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ABSTRACT™

Scholars and practitioners of transitional justice have begun to seek alternative
approaches in the arts and culture as a means to pursue core goals of peace and recon-
ciliation. This Special Issue asks what creative approaches can do that conventional
transitional justice mechanisms cannot, and invites us to reflect on the possibilities,
and the potential challenges, risks and constraints. In response, this article discusses
two arts-based initiatives in Bosnia and Herzegovina, one involving a national museum,
the History Museum of Bosnia and Herzegovina, and one with a Bosnian peacebuild-
ing organization, the Post Conflict Research Centre, that provided opportunities for
plural, dialogical and localized forms of transitional justice. Analyzing the question of
what worked in these two distinct initiatives, we highlight four common qualities and
offer them as non-prescriptive ‘good-practice principles’ in strategic arts-based peace-
building practice: iterative working over time; carving space for plural, locally driven
narratives; amplifying the capacities and networks of local actors; and context-driven
project design.

KEYWORDS: peace, reconciliation, arts, culture, Bosnia and Herzegovina

INTRODUCTION
In deeply complex and challenging postconflict settings, where violence and atrocity
have taken and destroyed lives and divided societies, there are no straightforward
answers to the question of how a society should go about repairing itself.
Contending with the past is a complex, difficult and long-term project, and we know
from decades of experience with transitional justice that while some form of reckon-
ing may well be deemed necessary, it is by no means sufficient to foster the kind
of political, psychosocial and societal repair that is required for sustainable peace.
The limits of transitional justice are well rehearsed, as are critiques that it is often a
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top-down process, dominated by international actors, and with a heavy focus on
criminal trials as the primary locus of justice.1 Others have long argued that in order
to foster meaningful change, transitional justice ought to be more firmly anchored lo-
cally in the communities most deeply affected by violence, and be linked to a future-
oriented transformative agenda.2

Recognizing the limits of transitional justice, scholars and practitioners have
begun to look to alternative approaches in the arts and culture as an avenue through
which to pursue such an agenda.® In his 2015 report, the special rapporteur on the
promotion of truth, justice, reparation and guarantees of non-recurrence, Pablo de
Greiff, noted the potential for approaches from the arts and culture to contribute to
transitional justice.4 The embrace of the arts in transitional justice reflects a broader
trend in peacebuilding scholarship and practice where the arts have gained increasing
attention as an instrument to promote dialogue, reconciliation and conflict trans-
formation.® There is even a recognition that the process of building peace itself
ought to be framed as a creative process — one that requires a great deal of what

1 Transitional justice as a field of study and practice has been subject to similar criticisms to those levelled at
liberal peacebuilding, eloquently dissected by Oliver Richmond, Roger Mac Ginty and Roland Paris:
Oliver Richmond and Roger Mac Ginty, ‘Where Now for the Critique of the Liberal Peace?” Cooperation
and Conflict 50(2) (2015): 171-189; Roland Paris, ‘Saving Liberal Peacebuilding,” Review of International
Studies 36(2) (2010): 337-365. Meanwhile, scholars of transitional justice have sought to reflect on its nor-
mative and political underpinnings embedded in both the liberal conception of human rights and liberal
peacebuilding. See, e.g., Makau Mutua, ‘What Is the Future of Transitional Justice?’ International Journal of
Transitional Justice 9(1) (2015): 1-9; Simon Robins, ‘Mapping a Future for Transitional Justice by
Learning from Its Past,’ International Journal of Transitional Justice 9(1) (2015): 181-190; Rachel Kerr,
‘Tyrannies of Peace and Justice? Liberal Peacebuilding and the Politics and Pragmatics of Transitional
Justice,” International Journal of Transitional Justice 11(1) (2017): 176-18S.

2 See, e.g., Paul Gready and Simon Robins, ‘From Transitional to Transformative Justice: A New Agenda for
Practice,’ International Journal of Transitional Justice 8(3) (2014): 339-361; G.M. Millar, An Ethnographic
Approach to Peacebuilding: Understanding Local Experiences in Transitional States (Abingdon: Routledge,
2014); Lars Waldorf and Rosalind Shaw, with Pierre Hazan, eds., Localizing Transitional Justice:
Interventions and Priorities after Mass Violence (Stanford, CA: Stanford University Press, 2010); Patricia
Lundy and Mark McGovern, ‘Whose Justice? Rethinking Transitional Justice from the Bottom Up,
Journal of Law and Society 35(2) (2008): 265-292; Rosemary Nagy, ‘Transitional Justice as Global Project:
Critical Reflections,” Third World Quarterly 29(2) (2008): 275-289; Wendy Lambourne, ‘Transitional
Justice and Peacebuilding after Mass Violence, International Journal of Transitional Justice 3(1) (2009):
28-48.

3 Peter D. Rush and Olivera Simi¢, eds., The Arts of Transitional Justice: Culture, Activism and Memory after
Atrocity (New York: Springer, 2014); Arnaud Kurze and Christopher K. Lamont, eds., New Critical Spaces
in Transitional Justice: Gender, Art and Memory (Bloomington, IN: Indiana University Press, 2019); Clara
Ramirez-Barat, ed., Transitional Justice, Culture and Society: Beyond Outreach (ICTJ/SSRC, 2014).

4 ‘Report of the Special Rapporteur on the Promotion of Truth, Justice, Reparation and Guarantees of Non-
Recurrence,’ UN Doc. A/HRC/30/42 (7 September 2015).

S See, eg, Alison Baily, “The Art of Peace: The Value of Culture in Post-Conflict Recovery,” British Council,
2019, https://wwwbritishcouncil.org/sites/default/files/the_art_of_peace 0419.pdf (accessed 8 November
2019); Cynthia Cohen, ‘Creative Approaches to Reconciliation, https://www.brandeis.edu/ethics/pdfs/publi
cations/Creative_Approaches.pdf (accessed 8 November 2019); Susanna Seidl-Fox and Seema Sridhar,
‘Conflict Transformation through Culture: Peacebuilding and the Arts,” Salzburg Global Seminar Session
Report 532 (2014); Lizelle Bisschoff and Stefanie Van de Peer, eds., Art and Trauma in Africa: Representations
of Reconciliation in Music, Visual Arts, Literature and Film (London: IB. Taurus, 2013); James E. Young, At
Memory’s Edge: After-Images of the Holocaust in Contemporary Art and Architecture (New Haven, CT: Yale
University Press, 2000); Betty Churcher, The Art of War (Melbourne: Melbourne University Publishing,
2003).
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John Paul Lederach called ‘moral imagination’ to conjure into existence.® However,
despite this increased interest, evidence for or against the impact of the arts as a cata-
lyst for change in postconflict settings remains fragmented and limited.” While there
is a growing literature that recognizes the contribution of the arts, there is a sense
that the value of creative approaches is yet to be fully realized, with many projects
struggling to survive beyond evaluation stage.®

This Special Issue therefore makes a timely and important intervention. A key
question posed is what can artistic and cultural approaches do that conventional tran-
sitional justice mechanisms cannot? What are the possibilities of creative approaches,
and where are the potential challenges, risks and constraints? Our response to these
questions is based on evidence from a two-and-a-half-year research programme, ‘Art
and Reconciliation: Conflict, Culture and Community,” funded by the UK Arts and
Humanities Research Council and the Global Challenges Research Fund, in which
we investigated and experimented with a range of creative approaches to reconciliation.
Working in the Western Balkans, the programme commissioned regional artists and
built research partnerships with arts institutions and nongovernmental organizations
(NGOs) using ‘strategic’ arts-based approaches.” The work of individual professional
artists commissioned through the programme, and their role in catalyzing and reima-
gining reconciliation, is discussed elsewhere.'® Here, we focus on two discrete projects
that were conducted in partnership with established cultural and/or peacebuilding
organizations in Sarajevo: Reconciliations, led by the History Museum of Bosnia and
Herzegovina, and Balkans Diskurs Youth Correspondents Programme (BDYCP), run by
the Post Conflict Research Centre (PCRC). These two projects, we argue, demon-
strate the possibilities of how creative and arts-based approaches can supplement trad-
itional transitional justice mechanisms, providing alternative forms of engagement
with legacies of conflict, opening new deliberative spaces and providing a platform for
different, sometimes marginalized, voices. Based on our study of these two projects, we
offer four ‘good-practice principles’ that we hope are useful to others in planning and
assessing arts-based approaches to transitional justice.

