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Abstract

Through a creative portfolio and critically reflective writing, this thesis 

explores how divergent sound-art practices can represent oral history 

narratives found in post-conflict societies, such as Northern Ireland and 

Bosnia. Recently collected interview materials have been transcribed, edited 

and transformed through the application of a newly devised artistic 

methodology that draws on the field of verbatim theatre. This re-telling of 

personal narratives takes place through intertwining the practices of verbatim 

song-writing, sound design, live performance and installation art. The primary 

aim of this research is to increase access to the often forgotten knowledge 

found in individual experiences, thus augmenting more generalised historical 

narratives of marginalised communities.
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Preface: Portfolio Timeframes. Collaboration and

Dissemination

The practical wok for this thesis was developed from October 2011 to 

December 2013 and included the following creative projects: Dreaming 

Protected Me and Stories of the City: Sailortown.

Stories of the City: Sailortown

Community engagement with the Sailortown Regeneration Group (SRG) and 

the creation of the installation and performance piece Stories of the City: 

Sailortown took place between December 2011 and May 2012. The work 

was launched at The Metropolitan Arts Centre (The MAC)1 on May 17, 2012 

and was open for five days to include six live performances. The project was 

commissioned by The MAC’S Learning and Participation Department and 

was a collaboration between myself and Isobel Anderson.

Isobel Anderson is a sound artist, highly accomplished song-writer and fellow 

PhD student studying at the Sonic Arts Research Centre (SARC), Queen’s 

University, Belfast. Her research explores “individual and collective 

constructions of place through composed sound, thought, and voice.”2 Her 

interest in mapping and the role that personal stories can play in alternative

1 The Metropolitan Arts Centre (The MAC) is a world-class home for the arts in the heart of Belfast's 
Cathedral Quarter.
The Mac, “About the MAC,” accessed October 7, 2014, https://themaclive.com/about/about-the-mac
2 Isobel Anderson, “My Words Trace A Path," accessed July 15, 2015, 
http://www.speakingmaps.co.Uk/#labout/c20kt
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constructions of place had a significant impact on the creative process and 

project outcomes for Stories of the City: Sailortown. During our initial 

engagement with the SRG, Anderson produced an early map of Sailortown. 

Several men from the area responded enthusiastically by discussing stories 

that we had not already heard. Later, an enlarged painted version of this map 

became a focal part of the installation piece and likewise encouraged further 

story telling amongst participants, their families and friends. Within the 

project, Anderson and I individually wrote a series of songs using the 

verbatim song-writing methodology I had developed during a previous artistic 

project entitled Homebird.3 Although Anderson employed this approach, her 

skillful approach to material selection and to the development of lyrics, 

melody, guitar accompaniment and delivery, undoubtedly made her 

compositions unique to her.

Anderson and I each brought different knowledge to the project, which 

undoubtedly enriched the outcomes of the work. However, whilst the project 

benefited from our individual approaches and skills, on the whole our 

contributions were equal and collective. Together we conducted interviews, 

collaborated on the presentation of the work, created the sound design and 

overarching narrative for the piece, and found or made objects for the 

installation.

3 In 2009, I created an original verbatim song, installation and performance piece called Homebird, 
which artistically documented a story from my grandmother, Maire de Baroid. This project was the 
starting point for this doctoral study and will be presented in more detail during the Introduction and 
Chapter 1 of this thesis.
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Dreaming Protected Me

Before embarking upon Stories of the City: Sailortown, a trip to Bosnia in 

October 2011 inspired the creation of Dreaming Protected Me. However, the 

interviewing process for this project only began a month before the final 

presentation of Stories of the City: Sailortown at The MAC. Interviews were 

carried out gradually over a period of eight months between April 2012 and 

December 2012.

I began writing songs for Dreaming Protected Me in January 2013 and had 

finished recording these by April 2013. I created the voice-over soundscapes 

during the summer of 2013. Rehearsals with musicians, and dialogue with 

video artist, Conan Mclvor and dramaturg, Hanna Slattne, began in 

September 2013. The voiceover-soundscapes were installed at The MAC in 

November 2013 with the performance and launch of the album taking place 

in December 2013.

Publication, Archive and Media Coverage

The British Library and the Linen Hall Library have archived the albums 

Dreaming Protected Me and Stories of the City: Sailortown. In addition, the 

albums have been catalogued and are available for loan from the Linen Hall 

Library.4 The Oral History Society has featured Stories of the City: Sailortown 

in their magazine and has called for an article submission on the project. The 

project is referenced during the article “Recomposing the City: A Survey of

4 The Homebird album is held in the archives of the Linen Hall Library, Belfast and the British Library, 
London.
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Recent Sound Art in Belfast” by Gascia Ouzunion.5 Arts and media 

organisations such as BBC Radio Ulster, RTE Lyric FM, RTE1 and The MAC 

have each engaged with, supported and showcased elements of the creative 

output of this thesis. In addition, the projects have been disseminated to a 

broad range of audiences via multiple platforms which include: live 

performance, recording, compact disc and radio; conference presentations, 

library archives and academic writing; documentary film and photographic 

image. Much of this output has been made available on-line.6

5 Dr. Gascia Ouzunion is a lecturer in the School of Creative Arts, Queen’s University, Belfast.
6 Soundcloud, “FionnualaFagan,” accessed September 29, 2014, https://soundcloud.com/fionnuala- 
fagan
Facebook, "Fionnuala Fagan-Thiebot," accessed September 29, 2014, 
https://www.facebook.com/fionnualafaganmusic?ref=hl
Bandcamp, Fionnualafagan: "Dreaming Protected Me," accessed September 29, 2014, 
http://fionnualafagan.bandcamp.com/album/dreaming-protected-me
Bandcamp, Fionnualafagan: "Stories of the City: Saiiortown," accessed September 29, 2014, 
https://fionnualafagan.bandcamp.com/album/stories-of-the-city-saillortown 
FionnualaFaganMusic, “Dreaming Protected Me," accessed September 29, 2014, 
www.fionnualafaganmusic.co.uk
FionnualaFaganMusic, “Stories of the City: Saiiortown,"accessed September 29, 2014, 
www.fionnualafaganmusic.co.uk
YouTube, "Dreaming Protected Me," accessed September 29, 2014, 
http://www.youtube.com/watch ?v=qaNrolr2WiO
Stories of the City: Saiiortown, “Flome," accessed August 13, 2015, http://www.stohesofthecity.co.uk
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Introduction

This research has arisen from my work as a song-writer, musician and 

installation artist, and my interest in documenting stories through artistic 

practice. Undoubtedly, the motivation to pursue this study developed as a 

result of my own life experiences.

Music and Song

I come from a musical family and my father is an avid Irish folk music fan and 

musician. From the beginning of my life, I was immersed in the act of 

listening to folk music at home, in the car and at family gatherings. At the age 

of six, I learned to read and play music during recorder lessons at school, 

and later began studying classical violin, piano and choral singing. I received 

a guitar for my tenth birthday. This coincided with my father beginning to 

teach the instrument to small groups of local kids from the Craigavon area.7 

During lessons, we learned accompaniments to a variety of songs and sang 

along as well. Strongly influenced by the many Irish folk singers and song

writers I was also listening to, at the age of sixteen I began to write my first 

songs. I have been gradually developing my song-writing craft since then.

Performing Arts

I left school when I was sixteen to study for a National Diploma in Performing 

Arts in Belfast. As well as encounters with new and alternative forms of

7 1 grew up in Craigavon, which is a largely residential area in County Armagh, Northern Ireland.
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music performance, this experience introduced me to studies in theatre and 

dance. Within this multi-disciplinary and predominantly practice based artistic 

learning environment, I felt at home for the first time.

MA in Music and Interdisciplinary Arts

In 2007, I embarked upon an MA in Music and Interdisciplinary Arts. Once 

again, I found myself within an enriching and exciting artistic environment 

that raised my awareness of the possibilities within interdisciplinary 

approaches to arts practice. As a result of this influence, I took an 

interdisciplinary approach to the final practical element of the MA and, in 

2009, created an original song, installation and performance piece entitled 

Homebird. Homebird re-tells a poignant story from my grandmother, Maire de 

Baroid. In 1948, her mother, father and 8 brothers and sisters emigrated from 

Cork, Ireland, to Los Angeles, America, as a result of the financial hardship 

endured in Ireland post-WWII. Although she was only 19 years of age, as the 

eldest girl of the family Maire decided to stay behind in Cork.8

Verbatim Theatre

In an endeavour to remain as close as possible to my grandmother’s story, I 

began to examine the work and insights of a variety of verbatim theatre 

practitioners. In verbatim theatre the script is edited together using interview 

material collected from an individual or a variety of interviewees. The purpose

8 For further information on Homebird, to view photographic images and listen to songs follow: 
Fionnuala Fagan Music, “Homebird,” accessed March 25, 2015,
http://www.fionnualafagan.co.Uk/fionnualafagan/Projects_%26_Music/Entries/2009/5/1_Homebird.html
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is often to uncover and dramatically represent new information regarding a 

particular event of social, political or historical relevance. As an approach to 

re-telling, this genre of theatre interested me. Therefore, as an artist 

specialising in music, I decided to apply elements of the methodology to 

song-writing, installation and performance, in an attempt to capture and re

tell my grandmother’s poignant story. Homebird provoked strong emotional 

reactions from audience members and many described how they had felt a 

personal connection to the work. These outcomes encouraged me to 

consider both the affectiveness and the effectiveness of artistic approaches 

to historical documentation, and how such work can complement and build 

upon methods employed by historiography, journalism and the social 

sciences.

Post-Conflict Society

The fact that I was born into and currently reside in Northern Ireland made 

the post-conflict focus of this PhD study inevitable. My own lifetime can be 

divided into two almost equal parts between the conflict and post-conflict 

situations I have lived through. In a similar way to Northern Irish society as a 

whole, my identity as an individual has been greatly impacted by the on

going exposure to narratives of political violence, and political and cultural 

division. In October 2011, at the very beginning of this PhD study, a trip to 

Bosnia and Herzegovina (Bosnia from here onward) saw my engagement 

with another post-conflict society. This experience and the people I shared it 

with, has greatly influenced this work. In addition, my contact with the
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Sailortown community has been invaluable as a result of the area’s unique 

location and history within post-conflict Belfast.

The personal, academic and artistic experiences outlined above led me into 

this doctoral study. Homebird, its outcomes, and my trip to Bosnia in 2011, 

have underpinned the following questions.

Research Questions and Aims

1) What are the possibilities within verbatim song-writing, sound design, 

installation and performance for the more meaningful re-telling of 

personal narratives?

2) What differences emerge between artistic approaches to 

documentation and methodologies used within more traditional 

disciplines such as historiography, journalism and the social sciences?

3) What ethical and methodological issues arise for artists who use 

historical / biographical narratives as a basis for their work and how 

are they negotiated?

Through further development and application of the artistic methodology 

devised for Homebird, this research attempts to reveal the alternative 

outcomes that arise from artistic approaches to historical documentation, and 

how these can both complement and build upon methods employed by 

historiography, journalism and the social sciences. Through the re-telling of

18



oral histories from people who have experienced conflict and/or are currently 

living in a post-conflict society, the work attempts to uncover and expose a 

broad range of more nuanced, inclusive, alternative and inspiring personal 

histories, and offer a contrast to the repetitive and commonly accepted 

divisive narratives that exist within post-conflict communities. As a result of 

human testimony providing the basis to the practice-based research, the 

application of appropriate ethical practice has been of paramount importance.

Feedback

The collection of formal participant and audience feedback falls outside of the 

scope of this thesis. However, on occasion informal feedback is presented. 

This information has been gathered via e mail, audience comment books, 

after-show discussion and informal individual and group conversations. For 

Stories of the City: Saiiortown, I have referred to participant feedback 

documented on an untitled and unpublished film specifically made for funding 

bodies in 2012 by Lamb Films9 on behalf of The MAC.

On occasion, participant feedback has made claims towards healing, the 

investigation of which falls outside of the scope of this thesis.

9 Lamb Films, "About Us,” accessed July 22, 2015, http://www.lambfilms.com/about.html
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Portfolio Contents and Thesis Structure

This research has been fundamentally interdisciplinary and the practical 

elements have informed the narrative flow of the writing. Both forms of 

research have been equally important to the submission as a whole.

Portfolio

The portfolio is comprised of two socially, politically and culturally engaged 

artistic works. Dreaming Protected Me incorporates newly composed 

verbatim songs, spoken word, performance, installation and voice-over 

soundscapes to represent narratives collected from Northern Irish and 

Bosnian interviewees. This project documents inspirational stories from post

conflict communities that shine a light in the darkness as opposed to 

evidencing repetitive narratives of difference and division. Sailortown: Stories 

of the City incorporates newly composed verbatim songs, installation and 

performance. This work aimed to connect audiences to the stories of the 

dockside community that once lived in Sailortown, Belfast, prior to its 

demolition in the early 1960s.

Thesis

In the following section, I will give a synopsis of the main ideas presented 

during each of the five chapters of this thesis, and identify how each 

contributes to a coherent argument.
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In Chapter 1, I further detail the personal experiences that led to my artistic 

practice and present the literature that has helped to inform the answers to 

the research questions outlined above. This includes a critical examination 

of: the practice and opinions of a selection of verbatim theatre practitioners 

and folk song-writers and a discussion on how my practice differs from, 

combines and extends their approach to re-telling; song as a form of 

evocative storytelling and the application of verbatim theatre methodology to 

song-writing, sound design, installation and performance; the methodological 

challenges that arise in the attempt to interpret, represent, narrate and 

“speak for others,” with reference to the writing of philosophers, Linda Alcoff 

and Richard Kearney, Theatre of the Oppressed practitioner, Julie Salverson, 

academic historians Haydn White and Pierre Nora and forensic scientist 

Marc Patcher; a case study of ethical practice undertaken by film-maker 

Cahal McLaughlin during the making of the Prisons Memory Archive; and my 

approach to interviewing and ethical practice during the course of this study, 

with reference to oral history and life-story interviewing outlined by the UK 

Data Service, and the practice of semi-structured interviewing articulated by 

political scientist Beth Leech.

In Chapter 2, I discuss the profound impact of a trip to Bosnia in October 

2011 and the realisation that I had been affected by the conflict I had grown 

up in. I present findings from a period of research into historiography, 

journalism and the social sciences more generally, in the pursuit to gain 

historical knowledge on the two post-conflict communities of Northern Ireland
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and Bosnia. By providing an analysis of several of the statistics of each war I 

argue that whilst each conflict is highly divergent, some of the sociological 

effects are similar. Finally, I outline two highly immersive and evocative 

artistic approaches to historical documentation by artists Teya Sepinuck and 

Haris Pasovic. Here, I consider the knowledge gained from my encounters 

with these artistic works in comparison to that gained from historiography, 

journalism and the social sciences more generally.

In Chapter 3, I present the first portfolio submission of this thesis, Dreaming 

Protected Me. To begin, I introduce the five interviewees and several 

excerpts of raw interview material that later manifested in the creative work. 

This provides the reader with the opportunity to engage with the transcribed 

oral history material before the artistic representation of the same stories.

This challenges the reader to question and consider for themselves the 

application of artistic processes to historical narrative and the evocative 

impact that this might have. Here, I build upon the argument that, in 

comparison to traditional forms such as historiography, journalism and the 

social sciences, works of art can create more meaningful forms of 

engagement with historical narratives. In the section that follows, I consider 

the classification of victimhood in Northern Ireland in response to my own 

experiences of conflict and those outlined by the interviewees, with direct 

reference to the writing of social scientists Neil Ferguson, Mark Burges, Ian 

Hollywood and economic historian Cormac O’Gráda. In doing so I argue that, 

although some people have been more affected than others, the experience
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of living through armed-conflict impacts on each individual member of a 

society. Finally, I critically examine the creative work, Dreaming Protected 

Me. In this section, I discuss how the idea of being “affected” became an 

overarching narrative for the performance, which inspired audience members 

to consider the impact of their own experiences of armed-conflict.

In Chapter 4, I present the second portfolio submission of this thesis, Stories 

of the City: Sailortown, in which Isobel Anderson and I jointly applied and 

developed the artistic methodology originally devised for Homebird within a 

community context. In order to contextualise the final artistic work, I introduce 

the community involved in the project,10 give an outline of the history of 

Sailortown and discuss the important role the area once played within 

Belfast’s industrial infrastructure prior to the urban regeneration of the 1960s. 

In the section that follows, I examine the creative process, the manifestation 

of the community’s stories within the verbatim songs and our visual 

representation of these. Finally, I consider the outcomes of the project for the 

community, for us as artists and for the commissioning body, The MAC.

In the thesis conclusion, I discuss several key principles of my artistic 

methodology. Firstly, I present the non-judgemental, active and deep 

listening techniques articulated by writer Damian Gorman, acclaimed artist 

and academic Paul Carter, and artist and philosopher Pauline Oliveros. 

Secondly, I consider the importance of collaboration and ethics as outlined by

10 The Sailortown Regeneration Group (SRG),
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Cahal McLaughlin, Linda Alcoff and Julie Salverson. Subsequently, I argue 

that the above methods can help to ensure ethical practice and a high level 

of veracity in the process of “speaking for others.” In the section that follows, I 

outline the different and distinct processes involved in the practice of 

verbatim song-writing, sound composition and the development of 

performance and installation pieces that involve these artistic methods. This 

step-by-step guide may be of benefit to artists who wish to employ the 

methodology for themselves. In the penultimate section of this chapter, I 

critically reflect upon Dreaming Protected Me and Stories of the City: 

Sailortown to underline the new findings and theoretical and practical 

knowledge that this PhD study contributes to the artistic and historical field, 

and acknowledge the issues and challenges that the work has uncovered. 

Finally, I detail the potential for future work and discuss the importance and 

relevance of art works that engage with oral history and storytelling in 2015.

Key Terms and Practices

In order to avoid ambiguity, I will define my intended meaning for the key 

terms used during the course of this thesis.

It is necessary to deal with the related terms “truth” and “authenticity” 

because the focus of this thesis is on storytelling, a fundamental and basic 

human need. Although truths can be definitively established using scientific
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methods,11 this thesis is concerned with how people arrive at the “truth” 

through speaking and narrating. Although this form of “truth” may not be 

objective or definitive, as speaking beings, we have no other choice but to 

use narrative and storytelling to explain ourselves to ourselves and to 

others.12

As with the term “truth” I am using the word “authenticity” within a specific 

context in this thesis. In the discussion on verbatim theatre13 in Chapter 1, 

the word “authenticity” is employed to describe the agenda of the verbatim 

practitioner who attempts to faithfully resemble and represent the original 

characteristics of an interviewee and their interview material. In my opinion, 

even though their representation can never be fully authentic, the fact that 

the artist has endeavoured to replicate something which actually happened, 

as opposed to staging something purely imaginative or fictional, gives the 

work a level of “truth” and therefore “authenticity.”

During the discussion on Christy Moore’s approach to performance in 

Chapter 1, I have used the word “authentic” to acknowledge his ability to 

project, what appears to be, a genuine “ordinary man” persona from the 

stage. Whilst this is debatable because the “artifice of authenticity” is in fact a 

core element of what performance actually is, Moore has the capacity to

11 For example, on this earth there is a law of gravity.
12 This discussion is further elaborated in Chapter 1 of this thesis, with reference to the writing of 
academic historian, Haydn White and Irish philosopher, Richard Kearney.
13 The practice of verbatim theatre is outlined earlier during this introduction and will be discussed in 
greater detail during Chapter 1 of this thesis.
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make the audience believe that his on stage persona is a projection of his 

“authentic” character.

The word “sectarian” attempts to articulate the impact of religious, political 

and cultural division on Northern Irish society and how this ensures the on

going presence of differing belief systems within Northern Ireland’s 

segregated communities. In a similar regard, the use of the words 

“difference” and “division” point to on-going divisiveness within Northern 

Ireland. Through the combination of political, cultural and religious influences, 

and the presence of both truthful and mythological stories that reinforce fear 

and anger towards “the other,” it is frequently the case that one community’s 

perception of another can be heavily biased and as a result, inaccurate. 

These perceptions reinforce divisiveness, and are often deeply embedded 

having developed over decades and in many cases, centuries.

The term “post-conflict” is used in reference to the period of time between the 

signing of The Good Friday Agreement s  1998 to the present day. Under this 

agreement political parties and paramilitary organisations committed to an 

“exclusively democratic and peaceful means of resolving differences on 

political issues.”14 However, the use of this term should not be misunderstood 

as indicating that political conflict within Northern Ireland has been 

completely eradicated.

14 CAIN Web Service, "The Agreement,” accessed July 23, 2015, 
http://cain.ulst.ac.uk/events/peace/docs/agreement.htm
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Whilst “violence” can be physical and systematic, it can also manifest more 

subtly, through communication, words and actions. The use of the term 

during this thesis acknowledges both the explicit and the implicit forms of 

“violence” which exist and operate within society.

Read. Watch and Listen

The practical output and thesis can be engaged with and understood as 

individual elements. However, to ensure holistic interaction with this PhD 

project, the reader will be instructed to listen or to watch various elements of 

the work at different intervals via the attached USB drive.15 Both the artistic 

methodology and the critical writing draw on a wide-range of disciplines. The 

artistic methodology is specifically influenced by a number of practical fields 

including verbatim theatre, song-writing, spoken word poetry, music 

composition, performance, sound design and installation art.

15 See Appendix 12 for a list of the portfolio items included on the attached USB drive.
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Chapter 1: Context. Methodology and Ethical Practice

Personal Context

“Raised on Songs and Stones” is the opening line to the famous Irish-ballad 

The Rare Auld Times,16 At the same time as this line speaks strongly to me 

in the connections it makes to my own experience of growing-up-lrish, I 

imagine it to have meaningful connotations in respect of a collective Irish 

cultural upbringing. My childhood exposure to both fictional and fact-based 

Irish songs and stories helped me to forge a meaningful relationship with my 

cultural heritage, and serves as a backdrop to my career as a musician and 

singer-song-writer within the Irish folk genre. This is an integral aspect and 

an outward reflection of the part of me that believes I am Irish.

My father has had a big impact on my musical journey. Throughout his 

teenage years he was highly influenced by the Irish “folk-inspired ballad 

boom of the 1960s,”17 which saw artists like The McPeake Family, The 

Clancy Brothers, The Dubliners and The Johnston’s breathe life into many 

old traditional ballads and newly composed Irish songs. As far back as I can 

remember, family gatherings revolved around singing the songs made 

famous during this time. Later, the globalisation of Irish music and dance in 

the 1990s further encouraged my love of Irish folk song and music. In 1994, 

Ireland hosted the Eurovision Song Contest at The Point Theatre in Dublin.

16 The ballad was written in the 1970s by Irish song-writer Pete St. John who also penned The Fields of 
Athenry.
17 John O’Flynn, The Irishness of Irish Music. (Surrey, Ashgate Publishing Limited, 2009), 2.
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During the interval a prototype of the now legendary Riverdance was first 

performed. The spectacle incorporated newly composed Irish music and 

song by Bill Whelan and exposed a new, innovative Irish dancing style 

developed and choreographed by champion Irish dancers Michael Flatley 

and Jean Butler. Riverdance went on to become a global sensation and the 

first mega-production of contemporary Irish music and dance. Alongside the 

triumphs of Riverdance, the simultaneous global success of high profile Irish 

artists such as The Chieftains, Altan, The Cranberries, U2, Sinead O’Connor, 

The Corrs and the Celtic Women elevated Ireland’s profile internationally. 

Whilst my peers had latched onto the music and stereotypical boy-band 

image of pop artists such as Boyzone, Take That and the Back Street Boys, I 

was swept up in the hype surrounding the boom in Irish music and remember 

listening avidly to folk singers such as Mary and Francis Black, Maura 

O’Connell, Dolores Keane and Christy Moore. I was gripped by the nostalgic 

stories presented through the songs they sang, and the connections they 

made to history, landscapes and to both renowned and ordinary people. 

Some of them made profound anti-war statements that spoke volumes to 

me.18 The poetic and descriptive narratives of these socially and politically 

engaged folk songs offered a level of depth and purpose that was both 

moving and engaging to me, even at a young age. I came to feel that this 

genre had something much more valuable to offer in its relevance to real life,

18 For example, the song Mystic Lipstick by Cork born song-writer Jimmy McCarthy poetically describes 
the many of the traits of the island of Ireland: "She wears mystic lipstick / She wears stones and bones 
/ She tells myth and legend / She sings rock n roll.” Whilst celebrating Ireland, the lyrics of the song 
also acknowledge the country's experience of war and religious and cultural segregation. The lines of 
the chorus announce that Ireland’s "heart is breaking," because of the conflict. In the song The Island, 
song-writer Paul Brady describes the nonsensical nature of war and his belief that love is the simple 
solution. Growing up during the Northern Irish Troubles, the message of this song had a profound 
impact on me. I will therefore discuss it in greater depth later in this chapter.
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than the fabricated, hollow boy band culture which so excited my 

contemporaries.

The highly volatile political situation in Northern Ireland19 undoubtedly had a 

role to play in the connections I made with politically and socially engaged 

Irish folk songs. Although I did not experience the worst of the Troubles, the 

effects of political unrest have been an ever-present reality during my lifetime 

and therefore an accepted normality in childhood. Nonetheless, I can 

describe several events that I experienced which did not feel so normal.

When I was ten, a bomb exploded beside a police station not far from my 

home. I remember sitting in my living room with my mother and brother 

watching television. We were startled at the sound of the blast that was so 

loud it shook the windowpanes. We immediately identified that a bomb must 

have exploded. Another significant event took place when I was 17 when the 

father of a child for whom who I used to babysit was shot dead as he worked 

one afternoon. I vividly remember hearing this news. I was walking across 

the road from my family home and a neighbour literally shouted across the 

street to me, “Did you hear the news?---------- has been shot dead.” I

19 Terminology: In Northern Ireland the use of language can act to reveal specific political or cultural 
backgrounds. For example, Northern Ireland is referred to as “Ulster" and "The Province” by some 
unionists and loyalists. In contrast, titles such as "The Occupied Six Counties," “The North” and “The 
North of Ireland,” are used by republicans and / or nationalists who do not wish to recognise British 
rule. I have chosen to use the internationally recognisable title of Northern Ireland for the purpose of 
writing this thesis. This decision does not reflect a political viewpoint. I refer to the war that took place 
as the “Troubles." I have employed this terminology because it is widely used by both Protestant and 
Catholic communities in Northern Ireland. This decision has been influenced by a similar approach 
taken by film-maker Cahal McLaughlin.
See: Cahal McLaughlin, Recording Memories from Political Violence: A Film-Maker's Journey, (Bristol: 
Intellect Books, 2010), 12-14.
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remember the sense of disbelief that overcame me. I really appreciated this 

man as a person and had close connections to his family.

In hindsight, the most damaging aspect of growing up during the Troubles 

was my acceptance of the more mundane and everyday Troubles-related- 

happenings as normal. Looking back, I see myself as an innocent by-stander 

taking everything in without the sense of distance or maturity to think critically 

about the situations that presented themselves. In my innocence I was 

accepting, largely unaware of and unable to avoid the effects of the subtle yet 

sinister elements inherent to the environment that surrounded me.

I can see myself, a six year old girl sitting on the back seat of a car as it 

drove past the British Army taking down the Irish flag from a Catholic area 

not far from my home. Even at this age I had a basic understanding of these 

actions, in a similar way to my understanding of the description of Protestants 

as Huns and Catholics as Taigs. This type of language was used by other 

very young children on my street: “Them ones are Huns ya know?” I never 

questioned the use of this type of sectarian dialogue but I understood the 

surface level meaning.

Although I grew up in Craigavon, County Armagh, I spent a lot of time visiting 

my grandparents 25 miles away in Andersonstown, West Belfast.20 I have 

vivid memories of army men patrolling the streets and back gardens of the

20 In comparison to West Belfast, which was exposed to some of the worst of the violence during the 
Troubles, Craigavon was a relatively sheltered place.
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area, each carrying a Self-Loading Rifle (SLR). I remember standing on my 

tiptoes peering from the window of my grandparent’s living room at army men 

standing inside the back fence of their garden. What surprises me now is that 

I didn’t really think anything about it, rather, I absorbed it. In Belfast, there 

were countless bomb scares, army patrols and bag searches going into 

shops. I accepted all of this as normal everyday life. I remember my 

frustration at my father’s frequent engagement with daily news broadcasts. 

Each day began with the news playing out from the radio in my parents’ 

bedroom and continued during breakfast from the radio in the kitchen. 

Broadcasts were predominantly Troubles related -  IRA,21 UVF,22 UDA,23 

RUC,24 a bomb, a shooting or some sort of hoax. My brother and I 

complained that it was always “the same.” I understood the language and 

abbreviations used but I don’t remember the specific moments when I 

learned about it all. Unsurprisingly, I hated the news and the stories it 

recounted. Nonetheless, in early childhood I was unquestioning of the 

sectarian and highly politicised environment to which I was constantly 

exposed. For better or for worse, by the age of twelve this saturation had

21 The Irish Republican Army (IRA) is dedicated to Irish republicanism and the belief that the whole 
island of Ireland should be independent of British rule. They have been involved in several armed 
movements in Ireland during the 20th and 21s’ centuries.
Encyclopedia Britannica, “Irish Republican Army,” accessed August 18, 2015, 
http://www.britannica.com/topic/lrish-Republican-Army
22 The Ulster Volunteer Force (UVF) was formed in 1966 to combat a rise in Irish nationalism triggered 
by the 50th anniversary celebrations of the Easter Rising in 1916.
BBC News Northern Ireland, “Who are the UVF?" accessed August 18, 2015, 
http://www.bbc.co.uk/news/uk-northern-ireland-11313364
23 The Ulster Defence Association (UDA) is a loyalist organisation founded in 1971 to co-ordinate local 
Protestant vigilante groups during the Northern Irish conflict.
Encyclopedia Britannica, “Ulster Defence Association,” accessed August 18, 2015, 
http://www.britannica.com/topic/lrish-Republican-Army
24 The Royal Ulster Constabulary (RUC) was the police department of Northern Ireland during the 
years of 1922-2001. In November 2001 it became the Police Service of Northern Ireland (PSNI).
Police Service of Northern Ireland, “A History of Policing in Northern Ireland,” accessed August 18, 
2015, http://www.psni.police.uk/history_of_policing
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enabled me to become a politically engaged child, capable of voicing my 

opinions in fiery political debates between my peers.

Now, at 34 years of age, my own lifetime can be divided into two almost 

equal parts between the conflict and post-conflict situations I have lived 

through. In a similar way to Northern Irish society as a whole, my identity as 

an individual has been greatly impacted by the on-going exposure to 

narratives of political violence, and political and cultural division. Whilst an 

abundance of nuanced and alternative forms of identity undoubtedly exist in 

post-conflict Northern Ireland, there is still strong evidence of the resilience of 

divisive agendas within the political system.

Almost 17 years since the signing of The Good Friday Agreement in 1998, 

arguments between leading republican and unionist political parties indicate 

that we are still trapped within a divided and uninspiring vicious circle. On 3 

December 2012, Belfast City Council voted to fall in line with the rest of the 

United Kingdom by flying the Union Flag on designated days only as 

opposed to every day of the year.25 This decision was met with great 

opposition from both unionist and loyalist communities and resulted in 

widespread protests, roadblocks and riots, which caused prolonged civil 

disruption well into 2013. In addition, political leaders of the Alliance Party, 

who had held the balance of power on Belfast City Council and therefore the

25 In 2015, this amounts to 23 days.
Department for Culture, Media and Sport, “Designated Days for Union Flag Flying," accessed February 
17, 2015, https://www.gov.uk/designated-days-for-union-flag-flying
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deciding vote on the matter, became the target of threats and violence.26 This 

issue was re-ignited when Craigavon Council decided to reinstate the Union 

Flag at their Civic Centre for 365 days of the year.27 Whilst the Democratic 

Unionist Party avidly support the flag being flown 365 days a year, Sinn Fein, 

Northern Ireland’s leading republican party, strongly oppose this action 

arguing that the Union Flag is not representative of nationalists and 

republicans residing within Northern Ireland. Another divisive issue arose in 

February 2015 when Culture Minister and Sinn Fein representative Caral Ni 

Chuilin published draft proposals for a Northern Irish language bill, which 

would see Stormont business translated into Irish and give the option to have 

court hearings heard in the Irish language.28 Unionist support would have 

been required to pass the bill. However, the Democratic Unionist Party 

voiced strong opposition to the idea. At a DUP conference in November 

2014, DUP MLA and Spokesman on International Development and Culture, 

Media & Sport, Gregory Campbell, told delegates that the DUP would treat 

Sinn Fein's “entire wish list” as no more than toilet paper.29

From an early age, my exposure to the Troubles and a divisive Northern Irish 

political environment undoubtedly enabled me to strongly connect with the 

socially engaged narratives produced by contemporary Irish folk song-writers 

during the early 90s. My upbringing enabled a level of insight that I would not

26 BBC News Northern Ireland, “Q&A: Northern Ireland flag protests," accessed February 17, 2015, 
http://www.bbc.co.uk/news/uk-northern-ireland-20651163
27 Nevin Farrell. “Storm erupts after Craigavon Council votes to fly Union flag every day," Belfast 
Telegraph, January 20, 2015.
28 BBC News Northern Ireland, “Caral Ni Chuilin: Irish language bill set for 12-week consultation,” 
accessed March 23, 2015, http://www.bbc.co.uk/news/uk-northern-ireland-31360748
29 BBC News Northern Ireland, “Gregory Campbell toilet paper remarks 'challenge talks integrity,’ " 
accessed'March 23, 2015, http://www.bbc.co.uk/news/uk-northern-ireland-politics-30175407
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consider to be normal for a 12-year-old girl. My own daughter will turn 12 in 

September 2015 and as a result of her relatively more sheltered up-bringing, 

her integrated education and her comparatively middle-class existence, I 

cannot imagine that she would relate to the content of these songs in the 

same way that I did at her age. In the following section, I will discuss three 

songs that struck a chord with me in childhood. My first associations with the 

song Missing You by Jimmy McCarthy are of listening as I sat beside my two 

younger cousins, Âine and Triona, in the back of my uncle Ciarân’s Citroën 

Dyane as we drove through South Belfast. In a similar manner, Song for 

Ireland by Phil and June Colclough and The Island by Paul Brady filtered 

through me as they regularly played from the kitchen of my home. Later, I 

made copies of the songs so I could listen to them in my bedroom. I learned 

every word, the shape of each melodic line and nuance of each performer’s 

voice. I have chosen to talk about these songs because now, as an adult, my 

connection to the words and music remains unchanged. Nonetheless, it is 

surprising to consider the deep understanding I had for these narratives at a 

young age.

From Macroom in County Cork, Jimmy McCarthy is one of Ireland's most 

prolific song-writers. McCarthy’s work has been recorded by numerous artists 

including Mary Black, Christy Moore, Mary Coughlan, Sean Keane, The 

Celtic Tenors and Westlife. My attention was first drawn to the song Missing 

You when I was eight years of age after it was recorded and released by
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Christy Moore on his album The Voyage in 1989.30 Missing You presents the 

fictional story of a man who emigrated to London from Ireland in search of 

work in 1986. The song is both highly evocative in its description of the 

experiences and hardships endured by the narrator and plausible because 

his story resonates with the truths and actualities of the recession that hit 

Ireland in the 1980s. During this time the rate of unemployment rose 

dramatically from 7% to 20% and between the years 1983-1993 it is 

estimated that 472,300 were forced to leave family and loved ones behind in 

an attempt to find work elsewhere in England, America and beyond. 

Approximately 60% of those who left relocated to England:31 

And you can't live on love, on love alone,

So you sail cross the ocean, away cross the foam.

The song describes the loneliness and ostracisation of an Irish emigrant in 

London and the solace he attempts to find through the consumption of 

alcohol:

To where you're a Paddy, a Biddy or a Mick

Good for nothing but stacking a brick

Your best mate's a spade and he carries a hod

Two workhorses heavily shod

Who did you murder or are you a spy?

30 Derek Ederveen, “Christy Moore Discography," accessed February 24, 2015, 
http://ceolas.Org/artists/Christy_Moore/cdiscog.html#cm14.
31 Irial Glynn, Tomás Kelly, and Piaris Mac Éinrí, “ Irish Emigration in an Age of Austerity,’’ Project 
funded by the Irish Research Council. Hosting Institutions: Department of Geography and the Institute 
for the Social Sciences in the 21st Century, University College Cork. ANNUAL MONITORING 
REPORT ON INTEGRA TION (2013),
http://www.ucc.ie/en/media/research/emigre/EmigrationJn_an_Age_of_Austerity_Final.pdf
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I'm just fond of a drink helps me laugh, helps me cry 

So I just drink red biddy for a permanent high 

I laugh a lot less and I'll cry till I die

Homeless in London the singer attempts to warn younger Irish people not to 

follow in his footsteps:

All ye young people now take my advice 

Before crossing the ocean you'd better think twice 

Cause you can't live without love, without love alone 

The proof is round London in the nobody zone 

Where the summer is fine, but the winter's a fridge 

Wrapped up in old cardboard under Charing Cross Bridge 

And I'll never go home now because of the shame 

Of a misfit's reflection in a shop window pane

The verses of the song illustrate the hardships of emigration and reflect the 

fact that hope of work and a better life in London is futile. The poignant 

chorus pulls at the heartstrings, as the singer explains his pain and reveals 

his nostalgic yearning for love, home and family:

Oh I'm missing you, I'd give all for the price of a flight 

Oh I'm missing you, under Piccadilly's neon

Missing You does not reflect the experience of each individual who emigrated 

from Ireland in the 1980s. Indeed, as historians have shown, emigrants are
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usually better off after leaving than those they have left behind. Nonetheless, 

the narrative is believable and as a result engages the understanding and 

empathy of the listener. In Christy Moore’s performance, the Irish working

man is evoked and embodied, adding to the authenticity of the song. Moore 

establishes this through a stage persona and performance style that 

emanates the “ordinary man.” This is achieved through a raw singing style 

that incorporates his strong County Clare accent, the ability to present 

himself authentically in his communication with audiences, and his choice of 

jeans and t-shirt attire, which mirrors that of the typical Irish working man. As 

a result, Moore connects with his audiences not only through the narrative of 

his songs, but also through his authentic “no airs and graces” approach to 

performance.

Surprisingly, I related to this song as a young child not only because of the 

descriptive story and Moore’s powerful melodic delivery, but because I lived 

in a working-class area and the majority of influential people around me 

came from working-class backgrounds. I was aware of men and women who 

couldn’t find work and there were times when my own parents were 

unemployed. I also had friends whose fathers worked away in England. 

Therefore, I was well aware that many adults were struggling financially. In a 

strange sense, this enabled not only my sympathy, but my empathy for the 

singer of the song. Even as a young person the song afforded me with a 

powerfully engaging, connective and cathartic listening experience.
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Song For Ireland was co-written by English Contemporary folk singer-song

writer Phil Colclough and his wife June (1941-2004) after a trip to the Dingle 

Peninsula in County Kerry. Through the lyrics of the song, the couple 

romantically describe the experiences they had when visiting this part of the 

Ireland. The song has encountered huge success having been recorded by 

artists such as Dick Gaughan (1981), Mary Black (1986) and Luke Kelly of 

The Dubliners. This was the last song he recorded before his death in 1984. 

The opening line is illustrative of the evocative and uplifting experiences the 

couple had during their encounters with the wildlife of the area:

Walking all the day near tall towers where falcons build their nests 

Silver winged they fly, they know the call of freedom in their breasts 

The description of bird flight is employed as a representation of freedom. The 

visual imagery provoked through these lyrics affords a sense of height and 

space, cleverly engaging the listener in the motion and emotions experienced 

by the narrators. On hearing these lyrics I imagine a view from the top of a 

blustery tall cliff, looking out to sea. As well as documenting their experience 

of wildlife, the song incorporates illustrative descriptions of the landscape of 

the West Coast:

Saw Black Head against the sky 

Where twisted rocks run down to the sea 

Again this imagery entices and enables the feelings already initiated in the 

opening lines of the song.

The song conveys the warm nature of the Irish people:
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Talking all the day with true friends, who try to make you stay 

And the uniquely “Irish” pub and music culture:

Drinking all the day in old pubs where fiddlers love to play 

Each verse juxtaposes these ideas with further reference to Ireland’s natural 

bounty:

Watched the Galway salmon run 

Like silver dancing darting in the sun

And,

Stood on Dingle beach and cast 

In wild foam we found Atlantic Bass

These images are highly romanticised. However, for those who have either 

experienced holidays in Ireland’s coastal areas, or imagined what Ireland 

might be like to visit, the images conjured up by the descriptive language of 

the song ring true to the listener.

In the final verse, the song makes reference to the Ireland’s troubled past as 

the singer narrates their awareness of the poignant dichotomy between the 

unfathomable pain and sadness which has taken place and the beauty of this 

country:

Dreaming in the night, I saw a land where no one had to fight 

Waking in your dawn, I saw you crying in the morning light

The four verses are each completed with the words:

Living on your western shore, saw summer sunsets asked for more
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I stood by your Atlantic sea and I sang a song for Ireland 

These lines are symbolic of the deep-rooted connection that the narrators 

have developed to Ireland as a result of their visit. The evocative lyrics have 

the ability to speak to any listener who feels similarly connected to this 

country. For anyone who is Irish or has an ancestral links to Ireland, these 

lines instil both a sense of empathy with the narrators and a feeling of pride 

in this place.

