situation. 
There are always different ways of interacting.

And that’s also OK within the project, you can start to have a 
conversation with them about what happened in the past, what 
went good, went wrong, so even if someone is going around 
what we’re asking, people see it’s a very open project, and can 
play with that.”

OST

Y Toolkit: Non-violent communication

If conflict arises during the workshops, or between colleagues, 
nonviolent communication can offer some tools method to ad-
dress what is going on. It is based on honestly expressing how 
you are and what you would like without using blame, criticism, 
or demands. And on the other hand, empathically receiving 
how another is and what they would like without hearing blame, 
criticism, or demands. It is a simple method for clear, empathic 
communication, consisting of four areas of focus, whether ex-
pressing or receiving:

• Observations: Objectively describing what is going on 
without using evaluation, moralistic judgment, interpreta-
tion, or diagnosis. 

• Feelings: Saying how you feel (emotions and body sensa-
tions) about what you have observed without assigning 
blame. 

• Needs: The basic human needs that are or not being met 
and are the source of feelings.

• Requests: Clear request for actions that can meet needs.

It aims to find a way for all present to get what really matters 
to them without the use of guilt, humiliation, shame, blame, co-
ercion, or threats. It is useful for resolving conflicts, connecting 
with others, and being attuned to the genuine needs of yourself 
and others.
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Y Toolkit: Secondary trauma and burnout

People working regularly with traumatised migrants and ref-
ugees, particularly in very precarious circumstances such as 
camps and informal settlements, should watch out for signs of 
secondary trauma and burnout in themselves. Often there is a 
sense of guilt and shame around admitting this, given that refu-
gees have suffered so much worse, and there is often a sense of 
never being able to do enough. Yet without healthy boundaries 
and emotional practices, the risk is real. Trauma and burnout 
can create work conflicts and destroy your health. You burning 
out will not stop the refugee crisis, nor will it help the people 
you are trying to assist. Everyone needs to look at ways to avoid 
burnout and blaming ourselves, so make sure your own emo-
tional needs are being met.

• Learn where your limits are and try to work with them.
• Debrief and decompress with colleagues if something in-

tense has happened.
• Take time away doing enjoyable things.
• Don’t judge your capacities against others; we all have dif-

ferent physical and emotional limits.
• Take care of your physical health.
• Watch out for colleagues showing signs of trauma and/or 

burnout.

Context: Find the joy

“One day we went to the beach in Calais. It was the first time 
we’d been out of the Jungle, and we brought all the participants 
of the workshop out of the camp to spend a day at the beach. 
On the beach were some local people fishing, and the refugees 
went directly to speak with them. They took a lot of pictures 
of the fish, of them fishing, getting interested with them, and 
they spent the whole afternoon with them like this. I think this 
inspired both them and us with the idea that with pictures, you 
can create communication between people. And the guys were 
very happy. They were a bit protected by being part of the asso-
ciation of Jungleye and with us, going to a place where normally 
it would have been impossible for them to go. It was beautiful 
because we were by the port, having fun, and the fishermen in 
the end gave us lots of fish to make a barbecue in the sand.”

Jungleye

“Life without freedom is similar to a fish without water.”
©Jungleye/Waseem Konbous



118 119

Access

If you worked with people with special needs or mixed abilities, ensure 
as far as possible you are not excluding people, for example through 
activities you choose and the venue you are in. Be adaptable.

Equally, though, don’t make assumptions about what people can and 
can’t do. For example, Zakira has run very successful workshops with 
blind and partially sighted people in Lebanon:

“The first time we wanted to do this we did not have expectations. But 
if you analyse photography there is a big part you can convey to a per-
son who cannot see. For those who don’t see at all, they have a part-
ner, someone they know, who translates the frame, the content, and 
the composition when they take the photo. They use a basic camera 
without a zoom. In other areas, they have a sense of spacial aware-
ness that is much better than a sighted person so they can under-
stand things like where the light is coming from, for example because 
they link it to the sound of the lamp, or the wind.