WHY BOSNIA AND HERZEGOVINA?
The wider research programme focused broadly on the Western Balkans, where the
legacy of armed conflict over the break up of Yugoslavia (1991-2001) continues to

6 John Paul Lederach, The Moral Imagination: The Art and Soul of Building Peace (Oxford: Oxford
University Press, 2005).

7 ‘Art and Reconciliation’ set out to address this and created a database of arts-based transitional justice
and peacebuilding projects and a series of project profiles. See, https://artreconciliation.org/arts-and-rec
onciliation/case-studies/ (accessed 8 November 2019).

8 Mary-Ann Hunter and Linda Page, ‘What Is “the Good” of Arts-Based Peacebuilding? Questions of Value
and Evaluation in Current Practice,” Peace and Conflict Studies 21(2) (2014): 117-134; Arild Bergh and John
Sloboda, ‘Music and Art in Conflict Transformation: A Review, Music and Arts in Action 2(2) (2010): 3-17.

9 By ‘strategic,” Shank and Schirch mean arts-based methodologies that are conceptually grounded and
coordinated with other forms of peacebuilding approaches. Michael Shank and Lisa Schirch, ‘Strategic
Arts-Based Peacebuilding,’ Peace and Change: A Journal of Peace Research 33(2) (2008): 217-242.

10 Henry Redwood, Tiffany Fairey and Rachel Kerr, ‘Re-Thinking Reconciliation through the Arts: Artistic
Interventions in the Western Balkans’ (paper presented at the Association for the Study of Nationalities,
Colombia University, New York, 2-4 May 2019).
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challenge political, economic and social development and to obstruct interethnic and
interstate reconciliation. Reconciliation and transitional justice matter instrumentally,
as dealing effectively with the legacy of war crimes was, and remains, a key condition
for integration in the European Union (Montenegro, Serbia and the former Yugoslav
Republic of Macedonia are official candidates, having opened formal accession nego-
tiations, while Bosnia and Kosovo remain potential candidate countries). And it mat-
ters substantively, as interethnic tensions and nationalist agendas continue to
dominate private and public spaces, evidenced in continuing challenges over refugee
return and judicial reform and reflected in polarized media and public discourse.

Across the region, the conflict continues in nonviolent form, with ongoing contest-
ation over issues of responsibility and competing narratives. This is in spite of a great
deal of effort and investment in transitional justice, including the establishment of an
international tribunal (the International Criminal Tribunal for the Former Yugoslavia, or
ICTY), international support for domestic courts prosecuting war crimes, several
attempts to create a truth commission and regional fact-finding efforts, including the
Regional Commission Tasked with Establishing the Facts About All Victims of War
Crimes and Other Serious Violations Committed on the Territory of the Former
Yugoslavia from 1991-2001 (RECOM). In 2019, twenty-four years after the end of the
war in Bosnia and Herzegovina (BiH), where the two projects discussed here were
located, the situation remained largely as Refik Hodzi¢ had described it four years earlier:
‘one of no political agenda for reconciliation, of no social project aimed at overcoming
the legacy of the conflict from the '90s, of a continuing struggle for ethnic dominance.”"

So, while many millions have been invested, widespread disappointment by local
communities has become increasingly visible and vocal.'* Transitional justice, peace-
building and reconciliation programmes, often administered by international donors
and professionalized NGOs, have increasingly come to be viewed with suspicion and
cynicism by local populations for being more closely aligned to donor priorities than
the needs and concerns of local people."> Young people in particular feel alienated
by these projects and have sought alternative sites and spaces in which to deliberate
the past and transform the future."* Some of these alternatives have involved com-
munity arts-based projects,'® and public art exhibitions to draw attention to specific
issues or victim groups.'® Little wonder, then, that policy makers are also looking at
alternatives and are eager to learn ‘what works.’

11 Refik Hodzi¢, “Twenty Years since Srebrenica: No Reconciliation, We're Still at War,” 2015, https://www.
ictj.org/news/twenty-years-srebrenica-no-reconciliation-we%E2980%99re-still-war (accessed 8 November
2019).

12 Roberto Belloni, The Rise and Fall of Peacebuilding in the Balkans (Cham: Palgrave Macmillan, 2019).

13 Stefanie Kappler, ‘Divergent Transformation and Centrifugal Peacebuilding: The EU in Bosnia and
Herzegovina,” International Peacekeeping 19(S) (2012): 612-627.

14 Arnaud Kurze, ‘#¥WarCrimes #PostConflictJustice #Balkans: Youth, Performance Activism and the
Politics of Memory, International Journal of Transitional Justice 10(3) (2016): 451-470.

15 Craig Zelizer, ‘The Role of Artistic Processes in Peace-Building in Bosnia-Herzegovina,’ Peace and Conflict
Studies 10(2) (2003): 60-75; Tiffany Fairey, ‘Participatory Arts and Peace-Building: Embodying and
Challenging Reconciliation,” in Participatory Arts for Invisible Communities: PAIC, ed. Irena Serti¢ (Zagreb:
Omnimedia, 2018), http://paic-project.eu/category/results/.

16  There are too many to list here, but a good example is My Body: A War Zone, a photographic exhibition
displayed in Sarajevo in July 2015 of portraits of victims of wartime sexual assault, which helped highlight
and provoke debate about the global campaign against sexual violence in conflict. For discussion, see,
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WHAT WORKS?

This deceptively simple question — ‘What works?’ — was posed to us by an embassy
official during a workshop in Belgrade on the evaluation of reconciliation initiatives
in the Western Balkans. Underpinning the question was the sense, shared by many
policy makers and donors that, while they are fully cognizant of the widely discussed
problems and tensions of peacebuilding, reconciliation and transitional justice proj-
ects or mechanisms — including the predominance of top-down approaches, a narrow
focus on and unrealistic expectation of short-term, quantifiable results, an emphasis
on legalistic solutions and a misplaced faith in linear, causal theories of change — as
well as the complex and unstable contexts in which such projects are undertaken,
and the need to take a long-term, community focused view, what they need is some
direction about what might be an effective strategy to support reconciliation and
transitional justice. In other words, notwithstanding all the challenges and con-
straints, what works?