The song portrays a highly idealised image of Ireland. Its poetic descriptions 

of the landscape can paint pictures in the mind of any listener, enticing the 

imagination to visualise and therefore relocate through the minds eye. On 

hearing this song, I am immediately brought back to Melmore Head in County 

Donegal, a place where I happily spent the summers of my childhood. There, 

we and many other families from Northern Ireland managed to escape the 

oppressive environment and daily experience of the Troubles. Song For 

Ireland enables me to revisit the landscape of this place. I can almost smell 

the sea air and feel the wind on my face. I re-imagine the music, chatter and 

laughter in the pub and taste the bottle of brown lemonade that I shared with 

my brother. I re-visit the feelings of escape and freedom that these holidays 

offered our family. This is because whilst the narrative in Song For Ireland 

describes a specific place, it also connects to and entices subjective 

sensibilities, memories and experiences of landscapes similarly close to our 

own hearts.
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The Island was written in 1985 by one of Ireland’s most enduringly popular 

artists, Paul Brady. The song is an anti-war statement and was bravely 

released by Brady during the Troubles in Northern Ireland on his 1985 album 

Back to the Centre. In 1992, it received global exposure when it was 

recorded by Dolores Keane and released on the biggest selling Irish album of 

all time, A Woman’s Heart32

The lyrics begin with a visual illustration of war torn Lebanon. This later 

provides a backdrop and comparison for Brady’s commentary on the 

Troubles:

They say the skies of Lebanon are burning 

Those mighty cedars bleeding in the heat 

They’re showing pictures on the television 

Women and children dying in the street 

And we're still at it in our own place 

Still trying to reach the future through the past 

Still trying to carve tomorrow from a tombstone 

Whilst the three verses of the song reference the nonsensical nature of war 

in a hard hitting, highly profound and poetic way, Brady employs the chorus 

to voice his sense of fatigue in relation to the sadness of the subject, and his 

longing for simplicity and love. His reference to a personal, intimate 

relationship could be viewed as a metaphor for his wish for mankind to

32 The Celtic Cafe, "Irishman Paul Brady Navigates the Pop/Traditional Divide but Still Seeks American 
Success," accessed March 15, 2001, http://www.celticcafe.com/archive/Hltchner/paulbrady.htm
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embrace and share the Island where they come from through the actions of 

kindness, love and respect:

But hey don't listen to me

This wasn't meant to be no sad song

I’ve sung too much of that before

Right now I only want to be here with you

Till the morning dew comes falling

I want to take you to the Island

And trace your footprints in the sand

And in the evening when the sun goes down

We'll make love to the sound of the ocean

The use of irony and sarcasm in the last verse of the song entices further 

reflection on the nonsensical idea that armed-conflict will lead to peace and 

freedom:

Now I know us plain folks don't see all the story 

And I know this peace and love's just copping out 

And I guess these young boys dying in the ditches 

Is just what being free is all about 

And how this twisted wreckage down on Main Street,

Will bring us all together in the end

And we'll go marching down the road to freedom, freedom

43



When 1 first heard The Island at the age of 12 I was deeply moved by the 

powerful statements in the lyrics. This song eloquently articulates sentiments 

and words that I was unable to say myself. Although the song was written 

thirty years ago, the lyrics are still currently and globally relevant. From my 

perspective, the wisdom conveyed through the words can parallel the 

profound anti-war statements made by Nelson Mandela in his auto-biography 

published in 1995, The Long Walk to Freedom.

As a result of my musical education, by the age of 16 I was a fairly 

accomplished violinist, guitarist and singer. Undoubtedly my exposure to folk 

music and songs, such as those described above, inspired me to begin 

crafting my own songs and I have been gradually developing my song-writing 

craft since then.

The first song I wrote that I would regard as being any good is entitled Ella. I 

wrote this song when I was 22 after the birth of my daughter. The song 

describes my experience as a young mother, and the adoration I felt for my 

baby:

Like an angel as she sleeps 

Pure in heart, that’s what she is 

A love so untouched, could make me weep 

I stay a while to watch her 

I stay a while to watch her sleep
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I wrote Afraid to Let Love Go when separating from a nine-year-relationship 

with my daughter’s father. In this song, I express the emptiness I felt towards 

the end of the relationship and the level of uncertainty and fear I experienced 

around the idea of breaking apart from the father of my child, someone who 

had caused me great pain but who I nonetheless still cared about and felt 

deeply attached too:

The fireside is glowing in this room of fading dreams 

Filled with empty spaces where our shadows used to be 

And in my mind I picture you black hair against the sheet 

Your blue eyes always smiling as you whispered your love to me

Donegal Dreams is another song that I wrote during this time. The lyrics 

describe the landscape and my experience of Donegal:

Walking the hills that rise from the valley 

My feet in the sand of golden shores with silver skies 

White horses dancing on a shimmering ocean 

That stretches as far as my eyes can see 

The chorus acknowledges the impact that my childhood experiences of 

Donegal have had on the shaping of my identity:

And the adventures we have had made the people we become 

And we may be grown up now but our love for you goes on and on 

And as I look out o’er your lowlands I see memories on the breeze 

Entwined in all your magic, Donegal, so wild beside the sea
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The mood and sentiments of this song resonate with those of Song For 

Ireland. Without my exposure to its lyrics, it is doubtful that I would have ever 

written Donegal Dreams. Whilst themes surrounding landscape, love, 

escape, nostalgia and freedom were present in my early songs, it was not 

until later that stories surrounding the sectarian conflict, the working-class 

experience and economic hardship filtered into my writing to echo the socially 

and politically engaged lyrics of artists like McCarthy, Moore and Brady.

The Development of a New Artistic Methodology

On completion of my BMus degree in 2007 from Queen’s University, Belfast 

(QUB), I began performing my own compositions professionally within the 

folk duo, Sheelin, alongside duet partner Lucy Kerr, a highly accomplished 

traditional harper, folk singer and classical pianist. Although I enjoyed singing 

songs based on my own experiences, and I held in high regard the many 

talented folk song-writers doing the same, for me personally, it felt somewhat 

indulgent and lacking in purpose. I had always been fascinated by the 

experiences of people and particularly the older generation because of their 

relevance to history. Whilst studying for an MA in Music and Interdisciplinary 

Arts at QUB, I began to investigate the possibility of writing songs about 

other peoples experiences, in order to document those stories I deemed to 

have more historical value and importance than my own. At this time, I did 

not consider my own life-story to be historically significant. In addition, the 

pain of the break-up from my daughter’s father was still fresh. Therefore, I
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was writing songs that used very personal narratives. In some cases, I felt 

the content of these could be potentially damaging to my daughter if she 

heard them during that time or in later years. On reflection, this also 

contributed to my desire to write songs that re-told other peoples stories.

In 2009, as a result of the interdisciplinary nature of the MA, my previous 

experience of studying performing arts and my desire to document other 

peoples stories, I developed an artistic methodology which applied verbatim 

theatre practices to song-writing, sound installation, installation art, voice

over and promenade performance. The first performance piece created using 

this alternative, multi-disciplinary methodology was entitled Homebird. 

Homebird re-tells a poignant story from my grandmother, Maire de Baroid. In 

1948, her mother, father and eight brothers and sisters emigrated from Cork, 

Ireland, to Los Angeles, America, as a result of the financial hardship 

endured in Ireland post-WWII. Although she was only 19 years of age, as the 

eldest girl of the family Maire decided to stay behind in Cork.

Homebird engages with more than just one woman’s experience of 

emigration. Narrative themes also refer to the social, economic and political 

circumstances of post-WWII Ireland and the wider effects of these. Up until 

this point, my song-writing and artistic output had not engaged with narratives 

of such historical weight. The overwhelmingly positive nature of audience 

responses underlined that Homebird enabled spectators a new, alternative 

and immersive way of connecting to history. The emotional feedback to
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performances indicated how sound, performance and installation art 

practices can be effective and powerful mediums for the communication of 

historical narratives.33 Therefore, this PhD dissertation further explores and 

develops the possibilities that this methodology presents for the creative 

representation of oral history.

Verbatim Theatre and Folk Song: Artistic approaches to retelling

Like the oral historian, the verbatim theatre practitioner conducts interviews 

to uncover differing perspectives and information on specific historical, social 

and political events. During this process, they make audio recordings and 

transcriptions of human testimony to be later employed in the scripting of a 

narrative for theatrical performance.34 Verbatim playwrights believe that there 

are more sides to a subject than has been presented through professional 

historiography or the media.35 By dramatically presenting a range of diverse 

testimonies, verbatim theatre is “democratic in its form”36 and enables the 

artist to interrogate and uncover the roots of problematic situations, offering 

an alternative and hopefully emancipatory or liberating narrative.

The successful solo verbatim performer Anne Deveare Smith is a pioneer of 

this theatrical form. For her 1992 play Fires in the Mirror, Deveare Smith 

constructed the narrative of the script using interview material gathered from

33 For further information on Homebird, to view photographic images and listen to songs follow: 
Fionnuala Fagan Music, “Flomebird," accessed March 25, 2015,
http://www.fionnualafagan.co.Uk/fionnualafagan/Projects_%26_Music/Entries/2009/5/1_Flomebird.html
34 Will Hammond et al., eds. Verbatim, Verbatim - Contemporary Documentary T h e a tre (London: 
Oberon Books, 2008), 9.
35 Ibid, 19.
36 Ibid, 18.
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numerous sources about the 1991 Crown Heights riot in Brooklyn, New 

York.37 In her 1994 play Twilight: Los Angeles, 1992, she performed the 

testimony of almost four-dozen characters connected to the 1992 Los 

Angeles riots.38 Her oral, visual and gestural presentation of characters has 

been celebrated by David Richards of the New York Times, who called her 

“the ultimate impressionist.”39 During her career she has interviewed over 

2000 people and toured America performing the stories she has collected. In 

order to rehearse specific characters and represent them as accurately as 

she can, Smith intently listens to interview audio via headphones and 

attempts to accurately replicate speech patterns. When working with director 

Mark Wing-Davey on her first ensemble show, House Arrest, Wing-Davey 

noticed during rehearsals that when the dialogue continued to run through 

her headphones, she delivered the lines more effectively. She then began to 

apply the technique during live performances of the production.

Verbatim practitioner Alecky Blythe recounts how, as a result of Deveare 

Smith’s work, she became fascinated by the way which verbatim speech 

reveals “the root of the character.”40 Like Deveare Smith, actors in Blythe’s 

theatre company, Recorded Delivery, listen to interview audio through 

headphones whilst they simultaneously perform it. Blythe explains that this 

method discourages actors from “deviating from the original intonation and

37 Wikipedia, "Verbatim Theatre,” accessed March 13, 2015, 
http://en.wikipedia.org/wikiA/erbatim_theatre
38 David Richards, “Twilight -  Los Angeles, 1992; A One Woman Riot Conjures Character Amid the 
Chaos” New York Times, March 24, 1994, ProQuest Newspapers
39 Ibid.
40 Hammond et al., Verbatim, Verbatim, 80.
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embellishing it.”41 She argues, “The way the real person said them will 

always be more interesting [...] Everyday speech is often more mundane [...] 

than anyone dares to invent.”42 Verbatim practitioner David Hare is also of 

the opinion that spoken dialogue would be “impossible to invent.”43 This is 

because it is highly distinctive, subjective, peculiar and eccentric. However, 

Blythe believes that it is not only the language but also the detail of delivery 

that “gives it the ring of truth.”44 Verbatim director Max Stafford-Clark 

describes his pursuit to achieve this sense of authenticity during 

performances: “You’re not doing impersonations of these people, but you are 

trying to capture their spirit in some way.”45 The detailed methodologies 

applied to the delivery of verbatim theatre and the lack of artifice present in 

the dialogue of verbatim scripts encourages audience connection to the 

presented material.46 This democratic approach provides a level of 

authenticity missing from fictional or historical narratives.

Many folk song-writers also employ their craft to re-tell historical narratives. 

Jack Sharp, lead singer of progressive psychedelic English folk band Wolf 

People states, “What draws me to traditional music is that the songs are 

there to do a job, to tell a story.”47 In an article written for the Observer in 

2013, journalist Tom Cox describes Sharp as having “a folklorist's sense of

41 Hammond et al., Verbatim, Verbatim, 81.
42 Ibid, 81.
43 Ibid, 51.
44 Ibid, 82.
45 Ibid, 65.
46 Ibid, 24.
47 Tom Cox," Wolf People: 'Folk songs are there to tell a story' ” The Observer, July 21st, 2013, 
Guardian Media Group.
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storytelling.”48 This is because Sharp writes songs in response to his 

intensive research of a variety of historical narratives: “ I'm really surprised 

that people today don't write more about their surroundings and people other 

than themselves.”49 In a similar way, American folk song-writer and storyteller 

Utah Philips channels historical narratives through his artistic practice: “The 

stories I tell don’t just come out of my own life. Many of them come from my 

elders [...] lives that can never be lived again. Except in memory - through 

mine, through yours.”50 This attitude is shared by many who call themselves 

“folk artists” even if their art does not sound like folk music. For example, 

American singer-song-writer Ani Di Franco defines herself as a folk artist 

although her music spans many different genres. She believes that folk 

music is not confined to the style of typical “folk” playing: “Folk music is not 

an acoustic guitar -  that’s not where the heart of it is [...] It’s an attitude, it’s 

an awareness of one’s heritage and it’s a community.”51 For these artists, 

historical narrative and storytelling are a fundamental feature of folk songs. 

The story is more essential to the genre than musical style.

The verbatim playwright and the folk song-writer who takes inspiration from 

historical narratives have many similar aims. They can both interrogate 

factual themes surrounding human experience, history, politics and society. A 

successful song will speak to the listener on a personal level52 in the same

48 Tom Cox, “ Wolf People: 'Folk songs are there to tell a story.'"
49 Ibid.
50 Ani Difranco, The Past Didn’t Go Anywhere (New York: Righteous Babe Records, 1996), 3 of 
inserted c.d. booklet
51 Jeffrey Pepper Rodgers, Rock Troubadours - Conversations on the Art and Craft of Song-writing 
(Wisconsin: Hal Leonard Publishing Company, 2000), 157.
82 Ralph Murphy, “Writing Hits 102 Workshop" (lecture at the Belfast Nashville Song-writing
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way as a verbatim play.53 Within each medium, coherent narrative also plays 

a key role in encouraging audience connection with the work. Verbatim 

playwright and director Robin Soans feels that, “A verbatim play should still 

be built around a narrative [...] These narratives may take many forms -  

historical, emotional, psychological, or any combination of these.”54 This is 

because the play must be crafted beyond a series of disconnected 

monologues in order to arrive at something meaningful and capable of 

holding interest. Song-writer Jimmy Webb feels the same way about songs: 

“A great song idea usually utilises an interesting hook line or scenario that 

reveals in careful, logical stages the true goal or intent of the writer.”55 Both 

verbatim theatre and folk song aim to take the audience on a journey through 

a coherently constructed narrative. However, similarly to the songs described 

above, the latter medium will deliver the story using a verse-chorus structure, 

and not a theatrical one.

The theatrical genre usually lasts over an hour and is supported by 

visual and sonic media such as set, props, lighting and sound design. In 

stark contrast, folk songs provide miniature vehicles for storytelling and are, 

in general, delivered as self-sufficient solo works in the space of 3 or 4 

minutes and outside of any specific theatrical context. Within this very limited 

time frame, folk song-writers must cleverly concentrate, describe, make

Convention, Madison's Cellar, Belfast, February 22, 2008).
Pat Alger and Don Schlitz, "Song-writing Workshop” (lecture at the Belfast Nashville Song-writing 
Convention, Madison’s Cellar, Belfast, February 27, 2008).
Jimmy Webb, Tunesmith -  Inside the Art of Song-writing (New York: Hyperion 1998), 40.
53 Hammond et al., Verbatim, Verbatim, 18.
54 Ibid, 26.
65 Webb, Tunesmith, 40.
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visible, tangible and evocative, the details of a scenario. Poetic language 

should provoke imagery in the mind of the listener, thus illustrating a story. 

One of the things that draws Sharp to folk music is that its ability to throw up 

pictures while you listen.56 Like Sharp, it is this illustrative characteristic of 

folk song that continues to captivate and entice my imagination. Song for 

Ireland provides the perfect example of how an illustrative musical re-telling 

can to bring stories and scenery to life, and enable the possibility of 

embodied connections to narrative that can impact strongly on human 

emotions. In his book The Experience of Song, Mark Booth convincingly 

articulates several primal reasons why songs provide such evocative 

engagement for human beings. He suggests “that early man could sing 

before he could talk,”57 and “that song is the only form of art and perhaps the 

only expression of what is specifically human that can reach us in the 

womb.”58 Interestingly, he argues that song has the power to take us out of 

our personal selves to enable “self-transcendence,”59 and that this enabling 

“carries us into unity with objects as well as other people.”60

By drawing on verbatim theatre practices, my research has attempted to 

develop the function of the highly evocative folk song medium for a new 

purpose, the documentation of oral history. The produced collection of newly 

composed song differs from other folk songs because the narratives and the 

words are taken verbatim from people I have interviewed. Unlike the artistic

56 Tom Cox," Wolf People: 'Folk songs are there to tell a story.' ”
57 Mark W Booth, The Experience of Songs (New Haven: Yale University Press, 1981), 201.
58 Booth, The Experience of Songs, 198.
59 Ibid, 20.
60 Ibid, 22.
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approaches of Deavere Smith and Alecky Blythe, my song-writing does not 

attempt to re-tell dialogue in the exact form that it was originally spoken. 

However, lyrics are edited together using interview transcripts, and 

colloquialism and sentence phrasing are often included. Whilst the tone of 

the original delivery of the dialogue is lost during transcription, through 

musical interpretation and intuitive decisions regarding tempo, chord 

structure, melody, phrasing, harmony and performance, the emotional sub

text of the original speech is often revealed and magnified. This combining of 

oral history and song as an evocative medium attempts to further the 

immersive and engaging capacity of the personal narratives selected for re

telling. Sound design, installation and performance have been employed to 

enrich and expand upon the unavoidable narrative limitations of song as a 

miniature vehicle for storytelling. Similar to theatrical forms, this multi

disciplinary artistic methodology has enabled the application of a combination 

of different modes of re-telling. The application of sound design to interview 

excerpts has attempted to reveal or interpret tensions and emotional content 

not initially apparent when listening to the recorded dialogue or reading the 

transcribed text. Whilst I have not attempted to impersonate characters, I 

have combined my sonic interpretation with the original interview audio thus 

enabling the audience to hear the interviewees voice and the character to 

speak for themselves. Installation has been employed to offer tangible and / 

or visible representations of the stories recounted or to expand upon and 

reveal aspects not included in the narrative content of the work. The 

performances created as part of my research have been multi-disciplinary
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and theatrical in form rather than characteristic of a standard singer-song- 

writer recital. This approach has developed innovative possibilities for the 

evocative setting and delivery of oral history.

Methodological Challenges and Considerations

The Problem of Speaking for Others61

Whilst artists who use stories of human experience as a basis for their 

practice can enable the voice of under-represented individuals and 

communities, the attempt to “speak for others” nonetheless raises many 

important considerations. Philosopher Linda Alcoff62 discusses criticisms 

surrounding “speaking for others” as a discursive practice and articulates 

how within some communities it is being rejected. She explains how in 

anthropology, a field dedicated to the study and representation of human 

beings, there has been much deliberation about “whether it is possible to 

adequately or justifiably speak for others”63 and identifies the two reasons for 

this:

First, there is a growing recognition that where one speaks from 

affects the meaning and truth of what one says, and thus that one 

cannot assume an ability to transcend ones locations. In other words, 

a speakers location (which I take to be their social location, or social 

identity) has an epistemically significant impact on that speaker’s

61 This subtitle has been taken from the article of the same name: Linda Alcoff, “The Problem of 
Speaking for Others," Cultural critique, (1991 ):5-32.
62 Linda Martin Alcoff, “Home,” accessed August 13, 2015, http://www.alcoff.com
63 Alcoff, "The Problem of Speaking for Others," 6.
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claims [...] The second source involves a recognition that, not only is 

location epistemically salient, but certain privileged locations are 

discursively dangerous.64

The above viewpoints underline the difficulty surrounding claims to truth in 

the interpretation and representation of others, particularly when the speaker 

comes from outside of the group they wish to represent. This is especially 

problematic if the speaker comes from a more privileged position, for 

example, when an educated, middle class, western male anthropologist 

makes a study of human beings from a third world community. Alcoff argues, 

“A kind of representation occurs in all cases of speaking for, whether I am 

speaking for myself or for others, that this representation is never a simple 

act of discovery, and that it will most likely have an impact on the individual 

so represented.”65

Similarly, Theatre of the Oppressed66 practitioner Julie Salverson deliberates 

as to whether the process employed by artists to re-tell individual 

experiences is one that “consumes the other person and reduces them to our 

terms?”67 This consideration relates directly to the practice of verbatim 

theatre and indeed to the artistic methodology I have developed throughout 

the course of this PhD study. For artists who wish to act ethically, the

64 Alcoff, “The Problem of Speaking for Others," 6-7.
65 Ibid, 10.
66 Theatre of the Oppressed was first pioneered in Brazil in 1971 by Augusto Boal, who developed a 
series of theatrical techniques to promote social and political change. “This form of theatre is meant to 
be practiced by, about and for the oppressed, to help them fight against their oppressions and to 
transform the society that engenders those oppressions." Augusto Boal, Rio de Janeiro 2004.
For more information see: International Theatre of the Oppressed Organisation, “Theatre of the 
Oppressed," accessed August 12, 2015,
http://www.theatreoftheoppressed.org/en/index. php?nodelD=74
67 Julie Salverson, “Change on Whose Terms? Testimony and an Erotics of Inquiry," Theater31, no. 3 
(2001): 119-120.
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concepts outlined above deserve lengthy consideration. How can artists who 

re-tell stories of human experience attempt to tackle tensions between 

authenticity, mimesis, interpretation and representation in order to ensure an 

ethical and valuable aesthetic approach to storytelling? I will continue to 

address this question throughout the course of this thesis.

Historical Representation: The Problem With Narrative

This study has required me to consider not only the practice of other artists 

using historical narratives as a basis for their work, but the processes 

employed and challenges faced within the fields of historiography, 

professional journalism and the social sciences in general in the attempt to 

document and narrate information about the past.

Though methodologically divergent, historiography, professional journalism, 

the social sciences and art forms that engage in the re-telling of history, strive 

to create truthful historical accounts and to educate society through the 

representation of reliable forms of knowledge. Whilst each discipline 

approaches the collection and presentation of evidence differently, they all 

place great importance upon the documentation, interrogation and 

communication of important historical and cultural information. In order to do 

so, each field employs narrative in the re-telling of the material they present.

These disciplines all have storytelling in common, a fundamental human 

methodology according to many philosophers, including Richard Kearney
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who suggests that storytelling is a prerequisite of human subjectivity itself: “ It 

is only when haphazard happenings are transformed into story, and thus 

made memorable over time [...] that we become full agents of our history.”68 

For Kearney “telling stories is as basic to human beings as eating. More so, 

in fact, for while food makes us live, stories are what make our lives worth 

living.”69 Narration is not only a primary method for sharing and 

communicating our histories but it is an instinctual need that is both inherent 

to and defining of the human condition. It enables us to navigate and make 

sense of our existence. Without stories, life would be utterly inexplicable.

If narrative is the solution to the translation of meaning, it is a highly 

problematic one. It is not possible to fully capture moments in time and 

completely preserve information about the past. Time does not unfold with a 

beginning, middle and end. It does not begin at one point and stop at another 

like narratives do. In addition, gaps in history are inevitable and these will be 

“filled in" imaginatively and creatively to include some information but exclude 

other information which remains undiscovered or is subjectively viewed by 

the author as unimportant.70 According to academic historian Haydn White 

“far from being a neutral medium in which events, whether imaginary or real, 

can be represented with perfect transparency, narrative is an expression in 

discourse of a distinct mode of experiencing and thinking about the world and

68 Richard Kearney, On Stories: Thinking in Action (London: Routledge. 2002), 3
69 Ibid, 4
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it's structures."71 Narrative-whether verbal, written, or based on fact or 

fiction-employs the use of human expression and imagination for its creation. 

Although narrative provides us with a primary means of communication, the 

imaginative processes necessary for its construction problématisé claims to 

fact within the fields of history, journalism, the social sciences and artistic 

forms of historical representation. Another problematic of narrative lies in the 

fact that audiences may perceive the information differently to the narrator. 

Each individual will receive, imagine and understand knowledge in different 

and subjective ways as a result of their own experience and “location." Whilst 

narrative is of primary importance as a method of human communication, it 

can never establish stable or exact meaning.

The impact of the issues outlined above can be clearly seen in the cases of 

Northern Ireland and Bosnia. The political situations that produced their 

respective armed-conflicts were similarly based on division, propaganda, 

disagreement and opposition, which unsurprisingly produced a breakdown in 

objective history. As a result, there are large numbers of varied and opposing 

historical sources available. In the following section, I will outline an example 

from Northern Ireland and from the former Yugoslavia in order to illustrate 

how the narration of opposing evidence creates problems when deciphering 

historical truth.

71 Haydn White. The Fiction of Narrative: Essays on History, Literature and Theory 1957-2007, ed 
Robert Doran, (Baltimore, Maryland: The John Hopkins University Press, 2010), 274
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The Case of Bloody Sunday

On the afternoon of January 30, 1972, a march against internment was 

organised by the Northern Ireland Civil Rights Association in Derry. Between 

10,000 -  20,000 men, women and children participated. The march was 

prevented from entering Derry City Centre by members of the British Army, 

however, participants later convened in Derry's bogside at “Free Derry 

Corner" to attend a rally. During the rally, soldiers of the Parachute Regiment 

entered the Bogside to arrest some young men who had been throwing 

stones at them. During the next 30 minutes the soldiers opened fire killing 13 

people and injuring a further 13, as a result of mainly single shots to the head 

and trunk. That day became internationally known as Bloody Sunday.72

The soldiers responsible insisted that they had encountered gun-fire and 

bomb attacks by the IRA and had only shot at armed individuals as a means 

of self-protection. However, eyewitness civilian accounts did not corroborate 

their evidence making contrary claims which indicated that none of the dead 

or injured had been in possession of weapons. Immediately after the events 

of Bloody Sunday, Lord Widgery, the then Lord Chief Justice, was appointed 

by the British government to conduct an investigation. However, many people 

did not trust his impartiality. This was exacerbated when numerous key 

witnesses, including those who had been injured, were not called to give 

evidence. The Tribunal report, published April 18, 1972, found no fault with 

the soldiers who had fired on that day and suggested that there was a strong

72 CAIN Web Service," 'Bloody Sunday', 30 January 1972 -  Summary of Main Events.' accessed April 
22, 2015, http://cain ulst ac uk/events/bsunday/sum htm
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suspicion that many of the killed and injured had been involved in an armed 

attack.73

For many years, the families of the victims of Bloody Sunday campaigned for 

a new inquiry. On January 28, 1998, Tony Blair finally announced that a fresh 

investigation would be conducted by Lord Saville. The Saville Inquiry took 

place over the course of almost 5 years between March 2000 and January 

2005. Although the report was scheduled to be published in summer 2005, it 

was delayed until June 15, 2010.74 Saville’s inquiry proved that: "None of the 

casualties shot by soldiers of Support Company was armed with a firearm or 

(with the probable exception of Gerald Donaghey) a bomb of any description. 

None was posing any threat of causing death or serious injury. In no case 

was any warning given before soldiers opened fire."75

Until Lord Saville’s thorough investigation, the presence of opposing 

evidence surrounding the events of Bloody Sunday prevented the possibility 

of one conclusive historical account. Through the gathering and analysis of a 

large cross section of human testimony from individuals who were present at 

Bloody Sunday, the Saville Inquiry has proven that the dead and the injured 

were indeed innocent. These findings have been of great relief to the families 

of the victims. Bloody Sunday is just one case in Northern Ireland where the 

arrival at an objective history proved difficult.

73 Haroon Sidique and Megan French, "Bloody Sunday Inquiry Key Findings,’ The Guardian, June 15, 
2010
4 CAIN Web Service," 'Bloody Sunday', 30 January 1972 -  Summary of Main Events," accessed April 

22, 2015, http //cain ulst ac uk/events/bsunday/sum.htm
75 Sidique and French, "Bloody Sunday Inquiry: Key Findings ’
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Marginalised Histories in Bosnia

Situated at The Hague, The International Criminal Tribunal for the former 

Yugoslavia (ICTY) is a United Nations court of law that deals with war crimes 

perpetrated during the Balkan conflicts of the 1990s. '6 The ICTY website 

states:

While the most significant number of cases heard at the Tribunal have 

dealt with alleged crimes committed by Serbs and Bosnian Serbs, the 

Tribunal has investigated and brought charges against persons from 

every ethnic background. Convictions have been secured against 

Croats, as well as both Bosnian Muslims and Kosovo Albanians for 

crimes committed against Serbs and others.

Undoubtedly, the extent of the atrocities perpetrated by Serbian Guerilla's 

during the Bosnian war largely overshadows those carried out by Bosnian 

Muslims, Croats and Albanians. As a result, Western media coverage of the 

Yugoslav war has largely focused on Serbian crimes.

An article published by British magazine Living Marxism in March 1993, "The 

Hidden Side of The Yugoslav War: The Pictures they Don’t Want You to 

See,” addresses the notion of censorship around crimes which were 

perpetrated against Serbian civilians by Croatian and Bosnian Armies.77 The 

article was inspired by news that the British Government had banned a 

photographic exhibition documenting atrocities carried out against Serbian

UN ICTY, "About the ICTY," accessed April 8, 2015, http://www icty org/sections/AboutthelCTY 
7 Joan Philips, “The Hidden Side of The Yugoslav War The Pictures they Don't Want You to see," 

Living Marxism, no. 53, March 1993, 19
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people during the civil war in the former Yugoslavia, whilst similar exhibitions 

by Croatian and Muslim groups had been allowed to go ahead.

Bojana Isakovic is the creator and organiser of the exhibition, Genocide 

Against the Serbs. She feels her photographs should be exhibited because 

they tell the untold story of the atrocities carried out against Serbs during the 

20lh Century: “One of the aims of the exhibition [...] is to draw attention to the 

‘selective silence’ of the world's media about the suffering of the Serbs in this 

war and the Second World War.”78 Isakovic feels strongly that media 

coverage of the Yugoslav war has lead people to believe that there have 

been no Serbian victims, which is not the case.

Within the article, journalist Joan Philips discusses media coverage of mass 

murder in the Republic of Serbian Krajina in Croatia in 1993 where 830 

Serbian civilians and 150 soldiers were killed by the Croatian Army:

To most Serbs, the foreign media's coverage of what happened in 

Krajina was incomprehensible. How could it be that the Croats could 

rampage through Serbian villages killing their inhabitants, and yet the 

Serbs were the ones who ended up getting a bad press? Instead, they 

denounced the Serbs for stubbornly holding on to Krajina (where they 

have always lived and where they make up a majority): for seizing 

weapons from arms depots (did they expect the Serbs to confront the 

laser-guided missiles of the Croats with pitchforks?); and for

8 Philips, “ The Hidden Side of The Yugoslav War," 19
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sabotaging a hydro-electric dam (which developed problems only after 

it was seized by Croatian forces, and was then miraculously made 

safe).79

Although the article denies taking sides with regards to the Bosnian war it 

appears heavily biased in the information it relays. Nonetheless, it draws 

attention to the prejudice of the international media in their oversight of 

atrocities carried out against Serbian people during the Yugoslav war. The 

article also includes some photographs from Isakovic's banned exhibition. In 

doing so, it acknowledges the fact that whilst the majority often finds its voice 

in history, in this case the majority being Bosnian Muslim victims, the 

experiences of the minority can be overshadowed, overlooked, undervalued 

and even excluded.

Memory and Creative Exploration

The narratives collected and creatively reconstructed during this research are 

primarily based on human memories. The French historian Pierre Nora is 

best known for his work on identity and memory. He argues that all historical 

sources are "Sites of Memory” (Lieux de Memoire). In this regard he sees 

memory and history as different yet inseparable:

Memory is life, borne by living societies founded in its name. It 

remains in permanent evolution, open to the dialectic of remembering 

and forgetting, unconscious of its successive deformations, vulnerable 

to manipulation and appropriation, susceptible to being long dormant

<J Philips," The Hidden Side of The Yugoslav War, ” 19
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and periodically revived. History, on the other hand, is the 

reconstruction, always problematic and incomplete, of what is no 

longer. Memory is perpetually actual phenomenon, a bond tying us to 

the eternal present; history is a representation of the past. Memory, 

insofar as it is affective and magical, only accommodates those facts 

that suit it; it nourishes recollections that may be out of focus or 

telescopic, global or detached, particular or symbolic-responsive to 

each avenue of conveyance or phenomenal screen, to every 

censorship or projection. History, because it is an intellectual and 

secular production, calls for analysis and criticism.80 

Nora's description enables us to consider that whilst memory provides us 

with connections to the past it cannot be regarded as concrete factual 

evidence. Human memories are subject to manipulation and change as they 

continue to evolve over time.

In the presentation Why Eyewitnesses Get It Wrong, forensic psychologist 

Scott Fraser described reasons as to why memory and therefore eyewitness 

accounts can sometimes provide unreliable sources of evidence. Fraser 

explains that the reconstruction of events by eyewitnesses are highly 

influenced by inference, speculation and information sources heard after the 

event occurred, and that the brain “fills in the gaps" with newly imagined 

information that was not originally present. He describes how experience is 

fragmented and stored in different parts of the brain and emphasises the

80 o
Pierre Nora, "Between Memory and History; Les Lieux de Memoire," Representations no 26 

(1989) 7-24, www.jstor.org/stabte/2928520
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need for caution in respect of the things that we believe to be true: “All our 

memories are reconstructed [...] They are a product of what we originally 

experienced and everything that happens afterwards.”81

The participants interviewed during this research were 20-80 years removed 

from the events in question. They ranged between 32 and 83 years of age 

and discussed memories from both childhood and adulthood. Whilst 

remembered elements were both included and excluded at the participants 

discretion, many details of the original experience will have been completely 

forgotten. During interviews it was evident that some insights were heavily 

affected by nostalgia, loss and trauma. These heightened states act to 

impact on the representation, interpretation and re-telling of a memory.

During the creative process, interview material underwent a series of 

transformative processes from the original interview to audio recording 

through to subsequent transcription and the final artistic work. As the material 

manifested in different formats, information was undoubtedly lost, extracted, 

edited, discarded, re-imagined and re-interpreted. Therefore, even though 

some of the documented stories were corroborated by the collective,82 the 

creative presentation of the oral histories presented within this study cannot 

make claims to historical fact. However, this is not the aim of the work.

Rather, similarly to verbatim theatre, this creative investigation places value 

upon uncovering marginalised histories and connecting audiences to the

81 Scott Fraser, "Why Eye-witnesses Get It Wrong" (lecture accessed on-line, TEDxUSC, University of 
Southern California, Los Angeles, May 2012)
82 This was particularly evident during group interviews for Stories of the City: Sailortown.

66



nuance, subjectivity and evocative qualities inherent to individual 

interpretations of the past.

Prisons M em ory Archive: A Case Study of Appropriate Ethical Practice

Artists who engage with individual memories and historical narratives can 

educate, confront, and provoke audiences into re-thinking their perspectives. 

By raising awareness of stories currently important to society, such works 

can project messages powerful enough to entice individual and collective 

sociological awakening and change. Therefore, artists must act responsibly 

in the messages they communicate and ensure high levels of sensitivity and 

ethical conduct when applying imaginative artistic processes to delicate and 

perhaps volatile contexts. When dealing with source material which derives 

from real life experiences careful consideration of participants should 

commence from the outset of the interviewing process right through to the 

construction of scripts, songs and performances. Participants who offer their 

stories to artists should be kept informed as to how their interview material is 

being used and artists should endeavour not to misrepresent or use a story in 

a way that could damage the person who narrated it: “Never forget it’s 

someone’s life.’’83

In the following section, I will discuss the exemplary ethical practice of film

maker Cahal McLaughlin during his project, the Prisons Memory Archive. 

McLaughlin’s meticulous consideration of Prisons Memory Archive

83 Hammond et al.. Verbatim, Verbatim, 36
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participants has greatly informed my approach to ethical practice during the 

course of this research.

The Prisons Memory Archive documents the memories and insights of a 

large cross-section of Northern Irish prison communities to provide a valuable 

archive of Northern Irish oral history. In addition, several documentary films 

have been created using the collected archive material. Pioneered and 

developed by Queen’s University film studies professor Cahal McLaughlin, 

the Prisons Memory Archive holds 175 filmed-interviews conducted with 

people previously connected to either Armagh Gaol84 or the Long Kesh and 

Maze Prison Complex85 during the Troubles.86 87 The interviews were filmed in 

2005 and 2006 by a collection of professional camera operators trained in 

life-story interviewing8'' and ethical practice. A diverse range of individuals 

agreed to participate in the project including chaplains, teachers, visitors, 

probation officers, barristers, prisoners and prison staff.

The approach to ethics during this project applies the concept of “informed 

consent,” a commonly recognised standard practice for interviewing. This 

was paramount both for encouraging participation and developing a high

84 Armagh Gaol was the only prison for women in Northern Ireland However, due to an increase in 
prisoner numbers during the Troubles men were also held there The gaol was closed in 1986 and 
remaining prisoners were moved to the Maghaberry Prison in Lisburn
The Prisons Memory Archive, “Armagh Gaol," accessed October 8. 2014, 
http://prisonsmemoryarchive.com/armagh-stories/
85 The Long Kesh and Maze Prison, also know as The H blocks, is situated just outside Lisburn, 
Northern Ireland. The gaol housed male republican and loyalist prisoners and was in operation 
between the years if 1971-2000. It was closed completely in 2004
Princeton University, “Maze (HM Prison),” accessed October 8. 2014, 
https://www princeton.edu/~achaneyAmve/wiki100k/docs/MazeJHM Prison) html
86 Prisons Memory Archive, “Prisons Memory Archive," accessed October 8, 2014, 
http //www prisonsmemoryarchive com
87 The life-story approach involves the interviewee leading the narrative Minimal questions are asked 
unless the participant needs prompting. The interviewee is never interrogated but rather directs the 
course of their narration
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level of trust between interviewer and interviewee. According to McLaughlin 

“a particular sensitivity is required in dealing with subjects who have 

experienced political violence.”88 McLaughlin opted for subjects to be 

interviewed individually in order to enable an environment more “conducive of 

trust”89 and to avoid any contentious situation that might occur from bringing 

together individuals from opposing sides of the conflict. The meticulous 

attention given to the contractual agreement of the Prisons Memory Archive 

enabled participants to feel comfortable about being frank and open when 

discussing their experiences. During the initial stages, the project was clearly 

outlined in terms of interview, recording, editing, presentation and ownership 

of material, and a contract was agreed before any interview took place. The 

contract stipulated an agreement of co-ownership which meant that each 

participant would retain a veto over their contribution, and would take part in 

the decision-making process regarding how the material would later be used. 

Due to the sensitive nature of the project, participants were briefed that they 

should not state any information that would incriminate themselves or others. 

This is because no contract of confidentiality in an oral history project can 

conceal information that points to criminal activity. A prime example of this 

has been seen in the media very recently in respect of The Belfast Project.90

88 Cahal McLaughlin, "Inside Stories, Memories from the Maze and Long Kesh Prison," Journal of 
Media Practice 7, no. 2, (2006): 125 doi: 10 1386/jmpr 7 2 123/1
89 Ibid, 125.
30 The Belfast Project is a large-scale oral history project that took place between the years of 2001- 
2006 commencing just three years after The Good Friday Agreement was passed in Northern Ireland 
in 1998. On behalf of Boston College and under the direction of Irish journalist Ed Moloney, ex IRA 
member Anthony McIntyre and loyalist Wilson McArthur interviewed Irish republicans and loyalist 
paramilitaries who had lived through the Troubles in Northern Ireland Approximately 40 people were 
interviewed during the five-year duration of the project and interviewees were promised that information 
would be kept confidential during their lifetime. (Thomas Cooper, "Oral Argument," Boston College 
Magazine. Winter 2012.) However, in May 2011, the US government received a request from the 
British government asking them to release material from two interviews of former IRA members

69



Cultural historian Marc Pachter emphasises the importance of actively 

listening to subjects at interview: “You really want them to think that they 

have a story worth sharing.”91 According to researcher Peter Knight, “ In 

face-to-face work the researcher can have quite an effect on participants.”92 

McLaughlin is also aware of the negative effect an interviewer can have on a 

participant.93 Therefore, during the interviewing process for the Prisons 

Memory Archive, camera operators were directed not to consider the editing 

process whilst filming, but to focus on the participant and fully engage in 

listening to their story. This was necessary because a lack of attention from 

the camera operator could greatly affect the subject and the course of their 

dialogue. A researcher who is distracted from their interviewee will 

communicate a level of disinterest in their story. This will explicitly devalue 

the story that is being told and deflate the confidence and enthusiasm of an 

interviewee. Inevitably, the richness and outcome of the narrative will be 

compromised. In addition, in advance of taking part in the process camera 

operators received training in the life-story approach to interviewing. Due to 

the sensitive nature of testimonies, it was explained that participants should 

not experience aggressive questioning and that rather, they should lead the 

form of the dialogue.

Brendan Hughes and Dolours Price with relation to Jean McConville's murder Regardless of appeal, 
the court ruled that not only should the requested transcnpts be released but also seven additional 
interview transcripts of IRA members. "In her ruling, chief Appeal Court Judge Sandra Lynch said the 
researchers could not state a claim that they have rights under a legal-assistance treaty between the 
United States and the United Kingdom. She also acknowledged that while the researchers claimed an 
academic research privilege under their constitutional rights to freedom of speech, the choice to 
investigate criminal activity belongs to the government and is not subject to veto by academic 
researchers." (BBC News Northern Ireland. "US court rules Dolours Price interview must be given to 
PSNI." Accessed April 22, 2015. http /Avww bbc co uk/news /uk-northern-ireland-18756011)
31 Mark Pachter, "The Art of the Interview" (lecture, TEDxUSC, University of Southern California, Los 
Angeles, January 2008).
I '  Peter T. Knight, Small-scale Research (London: Sage Publications Ltd , 2002), 49 
93 Fionnuala Fagan, conversation with filmmaker, Cahal McLaughlin. QUB, October 30, 2012
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Dominick LaCapra describes how “in testimonies the survivor as witness 

often relives traumatic events and is possessed by the past.”94 However, it is 

widely agreed that research should cause no harm to research subjects, 

whether directly or indirectly.95 96 Therefore, an oral history and artistic project 

such as the Prisons Memory Archive must endeavour to safeguard 

participants from being emotionally hurt from the process.&ü Subject matter 

collected for the Prisons Memory Archive did include the discussion of painful 

memories and traumatic events. For example, interviewee Billy Hutchinson 

described the unfeeling way in which he was told that his father had died. 