You can talk about the focus, approach it in different ways – explaining 
sharpness, blur, by putting different textures of cloth on the person’s 
hand. Under controlled conditions you can do very interesting things.
Our first project of this kind involved six or seven photo stories which 
were really amazing – about travel, about their personal lives, about 
their challenges, about language – they chose really difficult subjects 
and in two or three days were able to translate those photos into a 
slideshow and everyone watched them.

There’s one particular person who can now set up the lighting, ana-
lyse angles, knows the camera frame, and from the heat of the lamp 
can work out the distance between himself and the subject, so he can 
set up everything and do a very good portrait.

The visually impaired course was the most surprising and rewarding 
experience for us.”

Zakira

Contexto: Mixed versus single sex groups

Jungleye noticed that working with mixed groups of migrants and ref-
ugees often left the women marginalised. “The men took up a lot of 
space, talked a lot more, and the women felt not fully there. It was a 
shame, as though the women in the course found themselves in the 
same situation they had in their own homes, and it didn’t seem fair. 
So when we had the chance to choose it seemed interesting to do 
a women-only group, doing something quite intimate, using the log-
book like an intimate notebook.”

“They have to feel free to express themselves, free to write, free to cry, 
free to comment, free to create. They aren’t refugees because they 
have been persecuted but because they have been deprived of their 
rights and it’s important that they feel free, even if just for the duration 
of the workshop. For example in the workshop with trans refugees, 
they felt free to put more erotic photos in their logbooks, to talk about 
more intimate things.” 

Transit Tales



7. 
Marshalling resources: 
Fundraising  
and budgeting
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For any of the previous chapters to take place, of course, your or-
ganisation will need the resources to make it happen.

You need a (fundraising) plan

You are very convinced that what you are doing is necessary, and that 
its positive results justify spending money on it. Now you need to 
convince others and get them to support you. You need a fundraising 
plan. 

Here is a basic step-by-step guide on how to get one going.

Who’s going to do it

For a good process, everybody needs to be involved, but someone 
(or various someones) needs to have primary responsibility for the 
process, to either perform fundraising talks, or delegate them and fol-
low up. Project coordinators or workshop facilitators are often not the 
best people for the job. 

The ideal fundraiser needs to:  

• Find joy in doing this kind of work, with good people skills.
• Speak  the language of your organisation, but also of those 

(foundations, government agencies) you are asking money of. 
• Understand the work that is being done, be able to draw from 

the project what it is really about, to be able to ‘sell’ it.  
• Have a certain profile, depending on the funding source. If you 

are going to talk to concerned citizens a campaigning profile is 
useful; if approaching big donors this is more of a PR/commu-
nications profile; if dealing with government agencies an eco-
nomics, social work, or local development/intervention profile 
would be useful.  

• Be close to the heart of the organisation, since you need to 
liaise with the project coordinators, the workshop leaders and 
the administration/money department. 

Information about the project

You will need to be to implement the project, which requires clarity 
from the group on:

• What is the vision?
• What are your values?
• How do you position yourselves in the key debates/questions 

going on in  the field you work in? 
• Who else is doing similar work, and how are you different? 

Who /what organisations do you think you can collaborate with 
in this project?

• What are the needs in terms of resources (money and 
otherwise)? 

And most importantly:
• Do we really know the people that are going to go to our work-

shops? What do they need? What do they think about our 
plan? What do they value? A participatory process will help to 
identify their needs, views, and feedback.

Build this information as collaboratively as possible. Bear in mind that 
planning this will take time. This can clash with fundraising deadlines, 
so make a clear timeline.

