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The EUR(H)OPE Project

EUR(H)OPE is  a  24-month- long project  funded by  the Erasmus+
programme.  I t  a ims to  bui ld  the capacit ies  of  young people  aged 18-25
l iv ing in  the Mediterranean and Adriat ic  border  communit ies  by  engaging
them in  training and advocacy act iv i t ies  regarding European identity  by
means of  journal ist ic  techniques and Non-Formal  Education (NFE)
methodologies.  This  project  involves four  non-prof it  organizat ions from
Albania,  I ta ly ,  Morocco,  and Spain:  Qendra Uja  (Tirana) ,  QCODE Cultural
Associat ion (Mi lan) ,  Morocco ’s  Fr iends Foundation (Tiznit ) ,  and CEPS
Projectes Socia ls  (Barcelona) .  Above a l l ,  i t  intends to  provide some food
for  thought  on the quest ion:  What  does the concept  of  Europe mean today
for  those who are EU cit izens,  for  those who wi l l  become them,  and for
those who migrate to  l ive  in  the EU?

We imagine Europe not  as  a  bureaucrat ic  space,  but  as  a  container  of
imaginaries,  of  identit ies,  a  model  of  democracy.  Is  this  st i l l  the case for
young people  from countr ies  that  are  part  of  Europe (Spain  and I ta ly ) ,  that
have asked to  enter  Europe (A lbania)  and that  represent  one of  the main
migrat ion routes to  Europe (Morocco)?

Equipped with  the r ight  professional  tools ,  young people  from these (and
other)  countr ies  wi l l  be  able  –  now and in  the future –  to  develop their  own
generat ional  narrat ives in  order  to  br ing to  the EU decision-making
centres proposals  that  wi l l  contr ibute to  making the idea of  Europe more
and more sol id  and innovative.  And we bel ieve that  i f  th is  narrat ive comes
from those who are a lways portrayed as  crossing borders,  i t  can be even
more important  and impactful .

I N T R O D U C T I O N
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Introduction to  the Self-Tel l ing Kit

The Self-Tel l ing Kit  is  the f i rst  major  output  of  the project ,  co-designed by
the four  project  partners  and tested during a  Training Course held  from 9
to 13  December 2024 in  Tirana,  A lbania.  During the Training Course,  13
youth workers  from partner  organizat ions were introduced to  the Self-
Tel l ing Kit  and provided with  the ski l ls  and techniques needed to  analyze
current  narrat ives,  develop interview techniques,  and prepare content  in
both self-te l l ing and narrat ive journal ism,  as  wel l  as  measuring the shared
vision in  the f ie ld  with  part ic ipatory  interviewing and writ ing work,
together  with  a  Non-Formal  Education (NFE)  approach.  The feedback
received from these part ic ipants  has been incorporated in  this  f inal
version of  the Self-Tel l ing Kit .

This  Self-Tel l ing Kit  is  based on some of  the main instruments of  narrat ive
journal ism,  and i t  is  meant  to  be used as  a  reference and a  guide for  the
development  of  self-narrat ive or  real i ty  storytel l ing projects.  As  such,  the
approach that  l ies  at  the foundation of  the Self-Tel l ing Kit  is
part ic ipatory,  and i t  is  centred around the idea that  communit ies  should
be empowered to  te l l  their  own stor ies.  The Kit  explores different  ways to
do this ,  and is  a lso character ized by  adherence to  some of  the main
canons of  journal ism:  ver if icat ion and protect ion of  sources,  fact-
checking,  protect ion of  vulnerabi l i t ies,  respectful  language,  and
knowledge of  shared contexts  and sensit iv i t ies,  among other  important
topics.

We hope that  this  Self-Tel l ing Kit  inspires young people  and youth workers
from countr ies  a l l  around and outside of  Europe to  share their  experiences
of  what  Europe means to  them today and how they envis ion Europe in  the
near  future,  as  wel l  as  how it  stands in  re lat ion to  the values on which i t
was founded.  They can share their  perspectives on how EU pol ic ies  impact
their  dai ly  l ives,  education,  and job opportunit ies.  They can discuss the
chal lenges and benefits  of  l iv ing in  a  mult icultural  society  and how the
EU's  stance on immigrat ion and integrat ion affects  their  communit ies.
Moreover,  they can ref lect  on their  hopes and aspirat ions for  the future of
the EU,  including their  v iews on unity ,  sol idar ity ,  and the preservat ion of
European values in  the face of  r is ing nat ional ism and popul ism.  By
empowering and hearing direct ly  from young voices,  we can gain  a  deeper
understanding of  the evolv ing European identity  and the ro le  of  youth in
shaping i ts  future. 4



When Were Narrat ive Stor ies  First  Tracked? 