During his interview he became agitated as a result of this recollection. This 

was apparent when his speech became less fluid, his voice quality changed 

and his body language became agitated. Interviewee Gerry Kelly described 

systematic beatings and his force-feeding during the 1982 hunger strike.97 In 

a similar way, he became visibly and audibly agitated at this point.

An extreme case of this is seen when dealing with holocaust survivors. 

LaCapra deliberated the ethics of awakening the distress of traumatic 

memory for historical purposes, questioning the ethical desirability of eliciting, 

"memory that confronts the traumatic dimensions of history."98 It is not 

necessarily the case, as historian Marc Patcher argues that “everybody in

94 Dominick LaCapra, Writing History, Writing Trauma (Baltimore: The John Hopkins University Press, 
2001), 89.
95 Knight, Small-scale Research, 142.
96 Ibid, 142.
9' Inside Stories: Memories from the Maze and Long Kesh Prison, directed by Cahal McLaughlin (2005, 
Belfast, The Prisons Memory Archive, 2005), DVD
98 LaCapra, Writing History, 95.
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their lives is really waiting for people to ask them questions, so that they can 

be truthful about who they are and how they became what they are.”99

Interestingly, LaCapra denotes that, “Empathic unsettlement may, of course, 

take different forms, and it may at times result in secondary or muted trauma 

as well as objectionable self-dramatisation in someone responding to the 

experience of victims."100 Therefore, just as protective structures need to be 

implemented for the safeguard of the interviewees, consideration for the 

researcher is also necessary. Life-story interviewing requires the interviewer 

to engage empathically and sympathetically with the interviewee. The 

experience of listening to multiple distressing testimonies can actually result 

in the interviewer experiencing secondary trauma. In accordance with the 

above ideas, McLaughlin offered post-interview emotional support to 

participants in the form of a follow-up counselling session. McLaughlin’s 

attention to the possibility that all individuals may require emotional support 

demonstrates well-considered ethical conduct.

QQ

Mark Pachter, “The Art of the Interview” (lecture, TEDxUSC, University of Southern California, Los 
Angeles, January 2008).
,p0 LaCapra, Writing History, 102.
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Methodological and Ethical Practice during this Research

Throughout this doctoral research I have collected a large number of oral 

history narratives from people living in the post-conflict societies of Northern 

Ireland and Bosnia. Using a newly developed artistic methodology, their 

stories have been employed to create two divergent artistic projects, 

Dreaming Protected Me and Stories of the City: Sailortown. Each comprised 

of original verbatim songs, installation and performance, these creative 

artefacts provide the basis of this doctoral submission and their significance 

and contribution to knowledge is contextualised, reflected upon and 

articulated throughout the course of the written thesis.

As a result of human testimony providing the basis to the thesis portfolio, this 

study has required the careful consideration and application of appropriate 

research tools and ethical practice. In the following section, I will further 

explain the methods I have employed to ensure the safety of participants and 

positive outcomes for the creative work.

Selection of Interviewees

For Stories o f the City: Sailortown the interviewees were members of the 

Sailortown Regeneration Group (SRG) and their participation was arranged 

by the Learning and Participation Department at The MAC prior to Isobel 

Anderson and I agreeing to work on the project. Anderson and I committed to 

working with this community group for several reasons. Firstly, Sailortown
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had played a significant historical role in Belfast's industrial infrastructure. 

Secondly, the area had once been positioned in an unusual urban location, 

beside the sea. Furthermore, it was once a bustling, vibrant and multi-cultural 

area where Sailors docked from all over the world. Anderson and I both 

decided that Sailortown’s rich history would provide the basis for an engaging 

artistic project.

For Dreaming Protected Me the selection process was somewhat different 

because I independently devised the project and was therefore working to my 

own project brief. I met all except one of the five interviewees during my 

participation in a series of artistic development workshops in Bosnia in 2011. 

The fifth interviewee, Ursula Burns, is a musician and acquaintance from 

Belfast. Although each of the participants are professional artists, this was 

not the reason I had asked them to become involved on the project. Rather, I 

based this selection on my individual experience of each person and my 

belief that they could each contribute stories suited to the project aims.10'

The interviewees ranged in age, religion, gender, sexual orientation and 

nationality, and they had each experienced armed-conflict at a variety of 

different ages. For two interviewees this experience took place during their 

childhood, for one it took place during adulthood, and for two others their 

experience extended over 30 years, from childhood right through to 

adulthood. 101

101 As already outlined, this work aimed to artistically re-tell stories of people who had experience of 
armed-conflict, in order to uncover and expose a broad range of more nuanced, inclusive, alternative 
and inspiring personal histories, and offer a contrast to the repetitive and commonly accepted divisive 
narratives that exist within post-conflict communities
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Interviewing: Preparation, Consent and Techniques

In preparation for the interviewing process, I carried out extensive research of 

the relevant subject matter by engaging with historiography, journalism and 

the social sciences more generally. This research was not only crucial for 

developing my knowledge of the history of the Sailortown area, the war in the 

former Yugoslavia and the conflict in Northern Ireland, but it helped to inform 

the direction of my questioning during interviews and reassured participants 

of my familiarity and therefore interest in the subject matter.

At the beginning of each interviewing session, I clearly outlined the aims and 

objectives of the project to each participant and we each signed a consent 

and clearance form.102 This process ensured that their agreement to become 

involved in the project was made on the basis of informed consent. During 

interviews, I combined techniques from both oral history and semi-structured 

interviewing. Each of these techniques enabled me to retain a level of 

spontaneity and openness during the interview and to cultivate a relaxed 

environment for the interviewee.

The UK Data Service cites oral history interviewing as “a method which 

records and explores the biographical accounts of people's lives." Although it 

states that the primary interviewing technique used by the oral historian as 

the "life-story interview” it differentiates between the two by explaining that 

oral history interviewing “need only cover an earlier period of the

102 See Appendix 1 for project consent and clearance forms
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interviewees' lives, [...] but not continue their life stories up to the present,” as

103
life-story interviewing requires.

Semi-structured interviewing techniques offer a middle ground between the 

multiple choice surveys used for structured interviewing and the rather less 

focused participant-led unstructured interviewing style. Structured 

interviewing offers a set of multiple choice answers for the respondent to 

choose from. This is a good way of achieving an overview of mass public 

opinion for data processing however this style can sometimes backfire as it 

may produce data with no valid content. Unstructured interviewing is often 

used in the field of ethnography. This style encourages dialogue in the form 

of a conversation, where the topic can easily change due to the course of 

discussion. This is good for obtaining the perspective of the insider but the 

tendency for these interviews to wander off means that they can lack focus.

In semi-structured interviewing the researcher establishes topics and 

questions in advance to be covered during the session. However, the 

participant’s train of thought directs the course of the narrative so enabling 

flexibility in the approach. Without leading the discussion or imposing 

meaning, the interviewer can then further probe the participant in order to 

gain more in depth information.103 104

103 UK Data Service, “Oral History," accessed September 10, 2014, http://ukdataservice ac u k W h in «
resources/interview/oral-history.aspx acning-

104 Beth Leech, “Asking Questions: Techniques for Semistructured Interviews " Political e
Politics (2002): 665-668, doi:10.1017/S1049096502001129. ’ science <X
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Throughout the course of this PhD research, the oral history interviewing 

approach enabled me to focus in on specific areas of a participant’s past 

whilst both techniques allowed the interviewee to direct the course of the 

narrative. The semi-structured method then enabled me to further probe the 

participant on significant areas of their narration. This allowed for 

investigation of the finer details of the story and retained a level of focus 

imperative to the artistic outcomes of the project and more specifically to

105song-writing.

The duration of each interview was between 1 -  2 hours. For Stories of the 

City: Sailortown interviews were conducted in either a group or individual 

situation. Many of the participants were nervous of an individual interview 

situation. This coincidently suited the concerns of project because we were 

primarily interested in re-telling stories of the collective. In contrast, the 

interviews conducted for Dreaming Protected Me were carried out with 

individual participants. All interviews were audio recorded and transcribed 

meticulously in order to retain colloquialism and dialect within the written text. 

It was crucial to retain this feature of the spoken language because it would 

later be included in the construction of song lyrics, in order to further 

represent the owner of the story. 105

105 As miniature vehicles for storytelling, songs should condense and include as much information as 
possible. By including intricate details, songs are enabled to not only tell a story but also to illustrate 
vivid imagery in the imaginations of the audience.
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The Role of Personal and Cultural Background in the Research Process

My ability to communicate with, relate to and observe those interviewed 

during the course of this doctoral study has been largely aided by knowledge 

gained through my own life experience.

In Stories of the City: Sailortown, Anderson and I entered into a community of 

people and an area of Belfast completely unknown to us. All of the 

interviewees were at least 60 years of age, setting the generation gap 

between them and us at approximately 30 years or more. Nonetheless, I was 

able to easily communicate with the group. It was extremely useful that I am 

from Northern Ireland and that my father and paternal extended family are 

from Belfast. As a result, I have grown up visiting Belfast and have frequently 

engaged with people from a similar class and religious background to the 

SRG. Several weeks into the project, Anderson, who comes from a middle- 

class English background, highlighted my ability to relate to the Sailortown 

participants. She explained the distance she had initially experienced 

between herself and the community, and her observation that I had not 

encountered the same difficulty. She described how even the community’s 

strong Belfast accents and use of colloquial language had created an 

obstacle for her. Anderson quickly and successfully overcame her initial 

discomfort when relating to the group. However, it is interesting to consider 

the impact that each of our backgrounds had on the speed at which we were 

each able to feel comfortable in the presence of SRG members.
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As discussed above, the participants for Dreaming Protected Me came from 

highly diverse backgrounds. However, the fact that they were all artists who 

had lived through armed-conflict enabled a common ground between us. In 

addition, four of the participants had been involved in the artistic development 

workshops in Bosnia and I had already been acquainted with Ursula Burns 

for several years. This familiarity facilitated a level of trust between us.

During the course of both practice-based research projects, my personal and 

cultural background enabled a level of knowledge, connection and even 

shared experience between myself and participants. This undoubtedly 

strengthened my ability to communicate and forge bonds and alliances.

Selection of Material for Re-telling

In Stories of the City: Sailortown the level of each participant’s contribution to 

group discussions and/or individual interviews undoubtedly had an impact on 

the story narratives presented in the final work. The interview material 

selected for re-telling was also negotiated between Anderson and I in 

response to the criteria outlined by The MAC as commissioning body, and 

the recurrent themes within the collected testimony of the SRG. The MAC 

was interested in the project documenting the experiences of workers and 

residents of the Sailortown district prior to the urban regeneration of the 

1960s and had therefore advised us to avoid the communities current issues 

surrounding their on-going fight to regenerate the Sailortown area and the 

now derelict church, St. Joseph’s. Whilst many of the stories collected from
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the SRG fitted The MAC’S project brief, the anger surrounding the loss of 

Sailortown and the demise of the local church became a notably recurrent 

theme. Anderson and I agreed that we could not ignore this prevalent feature 

of the collective interview material because it was obviously so important to 

the SRG. We therefore decided to write a song entitled The Chapel on the 

Quay that incorporated stories illustrating the significant role that St. Joseph’s 

church had previously played within the community. In addition, narratives 

surrounding the community’s experience of anger and sadness as a result of 

losing Sailortown were juxtaposed with their positive childhood memories of 

the area. These words formed the poignant lyrics of the song, Whitla Street 

to God Knows Where.'06 Our approach to these narratives was accepted by 

The MAC and appreciated by the SRG.

The project brief and the presence of a series of dominant collective 

community narratives impacted not only upon the inclusion, but also the 

exclusion of certain interview material. In his early 80s, Joseph Adler Gorman 

was the only community group member old enough to recall the Sailortown 

riots of the 1930s. Undoubtedly, the riots are a fundamental part of the area’s 

history but even Gorman did not place a great amount of focus on these 

events This subjsct did not feature during any other discussion or interview 

and, as a narrative that explicitly pointed to Northern Ireland’s troubled past, 

it did not fit the project aims nor did it sit comfortably alongside the other key 

narratives selected for re-telling. As a result, on this occasion the story of the 106

106 See Appendix 8 for Stories of the City: Sailortown song lyrics.
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Sailortown riots was not selected to feature in the final production of Stories 

of the City: Sailortown.

For Dreaming Protected Me the selection of material was guided by the 

project brief and the aim that the content would present stories of human 

resilience and/or insightful opinions on war and violence. In order to be 

selected, it was also important that these narratives had resonated strongly 

with me during the interview process and afterwards. As result of this 

personal resonance, I hoped they would also captivate and inspire an 

audience.

The process of narrative selection, particularly during Stories o f the City: 

Sailortown, highlights the tensions and implications that arise when 

negotiating the divergent needs of researchers, artists, participants and 

commissioning bodies.

An Outline of the Creative Process

As already mentioned above, all of the interviews were audio recorded and 

subsequently transcribed to include colloquialism. Once the transcription 

process was complete, each manuscript was printed and analysed. At this 

point, texts relating to key areas of interest were highlighted and categorised.

For Stories of the City: Sailortown, Anderson and I extracted the relevant text 

from each interview transcript to create a series of documents from which we
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could begin to write a series of verbatim songs. These were entitled: The 

Church, The Sailortown Area, Mary’s Adoption, Nights Out, Sailortown’s 

Ghost Stories, Marie’s Deep-Sea-Sailor Dad and finally, Anger, Sadness and 

Loss. At this point, rather than choosing to compose the songs together, we 

each selected categories that had resonated strongly with us as individuals 

and began the process of song-writing separately. We agreed that this 

method would be more productive because of our varying levels of 

connection to certain narratives and our different approaches to crafting 

songs. It was interesting to discover that Anderson and I were immediately 

drawn to completely different themes within the interview material. I felt 

drawn to narratives surrounding the church and the community’s experience 

of anger, sadness and loss, whilst Anderson felt inspired by ghost story 

narratives, nights out and Mary’s adoption. As a result, we were able to 

divide all of the subject areas between us without any need for negotiation or 

compromise.

The songs written at this stage provided the core narratives included in the 

final performance, inspired the form and content of the installation, and 

guided the creation of the soundscape. This juxtaposed a selection of the raw 

interview audio that had contributed to the song lyrics with the fusion of sea 

and motorway field recordings.107

This is discussed in more detail during Chapter 4 of this thesis.
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For Dreaming Protected Me excerpts of text were edited from the complete 

collection of interview transcripts and placed into twenty-two separate story 

narrative documents. Ten of these texts were then chosen for the process of 

song-writing and the remaining twelve selected for the creation of voice-over 

soundscapes. After the process of song-writing and song recording was 

complete, twelve excerpts of spoken dialogue were extracted from the 

recorded interviews in order to provide a starting point for the creation of the 

voiceover-soundscapes. In addition, field recordings were collected to 

provide the basis to my sonic interpretation of the voice-overs. Using audio 

processing tools in the studio, these collected sounds were manipulated, re

realised and multi-tracked in response to each individual interview excerpt

The songs written for Dreaming Protected Me guided the format of the 

performance and its visual aspects, whilst the voice-over soundscapes 

became a separate entity and provided the core material for the installation 

piece.

Collaboration and Feedback from Participants

During the creative process of both projects interviewees were kept informed 

with regards to the development of the work and were invited on several 

occasions to engage with the “work in progress.” This collaborative process 

enabled their continued input to ensure that participants were comfortable 

with how their stories would be presented within the final production. This 

was an extremely important concern of the work.
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Although formal collection and analysis of participant feedback falls outside 

of the scope of this thesis, nonetheless, informal feedback was gathered 

using a number of methods which included: informal individual and group 

conversations; e mail; private correspondence on Facebook and for Stories 

of the City: Sailortown, a selection of filmed interviews were conducted 

following the launch of the work on May 18, 2012. These were collected on 

behalf of The MAC by Lamb Films108 as a form of project documentation for 

funding bodies. Although the film remains untitled and unpublished, it 

provided Anderson and I with a valuable point of reference regarding 

participant response to the final outcomes of the work.109

Audience Feedback

Likewise, the collection and analysis of audience feedback falls outside of the 

scope of this thesis. Flowever, some limited audience feedback was 

gathered. For Dreaming Protected Me this was filmed during the “after show 

discussion” and some of this material is presented on the Dreaming 

Protected Me documentary.110 In addition, several elements of the feedback 

are discussed in Chapter 3: Dreaming Protected Me. For Stories of the City: 

Sailortown audience feedback was collected using several audience 

comment books.111

108 Lamb Films, "About," accessed August 17, 2015, http://www.lambfilms.com/about.html
109 See Appendix 10 for Stories of the City: Sailortown participant feedback, which had been 
transcribed from the film footage.
110 This is held on the thesis portfolio pen drive. The reader will later be directed to watch this film 
during Chapter 3: Dreaming Protected Me.
111 See Appendix 11 for Stories of the City: Sailortown audience feedback, which has been transcribed 
from the audience comment books.
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Although audience feedback was not collected or analysed using formal 

methods, it enabled me to reflect critically on the outcomes of each creative 

work. It was useful to have at least some idea of what the audience had 

experienced and even gained as a result of viewing the work.

Summary

The discussion above has outlined the personal context that has driven this 

research and how, whilst the newly devised artistic methodology has been 

strongly influenced by the work of verbatim theatre practitioners and the folk 

song genre, it both combines and extends these practices through the 

inclusion of verbatim song-writing, sound design and installation art. Whilst 

the employed artistic methodology enables a new, alternative and evocative 

approach to re-telling oral history narratives, the endeavour to represent 

human testimony in any field is problematic. Therefore, issues surrounding 

interpretation, speaking for others, narrative as a form of representation, the 

reliability of human memory, and approaches to ethical practice, have been 

presented as key considerations and challenges of the research. These 

methodological issues will be discussed again in the conclusion of the thesis 

where suggestions will be articulated for minimising their impact. As an 

exemplary model of ethical practice that has informed the methodology 

developed during this PhD study, this chapter has included a case study of 

the Prisons Memory Archive by film-maker Professor Cahal McLaughlin. This 

discussion leads into a final section addressing the research tools and
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approaches employed during this doctoral study to clarify the following 

methodological processes: participant selection; interviewing; material 

selection; creative process; collaboration and the status of participant and 

audience feedback.

In the following chapter, I discuss the personal implications of a trip to Bosnia 

and present the findings of a period of research into historiography, 

journalism, the social sciences more generally and artistic forms of 

representation, in order to gain knowledge about the two post-conflict 

communities of Northern Ireland and Bosnia. In the discussion, I refer to 

chapter 1 in order to re-articulate my awareness of the problems surrounding 

my use of narration as a method of historical representation. Finally, I will 

consider the contrasting knowledge gained from my personal engagement 

with more traditional forms of historical evidence versus artistic forms.

Through analysis of this process, I will highlight some of the differences that 

emerge between artistic approaches to documentation and methodologies 

used within more traditional disciplines such as historiography, journalism 

and the social sciences. This section therefore builds upon the argument that 

artistic approaches to documentation can develop more meaningful ways in 

which to engage with historical narratives.
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Chapter 2: From Northern Ireland to Bosnia and Back

In October 2011, I was invited on a trip to Bosnia with Belfast-based theatre 

company Prime Cut Productions112 and East West Theatre Company, 

Sarajevo.113 The theatre companies were in the early development stages of 

a collaborative performance project set to tour Europe in 2013 for which I 

was asked to participate in a week-long series of artistic development 

workshops. At this time, my area of doctoral study was not yet defined as one 

that focused on post-conflict society and therefore the trip did not appear to 

hold any connections to my PhD work. However, I appreciated the 

opportunity. As a young teenager, I had watched news footage of the 

Bosnian war and coming from Northern Ireland, a place with a long history of 

conflict, I was intrigued to visit, experience and learn about the issues 

confronting this post-conflict society. Unexpectedly, this trip became the 

starting point to a three-year-long investigation that would define a large 

section of my PhD research.

The workshops took place in the Bosnian National Theatre in the small city of 

Zenica, which is situated about 70 miles north of Sarajevo. Zenica is the 

fourth largest city in Bosnia with a population of approximately 115,000. The

112 Prime Cut Productions is an independent Belfast-based theatre company. Since its establishment i 
1992 it has continued to create brave and out-spoken theatrical productions which often shine liqht on*1 
the most difficult of the worlds political and social problems. For further information see- Prime Cut 
Productions, “About Us," accessed April 13, 2015, http://www.Primecutproductions.co uk/about-us
113 Established in 2005, East West Theatre Company has produced and presented numerous sociallv 
and politically engaged performances and installations and has collaborated with international artists7 
from more than twenty countries. East West aim to bring global awareness to the importance of 
equality, human rights and multiculturalism not only in the Balkan’s but globally. For further information 
see: East West Theatre Company, “About Us,” accessed April 13, 2015, http://eastwest ba/about/ "
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sessions were led by internationally renowned Bosnian director, Haris 

Pasovic114 and included the participation of 25 artists from Bosnia, Northern 

Ireland and the Republic of Ireland. Pasovic’s artistic methodology is deeply 

rooted in his interest and knowledge of world politics, his contempt for those 

who abuse positions of power and his belief in equal rights for all humanity. 

The focus of the week’s workshops surrounded the difficult political issues 

facing our respective countries and beyond, followed by the development of 

artistic responses to the debates that arose.

At the beginning of the first workshop Pasovic posed a question to the group, 

“If happiness is so difficult for people to achieve, can it be possible for 

Bosnian or Northern Irish society who have both experienced the trauma of 

war to be happy?”115 This question raised the idea that individual happiness 

and the happiness of a whole society cannot be understood as the same.

The place where we live, the hardships which that society has endured and 

the approaches of the government which rules, all have an impact on 

individual experiences, and therefore the level of both individual and 

collective happiness. Pasovic addressed issues relating to the legacy and 

effect of war on each place. His enquiry provoked the first intensive group 

discussion during which he encouraged interrogation of the other horrific acts 

of violence, war, and poverty, which have taken place during the 20th and

114 Haris Pasovic is an internationally acclaimed theatre director from Sarajevo. He is Professor of 
Directing at the Performing Arts Academy, Sarajevo and Artistic Director of East West Theatre 
Company, Sarajevo. For further information see, East West Theatre Company, “Haris Pasovic,” 
accessed April 13, 2015, http://eastwest.ba/about/haris-Pasovic/
1,5 Haris Pasovic. “Artistic Development Workshops" (lecture, Bosnian National Theatre, Zenica, 
Bosnia, October 2011).

88

http://eastwest.ba/about/haris-Pasovic/


21st centuries. In response to each intensive discussion, creative workshops 

followed. These explored the themes that had arisen during debates.

The workshops in Bosnia provoked conversations that have had a great 

impact on my work as both an artist and as a PhD student. The discussions 

that took place during my time in Bosnia were extremely difficult for me to 

digest. Having been born into and raised during the Northern Irish Troubles, I 

spent my formative teenage years immersed in political discussion with my 

peers. From this experience, I had learned that political debate often ends in 

anger and without resolution. As a result, in adulthood, I had become strongly 

resistant to any conversation centred around politics. During the heated, 

politically focused dialogue that took place in Bosnia, this resistance to 

debate disabled me. I found myself unable to participate. I was completely 

paralysed and frustratingly unable to speak. Though I remained silent during 

the unfolding conversations, I was experiencing massive internal reactions to 

the discussion. A memorable moment occurred during a debate between 

Irish participant Ona Nic Eoin and Bosnian participant Irma Saje. Nic Eoin 

expressed outrage that, during the previous week, her 9-year-old daughter 

had been exposed to a front-cover-image of a dead and brutalised Muammar 

Gaddafi in a newsagents shop in Belfast. She was abhorred that such 

disturbing news should be unthinkingly made viewable at the eye-level of 

children. Bosnian participant Irma Saje responded to Nic Eoin's anger by 

saying: “ It is not the worst thing for a child to see dead people." Months later,

I began to understand the essence of Saje's comment-that worse things
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could happen and did happen to children during the Bosnian war and other 

world tragedies-but in that moment I thought her perspective was extremely 

naive and I felt anger towards her. I now realise that I lacked understanding 

for Saje and the things she had seen, experienced and survived as a child 

living through the three and a half year siege on Sarajevo. I am now thankful 

that I did not voice my unprocessed opinions during the discussion and 

instead found a platform for self-expression within the creative workshops.

The creative workshops were conducted in a way I had not encountered 

before. A small group of artists would be asked to go to the “stage” area of 

the space in order to respond to certain themes that had arisen during 

discussion. The other artists became spectators as they sat in the “audience” 

seats. The most notable difference to my previous experience of work

shopping was that the space was fully rigged with lighting and a P.A. system 

and two technicians contributed to each creative process by improvising with 

light and sound. This had an unusual effect on the ambience in the space 

making the explorative process feel much more like a performance. Under 

stage lighting, even a normal conversation between the artists on stage was 

transformed. I remember Pasovic placed me on stage alone with one of my 

recorded compositions playing behind me. My verbal and physical responses 

to his questions about my composition were adrenaline filled. Under the 

spotlight, I felt my emotions heighten. At another point, Pasovic directed Irish 

actor Lisa Hogg to position herself behind a microphone to discuss the theme 

of suicide and asked me to musically respond to her by improvising on violin
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The lighting, the sound and the stage-audience environment again 

contributed to the performative quality of our dialogue. It felt as though we 

had already rehearsed and crafted this scene together.

At times during this process I felt vulnerable and exposed. However, It was 

fascinating to watch the work unfold In such an organic yet effective way, to 

listen to the views and opinions of each artist, and to discover the common 

ground and resonances between us. At one point Irma Saje took her position 

on stage to speak about Bosnia: "The problem that we have in Bosnia is our 

names." 1 was surprised to realise that 1, a person who viewed myself as 

largely sheltered from the Troubles in Northern Ireland, could relate to the 

experience of a woman who had lived through her early teens during the 

Siege on Sarajevo. In the same way as Saje felt about her Muslim name, I 

had similarly felt my Irish name to be problematic. These names were 

attached to religion and in our respective countries this positioned us 

politically. At times I had even felt in danger as a result of this. In 1996,1 

began going to college In a unionist / loyalist area of East Belfast and 

became good friends with a Protestant teenager from Orangefield. On one 

occasion as we got into an East Belfast taxi he said my name aloud. The taxi 

driver’s reaction was immediate: "What kind of a name is that?” he asked 

peering back at me through his rear view mirror. In an attempt to diminish the 

situation, I began to tell him how I hated my name and had no idea why my 

parents had called me it. The driver then began to tell us about a very good 

friend of his, "King Rat." King Rat was the title given to loyalist paramilitary
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Billy Wright who had been a mid-Ulster commander in the UVF and later 

formed the breakaway group known as the LVF. It is estimated that Wright 

was involved in the sectarian murders of at least 20 Catholic people,116 so I 

was under no illusion that this conversation was intended to make me feel 

threatened. From this time to present, each time I introduce myself, “My 

name is Fionnuala Fagan,” I anticipate the unspoken presumptions of others, 

“And you are a nationalist Irish Catholic.” In an attempt to protect my 

daughter from having to deal with this form of labelling I gave her a cross- 

cultural name when she was born, that is not defined by religious connotation 

within Northern Ireland.117 She was the first child on either side of my family 

to be without an Irish first name.

The Bosnian experience offered a steep learning curve that fundamentally 

changed me. After the week of discussions and creative workshops, I 

returned to Northern Ireland with a new understanding of myself and the 

society in which I had grown up. This opened up the possibility for me to 

reflect back on my experience of the Troubles and for the first time, I 

encountered the resounding effects of my childhood reality. It seems 

ridiculous to state, but prior to this I was completely oblivious. I had never 

considered that growing up during the Troubles meant that I had been 

peculiarly shaped or particularly affected by my experience of this bitter, 

sectarian, violent society. Habituated to our divided community and the

Wikipedia, "Billy Wright,” accessed April 3, 2015, http://en.wikipedia.org/wiki/Billy_WrighUlovalist)
My daughter's name is Ella Rose. Interestingly in France both names are Catholic saints names In 

Greek mythology Ella was the daughter of Athamas and Nephele. In Spanish the word simply means 
she.
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conflict, I cultivated the notion of a perfectly normal upbringing and a certain 

belief that I had been largely unaffected by the Troubles. The week in Bosnia 

completely shattered these perceptions, and my “unaffectedness abruptly 

became untenable. These realisations did not arrive as a mild awakening. I 

was unequivocally disturbed by them. Having been born into the Troubles in 

1981, I had experienced it as completely normal: to see army-men with 

SLRs, to be caught in a bomb scare, to feel fear at security checkpoints, to 

see reports of violence on the news, to be afraid in some situations to tell 

people my Irish name and to think about life in terms of British and Irish, UVF 

and IRA, Protestants and Catholics. It was not until I went to Bosnia in 2011 

that I began to realise that the experiences that I had accepted as normal

where in fact the opposite.

As a result of the week’s work in Bosnia and the group discussions between 

Irish, Northern Irish and Bosnian artists, I could now identify with the fact that 

living through the conflict had affected the formation of my opinions and 

political understanding. Up until this point, I was almost completely blind to 

the fact that my experience of the political and cultural environments to which 

I had been exposed, had played a key role in the construction of my thought 

processes and beliefs. I could no longer deny the great impact that living 

through the conflict had had on the shaping of my identity.

In the current post-conflict environment, the identities, stories and memories 

of people from Northern Ireland are unavoidably entangled with the war that
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took place. These narratives are so deeply engrained and embedded in our 

sense of being that we cannot escape them. Whilst the conflict has divided, 

subdivided and segregated Northern Irish community, our experience of it 

enables a common ground that connects us to one another.

Northern Ireland and Bosnia: Context, Difference and Parallel Lines

The practical projects developed throughout the course of this PhD have 

drawn me into the history of Northern Ireland and Bosnia and an engagement 

with professional historiography, professional journalism and the social 

sciences more generally. Although each respective war is greatly divergent, 

interestingly many parallels also exist. In order to establish timeframes for my 

projects, I have investigated the events and political and sociological 

circumstances that contributed to each countries respective conflicts. The 

knowledge gained has enabled me to compare the current post-conflict 

situations in each country and identify several similarities and differences.

The sense of rigor applied by the professional collective within each field 

should ensure a high probability that findings are reliable. However, as 

already outlined during the previous chapter, in the cases of Northern Ireland 

and Bosnia divided opinions and viewpoints can make it difficult to arrive at 

definitive accounts of the past, and whilst narration enables re-telling it is not 

without its problematics. Nonetheless, I must communicate the findings of my 

research into Northern Ireland and Bosnia in order to offer the reader a 

certain level of knowledge and understanding of each conflict. In doing so, I
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have had no choice but to rely upon historical accounts that attempt to be 

objective and my own ability to understand, translate and narrate the 

information I have encountered. In my attempt to provide an accurate 

historical account, the evidence included has been corroborated by a number 

of seemingly reliable sources. These have enabled me to detail accurate 

timeframes of the main events that opened and closed these periods of 

history, therefore making it possible for me tell the story of each of the wars 

in question.

Northern Ireland

The Government of Ireland Act in 1920 provided for the establishment of a 

devolved government for Northern Ireland at Stormont.118 During the 45 

years that followed, Northern Ireland experienced a relatively settled and 

untroubled period. However, throughout the mid-late 1960s, tensions 

between the Protestant majority and the Catholic minority in Northern Ireland 

intensified. In 1965, Northern Irish Prime Minister Terence O’Neill 

controversially invited Irish Prime Minister Sean Lemass for talks at 

Stormont. O’Neill’s liberal approach acted to raise hopes for equal rights 

within the Catholic community. However, the unionist majority, led by the 

Reverend Ian Paisley, felt threatened by his actions and began an anti- 

O’Neill campaign.119 In 1967, inspired by Martin Luther King’s American civil 

rights movement, the Northern Ireland Civil Rights Association was

118 p r o n i, “Creation of Northern Ireland,” accessed March 19, 2015,
http://www.proni.gov.uk/index/exhibitions_talks_and_events/proni_on_the_record_online/creation_of n
orthern_ireland_.htm
119 William Maguire, Belfast: A History, (Lancashire: Carnegie Publishing Ltd., 2009), 231.
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established in order to fight for equality in housing allocation, the voting 

system and employment.120 According to William Maguire, "disappointed 

Catholics, and some radical Protestants who made common cause with 

them, turned to campaigning aggressively for civil rights in the manner of 

[Black Americans] in the southern states of the USA."121 * However, this 

uprising led to further political unrest. A civil rights march in Derry in October 

1968 is now widely considered to be the day when the Troubles began. 

Organised by The Derry Housing Action Committee, it sparked the outbreak 

of serious rioting across Northern Ireland.

The constitutional status of Northern Ireland and the national Identity of two 

opposing sides lay at the centre of this conflict. The war that endured for 

more than three decades took place between Protestant unionists/loyalists. 

Catholic nationalists/republicans and the British security forces. These 

included the British Army, The Royal Ulster Constabulary and The Ulster 

Defense Regiment. During the Troubles, approximately 3,600 people lost 

their lives. In addition, approximately 50,000 people were injured or mutilated 

and countless other psychologically affected.123 Segregation, dividedness 

and the effects of the Troubles continue to shape the identity of Northern Irish 

society in the current post-conflict period.

120 CAIN Web Service, ““Conflict in Northern Ireland: A Background Essay," accessed October 8, 2014,
http://cain.ulst.ac.uk/othelem/facets.htm

¡22 cA?NWeb S v ic e . TheDenryMarch - Summary of Main Events," accessed October 8, 2014,

http://cain.ulst.ac.Uk/events/derry/s October 8, 2014, http://www.bbc.co.uk/history/troubles
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Bosnia

In March 1992, the multi-cultural society of Bosnia passed a referendum for 

independence from the Federal People’s Republic of Yugoslavia. The 1991 

census had shown that the population of the country was comprised of one- 

sixth Catholic Croats, one-third Orthodox Serbs, and two-fifths Muslim Slavs. 

However, not all Serbs were in support of the passing of the referendum. As 

the minority, they had been out-voted by the Muslim-Croat Alliance. In 

reaction to this Serbian leader Slobodan Milosevic supplied Serbs in Bosnia 

with weapons and military support, under the guise that as a minority group 

they may need this protection.124 Television and radio propaganda also 

convinced Bosnian Serbs of the need to protect themselves from their 

Muslim neighbours. According to historian Noel Malcolm,125 "The ground had 

been prepared, of course, by the broadcasts of Radio Television Belgrade 

warning Serbs of Ustasa pogroms and fundamentalist jihads [...] Ordinary 

Serb peasants and townsman were easily persuaded that these threats were 

real.”126 The Serbian government ignited a huge “fear of threat” within their 

people, the results of which proved disastrous. The horrors that occurred 

during the three and a half years of war that followed were catastrophic.

In his article “Conflicting Truths: The Bosnian War” journalist Nick Hawton 

underlines that, “The Bosnian War was one of the most destructive of the late 

20th Century.127 There is a general consensus that Serbian Guerrillas were

124 Encyclopedia Britannica, "Bosnian War," accessed October 8, 2014,
http://www.britannica.com/EBchecked/topic/1365562/Bosnian-conflict
125 Dr. Noel Malcolm holds a PhD in History from Cambridge. He has worked as Fm-ei™ ,
Spectator and writes as a political columnist for the Daily Telegraph. 9n td ltor ‘or tlle

6 Noel Malcolm, Bosnia: A Short History (London: Macmillan, 1994), 237
127 Nick Hawton, “Conflicting Truths: The Bosnian War," History Today 59, no 8 (20091
http://www.historytoday.com/nick-hawton/conflicting-truths-bosnian-war ’ ‘

97

http://www.britannica.com/EBchecked/topic/1365562/Bosnian-conflict
http://www.historytoday.com/nick-hawton/conflicting-truths-bosnian-war


the main perpetrators of horrendous atrocities and violence that took place. 

These have been compared to those of Hitler’s regime during World War 

II.”128 The crimes included the indiscriminate mass murder and ethnic 

cleansing of men, women and children; rape camps set up by Serb Guerrillas 

specifically to impregnate women of other ethnicities with Serbian children; 

and the mass destruction of houses, villages and towns. In addition, life was 

made unbearable due to the great lack of the essentials required for basic 

human needs such as food, water, clothing and often, electricity. On 

December 14, 1995 after three and a half years of enduring and extreme 

brutality, the Dayton Peace Accords were signed by leaders of Croatia,

Serbia and Bosnia to bring an end to the war. By this time around 100,000 

people had lost their lives and more than 2 million others had become 

refugees.129 Bosnia is still in a process of recovery today.

Difference and Parallel Lines

Statistics reveal that the death toll in Bosnia amounts to approximately 2.3% 

of the overall population, calculated by the 1991 census and one year prior to 

the beginning of the war in 1992 at 4,377,033.130 In Northern Ireland, the 

death toll amounts to approximately 0.2% of the overall population calculated 

by the Northern Ireland Statistics and Research Agency as 1,491,000 in

128 Encyclopedia Britannica, “Bosnian War/ accessed October 8, 2014, 
httpY/www britannica.com/EBchecked/top,c/1365562/Bosman-conflict
129 Ibid.

130 Council of Ministers, “Report of Bosnia and Herzegovina on legal and other measures on 
implementation of the principles determined in the framework convention for the protection of national 
minorities " (Strasbourg; Council of Europe, 2004), 4,
http://www.coe.intA/dghl/monitoring/minorities/3_fcnmdocs/PDF_1st_SR_BiH_en.pdf
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1967, again one year prior to the beginning of the Troubles in 1968.131 The 

loss of life in Northern Ireland amounts to 3.6% of the loss of life in Bosnia. In 

contrast, Northern Ireland endured 30 years of armed-conflict whereas 

Bosnia encountered 3.5 years. Therefore, the length of the Bosnian war 

amounts to 11.6% of the duration of the Troubles in Northern Ireland. These 

comparisons identify the stark differences in death toll and longevity between 

the two wars discussed. However, similarities are also present.

Northern Ireland was established as part of the UK in 1920 and was a stable 

government until rising Catholic nationalist aspirations, inspired by the 

American civil rights movement, lead to the Troubles. Similarly, Yugoslavia 

was re-established as part of the Soviet Union after World War II, and, under 

President Tito, enjoyed many decades as a stable multi-cultural, 

socialist/communist state.132 However, a series of overlapping and coinciding 

events acted to weaken the federation during the 1980s. Following Tito’s 

death in 1980, power was devolved away from the federal government to the 

republics. This established a collective presidency over eight provincial areas 

and created a sense of political division. Mounting tension between ethnic 

groups encouraged a further increase in the cultural and religious divide. This 

was heightened as memories of WWII atrocities carried out by each side 

were revisited and animosity re-ignited. These developments coincided with

13' NISRA, "Northern Ireland Population, 1841-2012,” accessed October 8, 2014,
http://www.nisra.gov.uk/demography/default.asp3.htm
Approx. 100,000 died in Bosnia as a result of the conflict and approx. 3,600 died in Northern Ireland.
,32 Wilson Centre Global Europe Program, “Why the Soviet Union and Yugoslavia Collapsed the Way 
They Did. Re-examining Russian and Serbian Nationalism," accessed April 22, 2015,
http://www.wilsoncenter.org/event/why-the-soviet-union-and-yugoslavia-collapsed-the-way-they-did-
reexamining-russian-and-serbian
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the rise of nationalist forces. The weakening of communism in the 1980s 

inspired popular political movements in various countries controlled by the 

Soviet Union, the fall of the Berlin Wall in 1990 and the impending collapse of 

the Soviet Union were key movements that collectively furthered 

Yugoslavia's de-stabilisation. The Soviet Union’s dissolution in 1991 removed 

their previous power over Yugoslavia, and as a result, the incentive for both 

union and cooperation disappeared.133 Though the causes were different in 

Northern Ireland and Bosnia, situations that started out as movements for 

civil rights and democracy deteriorated into inter-ethnic conflict. In both cases 

a stable government (Stormont in Nl, the Communist Party in Yugoslavia) 

collapsed, and the underlying ethnic tensions exploded.

Both the Bosnian War and the Northern Irish Troubles were born out of a 

struggle for land and a real sense of hatred for other ethnicities and/or 

religions. In Bosnia, society is divided by three dominant categories, Croat, 

Serb and Muslim; in Northern Ireland the division is between Irish 

nationalist/republican Catholics and British unionist/loyalist Protestants. Many 

of the political and sociological issues that confront each of these divided 

societies are similar. Both Bosnia and Northern Ireland similarly experience 

the consequences of war through the resulting development of cultural 

identities and politics that are generally defined by stereotypes and 

difference. This environment has a profound impact on the construction of 

personal identity.

133 U S. Department State Office of the Historian, “The Break-up of Yugoslavia. 1990-1992," accessed 
April 7, 2015, https://history.state.gov/milestones/1989-1992/breakup-yugoslavia
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In Northern Ireland, 17 years after the signing of The Good Friday Agreement 

society is becoming increasingly more multi-cultural. However, there is still an 

overwhelming emphasis placed upon two-sided cultural differences. For 

example, 93% of Northern Irish children attend schools which are principally 

or exclusively Protestant or Catholic, even though a recent Millward Brown 

survey reported that 83% of parents in Belfast acknowledge that integrated 

education is the only way forward.134 In Bosnia, almost 20 years on from the 

Dayton Peace Agreement, Croat, Serb and Bosniak children are also 

educated separately. In addition, the three ethnic groups employ different 

curriculum to support their specific religion, ethnicity and national identity.135 

According to Lamija Tanovic,136 "Unfortunately, this division in primary and 

secondary schools continues to this day and is probably the greatest problem 

in our education system. We are not yet fully aware of what the long-term 

consequences will be, but we can be certain that they will have a very 

negative effect on the stabilisation of this country, its security and, most 

importantly, reconciliation."137 Tanovic’s statement could be directly referring 

to the problematics of the Northern Irish segregated educational system.