If you are a small organisation carrying out these tasks as a part of 
your core work, the team should be aware that at this point this is all 
likely to be unpaid. You should agree that the first step to develop a 
fundraising plan is commitment to this process. If possible, plan to 
remunerate this time if fundraising is successful, if not, think of it as 
time devoted to develop your skills and your organisation.
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Context: Who defines the needs

The ‘definition of the need’ you are going to address and the solution 
you propose – and this is not in a lot of fundraising manuals – has to 
be participatory. Meaning affected people are involved in defining the 
need and the solution, as well as people involved in the implemen-
tation. Questions include: What are the needs?  What solutions can 
be offered with what the organisation knows how to do? Are those 
solutions relevant? Who else is working in the same area? With similar 
solutions in this or other areas?

Due to the nature and rhythms of grants proposals, most of the 
times this is not done properly. If you don’t have a lot of experience 
in a field it is useful to make connections, start with a relatively small 
project that would allow you to meet the network, dip your toes in, 
meet the people that you think you will work with, understand the 
real issues, etc./

Start with the figure

How much money do you need for the next year? And for the next 
three?

How much do you need for core organisation expenses, to sustain 
an organisation that can make this project happen, and how much 
for direct project expenses? 

What is your operating budget, and why is it the amount it is? You 
will need to justify this to funders.

Explain why you need it

Work out what your core message is. How you are going to explain to 
funders how the world and your organisation will be better when you 
have done this work, in one year and in three? Why are you the best 
organisation to do this? 

Who are you going to ask

There are a variety of places you may be able to get money from:

• Individual giving – asking major donors to make gifts to your 
organisation. 

• Events – both large and small. 
• Direct mail. 
• Online  giving / crowdfunding (see box at the end of the 

chapter).
• Grants – foundations, corporate, government. 
• Corporate giving programs.
• Participatory fundraising – eg walk-a-thons, bake-offs.
• Members/friends of your organisations that will support you 

with a yearly fee. 

You can start by discarding those you don’t have access to (for ex-
ample, if you are an anticapitalist activist migrant support group you 
might not know a lot of major donors). Go on to select the ones the or-
ganisation feels comfortable and has a better footing with. Targeting 
appropriately means you will get more joy from doing the work around 
it. For example, if you have a big social base and you enjoy parties an 
event could work well; if you have a lot of online hits /social network, 
a crowdfunding campaign is in order; and if part of your mission is to 
educate the corporate word you might go on to develop a social re-
sponsibility programme.
 
You will need to adapt texts for each type of fundraising: you will not 
write the exact same things to launch a crowdfunding campaign than 
in a government funding application.

Diversify. If you are an organisation with a mix of profiles try to use 
your resources to tap different fundraising lines (for example the mon-
ey person could ask local business to give money, if she is comforta-
ble with that, and the artist might want to go for an inauguration-like 
fundraising event).
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Estimate how much money you think you can get from each of the 
sources you have selected. Is it at least the figure you need? If not, try 
to take your project to a bigger organisation with more fundraising re-
sources or a bigger volunteer base, or you might want to focus on the 
parts of your project that are more ‘fundable’ and cut back part of the 
project. Or you can conclude that the world is not ready for this par-
ticular vision and you need to apply your resources to other ventures.

Make a timeline 

Fundraising takes time, and often its timeframe does not match that 
of money needs in the project, so you need to plan carefully. Break 
down all the steps you need to take to create, say, the fundraising 
event, and have those in the calendar. In the case of a grant for a new 
project, you’d need to plan in time for working sessions to agree on 
project content and budget, checking what share of the core budget 
should be included, and so on.

Attitude 

When you are going to ask for help you need to be in the right mind-
set: that you believe in your project and think it is the best way to 
achieve an objective that is important to the person/organisation you 
are addressing. And that you are the right person/organisation to do 
it. Others don’t have  your specific know-how, the relationships you 
have built over the years, or your access to certain collectives. 