In the context of transitional justice, it is perhaps easier to be negative. Critiques
abound regarding the failures of transitional justice to achieve lofty goals of justice,
peace, reconciliation and deterrence, the insufficient evidence base and lack of sys-
tematic and robust evaluation which undermine the tentative formulation of criteria
by which success and impact can be determined. By contrast, this article and its evo-
cation of a framework for what works purposely adopts a positive approach to the
question of how the arts might present intriguing possibilities for transitional justice
by pluralizing the sites and modes of engagement through which people can engage
with and frame the past and its relation to the future on their own terms. We do not
discount the many challenges and important critical questions but we nevertheless
deliberately choose to highlight these two collaborations and emergent good-practice
principles, showing how locally based people and organizations have successfully har-
nessed the arts to great effect, often with few resources, in deeply challenging and fra-
gile circumstances.

Rather than go around in circles trying objectively to quantify the ‘true’ impact of
the arts then, we concentrate our efforts here on describing what seems to work best.
We do this by highlighting four emergent good-practice principles that we have iden-
tified as informing and shaping two distinct creative interventions, Reconciliations and
BDYCP, which have contributed (albeit in limited ways) to building peace and rec-
onciliation in BiH. The notion of good practice is of course problematic in both the
context of transitional justice and the arts. Criteria for success, excellence, best or
good practice carry with them value- and power-laden perspectives around whose
opinions count and whose version of quality is prioritized that directly speak to the
tensions and controversies that shape the politics of evidence and impact. There are
important concerns over the value of good-practice criteria and their capacity to
homogenize, undermine, misrepresent and instrumentalize the diverse array of artis-
tic methods, approaches, agendas and their impacts. Good-practice frameworks can
mistakenly imply that universalistic models are transferable or scalable, that out-
comes are replicable and that a formulaic approach to the arts is valid. That is not

Olivera Simi¢, ‘My Body: A War Zone: Documenting Stories of Wartime Sexual Violence in Bosnia and
Herzegovina and Nepal,’ Journal of Arts and Communities 8(1-2) (2016): 11-30.
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our intention. We are not seeking to generalize but rather to highlight common
principles across these two specific projects in order to draw out lessons we hope are
useful to guide others, not a blueprint to be applied.

The framework of good-practice principles draws on developmental and
principles-based evaluation literature that focuses on assessing new and adaptive
approaches and innovative initiatives in complex and dynamic environments.'” As
researchers, we sought to track, document and help interpret the nature and implica-
tions of these interventions as they unfolded, gathering data about their processes,
activities, outcomes and contexts in order to help extract lessons and insights to in-
form subsequent initiatives. We looked for effective principles of practice in action
that informed and shaped these initiatives and offer them as ‘hypotheses, not
truths’'® that can provide guiding markers in the context of the arts and peacebuild-
ing where outcomes, processes and activities can vary and need to be decided in re-
sponse to what is appropriate, possible and relevant. Accordingly, we propose these
good-practice principles not as fixed criteria or guarantees of outcomes and impact
but rather as a flexible, non-prescriptive formulation of shared qualities to develop
dialogue around standards, effectiveness and accountability in creative approaches to
transitional justice and arts-based peacebuilding.

We first provide some background on ‘Art and Reconciliation” before describing
the two projects in more detail and offering an analysis that highlights what arts-
based approaches do to drive localized forms of transitional justice, often neglected
by conventional transitional justice mechanisms, by outlining four principles of good
practice that underpin the approaches of these two distinct initiatives: iterative pro-
ject cycles over time; driven by local context and priorities; providing space for local-
ly driven narratives; and building capacities and networks of local actors.
Differentiating between means (approaches, practices and methods) and the ends
(outcomes and impacts), these principles focus on good practices as a set of under-
pinning approaches that inform the conceptualization, practices and methods of two
distinct arts- and media-based localized initiatives that worked with different stake-
holders, audiences and agendas. These good-practice principles seek to accommo-
date and celebrate, rather than flatten, the contextual and open-ended diversity that
is the core of the critical potential of the arts.

ART AND RECONCILIATION
The research presented in this article was undertaken as part of ‘Art and
Reconciliation: Contflict, Culture and Community,” an interdisciplinary research pro-
gramme that involved historians, political scientists, arts scholars and an academic
artist in residence and brought together UK universities with organizations and
artists in the Western Balkans. The research sought to examine the relationship be-
tween the arts and reconciliation and explore how the arts may (or may not) contrib-
ute to facilitating and reimagining reconciliation. In the context of this research,
reconciliation was understood to be a contested and problematic term. Rather than

17 Michael Quinn Patton, Developmental Evaluation: Applying Complexity Concepts to Enhance Innovation and
Use (New York: Guildford Press, 2011).
18  Michael Quinn Patton, Principles-Focused Evaluation: The Guide (New York: Guildford Press, 2018), 3.
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attempting to predefine what was meant by it, we sought to explore how reconcili-
ation was experienced, conceptualized, evaluated and practised by those involved.

Recognizing the need for a better acknowledgement of the diverse applications
and implications of the use of the arts,"” we adopted an eclectic and interdisciplinary
approach and engaged with a multiplicity of arts practices by commissioning and
researching a range of different types of creative interventions with a focus on the
underexplored area of visual arts. In total, 15 artistic projects were commissioned,
including a participatory drawing workshop, a documentary film and the creation of
11 new pieces of artwork (sculpture, paintings and mixed media installations). Mixed
qualitative methods and adaptive evaluation strategies were designed to assess each
intervention. Data were gathered through artists” diaries, focus groups, audience sur-
veys, content analysis and semi-structured interviews.

While we were directly involved in formulating the overarching research design,
our direct involvement in each of the two projects discussed here differed. In rela-
tion to the Museum, the research team helped to frame the open call to artists,
members of the research team (not the authors) sat on the judging panel, and the
call and resulting exhibition was managed by the Museum’s director and curator.
In contrast, our relationship with PCRC was one of observer and evaluator — they
sought our help in assessing the impact of an ongoing programme and we were not
involved in its conception or the selection of participants. The focus of our re-
search was thus slightly different for each project. With the Museum, we were
primarily concerned with observing the artistic process and how each artist
engaged with the concept of reconciliation through the Museum’s archives and
artefacts; a key concern was how the artists helped to reframe the concept of rec-
onciliation as opening up dialogue. However, as we conducted the research, it be-
came clear that the project shared some important characteristics with the PCRC
project, discussed below.

RECONCILIATIONS AT THE HISTORY MUSEUM OF BOSNIA
AND HERZEGOVINA
Reconciliations was conducted in partnership with the History Museum of Bosnia and
Herzegovina (Figure 1). It involved an open call to artists to work with the collec-
tions of the Museum, specifically those relating to its permanent exhibition on the
Siege of Sarajevo.

The Museum is a unique cultural institution in BiH: it operates largely independ-
ent of government, with no core funding, but manages nevertheless to provide an im-
portant space for dialogue about the past and different aspects of remembrance.”’
Originally established as the Museum of the Revolution to commemorate and cele-
brate the victory of Marshal Josip Broz Tito’s Partisans in the Second World War, it
has undergone waves of transformation.”* From its founding in 1945 until 1993, the

19 Tiffany Fairey, “The Arts in Peace-Building and Reconciliation: Mapping Practice,” Art and Reconciliation
Working Paper Series (2017).

20 Workshop notes, 27 June 2018.

21 Reif Larsen, ‘Sarajevo’s Enduring Optimism,” New York Times, 2 October 2015, https://www.nytimes.
com/2015/10/04/travel/sarajevo-tourism-history.html (accessed 8 November 2019).