' 3i NICIE: Northern Ireland Council For Integrated Education, "Celebrations at Millennium IPS as 
Minister Announces Additional Places throughout the School and Nursery Unit," (news release, May 
2014), accessed October 8, 2014, 
http //www nicie.org/2014/06
/celebrations-at-millennium-ips-as-minister-announces-additional-places-throughout-the-school-and-
nursery-unit/
135 Lamija Tanovid, "Segregated Education in Bosnia and Herzegovina" Duh Bosne 8, no 3 (July 
2013). 2, http://www spiritofbosnia org/volume-8-no-3-2013july/segregated-education-in-bosnia-and- 
herzegovina/

Lamija Tanovid is a former Professor of Atomic, Nuclear and Solid State Physics at the Faculty of 
Sciences, University of Sarajevo, and founder of the Education in Action Foundation in Bosma- 
Herzegovina Humanity in Action, "Lamija Tanovid," accessed October 8, 2014, 
http://www humanityinaction.org/users/1294-lamija-tanovic/ead2
’3' Tanovid, "Segregated Education," 2.
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Another characteristic of both Bosnian and Northern Irish society can be 

seen within their respective political systems. Each country is ruled by a 

power-sharing government. Bosnia’s coalition is a divided up into three main 

political categories, Serb, Croat, and Bosniak, and three different leaders 

represent the interests of each group. Mladan Ivanic, the Bosnian Serb 

President, Bakir Izetbegovic, the Bosnian Muslim President and Dragon 

Covic, the Bosnian Croat President, were elected to power during the 

Bosnian elections in November 2014.138 Great division was also reflected in 

the results of the Northern Irish council elections in May 2014. These saw the 

Democratic Unionist Party gain 23.09% of the vote, the leading republican 

Party, Sinn Fein, gain 24.07%, The Ulster Unionist Party gain 16.15% of the 

vote, and the Social Democratic & Labour Party gain 13.58%.139

The similar political and educational systems and the segregated nature of 

communities within Northern Ireland and Bosnia act to reinforce one-sided 

politics and belief systems. Therefore, social constructs based on division 

continue to thrive and dominate within each respective society. The next 

generations are immersed within environments that explicitly support, 

encourage and even cultivate dividedness, so that this both appears and is 

accepted as normal. Young people have no first-hand experience of armed- 

conflict but many are nonetheless exposed within their communities to 

glorified accounts of past rebellion, which legitimate and justify such acts of

138
Balkan Insight, "Bosnia Elections 2014: Bosnia Presidency Pledges End to Stale Conflicts," 

accessed April 29, 2015, http://www.balkaninsight com/en/article/bosnia-s-new-presidency-pledges-to- 
end-conflicts
139 n

BBC News, "VOTE 2014: Northern Ireland Council Results," accessed October 8. 
http //www bbc co uk/news/events/vote2014/ni-council-election-results
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violence. This leaves them vulnerable to repeating the mistakes of the older 

generation as this form of hype also influences their opinions and elevates 

the status of those who were involved. The dividedness still present within 

the politics, educational systems and communities of Northern Ireland and 

Bosnia do not afford future generations with the possibility of learning from 

the mistakes of the past, but rather, they encourage and strengthen further 

development of the social constructs which enabled the conflicts to take 

place in the first instance.140

Artistic Forms of Historical Representation

My research into professional historiography, journalism and the social 

sciences more generally, has enabled me to gain knowledge about the 

conflicts that took place in Bosnia and Northern Ireland and their current 

post-conflict situations. Artists who represent history through their practice 

undertake rigorous research similar to historians, journalists and those 

working in the general social sciences. For example, Irish film-maker and 

creator of the Prisons Memory Archive, Cahal McLaughlin, the founder of 

Theatre of Witness, Teya Sepinuck and Bosnian Theatre Director, Haris 

Pasovic, all supplement their knowledge of creating film, theatre, music,

uo It is well documented that unionist politician Ian Paisley used his position as leader of the Free 
Presbyterian Church to indoctrinate Protestant youths and encourage their involvement in loyalist 
paramilitary groups: "Perhaps the most compelling charge against Paisley and his supporters is that, 
despite their repeated objections to vigilante violence, the way in which they have pursued their political 
goals has created a political environment in which others found it easy to see terronsm as acceptable' 
(Steve Bruce, "Religion and Violence: The Case of Paisley and Ulster Evangelicals,” in Armagh: Irish 
Association Conlorence Paper, 2003, http://www irish-association org/papers/stevebruce11. oct03 asp) 
During the 2012 flag protests, it is similarly documented that loyalist community leaders enticed youths 
to illegally participate in road blockades and rioting According to Northern Ireland's Chief Constable 
Matt Baggott, “People organising riots are leading young people by the nose towards pnson' ’  BBC 
NEWS Northern Ireland, "Belfast flag protests: Youths "led by the nose" to jail," accessed April 13,
2015. http //www bbc co uk/news/uk-northern-ireland-21012517
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installation art and performance with interdisciplinary research, exploring the 

fields of sociology, social work, politics, conflict resolution, ethics, narrative 

and history. In contrast to more generalised forms of historical 

documentation, their projects employ emotive, innovative and artistic 

approaches for the documentation and dissemination of important social, 

political and historical narratives. These works go beyond providing solely 

fact-based information: new histories are uncovered, documented and retold 

in order to shine light on marginalised narratives and to provide the public 

with embodied, cathartic, alternative and interactive encounters with history. 

The artistic practice of each of these artists successfully combines with the 

memories of individuals from post-conflict communities to reveal personal, 

unique and nuanced identities that rise above one-sided viewpoints and 

opposition politics.

In the following section, I will outline two artistic projects that have furthered 

my emotional connection to the impact and experience of war in both 

Northern Ireland and Bosnia. The project Sarajevo Red Line visually revealed 

the shocking extent of loss of life during the Siege of Sarajevo whilst Theatre 

of Witness project / Once Knew a Girl enabled my encounter with a variety of 

individual stories rooted in the Northern Irish Conflict. Through a dramatic 

and highly immersive performance, this project helped me to emotionally 

engage with and consider the impact of the Troubles for individual Northern 

Irish people. My research of more generalised forms of evidence did not offer 

me this type of cathartic, embodied and visceral knowledge.
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Theatre of Witness: / Once K new  A Girl

Founded in 1986 by Teya Sepinuck,141 Theatre of Witness developed an 

unusual theatrical form falling somewhere between verbatim theatre and 

drama therapy. Working artistically with people who have experienced 

trauma, Sepinuck combines her experience of community counselling with 

her skills as a scriptwriter and theatrical producer. Theatre of Witness 

participants perform their own stories to audiences in a fully crafted, 

rehearsed and touring theatrical work.142 According to Sepinuck her 

methodology provides, “A new vision of performance where art and social 

justice meet.”143 She aims “to find the medicine in the story, the place of 

transformation, accountability, healing and to bring people together across 

boundaries and across difference so that audiences can bear witness to the 

human stories that really unite us all.”144 Sepinuck has created performances 

in both Poland and Northern Ireland with emigrants, refugees, survivors and 

perpetrators of abuse, prisoners and their families, and those who have 

experienced armed-conflict.145

The 2010 production / Once Knew a Girl showcased the stories of six women 

whose lives were directly or indirectly shaped by the Troubles in Northern 

Ireland. The production incorporates the voice of each character and enables 

a space for them to recount the tragic circumstances they faced. The piece

u ' Theatre of Witness, "About Teya," accessed October 8, 2014, 
http://www.theaterofwitness.org/about-teya/
'*2 Ibid.
143 The Far Side of Revenge, directed by Margo Harkin (2013, Derry Besom Productions, 2014), DVD 

Interview with Artistic Director Teya Sepinuck about The Playhouse Theatre of Witness Programme,
directed by Chris McAlinden (2013; Derry: CMore Films, 2014) DVD
,45 Theatre of Witness, "About Teya," accessed October 8, 2014, 
http ://www theaterofwitness. org/about-teya/
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underlines how growing up within a divided society affects choices, actions 

and belief systems. The divergent stories of the participants “bear witness 

to"146 conflicting experiences, reactions and perspectives. The goal is to elicit 

empathy towards each character and their story. Sepinuck describes her 

wish for spectators to “see the other as self" and to “recognise themselves in 

each person.”147 In this way, she believes that those who participate also 

contribute to peace making. She suggests, "They want to tell their story for 

the purpose of helping people understand and the hope that them sharing 

their own struggle to heal and to grow will give people inspiration."148 

Audience feedback highlights the success of this approach with statements 

such as: “Life-changing,” “You are real peacemakers,” “Makes me want to 

make a difference," and “It is beautiful to see reconciliation at work before my 

eyes.”149

There is strong evidence to suggest that / Once Knew a Girl did in fact 

encourage reconciliation between two cast members who had not previously 

considered this possible. Anne, an ex-IRA quartermaster and Kathleen, a 

woman whose husband was murdered by the IRA, were both participants in 

the production. Through listening to Anne’s story, Kathleen found herself able 

to understand that Anne’s role as an IRA perpetrator came about as a result 

of her own victimhood. Anne described:

... The Far Side of Revenge, directed by Margo Harkin (2013; Derry Besom Productions 2014) DVD 
j Ibid

Interview with Artistic Director Teya Sepinuck about The Playhouse Theatre of Witness Programme, 
directed by Chris McAlinden (2013; Derry; CMore Films, 2014). DVD 

1 Theatre of Witness, “I Once Knew a Girl," accessed October 8, 2014, 
http //www theaterofwitness org/i-once-knew-a-girl-2 0 1 0 /
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And I stayed over in my granny’s house a lot and her and I would talk 

about how we’d sort this country out. How we were on the right side, 

doing the right thing, everybody else was doing it wrong. But the Brits 

and the police had us terrorised and over the years we knew loads of 

people that had been killed, hurt or arrested and taken away by the 

Brits and the police. But when my granny talked about her son that 

was killed on Bloody Sunday, she talked about him with great pride.'50

The film The Far Side of Revenge'^' follows the making of / Once Knew A 

Girl from the initial storytelling workshops and documents how stories were 

collected, shared, scripted and subsequently performed as a piece of theatre. 

This film includes interview material collected from the participants about the 

process of their involvement. At interview Anne described how she was 

“physically shaking” during the initial process of telling her story to the group 

of participants: “By the end of me telling my story, the tears were running 

down my cheeks and I turned round to Kathleen and she just put her arms 

around me [...] and she told me it was okay and I couldn’t believe it.”* 152 

During another part of the documentary Kathleen gave her response to Anne: 

“In a way I feel, I don’t know [...] feeling sorry for you is not the right way to 

describe it. I feel you were misguided.”153 By the end of the process, these 

women had developed an understanding of each other that resulted in 

reconciliation and friendship.

'*° The Far Side of Revenge, directed by Margo Harkin (2013; Derry Besom Productions 2014), DVD. 
5' Ibid.

152 Ibid'53
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Award-winning Northern Irish composer Brian Irvine composed the 

underscore for the production. The juxtaposition of music with story acted to 

intensify the audience experience. Irvine’s musical decisions served to 

underpin each narrative, to interpret each character and their story, and to 

further heighten the emotional content of the narrations of each participant. 

Although instrumentation and scoring is often sparse, Irvine s ability to 

create highly divergent and appropriate sonic worlds is evident. These varied 

greatly in his technical use of instruments, register, pace, tonality and 

character. However, Irvine’s use of piano and strings and a frequently 

disjointed relationship between melodic and accompaniment lines are a 

feature of each composition. These similarities provide an overarching 

unifying thread for the narratives presented within the play because they 

“sound" connected. Hence, as the audience engage with the narrated stories 

of each character they simultaneously experience a sonic journey. Each 

character’s uniqueness is accentuated through Irvine’s development of 

divergent sound worlds over which individual narrations are positioned. In 

order to explain this further, in the following section I will discuss Irvine’s 

musical representation of three of the characters within the play: Anne, 

Kathleen and Therese.

When ex-IRA Quarter Master Anne talks about how she was influenced by 

her up-bringing in Northern Ireland, the murder of her uncle during Bloody 

Sunday and her subsequent passionate belief in a “free” Ireland, her strong 

sense of cultural identity is mirrored in the music which sounds Irish in

108



character. This is achieved through the pentatonic melodic line played on 

“fiddle" and the violinist’s stylistic approach to performance. The incorporation 

of slides and accents typical to traditional Irish folk music also add to the 

unmistakably Irish sound. However, the disjointed relationship between 

droning cello line and the ever-accelerating violin part enable a much more 

contemporary sound, the repetition and acceleration of which acts to build 

and intensify the growing drama and tension within the narrative.

Irvine’s musical characterisation of Anne’s story whilst containing some 

similar attributes, provides a contrasting sound to that of Kathleen s, whose 

husband was blown up by an IRA bomb. For this composition, the melodic 

line is performed in the upper register of the cello and accompanied by a part 

composed for the lower range of the instrument. The music communicates 

the on-going sadness, yearning and emptiness that Kathleen endures.

Irvine’s sparse scoring for just two instruments and his development of a 

disjointed relationship between the two melodic lines creates this effect. The 

lower line is made up of long sustained notes that move independently but 

nonetheless in harmony with the melodic line for the majority of the time. 

However, moments of tension are created when harmony turns to discord as 

the two intertwining parts collide and conflict. Irvine’s approach creates a 

sound world beautiful and mournful in its sparseness but increasingly 

relentless in its repetitiveness. Unlike the sonic backdrop created for Anne’s 

narration, this composition does not build or intensify in speed or 

orchestration but rather through the repetition of the same mournful tune
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played over and over again. Irvine's musical decisions on this occasion 

represent the on-going and inescapable nature of Kathleen s trauma.

Unlike Anne and Kathleen, Therese's traumatic story does not reflect her 

direct experience of armed-conflict in Northern Ireland. Rather, she speaks of 

the horrendous torment she endured as a young girl at the hands of her 

sexually abusive uncle. Irvine's music represents not only the sinister nature 

of the abuse she experienced but also reflects her description of the dream

like worlds that she would "escape” to in order to block out reality. This is the 

most discordant and rhythmically out-of-sink musical movement of the 

performance. Repetitive, discordant mid-range piano chords are performed in 

a 5/4 meter in juxtaposition with long sustained notes on violin and cello, 

accented by high-ranging single staccato piano notes. At this point, 

instrumentation is at its fullest and scoring is highly complex due to 

unsynchronised, frequent changes in meter within upper range instruments 

and the unchanging 5/4 chordal piano accompaniment. However, Irvine s 

artistic sensitivity remains apparent. Whilst the composition manages to 

heighten and emphasise the dramatic content of Therese’s story, it does not 

minimise or disrespect the seriousness of the subject.

The role of music in / Once Knew A Girl adds another dramatic dimension 

that acts to entice, encourage and guide the emotional journey of the 

audience. The content of the script crafted by Sepinuck and the performance 

of story by each participant is already highly evocative. However, Irvine’s
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musical interpretation adds yet another layer of interpretation to further the 

immersive and engaging capacity of the work. Interestingly, the participant on 

stage is framed, not only by their own re-telling of their experience, but by 

Sepinuck’s crafting and direction of their words and Irvine’s musical 

response.

Theatre of Witness creates a multi-faceted space for storytelling. The 

narrations of victims are listened and responded to: by Sepinuck at interview, 

by the participant group during initial script-reading sessions, and finally by 

audiences. The possibility of re-telling their experience in different contexts to 

different people gives participants and their story a real sense of purpose. 

This often enables them to recognise their own strength and resilience as 

human beings, and to subsequently discover the “medicine” in their story. 

Collectively, they develop understanding for each other and this affords 

possibilities for reconciliation. Participants often form strong friendships, and 

as a result, new alliances and resilient support systems. The learning that 

takes place between participants is offered to audiences when the play is 

performed in public. Sepinuck explains how audiences “are openly moved 

and affected by the work and have the chance to ponder and reflect upon the 

stories and characters which they have witnessed through the performance 

of the play.”154

154 The Far Side of Revenge, directed by Margo Harkin (2013; Derry. Besom Productions, 2014), DVD.
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Sarajevo Red U n e

Sarajevo Red Line is an artistic installation, “drama and music poem” created 

to commemorate 20 years since the beginning of the Siege of Sarajevo and 

the resulting 11,541155 people who died. The idea was pioneered by 

internationally acclaimed Bosnian director, Haris Pasovic and East West 

Theatre Company, Sarajevo, in order to pay proper tribute to the innocent 

victims described in the words of Pasovic as “silent heroes.”156 Pasovic 

stated:

I often find myself trying to imagine how these individuals would have 

lived today, were they not killed. Most of them were between 20 and 

45 years old. Today, they would have been workers, bakers, 

professors, engineers, football players [...] They would have had their 

families; some would have had grandchildren [...] They would have 

creatively contributed to this city and this country.”157

The profound memorial took place on April 12, 2014, not far from Sarajevo’s 

eternal flame monument. A stage was positioned on the main thorough-fair, 

Marsal Tito Street, and from there a selection of poetry and music was 

performed to 11,541 empty red chairs. The vast installation created a breath

taking visual representation of all of the lives lost during the siege. The 

display stretched back 825 rows and 800 metres in distance to arrive at the 

area in Sarajevo, which falls between Ali-pasha s Mosque and the

155 This figure is stated by East West Theatre Company as being decided by data collected from the
Sarajevo-based Research and documentation centre.
East West Theatre Company, “Sarajevo Red Line,” accessed October 8, 2014,
http://eastwest.ba/sarajevo-red-line-6-april-2012/
156 Ibid.
157 Ibid.
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Presidency of Bosnia and Herzegovina. According to Foreign Minister Zlatko 

Lagumdzija, “Everyone in Sarajevo has someone's chair, a mother, brother, 

friend or relative.”158 * Throughout the course of the day thousands of people 

gathered on either side of the installation to make poignant tributes to their 

loved ones. Many stopped to lay flowers or photographs. Those who had lost 

a child came with a toy or teddy bear in order to place them on one of the 

643 smaller sized red chairs. At 12 noon everyone in the city had been asked 

to stop what they were doing for one hour in order to mark the beginning of 

the war 20 years earlier. During this time the hour-long performance took 

place on-stage.

For the concert, Pasovic had chosen a selection of traditional and popular 

songs that had been symbolic for Bosnian people during the war. Musical 

director Merima Kljuco also composed four original movements. The song 

titles included: Sto te nema (Why are you not hero), Ali pamtim jos (But I still 

remember), Ja te pjesmom zovem (I am calling you with my song), Da je  

tuga snijeg (If the sadness was a snow), Hajde nocas mi dodji (Come to me 

tonight), Gdje Neretva haldna tece (There where the Neretva flows), Bosno 

moja (My Bosnia), Grbavica,™ Miss Sarajevo by U2, A Great Day for 

Freedom by Pink Floyd, Nebom stupa, nebom lupa (In the sky stamping, in 

the sky banging) and Give Peace A Chance by John Lennon. Although the 

songs embraced great variety in genre and style, Pasovic had a vision that 

the work would sound like one complete and unified composition. In order to

158 BBC News Europe, “Bosnia-Herzegovina marks 20th anniversary of war, accessed October 8, 2014,
http://www.bbc.co.uk/news/world-europe-17636640 ... . . th
" "  Grbavica is a district in Sarajevo that was occupied by Serbian military during the siege.159
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achieve this, he commissioned Kljuco and composer Danijel Zontar to 

arrange the songs as a secular oratorio.160

As lead composer and musical director, Kljuco collaborated closely with 

Pasovic in order to agree their vision of the mood, sound and performance of 

each song during the concert. Kljuco decided to make contemporary classical 

style arrangements of the different songs in order to build and unify the sonic 

relationship between the different works. Traditional Balkan ballads did not 

include the ornamentation normally present within this style of music and 

songs were scored for solo voice, solo voice and accordion, choir and 

accordion and a cappella choir arranged for soprano, alto, tenor and bass.161 

The professional vocalists who performed the work were all trained in the 

classical tradition. These included Sarajevo’s classical music choir, Art Vivo, 

and soloists: Deniza Bipa, Dragan Pavlovic, Aida Corbadzic, Ivica Saric, Ivan 

Saric, Leo Saric and Amir Saracevic. On accordion, Kljuco performed as both 

a soloist performer and accompanist. In addition, a community choir 

comprised of 750 school children joined the performance.162 In order to 

provide another effective and expressive dimension to the work, solo 

contemporary dancers performed interpretive choreography during different 

moments of the spectacle.

160 East West Theatre Company, "Sarajevo Red Line," accessed October 8, 2014, 
http://eastwest.ba/sarajevo-red-line-6-april-2012/
161 Fionnuala Fagan, conversation with composer Merima Kljuco, SKYPE, July 6, 2014.
162 East West Theatre Company, "Sarajevo Red Line," accessed October 8, 2014, 
http://eastwest.ba/sarajevo-red-line-6-april-2012/
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The original compositions that Kljuco composed made reference on 

occasion, to existing traditional Bosnian songs. A strong example of this 

happens within the piece, Bosno Moja (My Bosnia), where Kljuco uses both 

the melody and deconstructed lyrics from the famous traditional song of the 

same title. The lyrics of the traditional ballad describe Bosnia as an idyllic 

and loving place. However, Kljuco felt this representation incoherent with the 

highly segregated and unstable political situation, and the grief that its people 

still experience as a result of the war. During a recent conversation she 

emphasised, “There are people living here who are totally destroyed as a 

result of the war.”163 As a result of this, Kljuco employed the lyrics of the 

traditional song to make a play on words. At one point the original lyrics 

roughly translate as, “Bosnia, beautiful Banja Luka, is in you”. However,

Banja Luka, the second largest city in Bosnia is currently a part of Republika 

Srpska (The Bosnian Serbian Republic). This city is dominated by a majority 

of Serbian people and anti-Muslim politics. In order to underline the threat 

that these one-sided political identities pose for Bosnia, Kljuco chose to 

transform the meaning of these words through a slight change in the 

pronunciation of the Bosnian lyrics. Therefore, ‘ Bosnia, beautiful Banja Luka 

is in you” became “Bosnia, Banja Luka is hitting on you. By using the familiar 

traditional song as a reference point and transforming the meaning, Kljuco 

ensured that the new composition’s contrasting message was clearly 

conveyed to the audience. Although the beautiful traditional melody of the 

song protrudes occasionally from Kljuco s composition, the rest of the work in

163 Fionnuala Fagan, conversation with composer Merima Kljudo, SKYPE, July 6, 2014.
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highly contemporary. Female soloist Aida Corbadzic performed the piece 

using an extended vocal technique which fell somewhere between the realms 

of singing, speaking and sobbing. The extremely evocative sorrowful sound 

she produced, represented the pain that still grips Bosnian society today as a 

result of the horrific trauma that this country has endured. The harmonic 

choral background accompaniment sobbed to support the sound and 

sentiments of the solo voice of Corbadzic.

The performance ended with the choir singing Give Peace a Chance written 

in 1969 by John Lennon. During this song the 750 strong community choir 

began to assemble in rows in front of the chairs within the installation piece. 

As the installation took on a new shape and form they joined in with the choir 

on-stage repeating the line, “All we are saying is give peace a chance.” In 

this moment, the boundaries between performers and audience were 

eradicated as Lennon’s anti-war affirmation rose up from the voices of the 

Sarajeven collective to be broadcast to the world.

For one day Sarajevo Red Line provided Sarajevo, Bosnia and beyond, a 

space for memorial, acknowledgement, contemplation and grief. Kljuco 

described, “We frequently hear about the number of dead people, but 

numbers don’t really tell you anything. Once you are there and you see it, 

you drop all of your barriers. It makes you confront yourself and your 

memory, the pain and the grief. Everybody who saw it was crying. For that
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reason it provided a very important collective healing experience.”164 

Undoubtedly, even those who journeyed past the installation without the 

specific intention to experience it would have likely been affected, provoked 

into thought and forced to take notice. In addition, this process was extended 

to people around the globe who witnessed its shocking visual impact when 

birds-eye views of Sarajevo Red Line were broadcast on international news 

channels.

Conclusion and Summary

All of the properties which art offers as a medium for the documentation and 

communication of historical narratives have contributed to my own desire to 

document history through artistic practice. Whilst never ignoring fact-based 

information, on my return from Bosnia to Belfast, my engagement with artistic 

representations enabled me visual and audible encounters with historical 

narratives, the experience of which acted to produce powerful and gripping 

reactions within my body. Immersed within the actions of watching and 

listening, I became emotionally moved by the information I was witness to as 

sensations of sorrow, shock, horror and awe overtook my whole being.

These experiences enabled me a deeper sense of understanding and 

knowing. Whilst generalised forms of evidence are undoubtedly highly 

valuable, this study reinforced my perspective that artistic forms can provide

164 Fionnuala Fagan, conversation with composer Merima Kljuóo, SKYPE, July 6, 2014.
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important alternative, emotive and highly engaging encounters with the 

stories of the past.

In this chapter, I have explained the personal impact of a trip to Bosnia. 

Whilst acknowledging the problematics of narrative as a form of historical 

representation, I have presented the findings of a period of research into 

historiography, journalism, the social sciences more generally and artistic 

forms of representation, in order to gain knowledge about two post-conflict 

communities, Northern Ireland and Bosnia. Through analysis of this process, 

I have identified the differing kinds of knowledge gained from my personal 

engagement with more traditional forms of historical evidence versus artistic 

forms, to underline some of the differences that emerge between artistic 

approaches to documentation and methodologies used within more 

traditional disciplines. In doing so, this section has built upon the argument 

that artistic approaches enable more evocative encounters with historical 

narratives.

In Chapter 3, I will provide an outline of the first practice-based project of this 

doctoral study, Dreaming Protected Me. To begin, I present the five 

interviewees and several excerpts of the raw interview material later 

interpreted and represented through the application of my artistic 

methodology. In doing so, I provide the reader with the opportunity to engage 

with the transcribed oral history material before the artistic representation of 

the same stories. This challenges the reader to question, experience and
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consider for themselves the application of artistic processes to historical 

narrative and the evocative impact that this might have. In addition, I discuss 

the classification of victimhood in Northern Ireland with direct reference to the 

experiences of the interviewees and myself, and the writing of social 

scientists Neil Ferguson, Mark Burges, Ian Hollywood and economic historian 

Cormac O’Gráda. In this section I argue that, although some people have 

been more affected than others, the experience of living through armed- 

conflict impacts on each individual member of a society. With reference to the 

creative process, I later evidence how the idea of being “affected” became an 

engaging overarching narrative of the Dreaming Protected Me performance 

and how this inspired audience members to consider the impact of their own 

experiences of armed-conflict.
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Chapter 3: D ream ing  P ro tec ted  M e

In March 2012, four months after collaborating on the artistic development 

workshops in Bosnia, I decided to develop artistic work based on the 

personal stories of individuals who had lived through the conflicts in either 

Northern Ireland or Bosnia. My encounters with Northern Irish and Bosnian 

artists the previous October had had a profound impact on me, and for that 

reason I was interested in interviewing a selection of them. I aimed to 

uncover nuanced stories that illustrated the diversity within each community, 

represented the power of human resilience, and exposed the nonsensical 

darkness of war. My vision was that the collected narratives would fluctuate 

between darkness and light to stress the dichotomous relationship between 

the two. I was interested in discovering if the collected narratives had 

universal relevance because of their potential to cross cultural boundaries 

and transcend the places from where they came. By the end of 2012, I had 

gathered interview material from three individuals from Bosnia and two from 

Northern Ireland. I specifically selected these people for interview because I 

believed they would contribute engaging stories and powerful insight to the 

artistic work. I knew that they each opposed sectarianism and violence and 

this ensured that the collected material would reflect enlightened viewpoints. 

On the basis of informed consent the newly recorded oral histories became 

the basis for the verbatim song, installation and performance piece,

165Dreaming Protected Me. 165

165 See Appendix 1 for DP/W consent and clearance form.
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The Interviewees

In the following section, I will briefly introduce each of the interviewees and 

present one excerpt each of their raw interview material.166 These provide 

strong evidence of the nuanced and inspiring personal histories used to 

create Dreaming Protected Me. The reason for their inclusion at this point of 

the thesis is to offer the reader with the experience of engaging with a 

selection of the collected oral history in a transcribed format, in advance of 

listening to the creative work they inspired. This process challenges the 

reader to consider for themselves the possibilities within verbatim song

writing, sound design, installation and performance for the more meaningful 

re-telling of personal narratives.

Damian Gorman

Damian Gorman (b. 1961) is one of Northern Ireland’s most prolific 

contemporary writers. As well as writing for theatre, television and radio, he 

has worked as a documentary filmmaker. He Is a highly astute character 

whose sensitivity, wisdom and understanding of people Is extraordinary. He 

has channelled his Interest In human experiences to facilitate storytelling 

workshops within post-conflict situations such as Northern Ireland, Israel and 

Palestine. His desire to apply his skills in this way is born out of a genuine 

belief that listening can encourage reconciliation. Gorman has received many

Z l  “  — contributed to the final installation and performance piece of
In total, twenty-two story nar der has the choice to either engage with the condensed

Dreaming Protected Me. At thls P°'rJ d the section above or to engage with each of the twenty-two
version of interview material ^ S e d  writing and commentary in Appendix 2. 
story narratives presented in the extenae y
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awards for his work including Northern Ireland’s first BA FT A and an MBE in

1998 for his contribution to the arts.167

The genuine, grounded insights that Gorman imparted during the workshops 

in Bosnia were the main reason I invited him to participate in the project. I 

was sure that his perspective would provide powerful messages within the 

narrative of the artistic work I would eventually make. During interview, I was 

not proven wrong. At one point, Gorman described the common difficulties 

that Northern Irish and Bosnian society have experienced as a result of their

respective conflicts:

When you grow up in a place like this and maybe a place like Bosnia, 

you grow with a wild lot of stuff on your hard disk. There's a lot of 

things you need to know. You need to know history because you need

to know your place in history, you need to know the news, you need to 

know coded things like where are they from, how do I detect that by 

their names, by where they went to school, by where they live, so you 

need to know all that information [...] So you need to have a lot of 

information on the hard disk, which means that there isn't a big lot of 

space for other things, like all that you don't know, like the fact that 

some of what you know and has been handed to you might be

wrong.168

Queen's University Belfast, "Damian Gorman," accessed September 26, 2014,
p://www.qub.ac.uk/cecpa/damian_gorman.html
Damian Gorman, interview by Fionnuala Fagan, Ballycastle, December 14, 2012, transcript.
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The universal quality of this statement rises above cultural boundaries 

because of its relevance not only to Catholics and Protestants in Northern 

Ireland, but to any individual who has experienced conflict. Following 

Gorman's interview, I personally reflected on and considered the sentiments 

and message within his profound words and the negative features of my own 

beliefs.169

Ursula Burns

Ursula Burns (b. 1970) is a highly versatile and unique performer, combining 

talents in circus, comedy, music and composition. She has toured her music 

extensively from Ireland to the UK, Europe, America and Australia, and has 

collaborated musically with artists such as Van Morrison, Jimmy Nail, Billy 

Bragg, Jackson Brown and Duke Special. Burns has performed at a variety 

of venues, from the street, to The Albert Hall, to the acoustic stage at 

Glastonbury. In 2013, Burns gained first prize at the Irish Musical Comedy 

Awards.170

Burns is the only interviewee not to have taken part in discussion workshops 

in Bosnia. I became acquainted with her in 2009 as a result of our musical 

interests. Over several years, I had often reflected on a personal story she 

had once told me about her lack of childhood memories. Burns felt that this 

had come about as a result of the trauma she had experienced growing up in

169 These words and narrative later became the basis of the song, A Place Like This.
170 Ursula Burns: Deep In The Dreaming, "About Ursula Burns," accessed September 29, 2014,
http://www.deepinthedreaming.co.uk/?page_id=2
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Belfast during the height of the Troubles. This conversation interested me 

and it was for this reason I asked Burns participate in the project. Many 

profound narratives were uncovered during Burns’ interview. Notably she

explicitly spoke about the darkness of the Troubles:

The thing that I do remember in my early teens was just sensing the 

heaviness of days that were dark, days when there had been a lot of 

violence or days when the black flags were out the whole way down

the road.

Burns described how joining the Belfast Circus School at the age of 14 

enabled her access to new community of people not focused on politics and 

how liberating this was for her:

I don't like to be held to one particular thing and I found growing up in

a place where there's a certain belief system in operation [...] I don't 

like to be a part of that because I need to think beyond. I need to see

other things. I want to experience other sides.

According to Burns her approach to the conflict protected her from becoming

caught up in the violence which saturated her daily life: “Well, I think 

dreaming protected me. I think the daydreamer protects.”172 This statement 

reflected the coping mechanism that Burns employed to both resist and 

overcome the trauma of growing up during the Troubles.173

171 The Belfast Community Circus School was founded in 1985 by Mike Moloney and Donal McKendry 
and is still thriving both as a circus teaching facility and as a provider of professional circus 
performance. For more information see website.
Belfast Community Circus School, “History," accessed September 29, 2014, 
http://www.belfastcircus.org/history
172 Ursula Burns, interview by Fionnuala Fagan, Belfast, December 11 2012, transcript.
173 This collection of statements were combined to provide the basis for the song Dreaming Protected

Me. This title also became the title of the work.
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Haris Pasovic

Haris Pasovic, (b. 1962) founder of East West Theatre Company and artistic 

director of Sarajevo Red Line, was 30 years of age when the war began in 

Bosnia. My interest in Pasovic was initially sparked by his anti-war opinions, 

commanding presence, knowledge and wisdom. He was a powerful presence 

in the workshops. Pasovic’s words during the first discussion group in Bosnia 

intrigued me. He told us a story about his journey to work one day during the 

siege of Sarajevo. As he walked he noticed the marks of fresh blood on the 

street in front of him and said to himself, “Don’t ever get used to this.” 

Pasovic’s conscious resistance to accepting his daily exposure to violence as 

normal demonstrates the strong mind-set that enabled his active, yet non

violent opposition to the oppression of war.

At interview, Pasovic discussed further areas where he and the people 

around him employed non-aggressive methods to resist the terror they were 

experiencing in Sarajevo. His account of his mother and the role she played 

during the war was a poignant feature of the interview:

My mother was at home and she really made an incredible effort to [...] 

despite all this lack of everything, you know, no food, no water, no 

heating, [...] to keep our home to be home [...] To me this was the 

greatest art of all.

He explained that his mother’s actions secured some level of normality for 

himself and his sister whilst it simultaneously acted as an opposing force 

against the enemy:
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I mean there was resistance in that as well, because somehow

socially we understood that they didn't want us to live the way we did 

and despite all the hardships, we lived almost like we like to live.174

The dialogue from Pasovic’s interview illuminated the unfaltering resolve of 

not only Pasovic, but also the people around him. This identified the 

presence of strength, human resilience and non-violent forms of resistance.

Irma Saje

Irma Saje (b. 1979) is a fashion and costume designer who studied at the 

Academy of Fine Arts, Sarajevo. Alongside business partner Vanja Ciraj, 

Saje is a founding member of the dynamic fashion label, OSHJOSH. The 

distinctive originality of the brand established its presence on the catwalks 

during London Fashion Week in 2013. Saje and Ciraj also design costumes 

for both theatre and film. As a result they have worked extensively in 

collaboration with Haris Pasovic.

During Chapter 2, I outlined the comments that provoked my interest in Saje 

during the artistic development workshops in Zenica. She was 13 when the 

war broke out in Bosnia. But before I had known anything about her story, 

she said something that triggered a very strong reaction in me. It is not the 

worst thing for a child to see dead people.” Her perspective and my

174 Haris Pa§ovic interview by Fionnuala Fagan, Derry, April 25, 2012, transcript.
These words and this narrative later provided the basis of the song, The Greatest M  olAII.
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disagreement with it, was one of the main reasons I asked Saje to be 

interviewed. By this time, I had carried out extensive research into the 

Bosnian conflict and gained a much clearer understanding of Saje. Implicitly, 

Saje’s statement underlined that much worse things can happen to children

during war. At interview she explained:

We all, made the decision to stay and it’s you know (pause) maybe I 

would be somebody else if I left that July. But, I mean, I didn’t, I was 

not raped, [...] my father and mother were not killed in front of my 

eyes, I saw death but I wasn't mutilated or something. So, so I was not 

the worst, worst, victim of the war. It was just psychological, it was 

environmental [...] you were starving [...] but I didnt have like, biggest

trauma.175

From my outsider viewpoint the trauma she had experienced as a result of 

living through the siege seemed extensive, but I could also relate to her

perception of victimhood.

Merima Kljuco

Merima Kljuco (b. 1975) is a world-class concert accordionist and composer. 

She tours internationally as a recitalist and has performed as a soloist with 

orchestras such as the Holland Symphonia,the Scottish Chamber Orchestra 

and the Netherlands Radio Philharmonic. Kljuco has collaborated with many 

virtuoso musicians and singers. Her performances have been broadcast on

BBC radio and on networks throughout Europe, Australia and the USA. She

' 75 Irma Saje, interview by Fionnuala Fagan, 
This narrative later became part of the voice

Derry, April 23, 2012, transcript.
-over soundscape, You Can Survive Anything.
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has musically contributed to a variety of films including Jack by Sergej Kreso, 

Journey for Artists by Michelle Noble and In the Land of Blood and Honey, 

written and directed by Angelina Jolie. Kljuco has also worked in opera and 

theatre and collaborated with award winning directors such as Daniel 

Landau, Derek Goldman and Haris Pasovic. Her work is greatly inspired by 

Bosnian traditional music. Her album Zumra176 presents her classical 

interpretation of Bosnian music and was voted by The Sunday Times as 

fourth in the "Top 10 World Music Albums" and one of the "Top 100" albums 

of 2010."177

When I first met Kljuco, I knew very little about the extent of her musical 

prowess. Rather, I was compelled to interview her because of her 

unassuming, grounded and genuine character. During her interview, Kljuco 

described how she managed to escape her hometown of Livno just before 

the Croatian army attacked her town. Ironically, the journey that followed took 

her to Zagreb in Croatia where she took refuge at her friend Sandra’s home. 

Sandra’s father was Croatian and therefore her Croatian surname secured 

her safety in Zagreb. However, if discovered, Kljuco's name would 

immediately identify her as Muslim. Kljuco described how her friend Sandra 

managed to protect her one evening from an encounter with the secret 

police:

We were walking on the centre of Zagreb and I saw three men, the

ones who check you. So there was no way to run away because it was

Merima Kljubo, Zumra. Sarajevo: Gramofon, 2009 / Paris: Harmonia Mundi -  World Village, 2010. 
Biographical information sourced from Merima Kljubo s official website.

Merima Kljubo, "Bio," accessed September 26, 2014, http://www.menma Kljubo.com

176

177
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in the open and I said, ‘Sandra, say goodbye.’ [...] Because she's so 

beautiful she would attract people and they would just check us just 

because they want to talk or whatever. So many times she really 

managed to somehow talk to them and I could escape. But, it was the 

moment I couldn't escape [...] so she said, ‘No, don't panic, don't 

panic, all is fine, don't panic,’ and all of a sudden she ran away. I saw 

her running to the monument and there was a guy cleaning the streets 

and he had a bicycle with a basket behind to put all his stuff in there. 

She was in a beautiful dress, I mean gorgeous woman [...] All of a 

sudden I saw the guy giving her the bicycle. So she sat on the bicycle 

and she started to drive around the monument and singing, from the 

whole voice you know, the beautiful soprano like screaming out. So 

those three guys went to her and she was still driving and they would 

just look around, following her, following her. When she finished her 

aria, she stood up, she bowed to them and she ran, stopped a taxi, 

took me in the taxi. So we were just sitting in the taxi for 10 minutes 

[...] She was saying, ‘All is fine, all is fine, all is fine, all is fine, all is 

fine.’178

178 Merima Kljuco, interview by Fionnuala Fagan, Derry, April 24, 2012, transcript. 
This narrative provided the basis to the voice-over soundscape, Sandra Bagarid.
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Victimhood

Although the five interviewees survived the circumstances they experienced 

during the armed-conflicts they lived through, during each of their interviews 

it became apparent that each of them had endured some level of trauma.179 

Gorman’s deep understanding of the impact of war on society is derived from 

reflection on his personal experience. Burns’ memories of early childhood 

were almost completely wiped out due to the violence she was witness to. 

Pasovic’s trauma was revealed through his resistance to talking about or 

allowing the war define him. Kljuco had spoken of her attempt to overcome 

fear through music. Saje referred to the fact that she became “an instant 

adult” at the age of thirteen but also interestingly acknowledged that she was 

not “the worst victim of the war.” In Chapter 2, I detailed how the trip to 

Bosnia had reconfigured my perceptions of growing up in a sectarian, 

divided, violent society. For thirty years I had been unthinkingly and 

automatically repeating the same statement, “ I have been largely ‘unaffected’ 

by the Troubles,” but this experience enabled me to recognise the extent of 

my previous naivete. I found it interesting to consider how many others had 

failed to acknowledge the profound impact of their experience of growing up 

in a war torn place. Whilst neither myself nor the interviewees individually 

claim to have experienced the level of horror which other people faced during 

the years of violence, we have each been unavoidably influenced by the 

heightened and abnormal sociological and political circumstances this

179 This is fully apparent after engaging with the extended version of transcribed interview material in 
Appendix 2 or with the double-disc album Dreaming Protected Me, which is available via the thesis 
portfolio pen-drive.
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creates. My reflections on my own experience and that of the interviewees 

led me to investigate the classification of victimhood in Northern Ireland.

The signing of The Good Friday Agreement in 1998 secured the end of the 

Troubles and the beginnings for a more peaceful Northern Ireland. In 

contribution to the peace deal, former head of the civil service of Northern 

Ireland, Sir Kenneth Bloomfield,180 had been commissioned on November 27, 

1997, by Secretary of State Dr. Mo Molam, “to look at possible ways to 

recognise the pain and suffering felt by victims of violence arising from the 

Troubles of the last 30 years, including those who have died or been injured 

in the service of the community.”181 UK Prime Minister Tony Blair backed this 

research. As a result of his engagement with people in Northern Ireland, he 

felt that not enough support had been awarded to members of the society 

who had endured great suffering as a result of the Troubles.