One word about the ‘positive attitude’. When you work in a field full of 
harsh realities, injustices, and life or death situations, it is hard not to 
paint that picture as a compelling enough reason to get help. However 
others might not see it the same way. Injustice has deep roots, and 
possibly our project will not solve a bigger problem (EU’s foreign poli-
cy, war, refugee crises), but if we want people to help us the message 
(and our attitude) cannot be “we are all doomed, nobody cares, de-
spair”. (In this spirit, never have a very burned out person write fund-
raising proposals!) It works better to recognise a terrible situation but 
focus in things we can do, that will have a positive outcome.... The 
message should be, if there is this big terrible situation, we have part 
of the solution.

The ask 

Asking a funder, whether an individual or an organisation, to support 
you involves inviting them to take a specific concrete step. So be spe-
cific in your needs. For example, asking, “Would you contribute €1000 
to this great project?” is more effective than asking, “Would you make 
a contribution to my organisation?”  Frame this in terms of  “Will you…” 
or “Would you be willing…” (in a grant proposal this is implied).
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Context: Four common mistakes

• Don’t use jargon, abbreviations, names of places you know 
and/or buzzwords. You may use them on a daily basis, but they 
may be foreign to people reading your proposals.

• Don’t have too many aims. Go for one or two. Otherwise you 
are trying to  work on too many improvements/fields that you 
cannot possibly have expertise in.

• Don’t have a confusing budget. Somebody that has never 
looked at your budget should check it before you send it. It 
should be easy enough for somebody that is not familiar with 
your activities to figure out what is what.

• Don’t ill-define the problem you are trying to address. It needs 
to be clearly identified, well documented, and understanda-
ble. Writing a project is about boxing in a part of a problem 
that usually has systemic causes that can not all be addressed 
within your scope of action. The definition of the project has to 
do with picking a part that your actions can solve and making 
sure your strategy to solve it makes sense. 

Y Toolkit: The needs statement

This is the need that your organization will address with this pro-
ject, required by most funders. 

• The need you address must clearly relate to your organisa-
tion’s purpose. 

• Not focused in your organization’s needs, but on the needs 
of your community/beneficiaries.

• It should be well supported with evidence such as statistics, 
expert views, and trends. 

• It must be easy to understand.  
• It should avoid circular reasoning. (Circular reasoning would 

be to say the problem is lack of informal education activi-
ties and the solution is informal education activities. A non 
circular reasoning way to put this would be: the problem is 
intra-community conflict, or difficulties for individuals to 
engage in group activities... the solution is group informal 
learning activities.)

Context: Crowdfunding

• Take into account the cost of the fundraising website you 
are going to use (if they take a percentage or a fixed rate).

• Calculate carefully the cost of the rewards you are offering. 
Don’t include a great-sounding reward only to find that half 
of what you fundraise will disappear in buying and deliver-
ing them. The ideal reward is pretty symbolic and costs you 
next to zero.
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• Sometimes crowdfunding involves asking people to buy 
something in advance (eg a photography book, postcard 
collection, etc.) If you do this, consider if there a market for 
it? Check production costs, and  see if the reward is eco-
nomically feasible. If not enough people are prepared to buy 
expensive rewards, add smaller donations for more symbol-
ic rewards.

Y Toolkit: Evaluation

Evaluation is an important part of the project, and should be 
built into the plan from the beginning, including in the budget. 
It helps to ‘measure’ the effectiveness and impact of the project 
and whether you met your aims; it may be part of your grant 
requirement.

Evaluation gives participants a chance to feed back valuable in-
formation on how they experienced the process, and an oppor-
tunity for the organisation to learn how they could improve / do 
things differently, and what is working and not working.

With children or young people, you might want a simple strat-
egy, such as offering them a range of 20 to 30 words such as, 
‘exciting’, ‘difficult’, ‘boring’, ‘inspiring’ and ask them to pick five 
to describe their feelings about the project.

The Transit Tales logbook contains a form at the end which asks:

• What did you hope from the workshop before beginning?
• Did it meet your expectations?
• What is the most valuable thing you have learned?
• Has it helped you learn photography?
• Has it helped you to know better the environment in which 

you find yourself?
• Has it helped you to express your feelings and thoughts?
• Has it helped you to work in a group? 
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