Many authors  debate the roots  of  narrat ive stor ies  and journal ism,  with
some tracing i ts  f i rst  footpr ints  back to  Greek drama and mythology. ¹
However,  others  agree that  this  genre began to  develop in  the 19th
century,  dur ing what  Fitzgerald  would  cal l  the " l i terary  movement  of
sentimental ism.²  During the second half  of  that  century,  as  t imes began to
change,  women persisted in  maintaining this  form of  narrat ive.  This  sty le
continued into the 20th century,  and in  the 1960s and 1970s,  socia l  and
pol i t ical  unrest  inspired journal ists  to  resist  tradit ional ly  object ive
journal ism.³

What is  Narrat ive Journal ism?

A personal  narrat ive is  an emotional  process with  a  beginning,  middle,  and
end.⁴  Through a  personal  narrat ive,  characters  re lease their  pain  and
enable  empathy with  readers/ l isteners,  who experience the emotional
tension a long with  the narrator .  In  the process of  narrat ive journal ism,
some degree of  object iv ity  must  be maintained to  understand the
signif icance of  an event  or  s i tuat ion for  i ts  explorat ion in  writ ing.
However,  i t 's  a lso essentia l  to  be subject ive,  incorporat ing your  personal
thoughts  and feel ings to  effect ively  convey your  message.⁵  

M O D U L E  1 .  D E V E L O P I N G  A  N A R R A T I V E
P R O J E C T

Van Krieken, Kobie & Sanders, José. (2019).  What is Narrative Journalism? A Systematic Review
and an Empirical Agenda. Journalism. Available at:
https://journals.sagepub.com/doi/full/10.1177/1464884919862056

1.

Ibid2.
Ibid3.
Verghese, A, (September 1,  2020).  Journalism must include personal narratives. The Tulane
Hullabaloo. Available at: https://tulanehullabaloo.com/53850/intersections/journalism-must-
include-personal-narratives/ 

4.

Ibid5. 5

https://journals.sagepub.com/doi/full/10.1177/1464884919862056
https://tulanehullabaloo.com/staff_name/apoorva-verghese/
https://tulanehullabaloo.com/53850/intersections/journalism-must-include-personal-narratives/
https://tulanehullabaloo.com/53850/intersections/journalism-must-include-personal-narratives/


In  fact ,  incorporat ing personal  stor ies  into  journal ist ic  report ing can be a
highly  effect ive and attract ive way of  making journal ism come al ive,
part icular ly  in  the context  of  complex and highly  personal  topics  l ike
migrat ion and identity .  

At  i ts  core,  narrat ive journal ism blends journal ism’s  commitment  to
factual  accuracy and honest  report ing with  narrat ive and other  l i terary
elements that  enhance the immersive storytel l ing aspects  of  a  real- l i fe
event ,  thus making i t  even more attract ive and re latable  for  readers.
Narrat ive journal ism can go by  many names—including l i terary  journal ism,
creat ive nonfict ion,  narrat ive nonfict ion,  long-form storytel l ing,
immersive report ing,  New Journal ism,  and many others—but  i t  essentia l ly
requires reporters  to  construct  their  non-f ict ion story  around a  narrat ive
arc,  which includes the fo l lowing e lements:

Setup or  Exposit ion of  the s ituat ion,  sett ing,  main theme,  and
protagonists  (main characters) ;
P lot ,  or  progression of  events,  that  identif ies  the central  conf l ict  and
bui lds  up the r is ing act ion of  the story;
Cl imax,  or  dramatic  arc/  turning point ,  and the subsequent  fa l l ing
action;  and
Denoument,  or  resolut ion of  the story.