Bloomfield’s extensive research interrogates the nature of victimhood in 

Northern Ireland and makes recommendations as to how to proceed for the 

future:

There is, in a sense, some substance in the argument that no-one 

living in Northern Ireland through this most unhappy period of its

180 Sir Kenneth Bloomfield played a central role within Northern Irish government before, during and 
after the beginning of the Troubles in 1968. As a former head of the civil service in Northern Ireland he 
played cabinet secretary to three of Northern Ireland's Prime Ministers between the years of 1962-72. 
In addition, he served the power-sharing executive in 1974. As a result he has experience of some of 
the key events of the Troubles from a governmental perspective.
BBC Radio Ulster, “Sir Kenneth Bloomfield Long Play Interview," accessed April 28, 2015, 
http://www.bbc.co.uk/northernireland/radioulster/historylessons/features145043.shtml
181 Kenneth Bloomfield, We Will Remember Them: Report of the Northern Ireland Victims 
Commissioner, Sir Kenneth Bloomfield (Northern Ireland Office, 1998), 8, 
http://cain.ulst.ac.uk/issues/victims/docs/bloomfield98.pdf
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history will have escaped some degree of damage. Many who have 

happily escaped death or injury have nevertheless been exposed to 

threat and danger. Certain localities in particular have experienced an 

enduring atmosphere of tension and menace. Social life has been 

constrained. Economic progress has been impeded. Nevertheless, 

this Commission must aim its effort at a coherent and manageable 

target group. These I define as the surviving injured and those who 

care for them, together with those close relatives who mourn their 

dead.182

Whilst this statement allows that all members of the society in Northern 

Ireland will have been damaged by their experience of the Troubles, it is 

nevertheless deemed unmanageable to include the entire population within 

the “victim” category. This decision is understandable in the sense that the 

extent to which people have been directly touched by violence is broad 

ranging. Those who have personally witnessed or experienced direct attacks 

or suffered the loss of a close family member, will have endured much 

greater trauma than those who have not encountered such extreme events. 

The victims of such atrocities undoubtedly need an adequate provision of 

strong support networks.

Another study of twenty-one victims of the conflict has uncovered some 

interesting data through investigation into “the subjective nature of people’s 

existence [...] the way they interpret their experiences and whether those

182 Bloomfield, We Will Remember Them, 14.

132



experiences are indicative of experiencing their life as victims.”183 The extent 

of the violence experienced by interviewees is outlined as follows:

Some participants suffered severe physical injuries; one participant 

was shot twice, others were in bomb blasts, some had been beaten, 

others had to endure attacks on their homes, a few received death 

threats and faced intimidation, some were shot at, several were 

attacked while they conducted their duties as members of the security 

forces, others engaged in or were caught up in street rioting, a few had 

their homes raided by security forces, others engaged in or were 

caught up in street rioting, a number actively engaged in bombing or 

shooting, and some were incarcerated for their involvement in 

politically motivated violence.184

The data collected uncovered that a mere thirteen of the twenty-one 

participants exposed to violence considered themselves as victims of the 

conflict. Notably, nine of the thirteen, perceived that everyone who had lived 

in Northern Ireland during the Troubles were victims, therefore they did not 

see themselves or the level of violence which they has endured as 

exceptional.185 Notably, out of twenty-one participants only 19% accepted 

individual victim status, a further 43% accepted victim status but only 

because they believed everyone who had lived through the conflict in

183 Neil Ferguson, Mark Burges and Ian Hollywood, “Who are the victims? Victimhood Experiences in 
Postagreement Northern Ireland," Political Psychology 31, no. 6 (December 2010): 861.
184 Ferguson, Burges and Hollywood, "Who are the victims?" 863.
185 Ibid, 866.
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Northern Ireland to be a victim. Remarkably, 38% believed they were not a 

victim of the conflict.

There are several explanations as to why such a large percentage (38%) of 

the interviewees may have refused victim status. The research discovered 

that the word “victim” was widely associated with weakness and as a result, 

the majority of interviewees rejected this label being attached to them:

Many spoke about how they were resilient and able to cope with the 

trauma and stress thrown at them over 30 years of the conflict. Others 

suggested that no matter where you lived in the world you had to face 

hardship, and although Northern Ireland had more than its fair share, 

you just had to get on with your life, raise children and do your job. It 

was also mentioned that to admit stress or trauma would be sign of 

weakness.

One participant discussed how it would have been “easy” for him embrace 

the role of victim due to the traumatic circumstances which he had endured 

during the Troubles but explained his choice to reject victim status: “Yeah,

I’m a victim, but I don’t go around with a chip on my shoulder. I’m just going 

to get on with my life.”186

Another finding of the study was that many of the interviewees had not 

admitted to their suffering or dealt with the trauma that they experienced.187 A 

participant, who had found his father shot dead described how he has “never

186 Ferguson, Burges and Hollywood, “Who are the victims?" 874.
187 Ibid, 882.
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cried,” instead becoming totally engrossed in caring for his mother and the 

rest of the family: “So maybe I was not able to deal with my feelings at the 

time. Maybe I’ve never dealt with my feelings, I don’t know.”188 The research 

also revealed a “hierarchy of victimhood.” The study found that 67% of 

participants “believe that some people have a greater right to the label of 

victim than others.”189 For example, many felt that paramilitaries had been 

affected by the conflict because of the role which they had chosen to play 

and therefore they had no right to victim status. One participant suggested, 

“The only victims are the innocent ones, the actual terrorists aren’t victims, 

they’re not victims at all.”190 These opinions might prevent perpetrators of 

violence from acknowledging themselves as initially being victims of it. 

Notably, the acceptance of victim status was more difficult for those who had 

been involved in the paramilitaries and even within politics. In these cases, 

interviewees often transferred victim status to their families. A member of a 

political party said, “I wouldn’t see myself as a victim. I would rather see my 

own family as the victim, a victim of me because of the role I have taken.”191

The above findings illustrate that those who have experienced identifiable 

atrocities in Northern Ireland can find it difficult to classify themselves as 

victims. Interestingly, Cormac O’Grâda’s critical analysis of the Irish famine 

as represented in folk memory resonates with this. O’Grâda uncovered a 

recurrent perspective within effected areas. Throughout the island of Ireland,

188 Ferguson, Burges and Hollywood,
189 Ibid, 878.
190 Ibid, 868.
191 Ibid, 875.

"Who are the victims?” 876.
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many communities believed that parishes in surrounding villages and towns 

had been greater victims of the famine than themselves. However, according 

to O’Grada, “The belief that ones own area was spared the worst recurs too 

frequently to be plausible. The folkloristic impressions are often not 

supported by contemporary censal data.”192 Therefore, it seems likely that 

many famine communities who saw themselves as lesser affected than 

neighbouring parishes were disillusioned. Similarly, identified victims of the 

Troubles struggle to acknowledge the true impact of their experiences of 

violence. The different coping mechanisms employed by the group of 

interviewees in the above study, enables them to escape the need to 

confront the psychological scaring which they have endured as a result of 

their experiences. By rejecting victimhood, by choosing to “get on with it,” by 

sidestepping the full extent and enormity of the pain, the trauma is buried 

rather than resolved.

In Northern Ireland today, I believe it is important that we begin to consider 

not only the individuals who have been seriously affected, but also the impact 

that the day-to-day experience of the Troubles has had on everyone. Without 

such consideration there is little possibility for members of our society to 

connect with the fact that each person is a victim of the sectarian socio

political environment to which they have been exposed. We have each been 

saturated in one-sided histories, truths and mythologies, sectarian community 

perspectives and propaganda. Therefore, none of us have escaped some

192 Cormac O'Grada, Black 47 and Beyond: The Great Irish Famine in History, Economy and Memory 
(NJ: Princeton University Press, 2000), 205.
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level of indoctrination into biased belief systems, the frameworks of which 

have been constructed using all of the above. Even today, one-sided political 

agendas continue to trap us within a dangerous vicious circle that prevents 

our society as a whole from really moving forward. Encased in our own 

identities, the majority fails to insist upon, support or see the benefits of an 

inclusive political strategy that would secure a new and progressive future for 

Northern Ireland. We seem blissfully unaware that we are the victims of the 

one-sided political agendas we support.

Dream ing Protected M e: Creative Process

In December 2013, Dreaming Protected Me, a newly composed verbatim 

song-writing, performance and installation piece was installed, performed, 

and launched as a double-disc album at The MAC, Belfast. The work 

documents the extraordinary experiences of the five Northern Irish and 

Bosnian interviewees outlined above and, through spoken word poetry, 

presents my own experience of growing up during the conflict in Northern 

Ireland.193

I began to write a collection of verbatim songs using interview transcripts in 

January 2012. Later, I made twelve voiceover-soundscapes by creating 

sound design for a selection of short interview excerpts. These incorporated 

the use of violin, voice, field recordings and the application of digital 

processing. During the following section, I will present a brief outline of the

193 See Appendix 3 for programme notes.
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titles of each of the artistic works and the stories that they re-tell.194 The 

included narratives are much more politically and socially engaged than 

those of my early songs, several examples of which are outlined during 

Chapter 1 . In order to highlight this further, I will also explain two of the songs 

in more depth.

The songs which resulted from the interview with Haris Pasovic are entitled, 

The Only Place To Be, Not the Only Thing and The Greatest Art o f All. These 

re-tell of the difficulties he encountered trying to get back into Bosnia after the 

war had started, his articulation of the experience of war as indescribable, 

and his mother’s invaluable contribution as home keeper during the war. 

Saje’s songs My Name is Irma Saje and Different Realities re-tell of how her 

childhood changed dramatically as a result of the siege on Sarajevo, and of 

the powerful community spirit she experienced during the war. Kljuco’s songs 

Life is Perfect and The Classical Pianist re-tell of how much music helped her 

and others through the war. Childhood Memories and Dreaming Protected 

Me re-tell of Burns’ lack of memories from her childhood, and how creativity 

and dreaming enabled her to rise above the violence that was such a large 

part of her formative years. The final song provides an artistic response to 

Gorman’s narration on “a place like this” and retains this as its title.195

The song Dreaming Protected Me documents Burns’ experience of living life 

as a teenager during the Troubles in 1970s West Belfast. The narrative of the

194 The raw interview material and commentary for each of these narratives is available in Appendix 2.
195 See Appendix 4 for all Dreaming Protected Me song lyrics.
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first verse focuses heavily on Burns experience of daily exposure to different 

signs of violence:

In my teens I do remember feeling 

The heaviness of days that were dark 

When the black flags were out the whole way down the road 

Or seeing some blood on the streets you know, and just feeling 

The heaviness, so ugly, the days of violence 

Through a description of how and why she did not want to be caught up in 

violence and division, the song reveals the wisdom and high level of 

consciousness Burns had even as a teenager:

I don't like to be held to one particular thing 

I don't like operating within a certain belief system 

I didn't like to be a part of that and 

Or seeing the grip of the hold that had

The chorus rises out of the darkness as the chords and melody change from 

minor to major. The lyrics disclose the passive coping mechanisms Burns 

employed in order to protect herself from the influence of sectarianism and 

violence. This description of her ability to rise above the oppressive situations 

with which she was faced is highly evocative and provides a striking contrast 

her lived reality:

Dreaming protected me, through some sort of 

Different vision not always grounded here on earth 

The daydreamer protected me and gave me 

Moments of light, moments of light in the dark
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In a similar way to Brady’s The Island, the song Dreaming Protected Me 

juxtaposes the observation of an horrific outer reality with an inspiring inner 

coping mechanism. Whilst Brady turns to love in his attempt to focus on 

something other than the violence he is witness to, Burns invokes her ability 

to daydream and think beyond.

Not The Only Thing documents Pasovic’s response to the question, “What 

was it like to live through the Siege of Sarajevo?” His answer surprisingly 

reflects some of the research presented during Chapter 1 of thesis. Narrative 

is one of our best means for communication, however, it is not adequate for 

wholly translating the lived experience of certain events and emotions. Whilst 

we can narrate, others may never really understand our true experience:

It's one thing when you see the news which is terrifying 

And describes one part of reality 

But it can never capture the entire thing which is terrifying 

You can hint at the experience, you can say a few things 

But war can never come across 

Part of the universe but war is mythological reality 

A different set of laws and principles, and you learn these 

It's not anything that you compare it to peace 

The chorus documents Pasovic’s wish not to be defined by the war. He was 

the only interviewee to say that he learned nothing from the hardship of this 

experience. When the war started he was “already an adult” and therefore 

described himself being as “conscious” as he is today. It was prevalent that it 

was extremely difficult for him to revisit these memories even 20 years on:
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It's not something that I easily recall or talk about often 

And for me, it's still only part of my life 

It's not the only thing that happened

And it takes some effort to talk about this, don't talk about this simply 

But it’s important because it tells a lot of the world and humanity 

It's the most important part of my life that I wish didn't happen 

But for me, it's still only part of my life 

It's not the only thing that happened

This passage overtly acknowledges the complexity of the process I was 

embarking on. My attempt to re-tell other peoples experience of war to an 

audience is problematised by Pasovic’s point that a true reflection of 

experiential knowing is impossible. Pasovic also made another thought- 

provoking and fundamental point: No glory can come from the horrors which 

Pasovic was witness to during the Siege of Sarajevo.

Whilst Pasovic’s response did not result in a story of his experiences, it gave 

the astute listener something else. Not the Only Thing illustrates that the 

experience of the extremities of war are indescribable. Pasovic’s wish to not 

be defined by war and his identification that he does not talk about it “often” 

or “simply” illuminates his attempt to disconnect from trauma and victimhood. 

For me, this indicates that the disturbing elements of Pasovic’s experience 

are most definitely beyond the level of anything that I have encountered. It is 

informative to contemplate that the level and depth of his suffering is far, far 

beyond my own.

141



Please listen to the 10 songs on disc 1 o f the Dream ing Protected Me 

album. These are accessible via the Dream ing Protected Me folder on

the attached USB drive.

The voice-over soundscapes developed using Pasovic’s interview audio 

included his narrations on the beginning of the war, on the creative work 

which he undertook during the war, and his explanation of how life and work 

carried on. The works are entitled It Was War, During the Siege and 

Defending the Life. Saje’s narrations on her birthday celebrations in the 

basement and on how the war shaped and changed her are entitled Happy 

Birthday and You Can Survive Anything. The excerpts used from Kljuco’s 

narration included her experience of seeing live footage of shooting at a 

peace rally in Sarajevo, and her story about the friend who saved her life. 

These are entitled Direct Footage and Sandra Bagaric. Three interview 

excerpts were taken from Burns’ narration. These document her discussions 

on childhood memories, violence and her resistance to war and are entitled, 

That’s my Memory, Violence Can Be Subtle and Wee Children. Finally, 

Gorman’s dialogue includes his narration on “a place like this.” This work is 

called Things You Need To Know. The final excerpt from Gorman discusses 

his belief in listening without judgement. This is entitled Growing Bigger.
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Please listen to the 12 voice-over soundscapes on Disc 2  o f the 

Dream ing Protected Me album. These are accessible via the 

Dream ing Protected Me folder on the attached USB drive.

Dreaming Protected Me, and indeed all of the verbatim song-writing, 

performance and installation projects that I have created thus far,196 

undoubtedly reflect the manifestation of my early influences and the politically 

and socially engaged folk songs that resonated so strongly with me during 

my childhood. In line with the attempts of Moore and Brady, my verbatim 

practice has enabled me to re-tell stories and insights which have the 

possibility to teach, inspire and provoke audiences to consider, challenge and 

re-think their own perspectives.

The Album and Cover: A Visual Interpretation of Narrative

The songs were written and recorded by early spring 2013. I arranged and 

performed them using guitar, lead vocals, backing vocals and violin. The only 

exception to my working solo on the album is a contribution made by Belfast- 

based musician Úna McCann,197 who performed the accordion part on Life is 

Perfect. The album artwork visually represents a combination of the oral 

histories collected for the project but in particular those from Ursula Burns.

196 Homebird, Stories of the City: Sailortown and most recently, Love notes.
197 Úna is a Belfast-based musician and singer-song-writer. She has performed her own compositions 
alongside guitarist Ciara Butcher, and provided support for Mary Coughlan, Grainne Duffy and Juliet 
Turner. In addition, she can be found accompanying some of this island's finest musicians including 
Malojian and The Henry Girls. Úna is the musical director of Antrim Community Choir, a music 
performance tutor with the Open Arts Gamelan Orchestra, the School of Creative Arts and the Junior 
Academy of Music at Queen’s University, Belfast. Úna has led samba percussion groups and 
coordinated a Carnival Orchestra as part of the Beat Initiative Carnival.
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The design was developed in conjunction with visual artist Rachel Anne 

Coulter and combines the ethereal sentiments of the title track, Dreaming 

Protected Me, whilst also making reference to the walls that block our society 

from moving forward. Coulter imagined a multi-layered image juxtaposing a 

harsh urban landscape and a rural setting, within which, I, the human subject, 

would be positioned facing out into the contrasting and contradictory 

surroundings.

On the day of the photo shoot I based my appearance loosely around Burns 

and her narratives of childhood, flowers and dreaming. I curled my hair to 

resemble hers and wore a white floral dress reminiscent of a young girl’s in 

both shape and fabric. Coulter and I then visited many places in and around 

the city of Belfast. The first was a derelict house which had been somewhat 

re-consumed by nature. This was positioned off Cregagh Road in East 

Belfast. Here, Coulter took images of me facing towards the walls of the 

building. Near-by, a gable-end wall of another derelict house, with an 

abundance of wildflowers growing in the wasteland space next to it, became 

the next photograph location. Again, I faced the wall as Coulter shot images 

with her camera. In order to find a contrasting location, we ventured into 

Belfast city centre to a roof garden on top of the Oh Yeah Music Centre on 

Hill Street. Positioned within the upper heights of the city, Coulter was able to 

shoot photographs of me facing out to the buildings below, facing forward 

with the buildings behind me and of the buildings alone. Later that evening, 

we took a trip to the top of the steep and winding Rocky Road off the Knock
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Dual Carriageway. High above the city, I stood in a field with my back to 

Coulter as she composed photographs of me looking out to a long-shot view 

of the cityscape of Belfast. Using the collected images, Coulter developed 

and designed the album-artwork for Dreaming Protected Me. From the outset 

of the collaboration, it was apparent that she firmly grasped my concept for 

the visual representation of the project. Hence, the creative outcomes of her 

work manage to both capture and expand on my ideas. With both the audio 

and design prepared, the cd was ready to be printed for the launch.
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Figure 1 : DPM album front cover image. © Rachel Anne Coulter
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Installation, Performance and Launch

In August 2013, I met with the Programs Manager at the MAC, Gillian 

Mitchell, in order to discuss the possibility of them providing space for the 

presentation of Dreaming Protected Me in December 2013. For the 

installation, I proposed a simple presentation of voiceover-soundscapes 

which could be played on loop via MP3 players and headphones and 

positioned individually at each of their ten canteen seating booths. These 

seating booths provide semi-private spaces for MAC cliental, MAC staff, 

business professionals and artists, to lunch and conduct both formal and 

informal meetings. The booths are frequented by a wide variety of people 

either visiting, working and / or living in Belfast. Although the booths are 

limited to ten in number, which automatically excluded two voiceover- 

soundscapes from the final installation piece,198 they provide a fantastic 

platform for public engagement with this kind of artistic material. Mitchell 

confirmed that the installation piece could run from the 29th November - 6th 

December in the week prior to the performance of Dreaming Protected Me. 

The performance would then take place on the 6th December 2013 in the 

MAC’S 120-seater theatre space, “Upstairs at The MAC.”

1981 excluded It Was War and Growing Bigger from the final Installation. It Was War had originally been 
created to provide an introduction to The Only Place to Be during the live performance. Growing Bigger 
would be included at the very end of the performance.
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Working With The Artists

The development of the performance piece included the collaboration of four 

artists: violinist, pianist and singer Clare Galway;199 flautist and Uilleann piper 

Patrick Davey;200 video designer Conan Mclvor;201 and dramaturg Hanna 

Sláttne.202 In addition, Úna McCann would contribute to the final show by 

playing accordion on Life is Perfect. Each artist was selected to work on the 

project because their diverse specific skills would aid the development of the 

performance piece. Whilst Galway and Davey would add new layers of 

interpretation to the musical aspects, Mclvor would create a visual interest. 

Sláttne would be particularly valuable in helping me to shape the narrative of 

the final performance piece.

Rehearsals with Galway and Davey began on a weekly basis in September

2013. In advance of this process, they each received recordings of the songs 

and accounts on the interviewees. Both musicians are from West Belfast, an

199 Clare Galway is a classically trained but highly versatile violinist, pianist, singer and composer who 
performs with a wide variety of musical ensembles spanning the genres of folk, gospel, classical and 
rock. She has previously performed in both the Pick n Mix Festival 2011 and The Cathedral Quarter 
Arts Festival 2012 on Homebird.
200 Patrick Davey is a Belfast-based performer, tutor and composer of Irish traditional music who plays 
whistle, both traditional and classical flute and Uilleann pipes. He is a former Senior All-Ireland Uilleann 
pipes champion and co-founder and director of The Davey School of Music. He holds a BMus and 
Masters in Music Performance. Patrick is a senior examiner of Irish traditional exams at LCM.
201 Conan Mclvor is a filmmaker and video artist. His diverse practice spans from experimental film and 
video art to moving image design for installation, theatre and performance. His work has been 
exhibited internationally in Trondheim, Sarajevo and Paris. Recently, the lead artist for the OU's public 
art commission Luminous, Curious, Journey, Mclvor showcased a large-scale video installation on the 
lawn of Belfast City Hall with further installations at the Open University Building, May Street.
202 Hanna Slattne is the Dramaturg at Tinderbox Theatre Company where she runs the dramaturgy 
strand of the company's activities: working with writers under commission, production dramaturgy, 
writer's development programmes such as The Writers Lab, playwriting workshops, script panel and 
Fireworks; Tinderbox’s annual Young Writers Programme. She works closely with the outreach 
department across their varied range of programmes and activities. She provides wider support for 
writers at all levels in the region and regularly collaborates with BBC Northern Ireland and Northern 
Ireland Screen to run events for writers across the different media. Slattne is working with many of the 
leading theatre companies as part of the Joint Sectoral Dramaturgy Initiative. She was dramaturg at 
the Space Programme an interdisciplinary arts residency run by the Performance Corporation spring 
2008, 2009, 2011 and 2014. Hanna is a founder member of The Dramaturgs’ Network and sits on the 
board of Assault Events, a Northern Ireland based dance company.
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area that suffered extensively during the Troubles. They immediately 

identified with the stories and each described how different songs had 

resonated strongly with them. Over the three-month rehearsal period the 

music expanded, matured and evolved as a result of the new instrumental 

timbres and harmonic lines applied by the musicians. Our combined musical 

interpretation of the characters and their stories created and juxtaposed new 

layers of identity with the original narratives.

For the performance, we closely considered our stage presence and 

persona. In this context it was not appropriate for us to “act” as ourselves. 

Whilst we did not attempt to perform “in character” during the delivery of the 

different stories, neither did we introduce ourselves to the audience or 

attempt to build rapport with them. The created musical portraits presented 

an interpretation of each character and the story that they had recounted. As 

performers we attempted to do the same -  to embody the energy of each 

narrative and to honour the intentions of the person who originally delivered 

it. With this approach, participants and their stories took precedence over the 

identities of the performers on stage.

During Homebird and Stories o f the City: Sailortown,203 I presented artefacts 

relevant to the narrative as a means of underpinning and illuminating 

elements of both character and story. However, on this occasion I was 

reluctant to employ the use of objects because I feared that this could

203 Stories of the City: Sailortown will be discussed In Chapter 4 of this thesis.
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trivialise the serious subject matter. Mclvor agreed with my instincts and 

tailored his projections with this in mind. As a result, the only purposefully 

explicit visual came at the beginning of the performance. In order to provide 

context, excerpts of war footage taken from the Bosnian and Northern Irish 

conflicts were projected onto a white cyclorama positioned behind the 

performers. Simultaneously, upward moving text taken from interview 

transcriptions was projected onto each performer. This acknowledged the 

words of the interviewees as the basis of the work and visually articulated 

that through the process of creation and rehearsal these words had 

subsequently become embedded in us, the performers. As the performance 

progressed unidentifiable images of fire, smoke, clouds, cherry blossoms, 

colours, candlelight and shadows were projected directly onto each 

performer. These were employed to provide textural effects that fluctuated 

between light, colour, shadow and darkness, to subtly shift and change the 

image of performers on stage. In this regard, the visuals simultaneously 

represented the dichotomous relationship between light and darkness whilst 

making metaphorical reference to the personal transformations each 

performer had experienced as a result of working with the poignant and 

inspirational narratives.204

204 Due to technical issues arising from Mclvor’s lack of time to test the visuals within the performance 
space, several images such as fire and clouds were instead projected onto the cyclorama.
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Figure 2: DPM Performance. ©John Darcy
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Figure 3: Patrick Davey, Fionnuala Fagan, Clare Galway, DPM Performance.
© John Darcy
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Figure 4: Clare Galway, DPM Performance. ©John Darcy
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Figure 5: Fionnuala Fagan, DPM Performance. © John Darcy
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A full collection o f perform ance images is available via the Dream ing  

Protected Me folder on the attached USB drive.

Unaffected By This: A Through-Line Narrative

In October 2013, I met with dramaturg, Hanna Slattne to discuss ideas for a 

through-line that would act to frame and contextualise the ten divergent 

songs narratives in performance. Slattne enquired why I had initially 

embarked on the project and I responded by discussing my trip to Bosnia and 

the realisation that I had been affected by the conflict I had grown up in. 

Slattne encouraged me to employ my own story as an overarching narrative 

for the performance piece and present this in the form of a fragmented poem, 

the verses of which could be recited in between the performance of different 

songs. It made sense that the inclusion of my own story could act to ground 

and give necessary context to the work. I agreed that this approach could be 

thought provoking and hoped that the difficult journey which had led to my 

i"i0^  awareness could trigger a similar realisation in audience members.

The poem is entitled Unaffected By This.205 By giving voice to my own story, 

the starting point for this work, I became the sixth interviewee. The poem 

details my own observations and experiences from early childhood into 

teenage years, many of which are outlined in Chapter 1 and Two of this 

thesis, and repeated the same line at the end of each verse, “But, protected

205 See Appendix 5.
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by the fact that innocence is bliss, thankfully, I have been unaffected by this.” 

At different intervals during the performance, I recited each verse under a 

gradually illuminating spotlight. Sound design subtly framed the narrative and 

provided a harmonic link into the songs that followed. As each verse of the 

poem grew ever more sinister, so too did the supporting sound.

During the after-show talk the poem and overarching narrative became a 

point of animated discussion. It was satisfying to learn that many of the 

audience members had understood the subtleties within the text of the poem, 

and the ironic nature of the repeated line, “Thankfully, I have been unaffected 

by this”. An audience member from Belfast discussed how her mother had 

often repeated a similar phrase and expressed her confusion on learning that 

her mother had once witnessed dead bodies being pulled from the rubble of 

a bombsite. Up until this point she had firmly believed that her mother was 

unaffected by the Troubles. A Serbian woman also identified with the poem. 

She explained her belief that she had been largely unaffected by the war 

which took place in the former Yugoslavia. Through watching the 

performance she was overtly shaken at the realisation that her belief was 

untenable.

Galway and Davey both described a similar elevation of consciousness 

through the rehearsal process. Galway recounted her memories of army men 

coming into her back garden as she played on her swing, and on other 

occasions looking down the barrel of their gun at her and her school friends.
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Although these encounters had frightened her as a child she had never really 

reflected on the affect they had had on her until working on Dreaming 

Protected Me. The work had also encouraged Davey to ponder his indirect 

encounters with violence during the Troubles. As a musician, he was 

regularly asked to perform at funerals of people who had been murdered. 

Although some of the dead were victims of violence and had no other part to 

play, some were known to be involved in armed-conflict. On these occasions, 

Davey feared that there could be repercussions for him regardless of whether 

he agreed or refused to play. Working on Dreaming Protected Me had 

encouraged Davey to acknowledge and reflect on how stressful these 

scenarios had been for him and his family at that time.

Feedback from Participants

Throughout the making of Dreaming Protected Me feedback from participants 

made a large contribution to the creative process. Each individual was 

informed of the work’s progress and asked for further permission if needed. 

Audio, song lyrics and recordings were forwarded to each participant. In 

addition, the album and documentary link was distributed. This collaboration 

was extremely important to the work because it was of primary importance 

that participants continued to be happy about their involvement and satisfied 

with the outcomes. Knowing the participants were in support of my 

representation of their stories was reassuring.
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Whilst most participants were closely involved in this collaborative process, 

Saje engaged only minimally. She never downloaded her songs or voiceover- 

soundscapes, nor did she send me a forwarding address so I could post her 

a cd. Her one piece of feedback states, “Dear Fionnuala, Nice to hear from 

you. I am happy that you were able to take something from my interview! I 

have to accept that Saje may not be ready to engage with the work and 

perhaps she may never wish to do so. She didn’t commit to anything beyond 

her interview, so perhaps it is unfair of me to expect her to further contribute 

in this way. However, her lack of communication leaves me feeling anxious 

about how the process affected her. Without a response, I remain unaware if 

her involvement has hurt her in any way. Perhaps she is just busy getting on 

with her own life and work, but I am intrigued to know. Aside from Saje, the 

collective support and positive feedback I have received from the other four 

participants regarding their experience has been encouraging.206

Conclusion and Summary

The creation of Dreaming Protected Me began in October 2011 with a set of 

artistic workshops that took place in Zenica, Bosnia. I never imagined that 

this week-long trip would turn into a 3-year-long journey of self-discovery. 

Initially, I aimed to collect and re-tell stories and insights that would 

encourage audiences to reflect on the implications of their own belief 

systems. Whilst I have gained much positive feedback from those who have

206 See Appendix 6 for Dreaming Protected Me participant feedback.
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engaged with the work, the personal impact of the stories of the five 

interviewees has been life changing. These narratives reveal the power of 

human resistance when faced with extreme hardship. As a result of their 

experiences’ participants have shown a level of insight and wisdom that has 

not only been thought provoking, but greatly inspiring. Through the processes 

of: interviewing, engaging with interview transcripts, listening to interview 

audio, writing and recording verbatim songs, rehearsing both individually and 

as part of an ensemble, developing voice-over soundscapes and creating an 

installation and performance piece using the participants stories, I have not 

only been able to relay their wisdom to others but their truths have enabled 

me to develop new opinions and further my awareness of the impact of my 

own experience of living through conflict.

In addition to the performance and installation of Dreaming Protected Me at 

the MAC, the project has been featured on BBC Radio Ulster, in the Belfast 

Telegraph and in the on-line magazine The Honest Ulsterman,207 who also 

published the poem Unaffected By This. The work is currently shared through 

on-line platforms such as Sound Cloud,208 Facebook, 209 bandcamp210 and 

my own website. In addition, the album Dreaming Protected Me is held within 

the archives of The British Library and the archives and catalogue of The

207 See Appendix 7 for article written by Claire Savage and published in The Honest Ulsterman.
208 Soundcloud, "FionnualaFagan," accessed September 29, 2014, https://soundcloud.com/fionnuala- 
faaan
2°r Facebook, "Fionnuala Fagan-Thiebot,” accessed September 29, 2014, 
https ://www. facebook. com/fionnualafaganmusic?ref=hl
210 Bandcamp, Fionnualafagan: Dreaming Protected Me," accessed September 29, 2014, 
http://fionnualafagan.bandcamp.com/album/dreaming-protected-me
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Linen Hall Library, Belfast.211 The documentary, filmed and edited by Conan 

Mclvor is also available via YouTube.212 Following the PhD, I intend to seek 

further opportunities for the dissemination of this work via installation, 

performance, publishing and presenting at conferences.

Please watch the Dream ing Protected M e docum entary held  within 

the Dream ing Protected Me folder on the attached USB drive.

In this chapter, I have given an outline of the first practice-based project of 

this doctoral study, Dreaming Protected Me. I have provided the reader with 

the opportunity to engage with a selection of diverse and nuanced narratives 

collected from people who have lived through armed-conflict. This material is 

firstly presented as transcribed oral history material and later as an artistic 

representation of the same stories, in the form of songs and voiceover 

soundscapes. This process enables the reader an opportunity to experience 

the evocative impact that the application of artistic processes to historical 

narratives can have. In addition, I have discussed the classification of 

victimhood in Northern Ireland with direct reference to the experiences of the 

interviewees and myself, and the writing of social scientists Neil Ferguson, 

Mark Burges, Ian Hollywood and economic historian Cormac O’Gráda. In this 

section I argue that, although some people have been more affected than

2,1 FionnualaFaganMusic, “Dreaming Protected Me,” accessed September 29, 2014,
www.fionnualafaganmusic.co.uk
212 YouTube, “Dreaming Protected Me," accessed September 29, 2014, 
http://www. youtube. com/watch?v=qaNrolr2WiO
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others, the experience of living through armed-conflict impacts on each 

individual member of society. Through an outline of the creative process, I 

evidence how my experience of being “affected” became an overarching 

narrative of the Dreaming Protected Me performance, in the form of a spoken 

word poem, and present evidence from the after show discussion on how this 

inspired audience members to consider the impact of their own experiences 

of armed-conflict.

In Chapter 4, I will present the second practice-based research project of this 

doctorial submission, Stories of the City: Sailortown, commissioned by The 

MAC in 2011 to document stories of members of the Sailortown 

Regeneration Group (SRG). This project was an artistic collaboration 

between myself and PhD researcher, song-writer and sound artist, Isobel 

Anderson, during which we jointly applied and developed the artistic 

methodology originally devised for Homebird within a community context.

The chapter begins with an outline of the history of Sailortown where I 

discuss the impact that the urban regeneration of the 1960s had on the area 

and its community. Subsequently, I will outline some of the difficulties that 

Anderson and I overcame when working with the community. In the 

penultimate section, I will examine the creative process, the manifestation of 

the community’s stories within the verbatim songs and our visual 

representation of these. Finally, I present the outcomes of the project for the 

community, for us as artists and for the commissioning body, The MAC.
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Chapter 4: S tories  o f  the C ity: SaUortown

Background

On both sides of my Bosnian experience, from November 2011 until May 

2012, I was working in conjunction with the Learning and Participation 

Department at The MAC and collaborating with Isobel Anderson,213 to 

document the stories of people who previously lived and worked in the 

Sailortown area of Belfast. Sailortown, the dockside on the Northern edge of 

Belfast city centre, underwent significant transformation as a result of de

industrialisation in the early 1960s. Whilst urban regeneration took primary 

focus for city planners, the Sailortown community was dislocated into areas 

of North Belfast to make way for the building of the M2 motorway in 1962. 

The new road was built right through the streets where they had once lived. 

Sailortown is now more widely known as The Docks. However, the former 

title points to the important historical role that the area played in Belfast’s 

industrial past. It is currently proudly used by members of the Sailortown 

Regeneration Group (SRG), in an attempt to retain the historical persona of 

the area.

The SRG is based in Garmoyle Street, Sailortown, Belfast. The group has 

been established for over 10 years and is comprised of 9 committee 

members and up to 20 other participants, all of whom once lived in the “two-

213 Isobel Anderson is a fellow PhD student and song-writer studying at the Sonic Arts Research Centre 
at Queen's University, Belfast. Her practice-based research is concerned with the stories attached to 
place.
Isobel Anderson, "About," accessed April 14, 2015, http://www.isobelanderson.eom/#labout/c10fk
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up-two-down” red-brick-houses which lined the now mostly destroyed streets. 

Their interests lie in the regeneration and community development of 

Sailortown as they actively campaign to improve the area for residents. In 

addition, they attempt to provide services for the half-interested new 

community who live in the several high-rise council apartment buildings that 

now dominate the area’s skyline. These have included several training 

programs, a mother and toddler group, weekly arts and crafts workshops, 

and a senior men’s’ and senior ladies’ group. The group has made attempts 

to record the oral history of the area by engaging in story-writing workshops 

and printing several collections of stories from the area. However, distribution 

of these beyond the group appears to be limited.

The “raison d’etre” of this collective is to endow an enduring value and 

meaning to the unrecognisable and seemingly desolate “black tar 

wasteland”214 which came to replace the houses and streets of Sailortown. 

Today, very little of its important history is on display, replaced by a large 

variety of aesthetically challenged, uninviting and impersonable spaces and 

surroundings. These include corrugated iron warehouses bordered by metal 

fencing and barbed wire, high rise office blocks which overshadow the few 

remaining streets, forgotten derelict buildings including the once beautiful 

community church, St. Joseph’s, and an expanse of tarmac which leads to 

the no-longer-visible ocean and dockside. The concrete expanse of the M2

2,4 This description of the area was given by SRG member Morris Brown during a group interview.
Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson,
SRG Office, February 27, 2012.
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motorway flyover provides the perfect visual and sonic backdrop to this 

unsightly place, as the tune of cars and lorries reverberate through it to 

overpower the now inaudible sound of the sea. In contrast, the view from 

Sailortown across Belfast Lough to the Eastern edge of the city, boasts the 

brightly painted yellow cranes of the shipyards at Harland and Wolff and the 

new multi-million pound Titanic building. As the East side of the city proudly 

celebrates its historical past through its renaming and regeneration as the 

Titanic Quarter, the SRG resentfully struggle to retain any recognition for the 

historical identity of their area. They experience this as a further de-valuation 

of their story and the history of Sailortown.

More than 50 years since the downfall of Sailortown many of the community 

still to mourn for this place. However, through their imaginations, nostalgic 

memories and stories, the threads of its former presence are kept alive. 

Whilst there is a notably small body of historical documentation on 

Sailortown, the people who once experienced it first-hand hold valuable 

information regarding its historical past. By interpreting and re-telling the oral 

histories of these people, Stories of the City: Sailortown for the first time 

attempts to provide a viable legacy for the oral histories attached to this 

place.
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Figure 6: Graffiti by SRG men. This is the only signage to identify the area as
Sailortown. © SRG
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Figure 7: One of the many signs that either directs to or identifies the Titanic
Quarter.
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Figure 8: Map of Sailortown and surrounding area before M2 construction in
1962.
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In the following section, I will illustrate how the port at Sailortown played a 

key role in Belfast as a thriving industrial town and discuss Belfast’s de

industrialisation and modernisation during the mid-twentieth century. In 

addition, I will explain how urban development changed the face of the once 

bustling and vibrant dockside community of Sailortown into the “ghost town” it 

is currently described as by members of the SRG.

Historical Context: Outcomes for a Community

By the end of the nineteenth century and throughout the early twentieth 

century, the city of Belfast boasted the largest shipyard, rope works and linen 

industry in the world. Tobacco, whiskey and table water manufacturers, and 

engineering and printing companies also thrived. One of the key components 

to this success was the growth of the modern port of Belfast. In his analysis 

of late nineteenth century Belfast, historian William Maguire explains “the 

continued expansion of the port and harbour facilities was both a condition of 

all this industrial growth and a conseguence of it [...] In fact the port made the 

rest possible.”215 By 1907, the port employed approximately 3,100 casual 

and permanent labourers, many of whom lived with their families on the 

dockside of Belfast in the area locally known as Sailortown. Boats docked 

here from all over the world to import and export goods to and from Belfast, 

and brought with them an abundance of sailors. As a result of this thriving

215 William Maguire, Belfast: A History (Lancashire: Carnegie Publishing Ltd. 2009), 112.
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industry, Sailortown was one of the most bustling multi-cultural areas in 

Belfast.

After World War II, both de-industrialisation and urban modernisation 

changed the port on the North-side of Belfast. The linen industry had 

experienced a rapid decline due to the introduction of synthetic cloths216 and 

as a result, between the years of 1951 and 1971, linen mill employee 

numbers fell from 31,000 to 8,000217 and linen exports fell dramatically. In 

contrast, the shipyard of Harland and Wolff, situated across Belfast Lough to 

the East side of the city, maintained a healthy level of traffic during the years 

that directly followed World War II. A lack of German and Japanese 

competitors, combined with the vessel-manufacturing demands of both the 

Korean and Cold wars had secured the market. Nevertheless, by the end of 

the 1950s, shipyard business was also beginning to struggle financially. This 

was mainly because Sir Frederick Rebbeck,218 the Chief Executive of 

Harland and Wolff, was reluctant to introduce modern production approaches 

to the shipyard. In 1960, Harland and Wolff built its last ship The Canberra. 

According to Maguire, Rebbeck’s retirement in 1961 “marked the end of the 

prosperous post-war years, it also symbolised the demise of a whole 

shipyard culture, the disintegration of a social and technical system based on 

high standards of personal skill and judgment, and it’s replacement by an 

organisation in which skill was built into machines, and judgment was passed

216 Thomas Ferguson Irish Linen, “About Linen," accessed October 7, 2014,
http://www.tergusonsirishlinen.com/pages/index. asp?title2=History-of-lrish-Linen&title1=About-Linen
217 Maguire, Belfast: A History. 213.
218 The Dictionary of Ulster Biography, “Sir Frederick Rebbeck,” accessed October 7, 2014, 
httpV/www.newulsterbiography.co.uk/index.php/home/viewPerson/l 849
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from craftsman to manager.”219 This not only severely diminished 

employment opportunities for a vast male workforce but also eradicated the 

need for the urban neighbourhoods where they lived.

As the shipbuilding industry at Harland and Wolff ceased on the East side of 

the city and the high volume of exports from Belfast’s North-side port 

decreased, measures were put in place to further modernise the port to 

facilitate foreign trade. Between 1958 and 1963, both the Victoria Channel 

and the Musgrave Channel were widened and deepened. 1959 saw the 

installation of a 200-ton cantilever crane and, in 1966, a dry dock was built on 

East Twin Road. With the introduction of container traffic, the port was 

improved to provide “roll on roll off facilities”220 and the large workforce of 

former days was no longer needed. The modernisation of the dock in the 

1950s and 60s, alongside increases in public car ownership, caused a 

phenomenal rise in the city’s traffic congestion. In order to provide a lasting 

solution for the large influx of vehicles, long-term planning measures were 

required.221

Belfast was a part of the global phenomenon discussed by academic 

geographer, David Harvey in his book, The Urban Experience. Within this 

discussion, Harvey explores the role which capitalism has played within 

western post-industrialisation and urbanisation. Harvey explains:

219 Maguire, Belfast: A History, 215.



The rush of human beings across space is now matched by an 

accelerating pace of change in the produced landscapes across which 

they rush. Processes as diverse as suburbanisation, 

deindustrialisation and restructuring, gentrification and urban renewal, 

through to the total reorganisation of the spatial structure of the urban 

hierarchy, are part and parcel of a general process of continuous

reshaping of geographical landscapes to match the quest to

• 222accelerate turnover time.