1202 AInr 72 uo 3senb Aq G98€08S/2Y L/ L/t L/a1o1e/lllwod dno-olwepese//:sdyy woly papeojumod


https://www.nytimes.com/2015/10/04/travel/sarajevo-tourism-history.html
https://www.nytimes.com/2015/10/04/travel/sarajevo-tourism-history.html

What Works? Creative Approaches to Transitional Justice in Bosnia and Herzegovina + 149

Figure 1: The History Museum of Bosnia and Herzegovina (photo by Tiffany Fairey)

Museum remained thematically focused on the history of antifascism during World
War II and the cultivation of socialist state values. Following the war and the collapse
of the Socialist Federalist Republic of Yugoslavia in 1992, the Museum was renamed
the History Museum of Bosnia and Herzegovina, although the bulk of the collection,
including artworks celebrating the Partisans’ victory, remains.

In 2017, a public call was made for applications from regional artists. The form of
the artwork was left entirely open. It could be performance, sculpture, photography,
film or fine art as long as it had the potential to be exhibited. Applications that were
socially engaged and participatory or collaborative in nature were particularly wel-
come. The Museum received over 50 applications, from which three projects were
selected by an independent panel of judges: Bedtime Stories by Adela Jusi¢ and Lana
Cmajcanin, Cathode Infusion by Dario Krstic and Sabina Tanovi¢ and Memoria
Bosniaca by Vladimir Miladinovi¢ (Figure 2). All three artworks (or modified ver-
sions of them) were exhibited at the Museum in Sarajevo and at King’s College
London, together with other works commissioned or created in connection with ‘Art
and Reconciliation.”* Bedtime Stories and Cathode Infusion are now part of the per-
manent exhibition Sarajevo Under Siege.

From the artists’ reflections on their process, artists’ workshops® and the
responses to the work from audiences, we identified a series of key features that art
can contribute to postconflict situations. First, art is personal, allowing for an individ-
ual response to a complex issue. Second, art remembers and pays testimony to the
past. Third, art pays attention to things that might otherwise go unnoticed and un-
seen. Fourth, art has a transformative potential, both in terms of material objects but

22 See, https://artreconciliation.org/research-activities/exhibitions/ (accessed 8 November 2019).

23 ‘The Artist in Post Conflict Society’ was a one-day public artists’ workshop held at the History Museum
of Bosnia and Herzegovina on 25 June 2018. See, https://artreconciliation.org/research-activities/
events/artists-workshop-sarajevo-june-2018/ (accessed 8 November 2019).
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Figure 2: Memoria Bosniaca by Vladimir Miladinovi¢, on display during REconciliations at
the History Museum of Bosnia and Herzegovina, July 2018 (photo by Tiffany Fairey)

also perceptions, and finally, the arts are empathetic, enabling a shared emotional re-
sponse that can bring people together.”*

Cathode Infusion is a compilation of short inserts from programmes that were
broadcast during the Siege of Sarajevo (1992-1996). A selection of these pro-
grammes (acquired through a public call) are screened on a typical TV set used at
the time. The programmes are interrupted by abrupt silences, referring to the fre-
quent power cuts during the siege. Memoria Bosniaca, by Vladimir Miladinovi¢, a
Belgrade-based artist, was produced from the archives of the History Museum of
Bosnia and Herzegovina. Miladinovi¢ selected documents relating to the Siege of
Sarajevo, which he then redrew in ink wash. In doing so, he sought to reconcile his
own sense of guilt at having known nothing of the siege when he was a teenager in
Serbia, and his collective sense of guilt at what was done in his name. Through the
meticulous and time-consuming process of drawing the documents, he wrestled with
his own conscience and the beauty of the drawings serves to draw people in to en-
gage in a different way with the story of the siege than they might otherwise do.”*

A fundamental question the project sought to address was how art and artists
should relate and engage with the broader social, political and economic climate of
the times. This question is particularly urgent and troubling in those parts of the
world that have endured the scars of war, where artists and arts organizations have to
deal with the complex and problematic issue of whether the past should be remem-
bered and commemorated, or whether such attention is actually counterproductive
in imagining how, in the future, further conflicts might be prevented. The panel
selected interventions that sought to question the role of the artist in postconflict

24 Reconciliations, 2019, King’s College London (catalogue).

25 Personal interview, Vladimir Miladinovi¢, Sarajevo, 25 June 2018. Vladimir Miladinovi¢ and Adela Jusi¢
also discussed their work in a documentary film made for ‘Art and Reconciliation.” See, https://youtu.be/
-VsCV0ZCnul.
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society, and the role that creative arts practices can play in processes of reconcili-
ation, remembering, dialogue and peacebuilding.

Bedtime Stories illustrates this very well. Created between 2011 and 2013 by artists
Lana Cmajéanin and Adela Jusi¢, the work had been exhibited globally (in
Stockholm, Maribor and Zagreb), but never in BiH. In response to the open call, the
artists created a version of the work specifically for the Museum, and it now forms
part of its permanent collection. The work seeks to reproduce and represent, through
the voice of youth at the time, the experience of everyday life under siege. The Siege
of Sarajevo lasted from the outbreak of war in Bosnia in April 1992 to February
1996. For 1,425 days, the city was encircled by Bosnian Serb forces, blockaded and
under constant bombardment from artillery, tanks and sniper fire emanating from
the hills surrounding the city, where Bosnian Serb forces were stationed. It was the
longest siege in modern warfare. Just under 14,000 people were killed during the
siege, including over 5,000 civilians. Life was unbearable at times, with the search for
clean drinking water a daily game of roulette. Unable to remain in their homes, peo-
ple retreated to their basements as relative places of safety, but these were small, con-
fined spaces, where families crowded together, occupying space that had previously
been used to store unwanted or unused items. Bedtime Stories recreates the sanctuary
of the basement spaces and contrasts the apparent safety and comfort of a ‘bed,
which is reproduced as a ‘sanctuary,” with the wider context of deep insecurity. It is
at once an intimate telling of individual stories, including the artists’ own, and a polit-
ical statement of resilience.”® In that sense, it probes the unreconciled nature of dis-
sonant experiences, but also seeks to reconcile the past with the lived experience of
the present. The effect is profoundly discomforting.

Aside from the effect of the artwork on the artist and audience, Reconciliations
impacted in other ways, as we discuss below in the context of good practices. The ex-
hibition and open call had three immediate impacts relevant to transitional justice
goals of dealing with the past and transforming the future: it helped to build the cap-
acity and profiles of local artists in a context where the cultural sector remains under-
funded by providing space and funds for artists to work together in the Museum,
and by drawing public attention to their work, including in the local news media;*” it
brought new audiences to the Museum, and encouraged different forms of engage-
ment with its collections through visual arts-based workshops with children and
young adults; and it helped to raise the Museum’s profile as a site of deliberation and
provided evidence of the value of creative approaches to leveraging the Museum’s
collections that proved instrumental in securing funding from other bodies (e.g. the
John Paul Getty Foundation and the Arts and Humanities Research Council, UK).*®

26 Reconciliations, 2019, King’s College London (catalogue).

27 For example, the Bosnian daily newspaper Oslobodenje covered the exhibition and featured interviews
with two of the artists, Vladimir Miladinovi¢ and Adela Jusi¢: “Reconciliations”: Historijski momenat u
Historijskom muzeju,” 27 June 2018, https://www.oslobodjenje.ba/02/kultura/izlozbe/umjetnost-i-
pomirenje-izlozba-reconciliations-u-historijskom-muzeju-bih-374632; ‘Adela Jusi¢: Glas i muzika, narativ i
historija,” 16 July 2018, https://www.oslobodjenje.ba/dosjei/intervjui/adela-jusic-glas-i-muzika-narativ-i-
historija-379051; ‘Vladimir Miladinovi¢: Pomirenje je devalvirani termin,” 19 July 2018, https://www.oslo
bodjenje.ba/dosjei/intervjui/vladimir-miladinovic-pomirenje-je-devalvirani-termin-379572 (all accessed 8
November 2019).