Source: Storyboard That
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This  structure is  a  mainstay of  l i terary  f ict ion and makes the narrat ive
very  compel l ing and engaging,  as  wel l  as  giv ing readers  a  deeper
understanding of  the subject  of  the story.  However,  the journal ist ic
pr inciples  of  honesty,  accuracy and transparency are a lso key to  a  good
piece of  narrat ive journal ism:  we are te l l ing a  real- l i fe  story  in  a
compel l ing way,  not  f ict ion.  We cannot  sacrif ice the veracity  of  the story
for  the sake of  narrat ive structure,  but  rather  we must  ver ify  the accuracy
and re l iabi l i ty  of  the information and sources we use to  te l l  the whole
story.  This  is  part icular ly  important  in  digita l  narrat ive journal ism,  which
is  a  much newer f ie ld ,  but  is  becoming increasingly  prevalent  with  the
growing inf luence of  socia l  media  and other  digita l  media  sources,  which
bring with  them more opportunit ies  for  news and stor ies  that  are  not
necessari ly  fact-checked,  as  they are quickly  and easi ly  spread.

Using Personal  Stor ies  for  Engaging and Authentic
Report ing

Achieving the successful  union of  report ing and narrat ive storytel l ing can
be diff icult  for  reporters,  c i t izen journal ists ,  and others  who are not
fami l iar  with  this  structure.  As  a  start ing point ,  i t  can be helpful  to
identify  any personal  interest  or  connections you have with  the story  at
hand and incorporate some elements of  your  own personal  h istory  into  the
narrat ive in  order  to  make the story  more personable  and re latable.  This  is
part icular ly  effect ive in  long-form journal ism,  though i t  can be done in
almost  any type of  report ing,  both in  pr int  and onl ine.

Here are some key suggest ions for  incorporat ing your  own personal
stor ies  into  a  journal ist ic  piece in  order  to  maximize i ts  effect iveness and
authenticity:

Be genuine,  honest ,  and authentic  in  te l l ing your  story  in  order  to
generate a  real  connection with  the reader.  Don ’ t  invent  detai ls  to
make the story  more excit ing or  sympathetic;  instead,  look for  real
human connections with  the protagonists  of  the story  and show how
your  experience makes i t  possib le  for  you to  re late  to  them.  This  wi l l ,
in  turn,  make i t  easier  for  your  reader  to  re late  to  both you and the
subjects  of  the story.
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At  the same t ime,  know your  purpose and place within  the story,  and
know when not  to  insert  yourself  in  the story.  Connect  your  personal
experience to  the wider  issue at  hand,  but  don ’ t  let  i t  overwhelm the
narrat ive or  take center  stage,  especia l ly  when i t  wi l l  take away from
the topic/focus at  hand or  the representat ion of  certain  people  or
communit ies  that  histor ical ly  have been marginal ized.  Your  story
should  add f lavor ,  not  serve as  the main course.

Pr iv i lege the voices of  the people  l iv ing the s ituat ion and then add
your  own experience and,  i f  appl icable,  the voices of  experts  to  add
further  context  and detai l  to  the story.

Acknowledge your  own biases and l imitat ions that  may keep you from
tel l ing the whole  story.

Don ’t  forget  to  fact-check .  Just  because they are your  own stor ies  or
experiences,  doesn ’ t  mean you shouldn ’ t  ver ify  your  facts  and their
sources.  Human memory is  b iased and fa l l ib le ,  even yours!

On a  narrat ive level ,  make sure to  include v iv id  and descript ive
language that  br ings specif ic  detai ls  a l ive,  as  wel l  as  focusing on
developing the complexit ies  of  the main characters  or  s i tuat ions  in  the
story.  These narrat ive devices a l low you to  share the fu l l ,  sometimes
messy,  but  u l t imately  real  s i tuat ion or  person you are writ ing about.

Always keep your  dest inat ion in  mind:  Where you want  to  go with  the
story,  the main theme or  purpose you want  to  communicate,  and what
you want  the reader  to  experience throughout  your  piece or  take away
from it  at  the end.
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At  the same t ime,  don ’ t  be afraid  to  focus on the smal l  detai ls  in
addit ion to  the “big  picture”  of  the story,  as  this  is  where a  lot  of
r ichness exists.  As  the journal ist  Tom French says:

“…you real ly  need to  have faith  in  the  power  and importance of  t iny
moments.  Newspaper  reporters  are  trained so  that  we are  real ly  good at  b ig
moments.  But  the  longer  I  do  th is ,  the  more I  have to  learn  to  have faith  that
in  those t imes when i t  looks  l ike  nothing is  happening in  f ront  of  me,
something very  important  is  happening.  I  just  need to  learn  to  pay  better
attent ion” . ⁶

When in  doubt,  write  what  you know,  both in  terms of  your  writ ing
voice and the subject  matter  you choose.  This  makes i t  much easier  to
produce authentic  and natural  narrat ive stor ies  that  better  showcase
your  voice as  a  writer .  