In post-WWII Belfast, the planning commission was focused on the exact 

processes to which Harvey refers. This is evidenced through the reduction 

and redistribution of Belfast's inner city population to the suburbs. As late as 

1961 the city was, per square mile, the most densely populated in the UK, 

and housing was of an extremely poor condition.222 223 Testimonials from SRG 

members Bernie Baker, Marie O’Hara and Morris Brown, underline the basic 

domestic needs that were lacking in Sailortown. Bernie Baker explained, “I 

remember in the winter shivering going out to the outside toilet.”224 Marie 

O’Hara recounted how space was a big issue: “Most were wee two bedroom 

houses. You couldn't go in to meet your friend you know. You met at the 

corner.”225 Brown described how the lack of central heating meant that “you’d 

have to huddle by the fire” to keep warm.226 Evidently, the combination of the

222 David Harvey, The Urban Experience (Oxford: Basil Blackwell Ltd., 1989), 192.
223 Maguire, Belfast: A History, 221.
224 Bernie Baker, interview by Fionnuala Fagan and Isobel Anderson, SRG 
Office, Belfast, February 7, 2012.
225 Marie O'Hara, interview by Fionnuala Fagan and Isobel Anderson, SRG 
Office, Belfast, February 7, 2012.
226 Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson, 
SRG Office, February 27, 2012.
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poor standard of Sailortown’s housing, the decline of Belfast’s industries, the 

changing nature of Belfast’s port and the reduction of dockers and sailors 

needed to work in the area, meant that Sailortown was no longer the valuable 

asset it had previously been to Belfast as a growing city. Therefore, the city’s 

planners decided that Sailortown presented a prime location for the building 

of a new M2 flyover.

“The production of space tended to run up against sensitivity to place.”227 In 

post WWII Belfast the drive towards suburbanisation combined with the 

drastically changing needs of the city were unsurprisingly placed as a top 

priority. Sadly, the attachment, value and affection which the Sailortown 

people placed upon their hometown became irrelevant when it came to 

making the decision to knock it down. As a result, beginning in the late 

1950s, the residents of Sailortown were re-housed into different areas of 

North Belfast in order to clear the pathway for the building of the M2 

motorway. All of the houses, with the exception of three, were knocked down. 

The community had been encouraged to leave their homes on the promise 

that new and better homes would eventually be re-built for them in 

Sailortown. However, these houses never materialised, and as a result 

strong feelings of anger, resentment and loss still resound within the 

community today. Seamus Brown of the SRG was living in Liverpool during 

the year prior to the demolition of the area:

227 Harvey, The Urban Experience, 41.
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The knife was stuck in the backs of the people that lived down here, 

cause they were all offered new homes and everything else if they 

moved away until it was all built up. Not one of them came back, not 

one. They were knifed in the back. They were promised everything to 

leave so they could knock down the houses.228

Working with the Community

Community artists’ can often be seen “as a nuisance or a threat.”229 Our 

engagement with the SRG was based on an agreement that they would 

share their stories and experiences of Sailortown and we would make audio 

recordings of their interviews, produce transcriptions of these and 

subsequently transform their words and experiences into song, installation 

and performance. However, it was confusing that a community, so seemingly 

desperate to preserve their historical legacy, did not appear to be overly 

excited by this prospect. In fact, they appeared suspicious of our motives. It 

was clear during initial meetings that the group viewed us as prospective 

users and considered themselves to be assisting us rather than the opposite.

“The destruction of familiar places and secure spaces of social reproduction 

provokes many an anguished cry [...] from the poor and impoverished who

228 Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson, 
SRG Office, Belfast, February 27, 2012.

229 William Cleveland. “Common Sense and Common Ground” High Performance 61, (Spring 1993), 
http//wayback.archiveit.org/2077/20100906204056/http://www.communityarts.net/readingroom/archive
files/2001/09/common_sense_an.php
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are left grieving for a lost home.”230 Even after more than 50 years, the 

residual community reaction to the geographical reshaping of the landscape 

of Sailortown illuminates their experience of this process, aptly described by 

Harvey as one “of violence and pain.”231 As the SRG gradually opened up to 

us during the interview process, it became apparent that both as individuals 

and as a collective they continue to suffer pain, grief, anger and an 

overwhelming sense of loss as a result of the demolition of their hometown. 

This event was experienced very deeply by them and as a personal attack. 

Evidence of these emotions are laced throughout the descriptive narratives 

that we collected from them. For example, Morris Brown stated:

But looking at the way that they have done it, promising a family if they 

move out of the district to move to another district that when the 

houses are built here again they’d move the family back again and re

house them, which was a load of trash. They just wanted the families 

out to make their roads and make wasteland. That’s all they were 

doing, just making wasteland because they knew themselves that they 

were never going to build another house in Sailortown. They were only 

fooling the people and making money out of the people that they put 

out.232

Likewise, Sean Baker, manager of the SRG and long-term resident of 

Sailortown recounted:

230 Harvey, The Urban Experience, 192.
231 Ibid, 193.
232 Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson 
SRG Office, February 27, 2012.
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See if you haven’t got to have the big powers behind you, money 

behind you, you’re in trouble. You’re not gonna save nothing. See that 

Chapel down there? It’s a lovely building and all that there. There’ll 

come a time, see if it’s in the way, they’ll find a reason to pull it down. 

We’re just holding together, but once it goes it goes. They don’t care 

about us.233

The collective experience of betrayal had a direct impact on the SRG’s 

willingness to trust our motives. Gradually, we realised that their reluctance to 

show confidence in us was deeply rooted in the destruction of Sailortown, a 

place that had played a key role in the formation of their identities. In 

addition, it was revealed that the community had previously endured several 

negative encounters with artists who had engaged them for their stories, but 

had not fulfilled their promised objectives. Their actions had acted to further 

disregard and devalue Sailortown and its community, the only people to have 

extensive first-hand knowledge of this important historical place.

According to Knight,234 “Sympathy (not just straight-faced empathy) is [...] 

necessary if researchers are really to get the trust of the people they are 

trying to learn about.”235 Likewise, Beth Leech236 suggests, “Without rapport,

233 Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson, 
SRG Office, February 27, 2012.
234 Dr. Peter Knight is an educational researcher and social scientist at Lancaster University.
Sage, “Peter T Knight," accessed October 7, 2014,
http://www.uk.sagepub.com/authorDetails.nav?contribld=503176
235 Peter T Knight, Small-scale Research (London: Sage Publications Ltd., 2002), 56.
235 Beth Leech is a Professor of Political Science at Rutgers University, New Jersey. Rutgers University 
Website, “Beth L. Leech," accessed September 21,
2014, http://polisci.rutgers.edu/dmdocuments/leech%20shortCV%200910.pdf
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even the best-phrased questions can fall flat and elicit brief, uninformative 

answers. Rapport means more than just putting people at ease. It means 

convincing people that you are listening, that you understand and are 

interested in what they are talking about.”237 Through the positive actions of 

listening and sympathising with the group, Anderson and I repeatedly 

demonstrated our genuine appreciation for them and their valuable 

knowledge of Sailortown. This approach finally began to break down some 

barriers. As trust and discussions developed through informal group and 

individual interviews, we collected a broad range of the SRG’s stories. Each 

of the interviews were recorded, transcribed and categorised into key areas 

of interest. Collective narratives prioritised for re-telling included: the ghost 

stories of Sailortown; the docks; childhood; the church; dancing with sailors 

and the feelings of anger and resentment expressed by the SRG as a result 

of the loss of Sailortown. Individual narratives included Mary’s adoption and 

Marie’s deep-sea-sailor dad. The seven newly composed verbatim songs re

tell the community’s stories using their words to reflect the vibrant past of 

Sailortown, whilst confronting the pain and betrayal that the community still 

feel as a result of losing this place.238

237 Beth Leech. “Asking Questions: Techniques for Semistructured Interviews,” Political Science & 
Politics (2002): 665-668. doi:10.1017/S1049096502001129.
238 See Appendix 8 for song lyrics composed for Stories of the City: Sailortown using identified key 
narratives.
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Please listen to the seven songs written for 

Stories o f the City: Sailortown held within the Sailortown folder on

the attached USB drive.

The community reacted both positively and emotionally on hearing the songs 

Nevertheless, there were three details that we were asked to change, none 

as a result of inaccuracies on our part. Better the Devil You Know is a song 

about girls dancing with sailors. There was a reference made within this song 

to a lady called “big Elaine” who had been described to us as a “high class 

brass”. Anderson and I had not understood the meaning of this. When we 

first performed this song the Sailortown men they were amused but adamant 

that we needed to change this line. They explained that a "high-class brass” 

is another way of describing an up-market prostitute. For this reason “big 

Elaine” became “Mary Jane” in the song. The other two points for re

consideration were minor. The song The Ghost of Sailortown juxtaposed the 

community’s ghost stories with the representation of Sailortown as a ghost 

town. The men’s group asked us to include the house number of the said 

residence of the main ghost of Sailortown. This changed the line, “There’s a 

house down on Pilot Street”, to “There’s a house, 19 Pilot Street.” In addition, 

they asked us to include the name of the ghost. This changed the line, “You’d 

have heard him, his music playing,” to “You’d have heard him, Henry’s music 

playing.”
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The adjustment of these details, though small, were of great importance to 

the community. In relation to film-making Cahal McLaughlin explains, 

“Technical and artistic decisions about recording and editing take on an 

ethical dimension for they can deny or enable the ownership and control of 

the survivor’s representations of their histories, memories and identities.”239 

Although Anderson and I had employed a different set of artistic methods to 

document the stories of Sailortown, nonetheless, we needed to engage the 

same level of respect and ethical awareness as outlined in McLaughlin’s 

statement. By giving participants the chance to feedback their opinions to us 

before we made audio recordings of the songs and created the final 

performance piece, we enabled them to take ownership of how we as artist’s 

would re-tell their stories. By consulting with them throughout the creative 

process there was an evident sense of satisfaction and feeling of 

empowerment present within the group dynamic. This collaborative approach 

honoured the agreement of co-ownership that had been outlined within the 

consent and clearance form240 signed by each participant at the beginning of 

the process. During each stage of the project the community seemed content 

with our approach to re-telling their stories.

McLaughlin, Recording Memories, 24.
240 See Appendix 1 for an example of the consent and clearance form used for this project.
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Installation: Objects of Significance

The two-week residency began at The MAC on May 7, 2012. In preparation 

for the installation piece, Anderson and I had made recordings of the seven 

newly composed verbatim songs. We kept the arrangements simple, adding 

harmonies to lead vocals which were accompanied by solo guitar. We also 

created a soundscape that intertwined the sound of the sea with the 

motorway. At different moments the sea-sound would transform into audio 

recorded of the motorway and vice versa. Over the top of the soundscape we 

juxtaposed audio excerpts taken from recordings of interviewees talking 

about the many different aspects of the life in Sailortown. During the 

installation piece, the soundscape played throughout the space whilst each 

song played on loop from its own individual MP3 player. These were listened 

to via headphones positioned at individual “song shrines”. The “song shrines” 

each presented a collection of photographs and objects that either belonged 

to the SRG or had been collected by myself and Anderson, in order to 

provide visual representation of each song narrative.

Listen to the soundscape excerpts within the 

Stories o f the City: Sailortown folder on attached USB drive.
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Everyday objects can offer us powerful connections to past memories and 

emotions. According to Sherry Turkle,241 "objects bring together thought and 

feeling.”242 Susan Pollack243 further elaborates this idea when she discusses 

the close relationship she enjoyed with her now deceased grandmother and 

the connections and memories which emerge when she uses her old rolling 

pin: “My grandmother has been dead for nearly fifteen years, but when I 

make cookie dough with my children I use her wooden rolling pin with its 

chipped red handles. I exert pressure and roll the dough back and forth. I add 

flour and flip it over to the other side. This tactile ritual takes me back to the 

warmth of her kitchen, the aromas of her cooking, and the comfort of her 

presence. As I bake, I often tell my children stories about Grandma Tilly.”244 

Pollack suggests that “the evocative object is transitional in the fullest sense 

of the word-it can bring together generations, anchor memory and feeling, 

and evoke attachments that have long been forgotten.”245

Gloria Davenport246 describes an attempt by herself and her siblings to 

salvage family documents from their grandparent’s house, after it was 

consumed by a fire in 1989: “The process of recovering from the house fire 

has brought me in touch with old lessons: not all documents are worth 

salvaging, but most are, and photographs are particularly valuable to later 

generations of family, allowing them evidence to better reconstruct the tale of

241 Massachusetts Institute of Technology, “Sherry Turkle," accessed September 30, 2014, 
http://www.mit.edu/~sturkle/
242 Sherry Turkle, "Introduction: The Things That Matter," in Evocative Objects: Things We Think With, 
ed. Sherry Turkle, (Massachusetts: Mit Press Books, 2007), 9
243 Susan Pollack is a Clinical Instructor in psychology at Harvard Medical School. See:
Susan Pollock, “The Rolling Pin," in Evocative Objects: Things We Think With, ed. Sherry Turkle, 
(Massachusetts: Mit Press Books, 2007), 231. 
i44 Pollock, “The Rolling Pin," 227.
245 Ibid, 230.
246 Gloria Davenport is a principal research scientist at MIT Media Lab

181

http://www.mit.edu/~sturkle/


their past.”247 248 With specific reference to photographs she describes how 

“each image awakens memories and poses new questions.”'4S

The above ideas demonstrate how important objects and images can be for 

anchoring us in both the past and the present. They can connect us to lost 

loved ones and in the words of Turkle serve “as a marker of relationship and 

emotional connection.”249 Therefore, in the creation of a visual aspect for the 

installation and performance of Stories of the City: Sailortown participants 

were encouraged to donate objects and photographs relevant to their stories. 

These contributed items offered visual connections to the past and added 

new, tangible layers of meaning to the work. Pam Schweitzer250 argues that 

“an object will bring back memories because of the way it looks and feels, its 

weight and texture.”251 This was evident during our exchange with the 

participants. As we interacted with their collection of objects and photographs 

the participants offered further insights about their lives and the people 

related to the objects in question. This enabled them to learn new information 

about each other. Independently, Anderson and I searched for other objects 

that would also reveal concepts implicit or explicit to the interview material. 

The final installation attempted to interpret, echo and/or further communicate 

the narrative of each individual song.

247 Gloria Davenport, “Salvaged Photographs” in Evocative Objects: Things We Think With ed Sherrv
Turkle, (Massachusetts: Mit Press Books, 2007), 222. ' y
248 Ibid, 220.24gSherry Turkle, “Introduction," 9.
25] Schweitzer is a reminiscence theatre practitioner and dementia expert 
51 Pam Schweitzer and Errollyn Bruce. Remembering Yesterday, Caring Today: Reminiscence in 

Dementia Care (London: Jessica Kingsley Publishers, 2008), 56.
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Songs and Visual Representation

The song The Ghost of Sailortown combines the collection of ghost stories 

narrated by members of the SRG and narratives that cite Sailortown as a 

“ghost town”. The visual representation took the form of an old map of 

Sailortown sourced by Anderson from the Linen Hall Library. Using 

projection, this was enlarged, sketched and subsequently painted onto one of 

the clean white walls in the installation space. Black paint reinforced the 

outline of the streets whilst a thick band of bright blue paint illustrating the M2 

motorway imposed upon the streets that it came to replace. Lastly, a red 

painted cross highlighted the location of St. Joseph’s Church, identified as 

the most important building in the district by the SRG. Headphones and an 

MP3 player were then hung to the side of the map beneath the song title. In 

the initial stages of the project, Anderson had presented a copy of this map to 

the Sailortown men. This action had produced animated conversation and 

undoubtedly encouraged a better connection between us. Within the 

installation, this image clarified the physical transformation of Sailortown for 

audience members unfamiliar with the area. It became a congregational focal 

point for members of the SRG as it once again acted to entice further 

discussion and reminiscence from the community.
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Figure 10: The Ghost of Sailortown. © Fionnuala Fagan and Isobel Anderson
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The Harbour Lights presented a large variety of collective narratives detailing 

the many aspects of life encountered in Sailortown. These descriptive verses 

where juxtaposed with a chorus that expressed the value which the 

community place upon their memories of this place:

I could talk all day about the harbour lights and Sailortown,

Cause to tell you the truth there’s no place like home.

I don’t know what I’d do without the memories,

Cause you wouldn’t believe how they shine in my mind.

The song was visually represented using a series of photographs selected 

from the photo-archive of the SRG. These represented the historical longevity 

of Sailortown and the many aspects of life experienced there. The images 

were printed onto A4 paper and torn around the edges in order to soften and 

vary their shape. A collage was pieced together on the face of a wall and a 

selection of old red sea-worn bricks were placed on the floor beneath it. The 

bricks were reminiscent of the houses that had once stood in Sailortown. 

These had been washed up onto a beach in Co. Down. The sea-worn quality 

was reminiscent of the fact that Sailortown was once positioned in close 

proximity to the sea. In the 1960s, the sea was filled in with concrete and 

covered with black tarmac to make it no longer visible from the area. Finding 

these sea-worn bricks raised some questions for me. What happened to the 

bricks from the Sailortown houses? Where they removed? Did they 

disappear into the sea or become encased under this concrete and tarmac? 

The inclusion of bricks in the installation aimed not only to reference the
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disappeared houses of Sailortown, but also to provoke further thought from 

the audience.



Figure 11: The Harbour Lights. © Donal McCann Photography
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Better the Devil combines a selection of light hearted, comical narratives 

collected from the women of the SRG. These focused on nights out and the 

women’s experience of dancing with foreign sailors. For the installation, 

Anderson and I collected and displayed some women’s party clothes 

reminiscent of the 1950s/60s and framed a stunning black and white 

photograph of Marie O’Hara glamorously dressed up for a night out.

The “nights out" theme also inspired the costumes which Anderson and I 

wore for the performance. Following the launch, the ladies of the SRG 

expressed appreciation of my understated “beehive” and Isobel’s “victory roll” 

hairstyle, and for our 50s inspired dresses, shoes and make-up. Mary Lyttle 

expressed her surprise: “You are dressed up a bit like we would have done 

years ago! It was clear that she was wondering if our costume choice had 

been intended in this way, or if it was merely a coincidence. When we 

explained our deliberate attempt to represent the women through our 

clothing, it was highly apparent that they collectively approved and were even 

excited as a result. Our actions evidenced the value that we had placed upon 

even the finer details of their stories and reinforced the connection we had 

made with them. 252

252 Mary Lyttle, conversation with Fionnuala Fagan, The Metropolitan Arts Centre, Belfast, May 18, 
2012.
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Better the Devil You

By Isobet Anderson

Figure 12: Better the Devil. © Donai McCann Photography
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Mary’s Song documents the individual narrative of Mary Lyttle who was 

adopted into a family in Sailortown as a very small baby. Lyttle knows some 

vague, indefinite information about her biological mother and the events that 

took place in the weeks after her birth. However, throughout her life there has 

been a serious lack of adequate and accurate knowledge available to her. 

Lyttle’s adoptive mother, who is now passed away, is sure to have known the 

details of the story. However, for an unknown reason she was always 

guarded and reluctant to discuss this information with Lyttle. As a result, even 

in her 60s Lyttle remains largely in the dark. She knows almost nothing about 

her birth mother and even less about her biological father, both of whom she 

has never met.

Lyttle contributed copies of photographs of herself as a child, of her adopted 

mother and the only photograph that she owns of her birth mother to the 

installation. Anderson placed the photographs inside a box picture frame with 

Lyttle positioned as the central figure within the image, with her adoptive 

mother to the back left hand corner and her biological mother positioned to 

the front right side of the frame. An image of St. Joseph’s church fills the 

back right-hand side of the frame and a cut-out-map of Sailortown is placed 

to the front left corner. The map aptly resembles the shape of a boat. The 

frame was positioned on the wall alongside an old-fashioned white cotton 

anglais baby dress and a pair of crocheted sheepskin booties. Following the 

installation and performance, Anderson created a duplicate of the boxed 

frame and concealed a CD of Mary’s Song in the back of it. Lyttle was
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delighted to accept this gift to take it home with her. She has since told me, 

“It was a pleasure to take part and to have my song, which I will treasure 

forever.”253

253
, October 13, 2014.
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Mary's Song

By Isobel Anderson

Figure 13: Mary's Song. © Fionnuala Fagan
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Similarly to Mary’s Song, We Would Wait documents an individual story. As a 

deep-sea-sailor, Marie O’Hara’s father was often away for three months at a 

time. O’Hara described the special preparations which were put into place on 

the morning of her father’s arrival home: “My mummy would have maybe 

kept you off school for the half day and my sister was three years younger 

than me, and you got your good white socks on that you only wore on 

Sunday and your hair brushed and a big bow on it.”254 She explained that she 

and her sister would wait at the top of the street and “watch for Daddy 

coming through the gate,”255 and described the presents he would bring.

These included “brooches and sewing things” and “a photograph” of her 

father and mother which was "done on a mirror.”256 In her description of her 

father she described his “donkey jacket” with its gold “anchor” buttons. As 

already mentioned above, O’Hara also gave us an in-depth account of the 

events that surrounded her father’s boat sinking of the coast of Nova Scotia. 

Each of O ’Hara’s descriptions were extremely visual and vivid. Her attention 

to detail and description was highly illustrative. This is reflected both in the 

song lyrics and within the installation.

O’Hara contributed an old photograph of herself standing outside her home in 

Sailortown, with her sister and mother. In this poignant image, a seven-year- 

old O’Hara stands to the side of her mother who is embracing her, whilst 

simultaneously holding her three-year-old sister with the other arm. O’Hara

254 Marie O'Hara, interview by Fionnuala Fagan and Isobel Anderson, SRG
Office, Belfast, February 7, 2012.
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also brought in the mirror that she had described during her interview. It was 

a real pleasure to actually see this beautiful object that her father had lovingly 

given to her mother after a long stint at sea. However, O’Hara, Anderson and 

I were collectively too anxious to include such a highly sentimental object 

within the installation. In compromise, I took a photograph of the image on 

the mirror and framed it. Lastly, O’Hara contributed a newspaper article that 

had been printed when her father’s boat sunk off the coast of Nova Scotia. 

Anderson and I sourced red ribbons, old brooches, spools of thread, an old 

sewing box, and gold buttons similar those on O’Hara’s father’s donkey 

jacket.

O’Hara really embraced the idea of donating objects to the installation in 

order to represent her story as fully as she could. When she had first heard 

her individual story delivered back to her in song she had been moved to 

tears. She said very simply, “It blew me away. I didn’t realise that my story 

was so interesting.” The realisation that her story had great value acted to 

strengthen O’Hara’s sense of pride in her family history. This was evident 

during the launch of the work when she became actively engaged in guiding 

her friends and family around the objects presented at her particular “song 

shrine.”
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Figure 14: We Would Wait. © Donai McCann Photography
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Figure 15: We Would Wait. © Donai McCann Photography
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Figure 16: We Would Wait. © Fionnuala Fagan
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The Chapel on the Quay documents the significant role which St. Joseph’s 

church played within the Sailortown community. Morris Brown had described 

the importance of the building to sailors from the area: “When the seamen 

seen the spire of St Josephs they knew they were home and it was a good 

sign for them.” According to Sean Baker, “The doors were always open [...] 

you used to go into it sometimes during the day and see a Protestant docker 

sitting there, in for peace and quiet with their hats and all off [...] They used 

to love it ya know? Just going in and sitting down and getting it all off their 

shoulders.” When their attempts to save the church from finally closing in 

2000 proved hopeless, the SRG claimed ownership of many of the churches 

artefacts. These items have great significance for the community. The 

original tabernacle, candles and bells, became the main part of the visual 

representation for the song. Alongside these, we placed a bible with 

photographic documentation of the inside of the building as it stands today, in 

a terrible state of disrepair. Whilst the audience listened to the song, which 

spoke of the important role that the church had played within the community, 

they could interact with meaningful objects that actually came from that 

place. Simultaneously, the photographs informed the audience of the empty, 

derelict state that this once-loved building finds itself in today.
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Figure 17:

The Chapel on the

ByFionnuala Fogon

The Chapel on the Quay. © Donai McCann Photography
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Figure 18: The Chapel on the Quay. © Fionnuala Fagan
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Whitla Street to God Knows Where juxtaposes the childhood experiences of 

the Sailortown community with the frustration and resentment members still 

feel as a result of losing this place. Its “song shrine” included objects 

reminiscent of the childhood play described by members of the SRG and 

quite specific to an industrial, coastal area like Sailortown. The collection 

included an old wooden crate, a coffee bean sack, string, sticks, seaweed, 

shells, stones, an old yoyo and a skipping-rope. This display attempted to re

create the ideas communicated in the second verse of the song:

We used to play catching crabs round at Clarendon Dock,

A very innocent childhood, making wee huts and shops.

The natural materials for this installation were collected from the beach at 

Crawfordsburn, which is situated to the far side of Belfast Lough.
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Figure 20: Whitla Street to God Knows Where. © Donal McCann

Photography
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The SRG were keen for us to find a home for the Seamen’s Banner within the 

installation. This banner celebrates the Belfast Branch of the “National Union 

of Seamen” which was the main trade union for seafarers in the UK from the 

late 1880s to 1990.257 It would have been paraded in Sailortown on 

significant days within the seafaring calendar as a tribute to all the seamen of 

Belfast. This artefact provided a bright display of colour as it hung from the 

banister on the second level of the space. It felt appropriate that the 

installation would pay tribute to the seamen in this way. Although none of our 

interviewees had gone to sea many of the people they had been closely 

connected with, such as their father’s and brothers, were seamen. Several of 

the men had experience working alongside sailors during their employment 

as dockers. Although many of the sailors discussed by members of the SRG 

had long since passed away, these characters held a notable presence 

within the documented stories. Their contribution to Sailortown in the past, 

had added a rich and necessary layer of narrative to the project, without 

which, the outcomes of the work would have undoubtedly been less 

successful.

257 Wikipedia, "National Union of Seamen,” accessed October 23, 2014, 
http://en.wikipedia.org/wiki/National_Union_of_Seamen
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The SRG place significant value upon the objects that provide them with 

tangible connections to the past, and to their memories of Sailortown. By 

encouraging the community to donate their meaningful artefacts to the 

installation, we developed the collaborative process by reinforcing their 

contribution and elevating their role within the project. This was of great 

importance because unlike other community based arts projects, the creation 

and performance of the work was primarily undertaken by us, the artist’s. 

Nonetheless, it was evident that the SRG enjoyed a strong sense of 

ownership with the work when observing how they navigated themselves and 

others around the installation.

The objects donated by the community and collected by Anderson and I, 

enriched the installation and performance piece in several ways. Visual 

representations underpinned song narratives and/or revealed other collected 

narratives not included in song lyrics. Each installation offered both the SRG 

and the audience with stimuli that encouraged connections to private 

memories and enticed new thought processes and questions to arise. The 

combination of the seven created “song shrines,” the seaman’s banner, and 

a projected slideshow comprised of images taken from the on-line archive, 

provided a rich and multi-layered visual setting for the live performance of the 

work that reflected the deep and complex nature of the oral history of 

Sailortown.
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In collaboration with dramaturg Hanna Slattne, Anderson and I developed an 

overarching narrative for the performance piece to link the broad range of 

song narratives together. We created a fictional character as narrator, and 

based his persona on the “Ghost of Sailortown” Henry, whom the community 

often referred to. We agreed this approach was appropriate because “the 

ghost stories of Sailortown” had become a regular and animated point of 

discussion during our meetings with the SRG According to Sean Baker, 

“Henry the ghost, he gets all over the place here. You heard him the other 

night when you walked down and heard the music going.”258 Morris Brown 

hauntingly recited the words of a priest on All Souls’ Night, “Now be in the 

house before 12 o’ clock. This is the night the souls’ are released. Do not 

walk on the footpath walk on the middle of the road and let the poor souls 

past you.”259 Brown also happened to recount the most chilling ghost story: 

The priest went round to bless the house and all and he wouldn’t go 

back into it again. Apparently, he only got to the second stair and he 

started to bless it with the holy water, but this terrible eerie feeling 

came over him and he happened to go up onto the second stair and 

as he put his foot onto the second stair there was a gust of wind as if 

he was being pushed and when he tried to put his foot onto the third 

stair he relapsed then came back down again and he sprinkled it again

258 Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson,
SRG Office, February 27, 2012.

259 . . . .Ibid.

P e rfo rm a n c e
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with the holy water and said to the family, ‘I will not put my foot back in 

the house again.’ Then apparently another priest, he got the same 

sensation and when he went into the house his hair was jet black and 

a few days later when he came back again it was pure white.260

The song The Ghost of Sailortown opened the performance. Interspersed 

between the songs that followed, the pre-recorded voice of actor Stephen 

Beggs was transmitted from an old radio to take the audience on a journey 

around Sailortown. This narration reflected on Sailortown within a past, 

present or future context to provide a clear through-line which acted to 

ground the narrative of the performance.261 The audience were seated 

amidst the “song shrines” and Anderson and I were seated in front of a floor 

to ceiling window in the performance space. The final song From Whitla 

Street to God Knows Where was performed as an unaccompanied duet. 

During the performance of this song, Anderson and I walked through the 

audience and up the winding staircase situated to the back middle of the 

room. Positioned halfway up the stairs we sang the last verse of the song. As 

we began the final chorus we walked out of the second floor space, into and 

down the corridor above. Our disappearance at the end of the performance 

represented the loss of Sailortown as it once was, and the memories of this 

place which although continual are ever fading.

260 Morris Brown, Seamus Brown and Sean Baker, interview by Fionnuala Fagan and Isobel Anderson, 
SRG Office, February 27, 2012.
261 See Appendix 9 for script of ghost narration.
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C o n c lu s io n  a n d  S u m m a ry

Today, Sailortown barely resembles the bustling vibrancy of its former days, 

but the stories of the people who lived and worked there can help us to 

imagine a vivid picture of the lived experience of this once-thriving industrial 

and residential community. This project not only provided a platform for the 

SRG to share experiences and vent frustrations, but more importantly it 

enabled them to participate in the creation of something positive for 

Sailortown. Group member Seamus Brown evidenced his awareness of this: 

“God when you think like our grandchildren might listen to these songs one 

day or even people in America, cause songs do travel you know.”262 As a 

result of this project, the SRG experienced a transformative process from 

victimhood into valued historical messengers. For the first time they were 

appreciated for their first-hand knowledge of this extremely important 

historical community and experienced an artistic process that bore results.263

Stories o f the City: Sailortown has both uncovered and documented 

important oral histories from Belfast. The personal narratives and stories 

collected and transformed into song, installation and performance add to a 

notably small body of academic and historical writing on Sailortown to 

therefore increase the knowledge and legacy of this place. The project has 

been featured on BBC Radio Ulster, RTE1 and presented at conferences at 

The National University of Ireland, Maynooth, Queen’s University, Belfast and 

The Oral History Society, Manchester. Both the Linen Hall Library and the

^  Seamus Brown, Stories of the City: Sailortown Launch Night, May 18, 2014.
See Appendix 10 for SRG feedback.
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British Library currently hold copies of the album in their physical archive and 

the British Library have added the Stories of the City: Sailortown website to 

their digital collections. In addition The Oral History Society Magazine have 

featured the project and The Oral History Society Journal have requested for 

Anderson and I to submit an article to their next issue. This interdisciplinary 

engagement underlines the projects success and reflects its appeal within 

the public, the media and academic spheres.

Please watch the movie file held  within the 

Stories o f the City: Sailortown folder on the attached USB drive.

In Chapter 4, I have outlined the second practice-based research project of 

this doctorial submission, Stories o f the City: Sailortown, which was 

commissioned by The MAC in 2011 to document stories of members of the 

Sailortown Regeneration Group (SRG). In order to contextualise the creative 

work, the chapter begins with an outline of the history of Sailortown and the 

impact that the urban regeneration of the 1960s had on the area and its 

community. Following this, I have discussed several unanticipated 

implications that arose as a result of using the artistic methodology within a 

community context to outline some of the difficulties that Anderson and I 

overcame when working with the community. In the penultimate section, I 

have detailed the creative process, the manifestation of the community’s 

stories within the verbatim songs and our collaborative visual representation
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of these. Finally, I have presented the outcomes of the project for the 

community, for us as artists and for the commissioning body, The MAC.
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Chapter 5: Conclusion

This research has not only collected and documented new oral histories from 

post-conflict communities, but shifted their context by reproducing them 

through the different and distinct processes of verbatim song-writing, sound 

design, performance and installation. It is therefore of benefit to any person, 

discipline or establishment wishing to engage with divergent representations 

of the past. The artistic methodology developed throughout the course of the 

PhD provides a valuable point of reference for artists who explore the use of 

historical narrative and/or human testimony within their practice. Just as the 

practice of artists such as Soans, Blythe, Stafford-Clark, Hare, Cleveland, 

Deavere Smith, McLaughlin, Sepinuck and Pasovic have inspired my work, 

this thesis, artistic methodology and produced creative portfolio has the 

potential to impact and influence practitioners from a broad range of 

interdisciplinary artistic fields. In the following section, I will therefore outline 

the key principles of the proposed artistic methodology.
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K e y  P r in c ip le s  o f th e  A rtis tic  M e th o d o lo g y

Deep Listening, Collaboration and Ethical Practice in the Process of 

Speaking For Others

The introduction to this thesis outlined several methodological challenges 

and considerations regarding interpretation, representation, re-telling and 

ethics because the creative element of this research has relied heavily upon 

human stories and the involvement of participants. These included: the 

problem of speaking for others, the problem with narrative, and issues 

surrounding memory as a reliable form of historical evidence. Although these 

methodological challenges cannot be eradicated, a highly considered 

approach to research could secure a more accurate interpretation of 

interview material. Undoubtedly, the integrity of the researcher, their attitude 

to listening and the level of genuine respect and care they afford interviewees 

can have great implications for a project’s outcomes and the satisfaction of 

participants.

At interview, Damian Gorman discussed the importance of non-judgmental 

listening:

If you want to know what the person beside you is feeling, rather than 

to be corrective of them and tell them the right way of things, you need 

to listen so hard that you actually take their truth in, not as a version of
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your over arching truth, your real truth but as something different from 

your truth.264

A similar awareness is articulated by acclaimed artist and academic, Paul 

Carter:

Listening is engaged hearing. Its social equivalent in the visual sphere 

is the experience of eyes meeting and the sense that this produces of 

being involved in a communicational contract.265 

The above ideas strongly resonate with the concept of deep listening 

pioneered by American composer, performer, author and philosopher, 

Pauline Oliveros:

Deep Listening is a way of hearing in which we are fully present with 

what is happening in the moment without trying to control it or judge it. 

[...] For listening to be effective, we require a contemplative mind: 

open, fresh, alert, attentive, calm, and receptive. We often do not have 

a clear concept of listening as an active process; we often see 

listening as a passive, static activity. In fact, listening and a 

contemplative mind is open and vibrant yet spacious, and it can be 

cultivated through instruction and practice [...] In conversation, we are 

often so focused on projecting our opinions and defending our agenda 

that we fail to hear the voices of others. This tendency is why 

contemplative dialog and deep listening practices challenge the way 

we normally engage in conversation. These practices rely on a

264
Damian Gorman, interview by Fionnuala Fagan, Ballycastle, December 14, 2012, transcript.
Paul Carter, "Ambiguous traces, Mishearing and Auditory space," in Hearing Cultures: Essays on 

Sound, Listening and Modernity, ed. Veit Erlmann, (New York: Berg, 2004), 43
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commitment to self-control and self-awareness, as well as a group- 

centered rather than self-centered approach.266

During the course of this doctoral research, I have employed the above 

outlined approaches to listening, both during interview sessions and indeed 

throughout the course of each project. My listening has been active, 

intentional and communicative because my agenda above all, has been to 

engage with and represent important oral histories that would otherwise be 

lost, and to perform this task in the most ethical and veracious way possible.

I greatly value and appreciate the unique contributions each interviewee has 

made to this process. In the same regard as their story has been given a 

listening space, so too have their opinions and beliefs, which give important 

insight into the impact of their experiences. In my role as an artist and 

researcher I have not presumed authority over participants, rather, I have felt 

greatly privileged to be given the opportunity to witness their fascinating 

stories, for they hold the key to histories that I will never encounter for myself. 

Throughout this process, I have been open to learning from participants and 

therefore, each of them became a valued teacher.

It has been of the utmost importance that participants were protected from 

harm during and after this process. Therefore, academic study has helped to 

inform my ethical conduct. Furthermore, I have examined the ethical 

approaches employed by artists who use oral history narratives as a basis for

266 The Centre for the Contemplative Mind in Society, “Deep Listening," accessed April 29, 2015, 
http://www.contemplativemind.org/practices/tree/deep-listening
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their practice. Like the interviewees who took part in McLaughlin’s Prisons 

Memory Archive,267 the participants who contributed to this doctoral study 

became involved on the basis of informed consent and an agreement of 

collaboration and exchange.268 Whilst participants did not take part in the 

performance of the artistic work, they were regularly consulted throughout the 

creative process to ensure that they were happy with the representation and 

delivery of their stories. At different stages ideas were discussed and material 

was presented to them. This gave participants the opportunity to correct any 

misinterpretations of their interview material and undoubtedly enabled a 

growing bond of trust between us. Linda Alcoff importantly argues that this 

type of communicative process can transform a “speaking for others” into a 

“speaking with:”

We should strive to create wherever possible the conditions for 

dialogue and the practice of speaking with and to rather than speaking 

for others. If the dangers of speaking for others results from the 

possibility of misrepresentation, expanding one’s own authority and 

privilege, and a generally imperialist speaking ritual, then speaking 

with and to can lessen these dangers.269

With regards to ethical responsibility, Theatre of the Oppressed practitioner 

Julie Salverson articulates another key concern of this research: “If as an 

artist [...] I presume to talk about ethical relations, I must consider the kind of 

person I am or may become, the me exposed, the me available to

267 McLaughlin’s approach to ethics is discussed in detail during Chapter 1 of this thesis.
268 See Appendix 1 for examples of consent and clearance forms.
269 Alcoff, “The Problem of Speaking for Others,” 23.
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another.”270 Throughout this process, I have been aware of the potential 

positive or negative impact for participants, and how their experience would 

influence how they viewed me as an individual, which is undeniably important 

to me. Therefore, my approach to ethics, my active listening and my attempt 

to understand and interpret each story as closely and as carefully as 

possible, has been of great importance.

Whilst researchers and artists must employ sensitivity in the attempt to 

represent, it is important not only to consider the possible dangers and 

implications of this practice, but also the value of work that has been 

conducted with the right motivation and incentives behind it. Alcoff 

importantly acknowledges that the practice of speaking for others can be of 

benefit to them “if the persons cannot speak for themselves”271 and 

highlights, “It is not always the case that when others unlike me speak for me 

I have ended up worse off, or that when we speak for others they end up 

worse off.”272 By providing concrete outcomes for all of the interviewees 

during this research, I have tried to ensure that they would feel some benefit 

and legacy from their participation. My achievement of this is evidenced in 

the informal feedback gathered from participants. This underlines that, rather 

than participants having encountered a negative experience where they felt 

used and misrepresented, they each gained something positive from the 

experience. Undoubtedly, “deep listening,” collaboration, considered ethical

270

271

272

Salverson, "Change on whose terms?" 120.
Alcoff, “The Problem of Speaking for Others," 9.
Ibid, 29.
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practice and a positive outcome for each project, has contributed to the 

satisfaction of the participants involved.

Verbatim Song-writing and Sound Composition in Practice

As outlined during Chapter 1 of this thesis, in order to produce new work, 

song-writers in general take inspiration from their own lives, the lives of 

others and from their experience of the world around them. Historical 

narratives also frequently provide the basis for the content of folk songs. 

Whilst my work has been heavily influenced by many Irish folk singers and 

song-writers, my approach to song-writing during the course of this thesis 

differs because the words used to construct the lyrics, are taken verbatim 

from a selection of interviewees.

In order to compose the verbatim songs presented in the thesis portfolio, I 

have incorporated a set of distinct processes as detailed below:

1. Select a topic of historical interest for investigation, documentation and 

re-telling

2. Develop a project brief273

3. Develop a consent and clearance form outlining the project and the 

anticipated uses and outcomes for any collected interview material274

273 See section entitled "Methodological and Ethical Practice during this Research” in Chapter 1, which 
discusses the significance of the project brief and the impact that this will have on interviewee and 
material selection.
274 See Appendix 1 for two examples.
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4. On the basis of informed consent, select and recruit a number of 

interviewees whose stories and experiences fit the project brief

5. In conjunction with interviewees, sign a consent and clearance form 

before interviews take place

6. Organise interviews and conduct them in a quiet space using audio 

recording equipment275

7. Use a combination of oral history interviewing and semi-structured 

interviewing techniques to conduct interviews276

8. Actively listen to the narration of each participant without judgement

9. Transcribe the interview material retaining as many details of the 

spoken word as possible, such as colloquialism and dialect

10. From the interview material, select appropriate stories for re-telling in 

line with the project brief277

11. Create a series of separate documents that include the relevant 

interview text of each individual story narrative

12. Use the words on each separate document to start writing the 

songs278 279

13. If necessary, edit the order of sentences to create more poetic impact 

or a more effective re-telling of the narrative, suited to chosen song

P7Qstructure

275 For example, a Zoom H4 Recorder was used throughout this research.
276 This process is outlined in detail during Chapter 1 of this thesis.
277 N.B. Even if the interviewee has divulged a certain life experience at interview it is still important for 
the artist to consider if it would be ethical to re-tell this story.
278 N.B. During the song-writing process, it may become apparent that two of the selected narratives 
could be effectively juxtaposed in a verse chorus structure to create a more interesting or contrasting 
narrative.
279 The use of creative editing within the process of verbatim song-writing is referred to during Chapter 
1 of this thesis.
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14. Compose music that fits the words, colour and tone of the story

15. Iterate on point 13 and 14 in order to craft the song

16. When songs are finalised, in order to tie the song narratives together 

for a performance identify the emergent overarching narrative for the 

work

In the development of the thesis portfolio, sound design was applied to 

excerpts of interview audio. During this process, a similar approach to the 

one described above was undertaken with the following variations:

1. In advance of the interview, explain that you will not make the usual 

conversational vocal responses to ensure a clean audio recording for 

use during the creative process

2. Following interview, edit and clean up the excerpts of interview 

material selected for the creative process

3. Identify and collect a series of field recordings that relate to the story 

narrative

4. Identify and collect a series of field recordings that could provide a 

strong basis for the creation of more abstract sound worlds

5. In the studio, experiment with the interview audio, musical instruments 

and the collected field recordings to compose a sonic response 

appropriate to the story narrative
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Following the creation of verbatim songs and sound compositions, there is a 

process of review with participants. This helps to gauge their level of 

satisfaction in regards to the creative interpretation of their interview material. 