28  Personal interview, Elma Hasimbegovi¢, director of the Museum, Sarajevo, 18 April 2019.
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Figure 3: Screenshot of an article by youth correspondent Alma Mujanovi¢ on Balkan
Diskurs (Source: https://balkandiskurs.com/)

The open call and the work produced around it gave a new strand of life to the
Museum, helping to create a ‘living museum,” and sustaining employment.””

BALKANS DISKURS YOUTH CORRESPONDENT PROGRAMME
Led by the peacebuilding NGO Post Conflict Research Centre, BDYCP is a youth
mentoring programme that seeks to catalyze new forms of participatory youth-
produced visual and digital media in order to build inclusive civil society in BiH.
The aim is not specifically to create citizen or career journalists, although some par-
ticipants have gone on to work as media professionals. Rather, the project harnesses
creative multimedia to build the capacities and voices of young civil society activists
to produce counternarratives that challenge divisive public discourse and media.
Arts-based and creative approaches lie at the heart of the multifaceted strategic
programmes undertaken by PCRC that seek to restore a culture of peace in BiH.
The annual BDYCP programme, open to young people from across the region,
consists of photography and writing workshops followed by a specialized mentoring
programme where participants are supported to develop personal and collaborative
creative visual storytelling projects and to produce articles and photo-stories for
Balkan Diskurs, an online multimedia platform run by PCRC that publishes articles,
creative multimedia and photo-features on relevant regional and civil society issues
(Figure 3).
Our evaluative research, which utilized mixed qualitative methods including regu-
lar interviews, focus groups, surveys and content analysis of creative outputs,30

29 Ibid.

30 The aim was to capture plural types of evaluation data and to allow for triangulation and cross-data ana-
lysis. Full details on research methods, data and findings detailed in this article are available in the final
evaluation report. Tiffany Fairey, ‘Evaluation Report: Balkan Diskurs Youth Correspondents Programme,
Bosnia and Herzegovina,’ Art and Reconciliation Working Paper Series (2019).
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Figure 4: Images of BiH taken from ‘Possible Landscapes’ (Source: Monica Alcazar-Duarte/
Possible Landscapes, https://www.instagram.com/possiblelandscapes_bih/ )

focused on the programme between 2017 and 2018 over an annual project cycle and
beyond. Researchers followed the experiences of its 2017 cohort group, exploring
how the project was conceptualized and experienced by those involved, its impact on
participants and whether (and how) it did or did not affect their attitudes towards
reconciliation and their capacities as young peacebuilders.

The BDYCP 2017 cohort consisted of 17 young people, nine females and eight
males, aged from 18 to 28 years old, from all ethnic groups and 13 different locations
across BiH. They took part in five days of workshops in Sarajevo and went on to be
offered mentoring support. The mentoring took various forms. Participants were
supported to engage in extended collaborative visual digital media projects and
assignments developing their dialogical and creative storytelling skills. These
included Instagram-based photo-dialogues and a public participatory photography
project called ‘Possible Landscapes’ (Figure 4)3! They were also supported to pro-
duce their own articles and features, individually and collaboratively, for Balkan
Diskurs on subjects of their choosing and to produce visual projects and features for
other external publications.

BDYCP did not explicitly frame itself as a peacebuilding or reconciliation project.
However, the research findings established that the project successfully amplified
and extended the profiles and networks of its active participants as cultural actors,
media professionals and young peacebuilders.*” Attracting young people who were
already open to and supportive of interethnic cooperation and with high levels of tol-
erance and mutual understanding, the project consolidated their positive resolve to

31 Led by Monica Alcazar-Duarte, Possible Landscapes is Instagram-based participatory photography. See,
http://www.monicaalcazarduarte.com/possiblelandscapes.
32 Fairey, supra n 30.
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engage in civil society and work towards durable peace, built solidarity and enhanced
career development prospects and opportunities. In this sense the project expanded
their capacities as ‘active citizens’ to influence and become actors for and multipliers
of peace from within their own societies and peer groups.>

Of the 17 participants who attended the training, 11 stayed actively involved in
the project after the workshops, producing articles and images for Balkan Diskurs
and other publications. Of the remaining six, one dropped out and the other five
stayed in touch, engaging with the project network, but not actively participating
after the training. Participants’ feedback on the project experience was overwhelm-
ingly positive, with a majority reporting that it not only met but exceeded their
expectations.

The project’s success was, in part, demonstrated by the number of stories and
other forms of creative outputs (photo exhibitions, publications, participation in col-
laborative digital media projects) and opportunities that were generated with, for
and by its active participants and the reach and audiences their articles and photog-
raphy commanded. The 11 active participants on the Balkan Diskurs platform pub-
lished a total of 29 stories and photo-essays and these were viewed 61,699 times via
PCRC and Balkan Diskurs online platforms and social media. The subjects of their
stories ranged from the challenges faced by the disabled community to independent
journalism, minority religions and groups in BiH, local heroes, the work of local
artists and artisans, Sarajevo’s graffiti, animal cruelty, cyber-bullying, gender discrim-
ination in the workplace and the Bosnian music scene, to name a few.>* In addition,
eight participants contributed articles, stories and images to the first Bosnian edition
of the youth culture magazine ASBO (Figure 5).>> One young person was awarded a
prize for this photographic work and created a photographic project, On the Margins,
that challenged common stereotypes and discriminatory practices against BiH’s
Roma population, culminating in an exhibition and publication (Figure 6).%° Others
were able to bolster and amplify their own civil society work in human and disability
rights and community and local journalism, pursuing their own new initiatives. For
example, Alma Mujanovi¢, a disability activist, wrote extensively around disability
rights (Figure 3) and, while on the project, also founded “Znak za rijec’ (‘Sign for a
Word’), a social media community that promotes sign language in Bosnia through
creative multimedia (@znakzarijec).

Many of the young people already held strongly positive attitudes towards recon-
ciliation, interethnic cooperation and forgiveness when they first got involved in the
project. This is unsurprising given that PCRC sought to recruit young people already

33 Betty Reardon, “The Urgency of Peace Education: The Good News and the Bad News,” Peace Studies
Newsletter, Peace Studies Association of Japan (1998), 17.

34 See, Fairey, supra n 30, for a full table of all the articles written by the youth correspondents over the
2017/2018 period.

35 ASBO is an independent publication created by the D Foundation as an extension of its missions to un-
earth and showcase fresh talent and create platforms for youth subcultures.