Remember that  in  the Internet  age,  once you put  a  personal  story  out
into the wor ld,  i t ’s  connected to  your  name forever.  Make sure your
story  is  something you would l ike  to  be associated with  you 5,  10 ,  or  20
years  from now.  

Final ly ,  you can (and should! )  a lso read and study the narrat ive
journal ism of  other  writers  in  order  to  see the var ied approaches and
techniques they use to  combine their  personal  stor ies  with  journal ist ic
report ing.
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Structur ing Your  Story:  Universal ism vs.  Self-narrat ive

As mentioned above,  to  start  to  structure your  story ,  you f i rst  ought  to  ask
yourself :  Who am I  in  this  story?  I f  you decide to  include your  personal
experiences,  you should  have a  c lear  understanding of  your  purpose and
place in  the story.  But  even i f  you don ' t  include them,  you should  a lways be
able  to  understand why this  story  is  important ,  why you are the r ight
person to  te l l  i t ,  what  you don ’ t  l ike  about  how it  was to ld  before,  and why
the person te l l ing i t  should  feel  comfortable  te l l ing i t  to  you.  There are
two main approaches to  narrat ive journal ism:

Universal ism:  What  matters  is  that  the story  we decide to  te l l
respects  the point  of  v iew of  the people  involved,  and that  that  story  –
moving from micro to  macro– is  able  to  narrate universal  themes of
global  interest .

1 .

Self-narrative:  This  approach feeds on stor ies  ( l ike  a l l  real- l i fe
storytel l ing) ,  with  the difference that  i t  lets  the protagonists  te l l  their
own stor ies  and experiences and def ine their  own narrat ives about
themselves,  rather  than someone e lse making them the object  of  a
story.  I t  presents  an opposite  dimension to  storytel l ing,  then:  i t  is  not
ethical ly  correct  to  'manipulate '  the stor ies  that  are  to ld  to  us,  a iming
for  a  more l i terary  language.  Self-narrat ive must  be deeply  attent ive to
respecting the words that  these voices choose for  themselves.  I t  is
a lso important  to  remember that  self-narrat ive is  not  a  diary  form,  but
instead involves c lear  research and narrat ive structure.

2.
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The Difference Between Self-narrative and Diary Form

Self-narrat ive  starts  with  gathering voices,  sources,  data,  and other
elements that  are  not  only  in  the chronic ler ’s  gaze.  Communit ies  involved
in  a  socia l ,  economic,  or  pol i t ical  event  should  f ind the ' internal '  voices
(according to  background,  education,  culture of  or igin,  nat ive and
unmediated language,  experience,  knowledge of  the context ,  etc. )  that
move in  the environment  and can te l l  i ts  story  without  stereotypes,
exot icism,  or  paternal ism,  with  a  true knowledge of  i ts  everyday l ived
real i ty .  This  method is  not  a  top-down nor  a  bottom-up approach,  but
rather  involves the storytel lers  and chronic lers  on an equal  and
col laborat ive basis.

The diary ,  on the other  hand,  a l though a  valuable  resource for  a  narrat ive
of  real i ty ,  is  a  vehic le  of  communicat ion not  necessari ly  designed to  be
read by  anyone.  Even i f  i t  is  publ ished at  a  later  date,  i t  is  designed to
report  the author 's  thoughts,  not  to  give voice to  communit ies,  groups,  or
specia l  interests.

The substantia l  d ifference between these two forms a lso l ies  in  the
breadth we give to  our  narrat ives.  In  self-narrat ive,  we gather  voices that
help  us  understand how a community  involved in  a  phenomenon wants  to
tel l  i ts  story ,  which terms i t  chooses to  do so,  what  facts  i t  considers
important ,  and why.  This  scenario  requires authors  to  confront
sensit iv i t ies,  cultures,  and imaginaries  that ,  i f  not  known and respected,
can generate toxic  and offensive narrat ives.