At this stage, the artist should be willing to amend or completely discard the 

creative work in line with the interviewee’s wishes. When the artistic material 

is agreed and finalised, the artist must consider the situating of the work 

within an appropriate artistic medium.280

The key principles of the artistic methodology detailed above attempt to 

achieve an overall aim -  to ethically and collaboratively create alternative 

documents of oral history that have been fully approved by the owner of the 

story narrative/s. Each participant’s validation of the creative outcomes 

importantly confirms a level of veracity for the work.

New Findings and Challenges Uncovered

During this doctoral research, the artistic methodology was applied within two 

different contexts to produce Dreaming Protected Me?81 and Stories of the 

City: Sailortown.282 Each project has revealed new findings, unique 

perspectives and uncovered new problems and challenges for consideration.

280 For example, does the work produced fit into a performance or installation medium or both.
281 Dreaming Protected Me is presented in Chapter 3 of this thesis.
282 Stories of the City: Sailortown is presented in Chapter 4 of this thesis.
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Forms of Historical Representation

Through reflection on the informal feedback of participants and audience 

members who attended Dreaming Protected Me and Stories of the City: 

Sailortown, and through critical analysis of traditional forms of historical 

representation and artistic works such as Sarajevo Red Line and / Once 

Knew a Girl, I have argued that artistic approaches to documentation 

complement and build upon those methods employed by historians, 

journalists and the social sciences in general. The latter disciplines shape 

their narrations with statistical analysis and data collection, and attempt to 

provide historical accounts that retain some level of objectivity. Artistic 

practitioners are more concerned with the nuanced, subjective and the 

emotional aspects of human experiences. By creating sonic, visual and 

performative representations of historical narratives, artists can provide their 

audiences with embodied, emotive, thought-provoking connections to history.

The intention has not been to criticise the disciplines of history, journalism 

and the social sciences, nor elevate art above these. In their attempts to 

document, discuss, challenge and communicate historical narratives, each 

makes a crucial contribution to human understanding. The intention has been 

to underline the similar issues that each discipline faces in the pursuit of 

historical truth. Whilst each field stands apart as a discipline in its own right, 

the dedication they demonstrate to the preservation, dissemination and 

interrogation of historical information provides our global society, both in the 

present and the future, with the possibility to interact with divergent forms of
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knowledge about the past. By giving a sense of what has come before, by 

reflecting on and confronting society with the implications of the past, the 

fields of history, journalism, social science and art undoubtedly educate 

society and enable a context and purpose for the lives that have been lived in 

the past and the lives we live today.

Post-conflict Identity

Both the written and practical elements of this thesis represent stories from 

post-conflict communities. In the form of a performance and a separate 

installation piece, Dreaming Protected Me presents two divergent artistic 

responses to interview material. This project specifically endeavoured to 

document human experiences of armed-conflict and post-conflict society. 

Although conversations centred around the wars that took place, the 

collected dialogue revealed passive forms of resistance, insights, coping 

mechanisms and human resilience, as opposed to one-sided opinions or 

stereotypical narratives of difference and division. In contrast, the project 

Stories o f the City: Sailortown specifically attempted to re-tell the stories of 

people who lived in Sailortown before the community was displaced as a 

result of de-industrialisation and the building of the M2 motorway in the early 

1960s. Although the research did not endeavour to discuss the Northern Irish 

conflict, Troubles narratives were unavoidably laced throughout the oral 

history material collected.
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Popular historical and political representations of Northern Ireland and 

Bosnia repeatedly cite narratives of division and difference.283 Therefore, 

people are often too easily categorised and defined by religious and cultural 

stereotypes, and unavoidably dominated by political and educational systems 

that seem to leave little other choice. Whilst personal stories from each place 

are unavoidably saturated by individual and collective experiences of conflict, 

the participants involved in Dreaming Protected Me and Stories of the City: 

Sailortown chose to represent themselves using personally specific 

subjective narratives. Remarkably, these revealed broad-ranging 

perspectives and divergent forms of individual and cultural identity. Although 

individual participants ranged in age (32-82), religion, gender, and class, 

surprisingly none of them primarily or explicitly defined themselves using the 

stereotypical constructions of identity associated with their cultural 

background. The stories shared demonstrate that the primary concerns of 

individual people are much more varied. From my perspective, this has been 

one of the most satisfying discoveries of the research.

It could be suggested that these results occurred because interviewer/s284 

consciously avoided themes of difference and division. However, whilst there 

was a pre-conceived agenda in play during the interviewing process, our 

choice to also be open to newly emerging themes promoted and embraced 

each participant’s voice, and therefore enabled an ethically sensitive co-

283 This has been explained in detail throughout the course of this thesis.
284 Isobel Anderson and I conducted the interviews for Stories of the City: Sailortown. For Dreaming 
Protected Me I conducted all of the interviews.
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creative process. A strong example of this took place during the Sailortown 

project when male participants repeatedly centred the discussion around 

their hope to regenerate Sailortown and the resentment that they still feel as 

a result of the loss of their hometown. Whilst the initial project aims were to 

document the stories of Sailortown as it was in the past, the men’s narrations 

contributed a new theme that was later included to form a powerful element 

of the final creative work. The process gave participants a certain level of 

freedom within the direction of their narration and also resulted in unexpected 

directions for the work produced. If participants had also wished to make a 

focus of the conflict in terms of stereotypes and difference they were free to 

do so.

Emerging Emotion

In my experience, the emotional depth of a personal story is rarely fully 

divulged by an interviewee. At interview they may identify the feelings they 

had at a particular time but they will not necessarily explicitly express them. 

In general, the interviewed people tended to narrate their experiences with a 

certain level of emotional detachment, perhaps because of the amount of 

distance from the events in question and/or because they preferred not to 

expose their vulnerability. However, the re-telling of oral history through 

song-writing, sound design, performance and installation often reveals the 

emotional sub-text of an original narration. These feelings are not only 

translated and understood by audiences but in many cases they provide a 

point of connection for the interviewee. During the process of Dreaming
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Protected Me and Stories of the City: Saiiortown, interviewees reacted 

emotionally when hearing their own story in song. Burns described that she 

experienced “floods of tears.”285 On listening to We Would Wait O’Hara was 

visibly moved and later identified, “ I never realised my story was that 

interesting.”286 Kljuco responded via e mail to say, “They made me cry and 

happy at the same time.”287

Anderson and I had an interesting realisation after a visit in September 2014 

to Sean Baker at the Saiiortown Regeneration Group. Baker is an extremely 

dominant character who harbours an immense amount of anger and 

frustration as a result of the downfall of Saiiortown. He uses his influence to 

encourage a “holding-on of resentment” within the members of the SRG. 

Although the purpose of our visit was to discuss some positive interest in the 

Saiiortown project,288 the entire meeting consisted of Baker re-iterating the 

same frustrations that Anderson and I had previously encountered during the 

creative process. Afterwards, we both felt deflated having once again 

experienced Baker’s overwhelmingly negative attitude. However, the meeting 

enabled us to identify something extremely positive in respect of the project 

outcomes. The anger inherent within much of the male interview material was 

translated through song to reveal the underlying cause of this resentment- 

their experience of deeply felt sadness and grief.

285 Ursula Burns, Facebook message to the author, December 7, 2013.
286 Marie O’ Hara, conversation with the author, March 20, 2012.
287 Merima Kljuco, e-mail message to author, May 3, 2013.
288 The British Library and The Linen Hall Library had expressed interest in archiving the Stories of the 
City: Saiiortown album.
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Therapeutic Potential of the Artistic Methodology

The material collected from participants and re-created for Dreaming 

Protected Me presents not only a collection of fascinating stories but also a 

broad range of insightful and valuable perspectives on conflict. Notably, 

informal participant feedback for Dreaming Protected Me has made claims 

towards healing.289 In addition, Galway, Davey and I have each identified 

valuable learning outcomes from working with this material. This provides 

evidence that both the raw interview audio and the subsequent artistic output 

could be employed effectively during a process of conflict resolution, to 

inspire new perspectives and encourage “deep listening.”

Stories of the City: Sailortown enabled a resentful and largely overlooked 

community group to become actively involved in the creation of a positive 

legacy for Sailortown. In a broader context, this project has added to the 

small body of historical knowledge currently available on Sailortown, a place 

that played a primary role in Belfast’s industrial past. As a result, participants 

identified that the process was of great benefit to them both as individuals 

and as a community.290

Although in depth, formal analysis of participant feedback falls outside the 

scope of this thesis, further possible developments of this research could 

involve the investigation of the therapeutic potential of the methodology.

289 See Appendix 6.
290 See Appendix 10.
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Critical Reflections

Whilst Stories of the City: Sailortown was a success on many levels, several 

of the challenges Anderson and I encountered also require consideration.

As a result of the different needs of The MAC, the community and us as 

artists, several areas of tension had to be negotiated. Whilst Anderson and I 

needed the project to suit the aims of our doctoral research, The MAC 

wanted it to raise the profile of their outreach department through the 

showcase of inspiring community development work. However, the SRG had 

an altogether different primary concern. This included not only the renovation 

of St. Joseph’s Church but the regeneration of Sailortown itself. During initial 

meetings with the community, they had specifically asked Anderson and I to 

lobby for their cause. We explained that although the project might enable 

some publicity for Sailortown, we could not commit to the type of political 

action they were asking for. Understandably, the MAC was also extremely 

reluctant to get involved in such a political agenda. This issue forced both 

Anderson and I to consider how successful the project could be if it didn’t 

serve the community in the way that they were hoping for.

Another issue for Stories of the City: Sailortown, was the short amount of 

time that the installation and performance piece was showcased at The MAC. 

Anderson and I had worked to document the community’s stories during a 

six-month period and it was clear that the areas history, although largely 

undocumented, was of great significance to Belfast’s industrial heritage. 

However, just as the history of the area had been marginalised by
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infrastructures such as Harland and Wolf, the Shipyards and The Titanic 

Quarter,291 within The MAC, Stories of the City: Saiiortown was also 

overshadowed by the larger scale sister project, Sounds of the C ity292 This 

project had been specifically designed to document and re-create the past 

sound worlds of Belfast’s industrial heritage through engagement with two 

intergenerational community groups, Dee Street Community Centre in East 

Belfast293 and Tar Isteach in North Belfast.

Sounds of the City was exhibited in the form of five separate sound 

installations over the course of several months in The MAC building, whilst 

Stories of the City: Saiiortown was showcased over the course of just five 

days. The MAC had not anticipated that the created work would be of such 

high quality or that it would gain such enthusiastic feedback from audience 

members. During the period that the installation and performance piece was 

open to the public, both of The MAC’S outreach officers openly voiced their 

regret that such a rich, multi-layered and valuable community project would 

not be exhibited for a longer period of time. This lack of provision for the 

Saiiortown project raised questions for Anderson and I. It felt wrong that an 

arts project which involved an already marginalised community should also 

experience marginalisation by the establishment that had promised to 

represent them.

291 This has been discussed in greater detail during Chapter 4 of this thesis.
292 The MAC, “Sounds of the City," accessed August 28, 2015, 
http:/Ahemaclive.com/community/stories/sounds-city
293 Ironically, many of the members of Dee Street Community Centre had been previously connected to 
the ship-building industry at Harland and Wolff.
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On reflection, a similar issue arose for Dreaming Protected Me. Undoubtedly, 

The MAC was extremely supportive of the work in their provision of a space 

for the run of the week-long installation piece. In addition, they had 

generously allocated a performance space and team of technical staff for one 

day, free of charge. Regrettably, a lack of funding prevented me from 

booking the space for further days and paying the artists involved for more of 

their time. As a result, only one performance of Dreaming Protected Me took 

place. Therefore, the profound stories of the interviewees and the newly 

developed performance piece did not gain the exposure deserved. 

Furthermore, it did not enable the extensive audience engagement I had 

hoped for.

Although both Stories of the City: Sailortown and Dreaming Protected Me 

have been archived by The British Library and the Linen Hall Library, and 

widely disseminated via arts and media organisations such as BBC Radio 

Ulster,294 RTE Lyric FM, RTE1, and academic and on-line platforms, the time 

secured for the performance of each work needs to be a key consideration 

moving forward. In the future, a performance and installation schedule that 

parallels the value and contributions of each person involved such a process, 

needs to be negotiated and secured from the outset.

Due to the contrasting nature of the grouping and location of interviewees for 

each project, another area for consideration developed. For Stories of the

294 It is possible to listen to two examples of radio coverage in the Media Coverage folder on the 
attached USB drive.
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City: Sailortown the participants were all based in Belfast and because of 

their SRG membership, were accustomed to meeting up regularly and 

maintaining contact with each other. As a result, it was easy for Anderson 

and I to maintain regular communication with the group. In contrast, for 

Dreaming Protected Me the interviewees were not part of a collective that 

met up on a regular basis and three of them lived in Bosnia. This made it 

more difficult for me to communicate with them. Although I managed to keep 

up fairly regular dialogue via Skype and e-mail with most of the participants, I 

almost completely failed to gain feedback from one of the interviewees, Irma 

Saje. As already discussed in Chapter 3, this had a profound effect on the 

collaborative process with Saje and remains an issue for me. As a result, I 

have decided to heavily emphasise the importance of collaboration during the 

initial stages of future projects in the attempt to avoid a repeat of this 

situation. On this basis, I will request that interviewees agree to the provision 

of on-going feedback throughout the course of the project. Before Dreaming 

Protected Me I had employed the collaborative process in an attempt to 

safeguard interviewees. However, I now appreciate that if my aim is to 

interpret and represent people effectively and ethically, it is equally important 

for me to have this opportunity of dialogue.

The different aims of the two projects conducted during the course of this 

thesis resulted in contrasting outcomes. Stories of the City: Sailortown 

creatively documented the rich and multi-layered oral histories of an area that 

played a key role in Belfast’s past industrial success. These collected stories
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and descriptions that would otherwise be lost, provide important insight into 

the previous significance of the “black tar wasteland” that currently exists. It is 

easy to identify the worth of this project because of the positive legacy it 

created both for the participants involved and for Belfast. In contrast, through 

the re-telling of inspiring stories arising out of the conflicts in Northern Ireland 

and Bosnia, Dreaming Protected Me attempted to deliver a thought- 

provoking message. In this regard, the motivation for the performance was 

highly ambitious, however, the potential success of this work has not been 

fully discovered. In order to do so further performances are required.

Future Work and the Significance of Storytelling

In 2009, several members of senior management from the Metropolitan Arts 

Centre, Belfast, attended Homebird during The Pic ‘n’ Mix Festival. Their 

enthusiasm for the performance secured their on-going support throughout 

the course of this PhD, ensuring opportunities to engage with leading arts 

professionals and access to their rehearsal and performance spaces. In 

November 2014, I was selected as their “Artist in Residence.” During the 

three-month residency I developed the project, Love Notes, which documents 

different manifestations of love present within Northern Irish society today, 

th e  MAC has recently submitted a funding application to the Arts Council of 

Northern Ireland in an attempt to secure further funding towards the 

development of this work into a piece of dance theatre.

232



During a recent meeting, Learning and Participation Officer Ciaran McQuillan 

expressed the MAC’S wish to collaborate with me following the completion of 

my PhD. The discussion focused on his ideas for my engagement with some 

of the under-represented communities they are currently working with. These 

include a female ethnic minority group, a group of men who once worked 

within the aviation industry in Belfast, a group of female ex-prisoners, a 

community group from Springfield Road and a youth group. The meeting 

ended with a conversation about the possibility of a long-term artistic project 

that would document stories of under-represented historically significant 

communities in Belfast through the employment of my artistic methodology. 

This discussion demonstrates the value the MAC places upon artistic 

projects that give voice to historical narratives and marginalised communities. 

It is reassuring to know that they are seriously considering me as a future 

collaborator.295

Many individuals and organisations, within and outside of the arts, 

acknowledge the need for people to have an outlet for non-superficial 

communication, a space where they can open up, be listened to and valued 

for their experiences. The importance of exchanging and sharing stories as a 

key way to approach the creation of art, happiness, identity, and co-creation 

was a re-occurring theme of the Eurocities Conference, March 2014.296 

Recent psychological research has “revealed how people want to inhabit 

storyworlds because of how stories work in the brain. We actually always

295 Ciaran McQuillan, meeting at The MAC, April 20, 2015.
296 Christine O'Toole, 'Eurocities,' email, 2015.
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project ourselves into all sorts of storyworlds in order to understand them.”297 

Organisations like The Healing Story Alliance and Healing Through 

Remembering go one step further by applying storytelling within processes of 

healing and improving mental health. According to author Elif Shafak,

“Stories connect all people regardless of identity politics.”298 Damian Gorman 

similarly argues, “If you know the detail of someone’s story, it’s harder to 

hate, or want to hurt them.”299 Through on-going communication with culture 

and communities, artistic works based on stories and oral history can provide 

a platform for important sharing, discovery and even resolution in a post

conflict community such as Northern Ireland. Through performance and 

dissemination, the impact of this positive process extends beyond 

participants to audiences. Individual stories reveal the heart of matters to 

invoke new possibilities for empathy, connection and understanding. In post

conflict society story based work has an important role as it attempts to 

provoke new thought processes, challenge belief constructs, and however 

gradually, affect social change.

297 Anna Higgs, "The importance of storytelling in the digital age," The Guardian, November 17, 2014.
298 Elif Shafak, “The Politics of Freedom," (lecture, TEDGIobal, Keble College, Oxford, July 14, 2010).
299 Damian Gorman, "Glow Worms," in Stories in Conflict. (Derry/Londonderry: Yes! Publications, 
2008), 11.
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Appendices

Appendix 1: Project Consent and Clearance Forms

Dreaming Protected Me

Clearance Note and Deposit Instructions

I, Fionnuala Fagan, am creating a performance, installation, sound and music 
piece based on memories collected from people who have experienced living 
through conflict. I am asking for your agreement and permission to use the 
recorded material emerging from our interview for creative and performance 
purposes. It may also make an appearance on the internet, be used and 
archived in the form of both written and audio documentation for educational 
purposes with myself and Queen’s University, Belfast.

I , ..........................................., agree that my contribution is added to the
collection of Fionnuala Fagan’s archives and Queen’s University archives in 
strict accordance with my wishes. I agree that all material may be used in a 
creative and performance context and will be preserved as a public reference 
resource for use in research, education, public display, publication (written 
and audio), sound recording, broadcasting and the internet.

I hereby assign the copyright in my contribution to Fionnuala Fagan. I am 
free to revoke this agreement at any time.

Signed.................................................................  Date.....................................

Full name (in Capital Letters)...............................................................................

Address....................................................................................................................

Interviewer’s name:........... .....................

Interviewer’s
signature..........................................Date

For Office Use Only:____________
|Total number of recordings:
[Total recording time:____________
Recording’s code:
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Sailortown @ The MAC

Clearance Note and Deposit Instructions

We, Fionnuala Fagan and Isobel Anderson, are creating an installation, 
sound and music piece for the Metropolitan Arts Centre, Belfast, based on 
memories collected from people specifically from Sailortown. We are asking 
for your agreement and permission to use the recorded material emerging 
from our interview for creative and performance purposes. It may also make 
an appearance on the internet, be used and archived in the form of both 
written and audio documentation for educational purposes with ourselves, 
Queen’s University and The Metropolitan Arts Centre.

I , ............................................ agree that my contribution is added to the
collection of Fionnuala Fagan’s archives, Isobel Anderson’s archives, the 
Metropolitan Arts Centre’s archives and Queen’s University archives in strict 
accordance with my wishes. I agree that all material may be used in a 
creative and performance context and will be preserved as a public reference 
resource for use in research, education, public display, publication (written 
and audio), sound recording, broadcasting and the internet.

I hereby assign the copyright of my contribution to Fionnuala Fagan and 
Isobel Anderson. I am free to revoke this agreement at any time.

Signed................................................................. Date...........................................

Full name (in Capital Letters)................................................................................
Address.....................................................................................................................

Interviewer’s name:.................................

Interviewer’s
signature.......................................... Date

For Office Use Only:____________
Total number of recordings:
Total recording time:
Recording’s code:
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A p p e n d ix  2: Dream ing Protected Me - T h e  In te rv ie w e e s

In the following section, I will briefly introduce each of the interviewees and 

present the excerpts of raw interview material that profoundly impacted upon 

me during and after the interviewing process. These texts provide strong 

evidence of the presence of nuanced and inspiring personal histories and 

therefore were later used to create Dreaming Protected Me. The reason for 

their detailed inclusion is to afford the reader with the experience of engaging 

with the oral history in a transcribed format, in advance of listening to the 

creative work they inspired. This process challenges the reader to consider 

for themselves the possibilities within verbatim song-writing, sound design, 

installation and performance for the more meaningful re-telling of personal 

narratives.

Damian Gorman

Damian Gorman (b. 1961) is one of Northern Ireland’s most prolific 

contemporary writers. As well as writing for theatre, television and radio, he 

has worked as a documentary filmmaker. He is a highly astute character 

whose sensitivity, wisdom and understanding of people is extraordinary. He 

has channelled his interest in human experiences to facilitate storytelling 

workshops within post-conflict situations such as Northern Ireland, Israel and 

Palestine. His desire to apply his skills in this way is born out of a genuine 

belief that listening can encourage reconciliation. Gorman has received many
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awards for his work including Northern Ireland’s first BAFTA and an MBE in 

1998 for his contribution to the arts.300

The genuine, grounded insights that Gorman imparted during the workshops 

in Bosnia were the main reason I invited him to participate in the project. I 

was sure that his perspective would provide powerful messages within the 

narrative of the artistic work I would eventually make. During interview, I was 

not proven wrong. Gorman described the need for listening without 

judgement if the reconciliation process is to progress further in Northern 

Ireland:

If you want to know what the person beside you is feeling, rather than 

to be corrective of them and tell them the right way of things, you need 

to listen so hard that you actually take their truth in, not as a version of 

your overarching truth, your real truth, but as something different from 

your truth [...] You need to make a clearance in which their truth as a 

new thing, can take a small root and can grow and you can watch it as 

it grows before you jump in.

He went on to underline the common difficulties that Northern Irish and 

Bosnian society have experienced as a result of their respective conflicts: 

When you grow up in a place like this and maybe a place like Bosnia, 

you grow with a wild lot of stuff on your hard disk. There's a lot of 

things you need to know. You need to know history because you need 

to know your place in history, you need to know the news, you need to

300 Queen’s University Belfast, “Damian Gorman," accessed September 26, 2014, 
http://www.qub.ac.uk/cecpa/damian_gorman.html
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know coded things like where are they from, how do I detect that by 

their names, by where they went to school, by where they live, so you 

need to know all that information [...] So you need to have a lot of 

information on the hard disk, which means that there isn't a big lot of 

space for other things, like all that you don't know, like the fact that 

some of what you know and has been handed to you might be 

wrong.

The universal quality of Gorman’s statements rise above cultural boundaries 

because of their relevance not only between Catholics and Protestants in 

Northern Ireland, but to any individual who has experienced conflict.

Following Gorman’s interview, I personally reflected on and considered the 

sentiments and message within his profound words and the negative features 

of my own beliefs.

Ursula Burns

Ursula Burns (b. 1970) is a highly versatile and unique performer, combining 

talents in circus, comedy, music and composition. She has toured her music 

extensively from Ireland to the UK, Europe, America and Australia, and has 

collaborated musically with artists such as Van Morrison, Jimmy Nail, Billy 

Bragg, Jackson Brown and Duke Special. Burns has performed at a variety 

of venues, from the street, to The Albert Hall, to the acoustic stage at

301 Damian Gorman, interview by Fionnuala Fagan, Ballycastle, December 14, 2012, transcript.
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Glastonbury. In 2013, Burns gained first prize at the Irish Musical Comedy 

Awards.302

Burns is the only interviewee not to have taken part in discussion workshops 

in Bosnia. I became acquainted with her in 2009 as a result of our musical 

interests. Over several years, I had often reflected on a personal story she 

had once told me about her lack of childhood memories. Burns felt that this 

had come about as a result of the trauma she had experienced growing up in 

Belfast during the height of the Troubles. This conversation interested me 

and it was for this reason I asked Burns participate in the project.

At interview Burns began a discussion around memory:

I think the first conscious memory I had is about seven, but it's still 

really patchy [...] I do remember snippets of nine because my brothers 

were born but my memories are not strong. I can distinctly remember 

from the age of 14.

I then asked Burns if she could describe her first memory:

I was brushing my hair and the band broke. But the same day it was 

something about the cherry blossoms. It was April and I just remember 

the cherry blossoms, just sitting under a tree across the road from 

where we used to live. So, I do have small snippets of memories but I 

think a lot of the memories I have are more from stories that I was told 

of events that happened.

302 Ursula Burns: Deep In The Dreaming, “About Ursula Burns," accessed September 29, 2014, 
http://www.deepinthedreaming.co.uk/?page_id=2
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The illustrative quality of this narrative immediately provoked imagery in my 

mind. It was also striking in its apt reflection of the adult I know Ursula Burns 

to be. Amidst the violence that she would have been encountering on the 

Falls road in 1977, it was this wistful memory that remained with her. From 

my perspective, this identifies the beginning of Burns’ decision to focus on 

the beautiful side of life as opposed to the darkness of the Troubles.

When asked if she could ascertain the reasons behind her lack of childhood 

memories Burns stated:

It's funny because the stories that come at me about the start are all 

quite full on and really quite violent. I suppose when I was first born 

down in Hawthorn Street there would have been curfews, so at 7pm 

every night there was tear gas down the streets [...] I remember my 

mum telling me she put a towel over my head and ran down to The 

Royal with me when I wasn't well, and that was through tear gas. And 

then there was the time they blew up St. Paul's, which was at the 

bottom of the street. But our house, all the windows came in, so the 

carrycot was showered in glass.

Notably Burns explicitly spoke about the darkness of the Troubles:

The thing that I do remember in my early teens was just sensing the 

heaviness of days that were dark, days when there had been a lot of 

violence or days when the black flags were out the whole way down 

the road.
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Burns described how joining the Belfast Circus School303 at the age of 14 

enabled her access to new community of people not focused on politics and 

how liberating this was for her:

I don't like to be held to one particular thing and I found growing up in 

a place where there's a certain belief system in operation [...] I don't 

like to be a part of that because I need to think beyond. I need to see 

other things. I want to experience other sides.

According to Burns her approach to the conflict protected her from becoming 

caught up in the violence which saturated her daily life: “Well, I think 

dreaming protected me. I think the daydreamer protects.” This statement 

reflected the coping mechanism that Burns employed to both resist and 

overcome the trauma of growing up during the Troubles. The dream-like 

state she had described as she recounted her first memory was perhaps the 

beginning of this strategy. As her narration continued Burns explained her 

adult perspective on this:

I'd rather just not give energy to anything to do with violence or trouble 

or war. I'd rather remove myself from it because I feel like I've had 

enough. I don't really want to be involved in anything like that. I had to 

grow up while it was going on all around me and I don't want anything 

to do with it. I'm just stepping away in a direction where there isn't that 

going on and that's just me personally because I could see it far 

enough.

303 The Belfast Community Circus School was founded in 1985 by Mike Moloney and Donal McKendry 
and is still thriving both as a circus teaching facility and as a provider of professional circus 
performance. For more information see website.
Belfast Community Circus School, “History,” accessed September 29, 2014, 
http://www.belfastcircus.org/history
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Interestingly, this passage ended with, “Wee children don't deserve it.” This 

statement could be perceived as Burns’ subconscious acknowledgement that 

she did not deserve to grow up through a war. Remarkably, though her 

childhood memories are extremely limited her awareness of the trauma she 

experienced is strong.

A highlight of Burns’ interview was her insightful dialogue on violence:

I understand violence can be passed down and I understand that it 

can be generational. Sometimes people don't understand why there's 

a violence in them. I've experienced a very violent exterior world for a 

prolonged amount of time and within me, it's been a real personal 

challenge to manage my own violence when it comes up in me as a 

person because having been surrounded by it and experienced it a lot, 

I have to constantly just be aware of violence. Violence can be subtle, 

violence can be a tone.

Here, Burns identifies that the affects of growing up in conflict can encourage 

the manifestation of aggression in people. Burns has derived this 

consciousness from analysis of her own behaviour and has worked to 

overcome this aspect of her own personality:

I think it's been a personal challenge for me [...] I've had to deal with 

violence within myself and I think that's almost like a human condition 

[...] I've had to learn to cope with what comes up for me and how I feel
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in a non-violent way, because around me I was surrounded by

violence.304

Haris Pasovic

Haris Pasovic, (b. 1962) founder of East West Theatre Company and artistic 

director of Sarajevo Red Line, was 30 years of age when the war began in 

Bosnia. My interest in Pasovic was initially sparked by his anti-war opinions, 

commanding presence, knowledge and wisdom. He was a powerful presence 

in the workshops. Pasovic’s words during the first discussion group in Bosnia 

intrigued me. He told us a story about his journey to work one day during the 

siege of Sarajevo. As he walked he noticed the marks of fresh blood on the 

street in front of him and said to himself, “Don’t ever get used to this.”

Pasovic consciously resisted accepting daily exposure to violence as normal. 

This demonstrated the strong mind-set that enabled his active, yet non

violent opposition to the oppression of war. At interview, Pasovic discussed 

further areas where he and the people around him incorporated non- 

aggressive methods of resisting the terror they were experiencing in 

Sarajevo.

When the war began in Sarajevo in April 1992, Pasovic was working on an 

artistic project in Serbia. As a result it was impossible for him to return to 

Sarajevo to his mother and sister. He explained:

304 Ursula Burns, Interview by Fionnuala Fagan, Belfast, December 11,2012, transcript.

244



It was dangerous to me to stay in Serbia so I left Serbia and I went to 

Amsterdam. Then I said, ‘Soon I'll be back to Bosnia,’ but things got 

worse.

Although Pasovic was desperate to return to Sarajevo and reunite with his 

family, his many attempts to do so proved unsuccessful. Finally, during the 

winter of 1992, Pasovic embarked on a gruelling and dangerous journey 

overland by foot:

I went to Slovenia and I decided to try to go on land [...] through this 

complex route to Bosnia, which was very risky [...]! was arrested by 

the Croatian forces in one part of Bosnia but then released and then 

over some illegal routes I came to the airport [...] It was still dangerous 

because the whole route was very much opened towards the Serbian 

position and you could hear the snipers and the firearms in the close 

proximity. So eventually I reached the city and again, you know, in 

very complicated ways because nothing worked. Everything was in 

dark and so on, but there was a man who offered to give me a lift to 

my home, which is like 10 miles from that point [...] And then finally I 

reached my home on New Year's Eve, 1992, which also happened to 

be the birthday of my sister.

When asked to describe what life was like during the Siege on Sarajevo, 

Pasovic observed:

When you see the news it's one thing, which is terrifying and 

describes one part of the reality but it never captures the entire reality
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[...] War is mythological reality [...] It's not anything that you compare it 

to peace [...] It's very experiential, you can hint, you can say a few 

things, but, it can never come across.

In this statement, Pasovic registers the difficulties in narrating the extremes 

of human experience.

Pasovic’s account of his mother and the role she played during the war was a 

poignant feature of his interview:

My mother was at home and she really made an incredible effort to [...] 

despite all this lack of everything, you know, no food, no water, no 

heating, [...] to keep our home to be home [...] To me this was the 

greatest art of all.

He explained that his mother’s actions secured some level of normality for 

himself and his sister whilst it simultaneously acted as an opposing force 

against the enemy:

I mean there was resistance in that as well, because somehow 

socially we understood that they didn't want us to live the way we did 

and despite all the hardships, we lived almost like we like to live. 

Pasovic then described how the people of Sarajevo also found ways of 

resisting the brutality they faced continuing their work and contributing to their 

communities:

It was all very difficult but people tried to do their jobs and my job was 

to direct and I was also teaching at the Academy of Performing-Arts. 

[...] There was a clear aim by our enemy to kill life in the city. And on
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the other hand, there was a very clear way of resistance of us 

defending life, and continuing with the life.

Pasovic identified the artistic work that he undertook during the siege. With 

great determination he organised the MES Festival of Yugoslavian Theatre 

and produced the first Sarajevo film festival, which has since become an 

international event. In conversation, he drew attention to the fact that many 

people could not understand his determination to organise such events 

during a war:

Many journalists at the time came to me asking ‘Why the film festival 

during the siege?’ And I had the one answer for all and it was the 

question ‘Why the siege during the film festival?’ Because to me it was 

how the war actually perverts, in a way perception. After a year and a 

half, everybody started to consider normal that there is a war but to 

me it was not normal. To me it was normal that in a European city at 

the end of the 20th Century you have a film festival and theatre 

festival. That was normal. But, it was not normal that there was war. 

Pasovic’s drive to produce artistic festivals during the siege demonstrates his 

fight for some level of normality in Sarajevo. His actions encouraged 

international publicity for the city and actually persuaded people to come and 

visit:

We had 20,000 visitors under the shelling and sniper fire, risking their 

lives to come and see the films at the festival.305

305 Haris PaSovic, interview by Fionnuala Fagan, Derry, April 25, 2012, transcript.
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During the war, Pasovic used the influence of his artistic practice to breathe 

life into a city, which for the majority of the time was facing extreme 

destruction, death and hardship. The dialogue from his interview illuminated 

countless narratives that transcended the darkness of the situations he was 

encountering in his daily life. The bravery, tenacity and unfaltering resolve of 

not only Pasovic, but also the people around him, identifies the presence of 

strength, human resilience and non-violent forms of resistance.

Irma Saje

Irma Saje (b. 1979) is a fashion and costume designer who studied at the 

Academy of Fine Arts, Sarajevo. Alongside business partner Vanja Ciraj, 

Saje is a founding member of the dynamic fashion label, OSHJOSH. The 

distinctive originality of the brand established its presence on the catwalks 

during London Fashion Week in 2013. Saje and Ciraj also design costumes 

for both theatre and film. As a result they have worked extensively in 

collaboration with Haris Pasovic.

During Chapter 2, I outlined the comments that provoked my interest in Saje 

during the artistic development workshops in Zenica. She was 13 when the 

war broke out in Bosnia. But before I had known anything about her story, 

she said something that triggered a very strong reaction from me: “It is not 

the worst thing for a child to see dead people.” Her perspective and my 

disagreement with it, was one of the main reasons I asked Saje to be 

interviewed. By this time, I had carried out extensive research into the
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Bosnian conflict and gained a much clearer understanding of Saje. Implicitly, 

Saje’s statement underlined that much worse things can happen to children 

during war. At interview she explained:

It was part of your everyday life to see transporters, to see tanks, to 

see soldiers, to see weapons, to see dead people. In 4 years you 

experience that death was all around you, but you were still alive. 

Saje’s second statement, “The problem we have in Bosnia is our names,” 

had immediately resonated with me because of my personal experience of 

having an unmistakably Irish name in Northern Ireland.

Saje’s interview began with her discussion of childhood naivety and the lack 

of awareness that she had at the beginning of the war. She described a 

situation where she was delighted to be off school:

It was like a normal night and in the morning my parents said, ‘You're 

not going to school today, there are barricades.’ And I was the most 

happiest person ever! ‘I don't have to go to school! Yeah!!’

Similarly, Saje described her excitement when her 13th birthday party was 

held in the basement of her apartment building:

It was like the first like crazy party that happened but we were not 

really aware what's going on [...] It was still like an exotic thing that 

was happening, when you are a child.

It was not long before Saje discovered the harshness of her new reality:
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After a few months you realise that you are confronted with serious 

problems [...] Suddenly your childhood somehow stops and you 

become an instant adult and this was like a huge thing for me growing 

up [...] I was aware of life and its hardness very early.

Saje explained how her perceived needs changed dramatically as a result of 

the lack of basic supplies:

You don't have any more values that you want to buy something, that 

you want a toy, that you want [...] You have elementary existential 

needs.

Saje revealed her reasons for believing that she was not the worst victim of 

the war:

I was not raped, my father and mother were not killed in front of my 

eyes, I saw death but I wasn't mutilated or something. So I was not the 

worst victim of the war. It was just psychological, it was environmental 

[...] you were starving [...] but I didn't have like, biggest trauma.

From my outsider viewpoint the trauma she had experienced as a result of 

living through the siege seemed extensive, but I could also relate to her 

perception of victimhood.

The final area of interest arising from Saje’s interview was her poetic sense 

of community during the war:

I guess it's in human nature to make the best out of the worst so the 

community was very connected. In my building, there are like 10
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apartments in it. You know, it was like a big family. These 10 

apartments we were all like, you know, communicating. It was different 

realities. Suddenly when you make bread everybody eats it. When you 

make cake everybody gets a piece because everybody worries about 

everybody, and it's amazing how now everybody's alienated because 

now everybody has their own lives, you don't worry so much about 

another, about a neighbor. But this state of alert brings people together 

more than the state of peace. That's, I don't know, an amazing fact [...] 

but after you're all again sucked into this material life.306

Merima Kljuco

Merima Kljuco (b. 1975) is a world-class concert accordionist and composer. 

She tours internationally as a recitalist and has performed as a soloist with 

orchestras such as the Holland Symphonia, the Scottish Chamber Orchestra 

and the Netherlands Radio Philharmonic. Kljuco has collaborated with many 

virtuoso musicians and singers. Her performances have been broadcast on 

BBC radio and on networks throughout Europe, Australia and the USA. She 

has musically contributed to a variety of films including Jack by Sergej Kreso, 

Journey for Artists by Michelle Noble and In the Land of Blood and Honey, 

written and directed by Angelina Jolie. Kljuco has also worked in opera and 

theatre and collaborated with award winning directors such as Daniel 

Landau, Derek Goldman and Haris Pasovic. Her work is greatly inspired by

306 Irma Saje, interview by Fionnuala Fagan, Derry, April 23, 2012, transcript.
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Bosnian traditional music. Her album Zumra307 308 presents her classical 

interpretation of Bosnian music and was voted by The Sunday Times as 

fourth in the "Top 10 World Music Albums" and one of the "Top 100" albums 

of 2010.1,308

When I first met Kljuco, I knew very little about the extent of her musical 

prowess. I was compelled to interview her because of her unassuming, 

grounded and genuine character. At interview, Kljuco explained how from the 

age of 14 she had lived alone, having left her hometown in Western Bosnian 

to study at the Sarajevo Music Academy. She was 18 when the war began 

and it was her Serbian music teacher who took her to Zenica, out of the 

immediate danger zone. After a weekend away from Sarajevo both decided 

to return for the pending week of school, but decided to visit a friend just 

before departure. At the friends apartment they were horrified to witness a 

live news broadcast of what was happening in Sarajevo. According to Kljuco, 

“People were demonstrating for peace and then Serbs started to shoot. We 

were watching it live.” Kljuco explained that they decided to stay in Zenica for 

another week: “After one week we took the train and we went to Sarajevo 

because you still hope it's going to stop. And then all night there was 

shooting, shooting, shooting, shooting.” After this short return to Sarajevo, 

Kljuco and her teacher decided to leave on a more permanent basis and 

were lucky enough to catch the last train back to Zenica.

307 Merima Kljuco, Zumra. Sarajevo: Gramofon, 2009 / Paris: Harmonia Mundi -  World Village, 2010.
308 Biographical information sourced from Merima Kljuôo’s official website.
Merima Kljuco, "Bio," accessed September 26, 2014, http://www.merima Klju6o.com
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One month later Kljuco made the difficult and dangerous journey back to her 

hometown, Livno:

It's a distance of let's say, what's normally 200km or 300km, but it took 

me 3 days to get there because there were barricades everywhere 

and soldiers. We'd just move from one city and it would be closed 

because fighting started. It was really like the strangest movie that you 

could ever imagine and then all of a sudden you are in that movie. 

Kljuco recounted walking towards her parent’s home when she arrived in 

Livno. She had received no news from them in months and they did not know 

of her location, or if she was even alive:

I remember that my father saw me and he thought that he was 

hallucinating so he jumped and ran to bring my mother. She saw me 

and I heard this scream like an animal scream, something I never, 

ever heard before or after. And I saw my mother just lying on the 

street. She just fainted and she was screaming and crying.

Kljuco spent one year in Livno teaching at the School of Music:

I remember [...] sitting with kids in the school [...] All of a sudden you 

hear grenades falling and you didn't know what to do because there 

was no basement in the school. They had houses nearby where kids 

could hide out in the basements, but that few meters could be deadly. 

Kljuco explained the remarkable thing she would do once the children had 

been evacuated:
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I would always stay in the school. I would take my instrument and I 

would play until it stops [...] It was my kind of fighting against the fear, 

against the running. You know, I wanted to fight them with just staying 

where I am. [...] Music gives me strength always in the daily life [...] I 

know even now when I am struggling with myself about something, at 

the moment I take my instrument and start to play, everything is 

perfect, there are no problems.