36 On the Margins, supported by the Office of Security and Cooperation in Europe Mission to BiH (OSCE
BiH), the Rockefeller Brothers Fund and the City of Sarajevo, was launched in June 2018 at the Sarajevo
City Hall. It was moved to the Skenderija Steel Bridge on 28 June 2018 to be displayed as a part of the
2018 WARM Festival. The exhibition began travelling across BiH, starting in 2019 with the cities Brcko
and Tuzla.
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|

BOSNIAN EDITION

Figure 5: Cover of ASBO magazine, first Bosnian edition. Balkan Diskurs youth
correspondents contributed a range of features and photo-stories to the publication (Source:
https://www.asbomagazine.com/about)

active in their communities or who showed the potential to be such and who shared
their organizational commitment to restoring a culture of peace and preventing vio-
lent conflict. The research confirmed that these views were sustained and solidified
over the course of the year, with participants’ levels of trust in other ethnic groups
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Figure 6: Image taken from On the Margins, a group photographic project that sought to
challenge stereotypes about the Roma community (photo by Armin Durgut)

and willingness to forgive increasing.>” The project activities augmented participants’
already positive levels of trust and attitudes towards reconciliation and served to fur-
ther expand their belief in interethnic collaboration and their capacity to work to-
gether constructively, in dialogue and as active young change-makers to become
multipliers of peace. As such, while of course these relatively small numbers of young
people cannot alone transform Bosnian politics and society, the project sought to
give them tools and a platform so that they might provide the ‘critical yeast’ to bring
others along with them.

GOOD-PRACTICE PRINCIPLES

Reconciliations and BDYCP represent two very different approaches, and each inter-
vention was shaped by the distinct agendas of the leading organizations, their differ-
ent stakeholders and different sectorial practices. However, a multiplicity of goals,
motivations, tools and practices does not necessarily imply a multiplicity in underpin-
ning standards and principles. Both of these initiatives were found to have engen-
dered a form of participatory creative practice that created a multiplier impact
enabling different sectors of Bosnian society — youth and artists — to play an active
role in carving out new spaces for deliberation about the past, present and future,
which we argue is a critical element of transitional justice and reconciliation.

We identify four commonalities, which we call good-practice principles, that
underpinned both of these initiatives and contributed to why they worked: they
evolved through iterative project cycles that happened over time; their design was

37 Fairey, supra n 30.

1202 AInr 72 uo 3senb Aq G98€08S/2Y L/ L/t L/a1o1e/lllwod dno-olwepese//:sdyy woly papeojumod



What Works? Creative Approaches to Transitional Justice in Bosnia and Herzegovina + 157

driven by local contexts and priorities; they carved a space and provided a platform
for plural narratives; and they built the capacities and networks of local actors.

Iterative Project Cycles over Long Timeframes

Both initiatives evolved over time through iterative and adaptive project cycles.
PCRC has run annual creative multimedia training workshops for Bosnian youth
since 2014. BDYCP evolved from PCRC’s ‘Ordinary Heroes’ programme®® and the
Srdan Aleksi¢ Youth Competition.” The project, as it currently exists, did not come
fully formed; it grew over iterative cycles of workshops and different initiatives that
were adapted and built on over a number of years. Over time, the project organizers
incorporated the learnings gleaned from each activity they ran, as they got a better
sense of what worked and what did not, and as participants and staff grew with the
programme and came to more actively and strategically shape its vision and hone its
language, activities and working practices. This kind of adaptive, grounded approach
to project management imitates long-established traditions in arts-based research
and practice processes that have reflexivity and experiential and situated learning as
core components best suited to the emergent outcomes of the arts.

Over various cycles, PCRC have adjusted their training, recruitment and mentor-
ing strategies, shaping the project to arising challenges and building on its emergent
impacts to grow its network and profile. Short-term funding undermines an organiza-
tion’s ability to plan strategically for the long term but through iterative rounds of
initiatives, each one evolving and building on the other, PCRC have managed to fos-
ter the project’s expansive impact over time. In BiH, where young people struggle
with disillusionment and apathy as they face, what seem to many, insurmountable
problems, PCRC understand that one of their main tasks is to ‘inspire hope that all
is not lost.”* Time is crucial in this respect to building trust and hope, to nurturing
relationships and solidarity, as well as to honing and improving project methods.

Similarly, the Museum has over time built its engagement with artists and its pro-
gramme of activities that innovates by using the arts as a means of having a dialogue
with BiH’s past and contested histories. These activities were small-scale and piece-
meal at first, but they have gradually established the Museum as a focal point for cre-
ative collaborations, and this was further reinforced and solidified by Reconciliations.
In its wake, the Museum has continued to build its work in this regard:
Reconciliations 2, in November 2018, commissioned and engaged a new set of artists,
some of whom directly engaged with the work of one of the key mechanisms for
transitional justice in the region, the ICTY, powerfully demonstrating how arts and
aesthetic approaches elicit different kinds of responses — more open and on a more
emotional register than the court records. In a similar vein, a recent exhibition con-
ducted in collaboration with Mirko Klarin and SENSE Agency exhibited a series of
photographs taken in Central Bosnia by Giles Penfound, a war photographer
attached to the British UNPROFOR battalion stationed in Vitez in 1993 (48 Hours

38  See, https://www.p-crc.org/our-work/peace-education/ordinary-heroes-peacebuilding-program,/.
39 See, https://www.p-crc.org/our-work/ creative-multimedia/digital-media/srdjan-aleksic-youth-competition/.
40 Personal interview, Leslie Woodward, PCRC co-founder and director, Sarajevo, 31 October 2018.
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of Ashes and Blood),*' which were introduced as evidence during ICTY trials. Their
impact beyond the courtroom is even more profound.

The next iteration of the Museum’s arts work is Living Museum, which evolved
from Reconciliations in that it sought to establish a permanent engagement between
artists, curators and researchers and to foster a variety of creative responses to the
Museum’s art collection, in particular artworks collected by the Museum in its past
iteration as the Museum of the Revolution, which celebrated the Partisan victory.*
As discussed below, these are being used to open up new and different conversations
about Yugoslav history and the politics of resistance and reconciliation.
Reconciliations also initiated work with educators, students and young people, spark-
ing the development of a more sustained programme of public activities involving
creative engagement with the Museum’s collections, such as a series of workshops
with history teachers in BiH,* a drawing workshop led by London-based artist Paul
Coldwell (Figure 7), and pinhole camera workshops run by artist Luke Watson in
connection with his exploration of Witness Objects/Witness Subjects at the
Museum in 2018 and 2019.**

Continually responding and adapting to the environment in which they are work-
ing, PCRC and the Museum are intuitively practising a form of adaptive peacebuild-
ing® that responds to and builds on local priorities. In the field of development the
value and relevance of adaptive approaches to project management and evaluation
are widely accepted as being most appropriate to complex environments where there
are high degrees of instability, evolving stakeholder expectations, funding precarious-
ness, nonlinear processes of change and where projects are dealing with emergent
outcomes and objectives.*® We argue that adaptive approaches are also clearly rele-
vant and useful in arts-based transitional justice initiatives.

Driven by Local Context and Priorities
Despite having grown up in relative peace, young Bosnians live in a country where
democratic processes are unconsolidated, interethnic relations remain fragile and de-
cision makers show little regard for their needs as they struggle to build themselves a
different kind of future in an unforgiving global market. Deteriorating economic and
social conditions, high levels of youth unemployment and widespread dissatisfaction
with the education system, along with endemic corruption, nepotism and

41 48 Hours of Ashes and Blood, History Museum of Bosnia and Herzegovina and SENSE Agency, April
2018 (catalogue).