Here,  i t  is  important  to  remember that  self-narrat ive does not  exclude the
role  of  the journal ist :  indeed,  the presence of  the journal ist  enr iches
narrat ive work because everything that  is  written wi l l  be  read,  which has
not  a lways been true in  the past .  This  changes the re lat ionship,  br inging a
parity  between the community  and the journal ist ,  who can use their
posit ion of  power to  ampl ify  and further  disseminate community  voices.
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The ver if icat ion of  information and i ts  sources is  both crucia l  and
increasingly  diff icult  to  carry  out .  Today,  socia l  media  is  acquir ing an
increasingly  important  ro le ,  not  only  in  the socia l  realm,  but  a lso from a
human r ights,  legal ,  and security  point  of  v iew.  Therefore,  i t  is  extremely
important  to  ver ify  the information we receive,  through what  is
col loquia l ly  cal led “ fact-checking” .

The Importance of  Verif icat ion:  Misinformation and
Disinformation 

Misinformation  refers  to  fa lse or  out-of-context  information that  is  not
presented with  the intent  to  deceive;  i t  is  information whose inaccuracy is
not  intent ional .  This  may include,  for  example,  errors  and inaccuracy of
information such as  dates,  t i t les  or  names.

M O D U L E  2 .  V E R I F Y I N G  S O U R C E S  
A N D  I N F O R M A T I O N

Source: Open Library, ECampus Ontario
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Disinformation ,  on the other  hand,  is  fa lse information with  the intent  to
deceive or  mis lead readers/viewers about  someone or  something.  This  is
often seen in  manipulated narrat ives,  where misinformation is  used to
promote a  pol i t ical  agenda or  posit ion.  According to  the European
Commission,  d is information (a long with  foreign information manipulat ion
and interference)  can “undermine democrat ic  inst i tut ions and processes
(such as  e lect ions)  by  preventing people  from making informed decisions
or  discouraging them from vot ing.  And they can polar ise societ ies  by
pitt ing communit ies  against  each other. ⁷

Examples of  dis information can include deep fake images,  v ideos or  audio,
which can often be diff icult  to  recognize and can a lso be created easi ly
thanks to  art i f ic ia l  inte l l igence (AI ) .  For  this  reason,  before sharing
content  or  using i t  for  academic or  professional  purposes (or  even on your
personal  socia l  media) ,  i t  is  important  to  check whether  the author  is  an
off ic ia l  source or  a  source who is  wel l-known in  the f ie ld ,  and whether  the
story  is  reported or  ver if ied by  other  people/entit ies.

Source: Christian Hetrick, USC Price

7.  European Commission. (2024).  Strategic communication and countering information
manipulation. European Commission .  Available at: https://commission.europa.eu/topics/countering-
information-manipulation_en
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Verif icat ion and Fact-checking

Incorporat ing personal  stor ies  into  journal ist ic  report ing can be a
powerful  tool  to  connect  with  an audience and provide in-depth,
understandable  report ing on a  sensit ive  or  complex topic.  As  journal ists ,
we a lways have the responsibi l i ty  to  confirm the truth and accuracy of
what  we write.  We must  be sure to  ver ify  the information we are given,  as
wel l  as  the sources .  This  means being sure to  ver ify  whether  facts,
statements,  theories,  and other  information are object ively  true by
expanding on their  c la ims and/or  comparing them to other  data.  I t  is
important  to  make a  dist inct ion between  verify ing news from a journal ist ic
point  of  v iew and fact-checking .

Verif ication is  an editor ia l  technique used to  assess and confirm the
accuracy and completeness of  a  piece of  news or  a  statement. ⁸

1 .

Fact-checking  is  just  one appl ied method of  ver if icat ion in  the
journal ism f ie ld ,  consist ing of  confirming the truthfulness of  a l l  the
facts  included in  a  piece of  news.  

2 .

When try ing to  ver ify  information,  i t  is  important  to  ask yourself  the
fol lowing quest ions from the very  beginning:

"Who says this?"
"How do they know?"
"What  are  their  b iases?"
"What  might  be missing?"

How to Verify  Information:  Research and Data
Triangulat ion

Conducting research is  a  central  tenet  of  good journal ism,  s ince a l l
journal ists  must  gather  information and then fact-check their  stor ies  to
verify  a l l  the information they have included.  This  is  a lso what  separates
non-f ict ion narrat ive from f ict ion,  as  real- l i fe  stor ies  require  a  much
higher  degree of  veracity .