Kljuco carried on to tell me about how her method of coping also helped one 

of her colleagues, an older man named Jozo:

There was a piano teacher. I remember that he hated folk music but 

he was so scared every time [grenades were falling], he would shake 

and he would come and say, 'Well what should we do?’ At a certain 

point I told him, ‘Come, let's play some folk music.’

According to Kljuco, Jozo would sit down at the piano and vamp chords along 

to her accordion music. On one occasion she remembered that he began to 

laugh and say, “ 'Ah I like this, oh this is great, [...] I would never think that 

this would help me and cure me.’ ”

After a year in Livno, Kljuco embarked on another journey when the Croatian 

army attacked her town:

That's again something else, you are on the border with Croatia and 

now Croatians, they turned against Bosnians. A Croatian woman 

came to my mother and said, ‘You have to get your children out
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because Croatian tanks and army are coming.’ So again, I got out with 

the last bus from Livno.

Kljuco arrived in Zagreb and took refuge at her friend’s home, Sandra 

Bagaric. The soprano singer had also attended the Academy of Music in 

Sarajevo with Kljuco. Bagaric’s father was Croatian. This meant her Croatian 

surname secured her safety in Zagreb. In contrast, if discovered, Kljuco’s 

name would immediately identify her as Muslim, so she urgently needed to 

get out of Zagreb but had frustratingly left her passport in Bosnia. Kljuco 

described how her friend Sandra managed to protect her one evening from 

an encounter with the secret police:

We were walking on the centre of Zagreb and I saw three men, the 

ones who check you. So there was no way to run away because it was 

in the open and I said, ‘Sandra, say goodbye.’ [...] Because she's so 

beautiful she would attract people and they would just check us just 

because they want to talk or whatever. So many times she really 

managed to somehow talk to them and I could escape. But, it was the 

moment I couldn't escape [...] so she said, ‘No, don't panic, don't 

panic, all is fine, don't panic,’ and all of a sudden she ran away. I saw 

her running to the monument and there was a guy cleaning the streets 

and he had a bicycle with a basket behind to put all his stuff in there. 

She was in a beautiful dress, I mean gorgeous woman [...] All of a 

sudden I saw the guy giving her the bicycle. So she sat on the bicycle 

and she started to drive around the monument and singing, from the 

whole voice you know, the beautiful soprano like screaming out. So
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those three guys went to her and she was still driving and they would 

just look around, following her, following her. When she finished her 

aria, she stood up, she bowed to them and she ran, stopped a taxi, 

took me in the taxi. So we were just sitting in the taxi for 10 minutes 

[...] She was saying, ‘All is fine, all is fine, all is fine, all is fine, all is 

fine.’309

309 Merima Kljucio, interview by Fionnuala Fagan, Derry, April 24, 2012, transcript.
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A p p e n d ix  3: Dream ing Protected Me  P ro g ra m m e  N o te s

Dreaming Protected Me uses newly composed verbatim songs, voiceover, 

soundscape and visuals, to re-tell the extraordinary experiences of six people 

from Bosnia or Northern Ireland who have lived through conflict.

This evening marks the launch of the double-disc album of the work.

Following the show there will be a post-show discussion led by the MAC’S 

Director of Programmes, Gillian Mitchell, and artist Fionnuala Fagan. Please 

feel free to join in the discussion and to share your views and reactions to the 

work.

Tonight is the last chance to experience the sound installation that 

accompanies this performance. This is situated at each of the ten booths in 

the canteen area of The MAC.
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A p p e n d ix  4: Dream ing Protected Me  S o n g  L y ric s

The Only Place to Be

Verse 1

By summer 1992 it was clear that there was war 

I was in Amsterdam with no way back to Bosnia 

Barricades round Sarajevo my city under siege 

And I wanted to go back there worried for my family

Verse 2

Over Christmas break I stayed with friends in Slovenia 

When I decided to journey over land, the risky route to Bosnia 

At some point I was arrested by Croatian forces and then released 

But eventually in the dark the airport at Sarajevo, I reached

Chorus

To arrive in Sarajevo on this New Years Eve

It was so dangerous to be there but I felt a big relief

I was the right man in the right place at the right time, with the siege

With the siege on Sarajevo, it was the only place to be

With the siege on Sarajevo, it was the only place to be
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Verse 3

We were trying to cross the airport at night but we were caught 

Amidst New Years celebrations in the UN camp 

With my fake journalists card I said, “To Sarajevo, I must go.” 

Amidst the New Years celebrations, the commander said, “Go on.”

Verse 4

The darkness of the airfield open towards the Serb position 

I could hear in close proximity, I could hear the snipers fire 

So by this dangerous route, I eventually reached Sarajevo 

And to my home 10 miles from that a man offered me a lift

Chorus

Verse 5

I finally reached my home on New Years Eve, 1992 

The birthday of my sister this also happened to be,

They didn’t know I would be coming, with the city under siege 

But with my sister and my mother, it was the only place to be

Chorus
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Not the Only Thing

Verse 1

It's one thing when you see the news, which is terrifying and describes

One part of reality but it can never capture the entire thing which is terrifying

You can hint at the experience, you can say a few things

But war can never come across

Part of the universe, but war is mythological reality

A different set of laws and principles and you learn these

It's not anything that you compare it to peace

Chorus

It's not something that I easily recall or talk about often

And for me, it's still only part of my life, it's not the only thing that happened

And it takes some effort to talk about this, don't talk about this simply

But it’s important because it tells a lot of the world and humanity

It's the most important part of my life which I wish it didn't happen

But for me, it's still only part of my life, it's not the only thing that happened
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Verse 2

Imagine a situation of emergency for four years 

You switch to a different mode of existence 

It is yourself but in different world

So the character doesn't change, but you react entirely to different things 

You don't have so much time to contemplate you just respond 

Like if you would see me bleeding now not a single moment would sit down 

and think

You would try to stop me bleeding 

Chorus
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The G reatest A rt o f A ll

Verse 1

My sister and I worked, our mother was at home 

There was no food or water or glass on the windows 

We understood that the enemy did not want us to live 

But we felt protected cause of the things our mother did.

Verse 2

There was a breakfast, and warmth from the wood she chopped 

She carried water I can’t thank her enough for that 

Without the base that she created, my sister nor myself 

Would have been able, able to do anything.

Chorus

She kept our home to be a home that was the greatest art of all 

Defending life despite the lack of everything 

In quiet resistance to the fresh blood on the road 

She kept our home to be a home that’s what my mother did 

That was the greatest art of all.

Verse 1 Repeat

Chorus

262



Childhood Memories

Verse 1

The childhood memories I have are more from stories that I was told 

They’re not my own, they’re not my own

But I remember when I was seven just sitting under a tree across the road 

from where we used to live

Chorus

Brushing my hair, it was fairer than it is now 

Little bits of blonde through it, such a light quality to it

Verse 2

And the same day there was something about the cherry blossoms 

It was April and I was really into flowers

I remember the cherry blossoms and pinky purple rhododendrons 

And feeling a real affinity with them

Chorus
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Verse 3

I used to collect rose petals and make perfume in the summer 

And give it out, give it out to all the neighbours 

I remember my affinity with flowers and nature 

So I do have small snippets of memories

Chorus

Outro

I was just seven just sitting under a tree across the road from where we used 

to live

But I think a lot of the memories I have are more from stories that I was told.
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M y Nam e is Irm a Saje

Verse 1

My name is Irma Saje

And I was 12, when the war started

I mean there are so many things to tell

I was aware of life and its hardness very early

Growing up confronted with serious problems

Childhood stops and you become an instant adult

You have to add to the household, carry water, help your mother

Invent the meals out of nothing

And remember that in the end you can really live out of nothing. 

Chorus

You don't have any more values that you want

That you want to buy something

That you want, that you want

Part of your everyday life to see soldiers, transporters

To see tanks, to see soldiers with their weapons

Now childhood is not just for having fun
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Verse 2

When you walk I mean it's not normal to see blood

To see death is all around you

But it’s not the worst thing that could happen

I saw death as a child but I was still alive

My father and mother were not killed in front of my eyes

You know when you have stages in life when you're up and down, up and

down

Well including me, we were all at the complete bottom

And I think that worse than that, nothing can happen to me again

So from that point everything I do is higher than that

Higher, higher than that, higher

Chorus
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Different Realities

Verse 1

There were 10 apartments in our building 

We were all communicating like a big family 

Suddenly when you make bread everybody eats it 

Everybody gets a piece

Chorus

And I guess this state of alert brings people together

More than the state of peace

But Sarajevo has this spirit, you know,

We didn't stop, we didn't stop

Verse 2

Everybody worried about everybody 

It was different realities

Now everybody has their own lives we don't worry so much about our 

neighbour

We're all again, sucked again into this material life 

Chorus

And I guess this state of alert brings people together 

More than the state of peace

But Sarajevo has this spirit, you know, we didn't stop, we didn't stop
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Life is Perfect

Verse 1

When I was fourteen I went to live in Sarajevo 

I lived on my own in Sarajevo to study music 

I was taking care of myself cause music was all that I wanted 

When war started I was 18 and I left, but music was all that I wanted

Verse 2

I went back to Livno the city I was born in to see if my parents were alive 

The phone lines were broken, I had lost all contact with them 

My father saw me walking down the street, thought he was dreaming 

My mother crying, fainted at his feet, while she was screaming

Chorus

But if I take my accordion and play, life is perfect 

If I take my accordion and play

Oh it gives me strength even when I’m struggling with myself 

If I take my accordion and play, there are no problems 

If I take my accordion and play, life is perfect
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In Livno I was teaching in the School of Music

Hoping that war is going to stop

Even with the kids in school you never knew

When grenades would start to fall

Kids could only hide in the basement of nearby houses

But those few meters, those few meters could be deadly

Verse 4

I would just stay, stay, stay, take my accordion and play

It was my way of fighting against running, against the fear, against the

running

All round sound of crazy bombs react my body 

I wanted to fight with just staying where I am 

You’re not gonna to move me

Chorus

Verse 3
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The Classical Pianist

Verse 1

I will never forget that funny guy, Jozo

Piano teacher at the School of Music

He hated folk music, swore that he would never play it

But he would shake, he was so scared when bombs would boom

Bridge

And he would say to me, “Well, what should we do?”

And at a certain point I told him, “I have a great thing for you!” 

Let’s play some folk music. He said, “What?” I said, “Come!

With just these three chords, let us play til the last bomb.”

Chorus

He played, hoompa, hoompa

And he would laugh and he would say

“I would never think that folk music would cure me in this way!

We played hoompa, hoompa

He’d say “Ah, oh this is great, oh this is wow, this is great!”

And he would laugh as we would play
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It’s an hysteric kind of way of dealing with the pain

A funny kind of happiness, depending on the day, I said

“ If we die, we're either going do it here or on the way, to the basement

So I’d rather stay right here and play”

Bridge

So there was me playing silly kind of tunes that I would also probably never 

play

With Jozo, that funny guy who hated folk music

This powerful feeling of life just being crazy, like a dream or

Like the strangest kind of movie you have never seen

Chorus

Verse 2
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D ream ing Protected Me

Verse 1

In my teens I do remember feeling the heaviness of days that were dark 

When the black flags were out the whole way down the road 

Or seeing some blood on the streets you know, and just feeling 

The heaviness, so ugly, the days of violence

Chorus

But dreaming protected me

Through some sort of different vision not always grounded here on earth 

The daydreamer protected me and gave me, moments of light 

Moments of light in the dark

Verse 2

I don't like to be held to one particular thing 

I don't like operating within a certain belief system 

I didn't like to be a part of that and 

Seeing the grip of the hold that had

Chorus
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Verse 3

I would rather think beyond the heaviness of those days that were dark, 

When the black flags were out the whole way down the road 

Think beyond, dream beyond, the violence, so ugly 

Think beyond, dream beyond, to feelings of other atmospheres

Chorus
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A Place Like This

Verse 1

When you grow up in a place like this or maybe a place like Bosnia 

You need to know, you need to know coded things to detect the other side 

By their names, by their names or where they went to school or where they 

live and subjects to avoid 

In a place like this x3

Verse 2

When you grow up in a place like this 

You grow with a wild lot of stuff on the hard disc 

You need to know, you need to know history 

Cause you need to know your place 

In a place like this x3

Verse 3

When you grow up in a place like this 

There isn’t a wild lot of room on the hard disc

For all that you don’t know, like the fact that some of what you’ve been told 

Might be wrong, might be wrong, might be wrong 

In a place like this x3
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Verse 4

When you grow up in a place like this 

You grow with a wild lot of stuff on the hard disc 

And even though times have changed or are changing 

We need some space to recover, recover 

In a place like this x 3
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A p p en d ix  5: Unaffected By This

I was born in 1981, the year of the hunger strikes 

The news reports poured into my living room

Before I myself could talk or walk away from the horrific words which filled my 

mind

But, protected by the fact that innocence is bliss 

Thankfully, I have been unaffected by this.

A house of cream and orange and brown 

My Grandmother’s house in Andersonstown

Red roses climbed and sweet pea grew outside the window of her living room 

Yet, beyond the flowers soldiers with big guns stood in muddy green with 

hefty boots

But, protected by the fact that innocence is bliss 

Thankfully, I have been unaffected by this.

Angry political debates with my friends at the age of 12 

I said, “Sinn Fein is the political wing of the IRA”

UVF, BRITS, TAIGS AND HUNS 

This vocabulary rolled off our childhood tongues 

But, protected by the fact that innocence is bliss 

Thankfully, I have been unaffected by this.

East Belfast, age 16, getting into a taxi a friend called my name
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“What kind of a name is that?” asked the taxi man suspicious 

“I know, I hate it,” I replied.

Betrayed my own name in the name of being cautious

And as we drove off he began to boast about his good friend, King Rat

“And what’s your mothers name?” he asked

“Eh, Sharon. Don’t know why she called me that...”

But, protected by the fact that innocence is bliss 

Thankfully I have been unaffected by this.

Age 22, I held my baby daughter in my arms

Gave to her a neutral name with the idea that this might protect her from any 

harm

But last year flag protests on Woodstock

Masked men blocked the road in all their glory

An overwhelming sense of danger filled me and she saw me panic

Now, some day, I’m sure she’ll tell this story

But, protected by the fact that innocence is bliss

Thankfully, we have been unaffected by this.
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Appendix 6: Feedback from DPM  Participants

Haris Pasovic

E-mail, May 3, 2013.

Dear Fionnuala,

Thank you for your e-mail. I apologise for not getting back to you before. I 

have kept delaying a response to you for a more concentrated moment. But 

that moment hasn't ever come...Overburdened by the work and daily 

problems, I didn't pull your earlier e-mail from a growing pile of the 

e-mails...Perhaps, there was a part of me that didn't want to read it 

because I've known intuitively that it would transport me to the place I 

didn't want to visit.

This morning, I have listened to your songs. It is very strange...I am not 

aware of anything similar to what you've have done...You have a unique 

ability to hear music in the stories and to sing a story in a very natural 

way. Your beautiful voice makes the words transcendent.

You have told the stories accurately both as the facts and the emotional 

substance. You have experienced these stories personally, you deliver your 

emotions and yet, you are very discreet and let a "character" speak for 

himself. It is truly extraordinary.
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I am not a musical expert, but the songs sound to me as very fine music. 

They are gentle, yet not sentimental.

It wasn't an easy listen to me. It is beyond liking...It is a strange and 

deep experience and I thank you for it.

I think you have created something very special. It is beyond my ability to 

describe it. So, let's leave it on this note ;)

Fionnuala, this is strong. I am speechless. Thank you.

Big hug,

Love Haris

279



Irma Saje

Facebook Message, Feb 1, 2013.

Dear Fionnuala,

Nice to hear from you. I am happy that you were able to take something from 

my interview:)

Here is my address: irmasaje@gmail.com 

All the best, and see you soon:)

Irma

Merima Kljuco

E-mail, May 3, 2013.

Dear Fionnuala,

They are amazing. They made me cry and happy at the same time. They tell 

the story so well. The music is wonderful!

If you have any more questions I would be more than happy to answer them. 

Going to listen again. I love them so much.

So healing!!!! Thank you! Hope to see you sometime soon.

Much love, Merima
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Ursula Burns

Email, April 11, 2013.

Hi Fionnuala,

I just listened to both the tracks 

Thank you so much 

WELL DONE 

Amazing work

The songs are beautiful and well crafted 

The music is beautiful and suits the lyrics 

The lyrics are well chosen and beautifully crafted 

And the harmonies and delivery is great

You have such a talent for what you do and I wish you every success with it

I got tingles in my spine 

Thank you so much 

Big love, Ursula

Ursula Burns: Facebook message post-show, December 3, 2013.

Listening again to the songs and in floods of tears. What a beautiful powerful 

album -  It is deeply moving and profound.
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Damian Gorman

Facebook Post, December 31,2013.

I've been listening to Fionnuala Fagan's Dreaming Protected Me over 

Christmas and I strongly urge you to get hold of it. It's an album in which she 

uses verbatim testimonies of people who've lived through times of conflict in 

Bosnia and Northern Ireland, finds the "music" in what they have to say, 

makes that audible, and shares it. What is as important, if not more so, is that 

the resulting songs are beautiful. (It's of no great significance, but I was one 

of the people she spoke to for the project myself. What it does mean is I can 

attest to the fact that she was very careful with contributors. I still hold to the 

idea that there is a relationship between the carefulness and power of work 

of this kind). Anyway, maybe you'll have a listen for yourself. You can hear 

the title track on Sound Cloud, and the whole thing is available from 

www.fionnualafagan.bandcamp.com. No, I'm not on a percentage, it's just 

that it's my album of 2013.
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Appendix 7: Article by Claire Savage, The Honest Ulsterman

Folk Tales: An Interview with Fionnuala Fagan

Claire Savage

"The aim of my artistic work is to document and give voice to important 

stories that may otherwise be lost.” So says Fionnuala Fagan -  a Belfast- 

based sound installation artist and folk musician whose most recent work, 

Dreaming Protected Me, saw her compose a CD of songs which portrayed 

the personal stories of people who lived through the Bosnian conflict and the 

Troubles. The compilation was launched at the MAC in Belfast last 

December, and followed two similarly successful projects -  Homebird and 

Sailortown.

It is an intriguing and highly emotive way in which to story-tell and Fionnuala, 

an experienced musician from Craigavon, has developed a knack for fusing 

such real-life stories with original music to create pieces of living history. She 

is a sound installation artist, a musician, a singer, a poet... She is, ultimately, 

a teller of tales which might otherwise be swallowed into the past if she didn’t 

make the effort to unearth and preserve them.

So, just what inspired her to go down this route and what, exactly, is a sound 

installation artist...?

“The nature of the work that I’m doing, is looking at oral history and using it 

as a basis to develop sound art projects,” she explains. “By interviewing 

people and re-telling their stories through soundscape, song and visual
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depictions of the narrative, I provide audiences with new platforms for 

engagement with oral history. These come in the form of live performance, 

installation, audio CDs, conference presentations and on-line archives.

“When I refer to myself as an installation artist, I am referring to the 

installation of objects as well as sounds. For example, in Stories of the City: 

Sailortown, as well as installing sound into the space via headphones and 

speakers, Isobel Anderson (my co-worker) and I installed objects either 

sourced by us or given to us by the community. This enabled installation 

participants to engage with the newly composed songs, whilst simultaneously 

interacting with objects and photographs, which gave another layer of 

meaning to the stories they were listening to.”

Fionnuala’s first installation project was Homebird, for which she interviewed 

her grandmother - re-telling the story of how she was left behind in Cork as a 

19 year-old girl when her family emigrated to America in the 1940s.

“She was the eldest of a family of ten children -  but she refused to go, and 

her family left without her. She stayed in Cork in the house which she grew 

up in,” says Fionnuala.

"Homebird takes you through the journey of her experience. I actually did it 

word for word -  like somebody doing verbatim theatre. It’s edited, but I try to 

stick to the words as spoken.

“That’s how this method began. That turned into an album and a 

performance and installation piece which took place in a house, with sound 

installations and objects that (invoked) 1940s Ireland. I used recordings as
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well.

It was a project which garnered much positive feedback for Fionnuala, as 

audiences immediately connected with and were moved by the story. Three 

shows were subsequently performed - at The Ulster American Folk Park, The 

Pic ‘n’ Mix Festival 2011 and The Cathedral Arts Quarter Festival 2012. An 

artist residency at the MAC in Belfast then followed in 2012, as part of the 

Sonic Arts Research Centre’s (SARC) program of residencies. During this 

time, Fionnuala worked with the MAC’S Learning and Participation 

department in collaboration with Isobel Anderson on Stories of the City: 

Sailortown -a  second sound installation project saw the pair interview a 

group of people who used to live in Belfast’s Sailortown community, near the 

docks.

“Sailortown was a really bustling area in Belfast before the 1960s,” she says. 

“They knocked down the majority of the housing there, where the sailors’ 

families would have been living. They shipped people out and told them that 

once the M2 was built, they would rebuild better housing, but that never 

happened and the community became displaced in north Belfast.”

The Sailortown CD subsequently captured the memories of the former 

residents -  putting their words to haunting melodies and once again, 

preserving another part of local history.

“My intention from the beginning - with my grandmother - was, I knew her 

story was so interesting and it was part of my history and the country’s 

history,” says Fionnuala. “I felt it was an important story to save and I wanted
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to give it value. In the same way, the Sailortown community and their stories 

have an extremely important place in the history of Belfast.

“When I write songs using peoples' words, I shine a light on a certain part of 

their story. The addition of melody and harmony to the crafting of their words 

into a lyrical structure emphasises the emotions of the narrative, or my 

interpretation of these. This magnifies the content of the original spoken text 

to highlight it and perhaps make engagement with the narrative more emotive 

for the audience.”

It is a process of real life-storytelling which has worked to great aplomb and, 

inspired by the stories she was told and the reactions she received from her 

first two projects, Fionnuala was keen to do more of the same.

Her third and most recent project followed in the form of Dreaming Protected 

Me, which came about after she visited Bosnia two years ago with Prime Cut 

Productions. Fionnuala, it should be pointed out, has also worked as an 

artist, teacher and facilitator with a broad range of companies, including the 

Grand Opera House, Kabosh Theatre Company, Tinderbox Theatre 

Company and National Museums Nl, to name but a few.

Prime Cut Productions were running art workshops at the time, and taking 

artists in Northern Ireland to work with the Bosnia theatre company, East

West. The backdrop to the week away was a book -  The Conquest of
/

Happiness, by Bertrand Russell -  which was published in 1930 and leads the 

reader through the causes of unhappiness and ultimately, suggests the way 

to a 'good life’. It was the original self-help book, before self-help books
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became commonplace.

“I worked with Bosnian and Northern Irish artists - discussing lots of really 

difficult subjects - conflict and world atrocities,” says Fionnuala. “When I 

came home from it, I felt really quite devastated and quite shocked. The 

workshops were putting us in the same box as people from Bosnia, because 

both countries are coming out of conflict and from different struggles. For me,

I had went through my whole life saying I was largely unaffected by the 

Troubles. What I discovered in Bosnia was, I could relate to what the Bosnian 

artists were saying of their experience of society.

“I came home feeling so shocked, because it was the first time I realised I 

was affected by the conflict. I might not have been affected the way others 

have been affected but, just because of the society we’ve grown up in, we're 

conditioned in a way that we might not have been if the Troubles hadn’t been 

there. I realised I had been repeating this sentence -  ‘I’m not affected’ -  

which is an impossibility. For me, it was the start of a very big journey of self

reflection.”

Inspired by her experiences and keen to pursue a new project, Fionnuala 

decided to interview people from Northern Ireland and Bosnia who had 

experienced conflict first-hand. She had discovered a commonality between 

the two groups of people during her time away and wanted to confirm if those 

stories crossed cultural boundaries.

“Even though the wars are so different, there are similarities,” she says. 

Interviewing three of the Bosnian artists from the trip, and two people from
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Nl, Fionnuala created a double-disc album -  one CD with the songs, the 

other with extracts from the interviews, “to emphasise my interpretation of 

those words”.

“For me, throughout the narratives, there was a common thread - the 

strength of human resilience and the inner strength people find in darkness,” 

she says. “So, I (made it) to do with darkness and light, and we ended up 

using projections onto the performers at the launch.

“I then wrote my own story into the performance, through a poem, and the 

five verses were played at different points. As the narration went on, it was 

more and more obvious that of course I would be affected. I was really happy 

with the discussion that happened afterwards. Many people seemed to relate 

to it.”

As part of her PhD at the SARC, the hope is that, once her thesis is out of the 

way, Fionnuala will get the chance to perform Dreaming Protected Me again.

As someone from a very musical family -  her grandfather had a ceili band in 

the ’60s, her aunt is a singer, her parents are musical and her older brother 

plays guitar and sings -  Fionnuala grew up surrounded by both music and 

stories. A talented violinist and guitarist, she grew up in Craigavon after her 

parents decided to leave Belfast to try to “move away from the worst of the 

Troubles”.

“I’m interested in on-going projects that look at storytelling,” she says. “I have 

been heavily influenced by folk singers and song-writers since a young age. 

These are my equivalent of story-tellers and include: Mary Black, Maura
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O'Connell, Dolores Keane, Christy Moore, Shane McGowan, Andy Irvine, 

Paul Brady, Jimmy McCarthy, Donal Lunny, Kate Rusby and John Spillane, 

to name a few.”

As for her own remarkable talent for creating evocative musical stories, she 

simply says, “I am truly inspired by and interested in the incredible stories 

and experiences which can be told by ‘ordinary’ people.”
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Appendix 8: Stories o f the City: Sailortown  Song Lyrics

The Ghost o f Sailortown  by Isobel Anderson

Verse 1

There’s a ghost that haunts Sailortown 

He needed come here tonight 

There’s a house, 19 Pilot Street 

You’d have heard him 

Henry’s music playing

Verse 2

Now I don’t believe in ghosts

I don’t believe in the afterlife

You die, you get buried

But this story always stuck in my mind

Chorus

All the streets are gone

The whole lot’s away

And they don’t even know

They don’t even know where this place is

Or if it ever, even existed
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Verse 1 Repeat

Verse 3

Now be in the house by 12 O’clock

As this is the night when all souls are released

And if you go walking in Sailortown

Walk in the middle of the street

Let those poor souls pass you by

Chorus

All the streets are gone

The whole lot’s away

And they don’t even know

They don’t even know where this place is

Or if it even existed

Verse 1 Repeat
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The Harbour Lights  by F io n n u a la  F ag an

Verse 1

I could tell you all about the men down here

Who either went to the sea or worked at the dock

It was just the case like if the Daddy’s a docker, then the son will be

100% maybe he’d follow suit

Bridge

I could tell you about waken up first thing

To the sound of hundreds of dockers feet on Nelson street

As they passed my window

Rain, hail or snow they worked loading and unloading, right through the night 

Like my Daddy, sometimes he’d come home soaking wet

Chorus

I could talk all day about the harbour lights of Sailortown 

Cause to tell you the truth, there’s no place like home 

I don’t know what I’d do without the memories 

Cause you wouldn’t believe how they 

How they shine in my mind, how they shine in my mind
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Verse 2

I could tell you all about the dockside in Belfast

With the sailors from all different nations

I don’t know if you’ve heard about the craic we had

In the pubs at Belfast port with the sailors from all different nations

Bridge

I could tell you about the corner boys dressed up on Friday night 

And all the songs they used to sing me outside my window 

Go on Jimmy, go on Tommy, sing another one

I used to love to hear them serenade all harmonised, outside my window

Chorus

Verse 3

I could tell you all about Chipperfield Circus passing through here 

Elephants and camels on cobbled streets 

Baa Arthurs stick to drive the cows and the sheep along the road 

Mickey Marley, hobbyhorse and roundabout

293



Bridge

I could tell you when the big boats came In 

Everybody went down to see them 

You could climb aboard and watch the people leaving 

They were crying and crying

We saw it all, we watched it all, we watched it all, in Sailortown

Chorus

Verse 4 outro

I could tell you nearly every neighbour in it 

To tell you the truth I have a good memory

I can remember all about the people leaving the harbour and the lights 

Of what once, of what once was Sailortown
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We Would Wait by F io n n u a la  F ag an

Verse 1

I remember when I was young

With my father round the docks of Sailortown

We’d feed the seagulls to the sound

Of chapel bells and boat horns

Verse 2

Dad was a deep-sea sailor in a donkey jacket 

I remember the buttons and the anchors on it 

We’d take a walk sometimes to the noise of seagulls 

When he went to sea it was lonely when he’d leave us

Chorus

In my minds eye I can still him coming back 

Through the Dock gate, smile upon his face 

I remember my sister and I were young

Hair brushed in a big bow with our good white Sunday socks on 

We would wait, at the top of our street 

We would wait, watch for Daddy coming home 

We would wait until he crossed the road 

We weren’t allowed to run x4
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Verse 3

I have a photograph on a mirror of my mother and him 

He brought it to her once along with brooches and sewing things 

And she would always say the prayer for seamen 

That Christ would hold his arms around them

Chorus



M ary’s Song  by Iso b e l A n d e rs o n

Verse 1

My mother I don’t know I’ve never met 

I don’t know where she is by now she might be dead 

Her brothers were all seamen went to sea 

And that’s where they met my adopted family 

They met at sea

I was born in 1947 and during that time we all lived in Dublin 

And that’s the only story I’ve heard

Verse 2

Her father put her out when he was told

Her brothers found a house where she could go

They took everybody over there

The door was always open to anyone

Waifs and strays were brought in with nowhere to go

So they asked if she could stay

There in Corporation Street
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Verse 3

And that’s where she lived till I was born

On January first I was brought to an unwed woman’s home

She told my sister to look after me

And left me there on the settee

It was at night

It was the mission they called it

Then she left me there for this woman to keep me

Verse 4

So this woman for adoption she applied

And when my mother got the forms she never replied

But this woman took me in and so now that’s who I call my next of kin

She brought me up, she brought me good and proper

I never wanted, never wanted for nothing

It’s just, you know sometimes you’d be bitter

But then you think, God help her
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Better The Devil You Know  by Iso b e l A n d e rs o n

Chorus

Better the devil you know, my girls

Than the devil you don’t

But you know the way you’re getting that kiss

You know it must be good my girls

You know it must be good

Verse 1

There were always lots of girls 

At the boats in Sailortown 

You could see them out at front door 

And passing by the homes my girls 

Passing by the homes

Verse 2

I used to dance with Sailors 

When they’d come in off the boats 

If my daddy knew he’d have murdered me 

But better the devil you know my girls 

Better the devil you know

Chorus
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Verse 3

We went out every night 

Every night of our lives 

We used leave at 7pm 

And not be back till 9 my girls 

And not be back to 9

Verse 4

My daddy used to ask me 

Where are you going tonight?

I said I’m going nowhere

Well, you’re nowhere every night he said

You’re nowhere every night

Chorus repeat

Verse 5

Well I’ll tell you one thing 

And I mean most girls drank 

In the American Bar and The Magic 

There was one high-class brass my girls 

There was one high-class brass
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Verse 6

Her name was Mary Jane 

You couldn’t meet a nicer girl 

But she only went with captains 

And with the admirals my girls 

And with the admirals

Chorus



The Chapel on the Quay  by F io n n u a la  F ag an

Verse 1

Boats coming up the Belfast Lough

With sailors aboard them

The sight of St Joseph’s cross

A beacon to tell them they were home

Shining in the hours of darkness

All alone, standing proud

She lit up the sky for sailors in Sailortown

Verse 2

A haven cherished in the hearts of dockers

They used to love her

She’d get it all of their shoulders

Finding peace inside her stone cut walls

For the Chapel on the Quay

They’d take their hats off and she stood proud

Shining in the hearts of dockers at Sailortown
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Verse 3

Days of friends and family

For those who lived or worked near by

Her open doors, called to worship

The beauty of her alter down the aisle

Home of heartfelt memories

She keeps, standing proud

The Chapel on the Quay round Sailortown

Verse 1 Repeat

Boats coming up the Belfast Lough

With sailors aboard them

The sight of St Joseph’s cross

A beacon to tell them they were home

Shining in the hours of darkness

All alone, standing proud

She lit up the sky for sailors in Sailortown
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Verse 1

From Whitla Street to God knows where

There were tiny red-bricked houses

With black tar that framed the white washed yards

A half moon shape scrubbed round each front door

All the people were so close knit they’d have done anything for anyone

Verse 2

We used to play catching crabs round at Clarendon Dock

A very innocent childhood making wee huts and shops

Toot tootin' of boats and the chatter of foreign sailors

To the smell of the sea we’d stand at the wee watchman’s hut round his fire

Chorus

Sailortown streets all gone now but a few 

They razed them to the ground, it burns me 

A wasteland, flyover, all black tar now 

Famous for ghost stories, now a ghost town

From Whitla Street to God Knows Where by F io n n u a la  F a g a n
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Verse 3

Promised the earth, that they’d fight for us

But the truth is they don’t care so, you’re not gonna save nothin'

There’ll come a time, they’ll just pull it down, if it’s in the way

That’s the bureaucratic system with all the great plans and big power

Chorus

Outro

Sailortown lives in me, it burns in me, it burns in me x3 

Sailortown lives in me, it burns me, it burns me.
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Appendix 9: Stories o f the City: Sailortown  Ghost Narration

Song Performance - The Ghost o f Sailortown

“There is a ghost in Sailortown! He needn’t come here tonight!” I have no 

choice in the matter. I’m still here now in as I was then. Pilot Street is my 

haunt. And look at it! They call it modernisation! Building the motorway 

straight through those lovely cobbled streets... knocking down almost all of 

the houses. There used to be 2 or 3000 dockers down here looking for work 

everyday. The place was full of life and people, not just from Sailortown but 

from all around the world. The people are as great as ever. They are still 

hoping against hope to rekindle Sailortown’s lost magic. I hear their stories 

wherever they gather.

Song Performance - The Harbour Lights

Down here at the dock it's all quiet and still now, but back then you'd get girls 

coming down to meet the sailors off the boats to go dancing in the Stella 

Morris. The dance hall! It’s a Wet Hostel now. Full of forgotten people. A bit 

like Sailortown itself. I can still here the music echoing down the street. I 

remember one young lady from Little Corporation Street. She and her friend 

both had Chinese sailor suitors! Can you imagine if their mothers and fathers 

had found out?
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Song Performance -  Better the Devil You Know

Once there was a young woman from Dublin came to stay with a family down 

here in Corporation Street. She was taking refuge, having been disowned by 

her father because she had fallen pregnant. She left her beautiful little baby 

girl behind here and was never seen again you know. She must have felt she 

had no other choice. And the baby grew up right here in this spot.

Sailortown’s her home.

Song Performance - M ary’s Song

Sailortown families! The deep-sea sailors were away for long stretches, two 

or three months sometimes. Down here by the harbour gates is where the 

children used to wait, excited to see their daddy coming home with special 

presents for them hidden in the bag slung over his shoulder. And the 

wives...relieved that they were safely back yet another time.

Song Performance - We Would Wait

Now we are standing at the chapel, the Chapel on the Quay - St Joseph’s.

It's the first thing you see coming in off the boats and it's where we'd say a 

prayer for the men at sea. So many prayers. It's seen christenings, marriages 

and funerals and we still meet here every Sunday. I say we...of course they
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don’t see me but I’m here every week. Look at this decay! And the smell of 

damp! It's cold and neglected. But this is the heart of Sailortown.

Song Performance - The Chapel on the Quay

So, where is Sailortown? Well, it depends who you ask. But someone once 

told me it's from Whitla Street to god knows where. And that’s where I will 

remain, walking amongst those still hoping against hope to rekindle 

Sailortown’s lost magic.

Song Performance - From Whitla Street to God Knows Where
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Appendix 10: Feedback from SRG Participants

Following the launch of Stories of the City: Sailortown on May 18, 2012, 

several SRG members were interviewed for a film, produced on behalf of The 

MAC by Lamb Films,310 in order to document the project for funding bodies. 

Although this film remains untitled and unpublished, it provided Anderson and 

I with a valuable point of reference regarding participant response to the final 

outcomes of the work.

Marie O’Hara

“These girls arrived out of the blue and lit up the world for us just by asking 

us where we came from, how we felt about where we came from, how we 

lived it day by day, and I heard stories actually that I didn’t know. I didn’t 

know Mary’s story til I actually heard it, which I thought was absolutely 

fantastic [...] they can talk to you and make you say things that you don’t 

think that you can even remember [...] And these girls brought that all to life 

for every one of us [...] It was a privilege that we got the opportunity, no 

matter where it goes or where is doesn’t go, we got the opportunity to take 

part in this. I would just love to re-live it all over again cause each and every 

one of us got so much out of it. We had the crying time, we had the laughing 

time, and now we are celebrating what those girls have done.”

310 Lamb Films, "About," accessed August 17, 2015, http://www.lambfilms.com/about.html
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Bernie Baker

“We knew Mary was adopted, we knew about Marie’s father going to sea. We 

knew these stories but it brought it all to life. In song it got you emotionally 

involved in it and you felt you were there living it there with them.”

“We had a laugh, it was fun, it was serious.”

“It’s something to look back on in years to come that we can show our 

grandchildren and our grandchildren can show our great-grandchildren and 

keep Sailortown alive.”

Marion Steele

“We didn’t think it would turn out like this. It’s really amazing from sitting in 

the wee room in the offices talking about it to actually seeing it tonight.”

Mary Lyttle

“We have actually been going for twelve years and this is the first thing to 

happen that’s really positive for to let other people know what we’re about.”

“It was a pleasure to take part and to have my song, which I will treasure 

forever.”311

311 Mary Lyttle, Facebook message to Fionnuala Fagan, October 13, 2014.
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Seamus Brown

“God when you think like our grandchildren might listen to these songs one 

day or even people in America, cause songs do travel you know.”

Sean Baker

“Well done girls, I can’t believe you actually did it, and I’ve been singing your 

praises to everyone.”
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Appendix 11: Stories o f the City: Sailortown - Audience Feedback

The following audience feedback was collected in audience comment books 

following performances of Stories of the City: Sailortown between May 18 

and May 21, 2012.

“Fantastic harmony and stories.”

“The music made the stories come to life. Very emotional experience.”

“I relish the opportunity to think about Sailortown, the characters and the 

people. A truly special place.”

“Thank you, that was excellent. It’s so important to document the memories 

of this community before they are lost. I thought it was a really different way 

to present the material and it really brought it alive for me.”

“A great way to remember the old city and this part of the community.

Beautiful music. Beautiful harmonies.”

“Great space, voices and words. A lovely tribute to the area. Thank you!”

“Wonderful music, touching words...a fantastic journey that I’m glad I took. 

Thank you Sailortown. Thank you Fionnuala and Isobel.”
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“Wonderful memories for a family who lived at no. 17 Garmoyle Street. These 

families reared in the loving community of St. Joseph’s -  Donnelly’s,

Brunton’s and McGuigan.”

“A beautiful, moving and unique way to celebrate a place and its people!”

“A fascinating place to live in. We remember hearing stories of Sailortown as 

children. Father was from Henry Street. I knew many of the people from the 

area. Great production in their honour."

“A very innovative and inspiring reflection of the many aspects of life in a very 

unique part of Belfast!”

“The songs / stories and visual presentation communicated so well the life 

and close knit community of Sailortown. It was sad, interesting, funny and so 

much more. I really enjoyed it -  well done to all who took part in this project, 

and well done Fionnuala and Isobel.”

“Heart broken that I moved to Belfast after the motorway got the upper hand 

on Sailortown. Hearing these stories set so gorgeously to song in this brand- 

new arts centre was lovely — a great chance to think about a place gone 

by...”
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“Very moving. I get the impression that Belfast lost an important community 

with the motorway and modernisation. As a newcomer to Belfast I cycle 

around there and find it quite ghost-town-like, and now I know why."

“Very moving, reflective. My father lived in Sailortown -  Pilot Street. He was 

an Italian immigrant. Made me think of him.”

“A brilliant story to keep and remember Sailortown. Community is 

everything.”

“Thank you for giving us an insight and letting us take part in the stories of 

Sailortown!”

“Belfast resident from birth and had never heard anything about Sailortown. 

Fabulous performance and very worthy stories of a sadly lost community.”

“Great show. Brought back some childhood memories.”

“Each song captured the feeling of its story perfectly.”

“Though a newcomer to Belfast, I’ve come to love it’s strong, smiling, honest 

people and its varied history, written in the bricks and streets. These songs 

made me long to know a part of Belfast that is mostly Invisible today.”
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“I’m a ‘blow in’ of 26 years and for my sins had never heard of Sailortown. I 

feel so moved by the beautiful telling of this community's story. The words 

simple, strong, powerful, the singing incredible -  story telling that reaches the 

heart.”

“Wonderful stories. Very evocative, engaging and fascinating to hear about 

Sailotown’s history. Haunting.”

“Very thoughtful and meaningful event. The songs and the voices were 

beautiful.”

“It was such a gorgeous performance and great to find out about Sailortown 

as I didn’t know anything about it before. An amazing way to learn about it.”

“Moving, memorable, magical. Thank-you.”

“Very beautiful, evocative, haunting, sad. Wonderfully presented. A great 

tribute to the people of Sailortown.”

“Thank-you Sailortown for sharing your story with us.”

“Beautiful words. The past really comes to life. Reminds me of stories my 

granny would have told me.”
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‘A very thoughtful tribute. Like time travel.

“In four years in Belfast I took the M2 numerous times. I had never heard of 

Sailortown before this, and would not have known if this project had not taken 

place. Glad to have had a glimpse of what Sailortown was. Hope this project 

grows and that more people from Belfast can discover Sailortown through 

these songs and stories.”
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Appendix 12: List of Portfolio Items

The creative portfolio is available via the attached USB drive.

Dream ing Protected Me

1. DPM Album

2. DPM Performance Images

3. DPM Documentary

Stories o f the City: Sailortown

1. SCSTSoundscape Excerpts

2. SCSTAlbum

3. SCST Movie

4. Read Me File -  S C S I Website 

M edia Coverage

1. DPM, BBC Radio Ulster, Folk Club presented by Colum Sands

2. STSC, BBC Radio Ulster, Arts Extra presented by Marie-Louise Muir
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