42 This work is also supported by the Arts and Humanities Research Council as a follow-on for impact and
engagement award from the original grant: Art and Reconciliation: Open Calls and the Living Museum —
Innovation, Research and the History Museum of Bosnia and Herzegovina (AHS005641/1), and runs
from 1 February 2019 to 31 January 2020. See, http://muzej.ba/open-call/ and https://artreconciliation.
org/arts-and-reconciliation/commissions/the-living-museum/.

43 ‘Between Diversity and Division,” History Museum of Bosnia and Herzegovina, http://muzej.ba/learn
ing/community-collaborations/ (accessed 8 November 2019).

44 See, https://www.lukewatsonphotography.com/de.

45 Cedric de Coning, ‘Adaptive Peacebuilding,” International Affairs 94(2) (2018): 301-317.

46 Adaptive approaches build on complexity and systems change theory that recognizes social phenomena
to be uncertain, dynamic and made up of multiple interconnected players and elements. See, Patton,
supran 17.
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Figure 7: Bosnian students in a drawing workshop with visiting artist, Professor Paul Coldwell.
The History Museum of Bosnia and Herzegovina, January 2018 (photo by Ziyah Gafi¢)

mismanagement, mean that many young Bosnians are leaving the country. This
‘brain drain’ compounds the sense of the lack of opportunities in BiH. Feeling left
behind, many Bosnians are disillusioned and despondent about their futures and the
future of the country, with serious repercussions for civil and democratic society.
Evidence shows that many young people have no confidence in the government and
institutions, are disengaged from politics, and express a largely apolitical attitude and
ambivalence towards democracy,*” distancing themselves from what is happening in
the formal political sphere.*®

Against this backdrop, PCRC evolved BDYCP to carve a space where active
Bosnian youth, disappointed by politics and political peacebuilding, can use creative
digital media to engage public audiences and build their legitimacy as civil society
actors on their own terms. In this sense the programme is designed to tackle the
sociopolitical problems that young Bosnians face but it is also shaped around the
situated realities and the concerns of young people. The programme model does
not seek to impose, but rather to engage, to motivate and to build solidarity. While
conflict analysis is designated as a crucial step in peacebuilding programming, many
projects fail to design initiatives that take the realities of participants’ lives into ac-
count. BDYCP’s design has been adapted to ensure that the concerns, priorities and
languages of young people are at its heart.

The youth correspondents reported greatly valuing the time, space and encourag-
ing and unpressured support — described as ‘relaxed’ and ‘respectful’ — they received

47  Jusuf Ziga, Lejla Turcilo, Amer Osmic, Sanela Basic, Nedzma Dzananovic Mirascija, Damir Kapidzic and
Jelena Brkic Smigoc, Youth Study Bosnia and Herzegovina (Sarajevo: Friedrich-Ebert-Stiftung, 2015).
48 Kappler, supran 13.
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from the project, which purposefully sought to provide them with a structure in
which they would have a say in setting the framework and pace. This is especially
relevant in an environment where many NGOs or agency-led (peacebuilding)
initiatives are perceived as top-down, with little relevance or benefits for community
participants.49 PCRC sought to differentiate their method, specifically using the
open-ended, collaborative and dialogical potential of the arts and creative approaches
to devise programmes built around the lived experiences of the participants.
Recognizing the instability that characterizes participants’ lives, and going against
donor pressure to account for the organization’s impact in terms of participant and
output numbers, Tatjana Milovanovi¢ notes that some participants do not continue
to work with them after the initial workshops: they are too busy, they lose interest or
they have other priorities.>’

While PCRC responded to the particular needs of young people in postconflict
BiH, the Museum responded to the need to reassert the place of culture and cultural
organizations and to nurture and provide opportunities for the region’s underre-
sourced independent artistic community. The destruction of culture during wartime
is aimed at the destruction of community, with its bonds and its history. Conversely,
it is through culture that communities can demonstrate and build resilience, resisting
attempts to destroy them and potentially creating space for reconciliation. We see
this prominently in Sarajevo and the legacy of the siege, which was both a symbol of
the worst of humanity as well as evidence of its resilience. Restoration, however, is
hampered by the dysfunctional and divided politics of BiH.

The Museum was the victim of this when, in 2012, it faced closure because of
the failure of the state to agree amongst itself on its future, owing in large part to the
failure of the factions in the tripartite presidency to agree on what version of ‘history’
the Historical Museum ought to commemorate. As such, the Museum’s development
of a creative and innovative programme of artistic interventions and a ‘iving
museum’ directly contributes to the restoration and future resilience of cultural life.
Participants in the artists’ workshop identified the lack of opportunities and spaces
for young regional artists. In response, the History Museum has continued to de-
velop strategic programmes, Reconciliations 2 and Living Museum, creating opportuni-
ties and support for young local artists, both financially through commissions and
by providing a public space for creative collaborations via open studios and opportu-
nities to exhibit and raise their profiles nationally and internationally.

Providing Space for Plural, Locally Driven Narratives
Providing this space for young people and artists was crucial to these projects’ suc-
cess in supporting peace and reconciliation from below. This entailed more than
simply creating space; these projects made visible locally driven narratives. Having
public platforms also served to validate and give legitimacy to those narratives and
engage public discourse: it is not just about creating a space for these stories to be
told but enabling them to be heard that is important.

49 Ibid.
50  Personal interview, Tatjana Milovanovi¢, BDYCP project manager, 27 June 2018.
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Reconciliations engaged new user communities and brought new audiences to the
Museum. Beyond those artists who were selected in the open call, many more
reported that they benefited from the process and from involvement in workshops,
both personally and professionally, gaining new perspectives on their practice and
career.”’ These Bosnian artists, who were creating work that related to their own and
to their country’s past, were keen to engage in debates about the social role of the
artist in remembering the past and reimagining the future but struggled to find the
places and means to engage public audiences. The project also enabled the Museum
to engage new and different audiences in discourse by attracting general visitors,
including increasing numbers of tourists, involving schools and other educational
and youth groups in visits, events and educational activities, and engaging them
through creative approaches focused on drawing, painting and photography.

In BDYCP, the participants applauded the freedom and flexibility they were given
to choose their own story ideas, which allowed them to focus on topics that they
considered ‘valuable and important.’52 With specific assignments, PCRC encouraged
the youth correspondents to find stories from within their communities relating to
interethnic cooperation and moral courage. However, with general projects the
young people were free to choose the stories that they wanted to write. PCRC sup-
ported them to develop their research and interviewing skills, to edit and produce
their work but the young people retained control over the content and focus. This is
significant in an environment where youth feel powerless to effect change.

In a country where censorship is a major issue for professional journalists, PCRC
are keen to establish Balkan Diskurs as a pan-ethnic platform that does not subject its
correspondents to censorship and which can provide a space to develop ‘counternar-
ratives.>> Leslie Woodward explains that their approach is to guide the youth corre-
spondents through the process of exploring what they want to cover and to work
with the ideas they propose, encouraging them to run with them. The emergent
quality of arts-based processes and PCRC’s collaborative, dialogical approach allow
the young people involved to develop their narrative frames about what is relevant
and worthy of attention, which constitutes their own locally driven youth agenda for
transitional justice. What emerged from the range of stories produced on subjects
like domestic violence, religious plurality, artistic memorialization, youth cultures
and underground music was a version of what a youth-driven peacebuilding and rec-
onciliation discourse might consist of. It shifts the narrative away from a focus on
memory, past conflict and interethnic relations towards a more future-oriented,
rights-focused and positive perspective. Recognizing the power of positive stories to
inspire, the scope of their articles demonstrates how the young people are conscious-
ly carving space to celebrate diversity, inclusivity and local culture, music and person-
alities. Their stories recognize identities as intersectional and subvert and challenge
the dominant notion perpetuated in public discourse and the media that ethnicity is

S1 At the artists’ workshop held in Sarajevo in June 2018, several of those who had applied to the open call
but not been selected attended and expressed unprompted views about the benefits the open call had
brought, even without their having been successful in the competition.