8.  Silverman, Craig. (2014).  Verification and Fact Checking. Handbook of Verification .  Available at:
https://datajournalism.com/read/handbook/verification-1/additional-materials/verification-and-
fact-checking
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As a  result ,  al l  journal ists  use var ied research strategies to  confirm the
facts,  f igures,  statements,  and other  pieces of  information that  make up a
news story.  These strategies can be sorted into two main types:  pr imary
and secondary  research.  

Primary research 
This  is  a l l  the research and invest igat ion a  journal ist  performs f i rst-hand,
which often includes carrying out  interviews,  surveys,  or  experiments;
re ly ing on f i rst-hand observat ions or  personal  experiences;  or  act ively
engaging in  any other  type of  f i rst-hand knowledge-gathering.

Secondary research
This  is  the col lect ion of  data and information through sources written and
publ ished by  other  authors.  This  can include publ icat ions l ike  newspapers,
books,  art ic les,  databases,  and reviews,  as  wel l  as  the col lect ion of
information from other  types of  sources,  such as  personal  effects  and
archives.  

Pr imary  research requires journal ists  to  act ively  part ic ipate in  data
col lect ion and analysis ,  whi le  secondary  research requires them to consult
and analyze data,  facts,  and s ituat ions using onl ine resources,  l ibrar ies,
and archives.  Primary research is  often the most  useful  in  creat ing a
narrat ive structure and many of  the main detai ls  of  a  story ,  whi le
secondary  research helps to  uncover  support ing detai ls  that  enr ich the
story  and make i t  even more credible ,  t ruthful ,  and compel l ing.

Data Triangulation
In  addit ion to  gathering and fact-checking information through these
research methods,  journal ists  a lso use another  important  ver if icat ion
method cal led data tr iangulat ion.  This  means double  checking any
information against  one or  more other  sources—whether  people,  art ic les,
books,  etc.—to confirm that  the same fact  is  true for  many people  or  in
mult ip le  contexts.  
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For  example,  i f  we interv iew someone about  their  exper ience
at  a  protest ,  we should  a lso  try  to  interv iew other  part ic ipants
to  see i f  their  accounts  of  the  event  are  consistent .  The more
people  that  corroborate  an idea or  exper ience,  the  more l ike ly
i t  is  to  be  true.  



Another  key e lement  of  data tr iangulat ion is  using data from a var iety  of
sources,  methods,  or  theoret ical  approaches to  help  confirm our
information and avoid  making biased conclusions from the data we have
interpreted.  

Source: Good Governance Institute

Here are some helpful  suggest ions for  ver ify ing the information you use in
your  stor ies:

Pick the r ight  sources of  information from the beginning.  Make sure
that  your  sources are inclusive,  appropriate  to  the story  you are
writ ing,  representat ive of  the group or  community  you are writ ing
about,  and,  above a l l ,  re l iable  and credible  sources with  a  reputat ion
for  te l l ing the truth. ⁹  (We wi l l  explore this  in  more detai l  in  the next
part  of  this  module! )

9.  Baker, Al l ison & Fairbank, Viviane. (2022).  Reporter’s Guidelines for Fact-Checked Journalism.
The Truth in Journalism Fact-Checking Guide. Available at: https://thetijproject.ca/guide/reporter-
guidelines/ 16

Using the same example,  whi le  the  protest  attendees might  share
simi lar  narrat ives  of  what  happened,  th is  doesn ’ t  ru le  out  the
possibi l i ty  they  are  shar ing th is  narrat ive  for  a  specif ic  purpose,  or
that  their  common point  of  v iew makes them interpret  the  s i tuat ion
simi lar ly .  Thus,  we can a lso  ta lk  with  any  non-part ic ipant
bystanders,  the  protest  organizers ,  or  even the pol ice  forces
present  for  crowd contro l  in  order  to  get  a  var iety  of  v iewpoints ,
which then make i t  easier  to  see the whole  context  and have a
more object ive  v iew of  what  happened at  the  protest .

https://www.good-governance.org.uk/publications/insights/triangulated-assurance
https://thetijproject.ca/guide/reporter-guidelines/
https://thetijproject.ca/guide/reporter-guidelines/


Start  from the assumption that  any “ fact”  you include in  your  story
might  not  be true,  and try  to  prove i ts  accuracy from there.  This  means
asking yourself  about  why i t  could  be true or  fa lse,  how we know this ,
what  k inds of  assumptions and biases could  be dr iv ing a  statement,
and why the readers  should  bel ieve the fact  is  true. ¹⁰  You should  do
this  for  every  fact  you include!

Double  check the smal l  but  v i ta l  detai ls:  the spel l ing of  names,
companies,  t i t les,  and place names;  the stat ist ics  or  numbers you
include;  references to  t imes and dates;  a l l  d irect  quotat ions from
individuals  and other  sources;  and a l l  the arguments or  narrat ives you
write  that  depend on facts,  making sure they are logical ly  consistent
with  the facts. ¹ ¹

Afterward,  make sure the parts  add up to  the whole.  Double  check that
al l  the facts  you have ver if ied are not  only  truthful  on their  own,  but
also make sense and retain  their  truthfulness when they are v iewed in
the context  of  the bigger  picture.  As  the o ld  id iom goes,  “Don ’ t  miss
the forest  for  the trees”  ( i .e . ,  don ’ t  miss  out  on understanding the
whole  context  or  s i tuat ion because you are focused on a  few parts  of
i t ) .  Here,  both the forest  and the trees should  be ver if ied!  

Be as  transparent  as  possible.  Make sure your  readers  are not  only
aware that  you have ver if ied your  information,  but  a lso informed about
your  methods and processes of  ver if icat ion,  as  wel l  as  your  motives
for  writ ing the story. ¹ ²  This  is  crucia l ,  as  transparency p lays a  huge
role  in  your  credibi l i ty  as  a  journal ist  and storytel ler .

10.  Zamith, Rodrigo. (2022).  Verifying Information. The American Journalism Handbook: Concepts,
Issues, and Skil ls.  Available at: https://ajh.rodrigozamith.com/sourcing-and-verifying-
information/verifying-information/
11.  Ibid
12.  Institute of European Network Remembrance and Solidarity.  (2021).  How Journalists Verify
Information. Hi-Story Lessons. Available at: https://hi-storylessons.eu/wp-
content/uploads/2021/02/9_J.Godole_How-Journalists-Verify-Information_EN.pdf
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Create your  own ver if icat ion checkl ist  to  speed up the process,  where
you ask yourself  things l ike:

How to Verify  Sources

With the enormous advances of  the internet  and digita l  media  in  the last
three decades,  as  wel l  as  the advent  of  the 24-hour  news cycle,  we now
have near ly  l imit less information at  our  f ingert ips  that  is  avai lable
anyt ime,  day or  night .  As  a  result ,  i t  is  more important  than ever  to  know
how to identify  good sources and to  ver ify  their  credibi l i ty  and the
veracity  of  the information they share.  

One part icular ly  posit ive  appl icat ion of  this  idea that  “anyone can be a
reporter  on the web”  is  the development  of  c it izen journal ism,  especia l ly
in  terms of  pol i t ical  movements (as  we have seen during the Arab Spring
and the Black Lives Matter  protests)  and in  the context  of  many wars
worldwide,  where tradit ional  journal ists  are  often denied access,
censored,  or  even ki l led for  their  report ing.  
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Have I  establ ished or  ver if ied the accuracy of  a l l  the statements or  i tems
presented as  fact  in  my story?
Have I  considered the possible  biases that  could  be inf luencing these
facts  before moving forward with  ver if icat ion?
Have I  double-checked the spel l ing of  names and places,  the accuracy of
numbers and quotat ions,  and the f inal  version of  any updated text  re lated
to the facts  I  checked ( in  case any changes were made)?
Can I  ver ify  a l l  of  the facts  with  authoritat ive (and ideal ly  pr imary)
sources?
Do a l l  of  these ver if ied facts  add up correct ly  in  the context  of  the ent ire
piece? Does i t  make sense as  a  whole?
Have I  made i t  c lear  that  my story  is  factual ly  sound and credible ,  and
mentioned my methods for  ver ify ing i ts  information? 
And any other  considerat ions you would f ind helpful  to  add to  the l ist  to
streamline your  own ver if icat ion process and make i t  second-nature.   