52 Participant B, 2018.

53 Personal interview, Leslie Woodward, PCRC co-founder and vice president, Sarajevo, 31 October 2018.
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at the root of all problems in BiH. Their writing and images engage with the past but

do so in order to ‘turn to the future.>*

Building the Capacities and Networks of Local Actors

While the arts can create spaces for new imaginaries, without also building the
capacities and networks of local actors to ensure they have the means to sustain,
share and communicate those stories, its impact will be limited. BDYCP did this in
multiple ways: by fostering friendships and collaborative working between partici-
pants (through collaborative projects and social media groups), by engaging them in
the wider PCRC network, by enlarging skills and career development opportunities,
and by building their portfolios and profiles as young change-makers and media pro-
ducers through developing their public and professional networks. The participants
valued the new networks they had gained. As one explained,

the networking with a very diverse group of young people is super beneficial
for my work and, generally, for my life as a young person in this country. I be-
lieve that we can make something for ourselves only if we are connected and
act together and this programme was a great opportunity to do just that.>®

The solidarity that the young people developed as they became connected with
other young civil activists and a wider network combated their isolation and disillu-
sionment, motivating their individual efforts and belief that change was possible.
What is effective about BDYCP is that the project invested in their capacities not
just as young peacebuilders but as independent young people seeking to cultivate
their career and professional prospects. These two identities were understood to be
synonymous.

BDYCP not only built skills but motivated the young people to engage with
topics that they had previously thought about but not had the know-how and confi-
dence to launch into.*® Despite reporting frustrations with the challenging process of
producing and editing, most young people persisted and succeeded in publishing sto-
ries. PCRC’s guided mentoring framework allowed young people to develop and ma-
ture their professional skills and confidence as writers and photographers. Their
exacting editorial process ensures every article meets professional quality standards
and is published online in both Bosnian and English, building the youth correspond-
ents’ credibility with prospective employers and clients. The circulation and reader-
ship of the Balkan Diskurs platform means the young correspondents’ work gets a
level of visibility, further validating their writing and activities. PCRC make it a prior-
ity to pay the correspondents a small honorarium for their articles as they know how
hard it is for young people to get jobs and they are keen to support their work, not
just in terms of providing opportunities but also with payment. Other employment
opportunities also become available to active participants through the PCRC net-
work and invitations to work on short-term projects as translators, general assistants

54 Participant C, 2018.
SS  Participant D, 2018.
56  Fairey, supra n 30.
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and researchers. In the last year, six former youth correspondents have gained short-
term employment in linked projects working for NGOs, academic institutions and
researchers.””

As noted, in addition to building capacity among local artists on an individual
level, creative approaches involving the arts have helped build the capacity of the
Museum itself. From a rocky foundation, it has been able to establish itself through
innovative work as one of the most important cultural institutions in the city, repre-
senting an alternative vision of what the future might hold, vested in what New York
Times columnist Reif Larsen called the eternal optimism of the Museum’s director,

Elma Hasimbegovic:

Visionaries like Ms. Hasimbegovic. . .seem to hold the key to Sarajevo’s future.
It is the persistence and ingenuity of the individual who continues to effect
change in the city and in BiH as a whole. It is this same persistence and in-
genuity that allowed people to function day after day during the war with lim-
ited or no electricity, water, heat or food; to risk their lives to attend candlelit
theatre shows or hand-operated film screenings; to bend and bend but never
to break. And it is this same persistence and ingenuity that give the city its air
of buoyant survivalism today.*®

Both projects have succeeded in harnessing this optimism and ‘buoyant survival-
ism’ and giving it succour. The same spirit of resilience and determination is demon-
strated by the founder and president of PCRC as well, the indefatigable Velma Saric.
What is striking about BDYCP in particular is that it has demonstrated and drawn
out what Larsen identifies as the self-belief of the new generation of young Bosnians,
born during or after the war, who see the country as theirs and seek to mould it in
new ways not burdened by its history.

CONCLUSION

This article presented two distinct organization-led, arts-based initiatives in BiH and
proposed four emergent good-practice principles that underpinned their success and
which will be of relevance to other strategic arts-based transitional justice and peace-
building initiatives: they evolve over iterative and adapted project cycles over time;
their design is driven by the local context and lived priorities; they carve spaces for
plural, locally driven narratives; and they build the capacities, profiles and networks
of local actors. These projects demonstrate how the impacts of arts projects are often
distributed: they ripple out and multiply through the people, networks and creative
processes and outputs that they give rise to.

The article took a consciously positive perspective. Based on these examples, we
are optimistic about the possibilities for creative approaches in transitional justice.
This optimism is rooted not only in the potential of arts-based approaches, but also
in the people involved in them. In such a difficult and hostile context, the work of
the individuals pushing these initiatives forward is truly inspiring and we want to

S7  Fairey, supra n 30.
58 Larsen, supran 21.
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recognize that. By focusing on the good-practice principles that inform ‘what works,’
the intention has not been to airbrush over what did not work or to avoid discussions
about the inevitable problems, imperfections or constraints these projects faced.
Nor has the intention been to paint a romanticized picture of the arts. Rather, we
sought to describe the ways that people are using the arts to catalyze constructive
and emergent change in complex and unstable conditions.

However, this deliberately affirming view must also be coupled with a managing
of expectations and a note of caution. Among those whose lives are most affected by
conflict, including those driving these two initiatives, there is understandably pessim-
ism about the inherent systemic challenges, the possibility of change and cynicism
about the mechanisms designed to bring it about; change is both complex and unpre-
dictable.>® Creating durable processes of social change is not simply a question of
engaging in arts and cultural projects or of catalyzing the change makers. However, it
is important to understand the role of arts and culture in the small processes and
changes that can provide the crucial ‘critical yeast' to make exponentially larger
changes possible.”’

Moreover, while all of this provides strong justification for deeper engagement
with the arts in transitional justice, we should also be cautious about assuming uni-
formity in practice. As discussed, these projects were distinct and had their own form
of engagement, purpose and practice. They did not seek to disseminate a ‘shared’
narrative or to heal division in the way that is normally associated with reconciliation
activity, but rather to open up new discursive spaces and encourage others to reflect.
It is precisely the idea that the engagement is open-ended, and not predetermined,
that is valuable in so far as the arts can accommodate difference, not seek a single di-
dactic ‘truth.”®" But we should also understand that open-ended connection can be
difficult and potentially counterproductive. And that just as art might push for
positive change, it can also serve to reinforce the status quo and consolidate divisive
narratives. In sum, there is considerable room for optimism, but we should also
sound a note of caution, and, as this Special Issue demonstrates, there remains a
great deal of room for further careful research and reflection on the potential for
arts-based approaches to be deployed in pursuit of transitional justice goals.

59  Lederach, supran 6.

60 Ibid.

61 Rachel Kerr, ‘The “Art” of Reconciliation,” FICHL Policy Brief Series 78 (2017), http:/ /www.toaep.org/
pbs-pdf/78-kerr/ (accessed 8 November 2019).
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