However,  the negative s ide of  this  statement  betrays the fact  that  today
near ly  everyone can contr ibute their  personal  stor ies,  narrat ives,  points
of  v iew,  and information to  the huge bank of  resources housed on the
internet ,  often with  opinions being presented as  facts  and l i t t le  to  no
transparency about  their  motives.  As  a  result ,  i t  is  ever-more common to
see misinformation,  d is information,  and “fake news”  c irculat ing on
websites and socia l  media  about  an ever-widening array  of  topics:  from
pol i t ics  and current  events  to  health,  celebrity  gossip,  and more.  

Source: The Soft Copy via News Literacy Matters

This  current  real i ty  leads to  an even more pressing need for  the
verif icat ion of  information and the identif icat ion of  credible  sources from
both s ides:  f i rst ,  as  journal ists  or  storytel lers ,  we must  be sure to  ver ify
our  information and sources,  and second,  as  readers,  we must  a lso take on
increased responsibi l i ty  for  assessing what  is  real  or  factual  vs.  what
these narrat ive depict ions of  real i ty  te l l  us. ¹ ³  This  means not  only  knowing
how to identify  credible  sources,  but  a lso pract icing cr i t ical  thinking and
good media  l i teracy ski l ls  as  we interpret  the information we are given
from a var iety  of  sources.
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13. van Krieken, Kobie & Sanders, José. (2019).  What is Narrative Journalism? A Systematic Review
and an Empirical Agenda. Journalism .  Available at:
https://journals.sagepub.com/doi/full/10.1177/1464884919862056

https://newsliteracymatters.com/2019/09/27/q-how-do-news-organizations-handle-citizen-journalists/


Here are some helpful  t ips  for  identify ing credible  sources:

Credible  sources usual ly  have some degree of  authority  in  the f ie ld ,
whether  i t  is  because they are reputable  inst i tut ions or  have been
around for  a  long t ime (and thus have proven themselves to  be factual
and trustworthy over  t ime) ,  or  because they are extremely  transparent
about  their  methods of  research,  writ ing,  and ver if icat ion and place a
high degree of  importance on doing these processes r ight .

Credible  sources can a lso be authoritat ive because they offer  f i rst-
hand information about  the topics of  interest  and can back up the
veracity  of  this  information.

A source ’s  credibi l i ty  depends on the specif ic  topic  i t  t reats  and the
specif ic  context  in  which i t  funct ions.  For  instance,  in  many Western
countr ies,  major  newspapers and magazines tend to  offer  more
rel iable,  credible  accounts  than other  pieces written and self-
publ ished by  indiv iduals  who are not  establ ished in  the f ie ld.  L ikewise,
off ic ia l  government  stat ist ics  may be more credible  and re l iable  than
the results  of  a  survey carr ied out  by  indiv iduals  with  a  specif ic
agenda.  However,  a l l  sources should  be read cr i t ical ly ,  as  even
general ly  credible  sources,  can (and often do! )  write  with  a  bias  or
agenda in  mind.  

In  general ,  you can evaluate the credibi l i ty  of  sources by  asking the
fol lowing basic  quest ions and interpret ing the answers within  your
specif ic  context: ¹ ⁴  
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Who is  the  author?  (Author)
Where does the source come from? (Publ isher )
Who was i t  made for?  (Audience)
What  is  the  purpose of  the  work?  (Purpose/  Mot ive)
Which context  is  th is  work  presented in?  (Context )
Where does the information they  use come from? (Credibi l i ty  of  their  sources)
How does th is  source compare to  others?  (Ver i f icat ion of  information)
Review:  Is  there  anything inc luded that  jumps out  to  you as  potent ia l ly  suspect  or
untrue?  (Seeing the whole  p icture)
How do you p lan to  use th is  information in  your  own work?  (Appl icat ion)  

14. Information synthesized from: University Libraries, University of Washington. (9 January 2025).
FAQ: How do I  know if my sources are credible/reliable?. Research Guides. Available at:
https://guides.lib.uw.edu/research/faq/reliable

https://guides.lib.uw.edu/research/faq/reliable


For  websites specif ical ly ,  consider  the fo l low elements:  

F inal ly ,  remember that  using credible  sources is  key to  establ ishing
ethical  report ing and increasing your  credibi l i ty  as  a  writer ,  because
readers know they can trust  you to  te l l  the truth.  

L ikewise,  using your  cr i t ical  thinking ski l ls  is  a  key part  of  ver ify ing
the truth of  both the indiv idual  facts  you use and the whole  story  they
add up to  create.
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Author:  Are  they l isted? Do they form part  of  an academic,
scient if ic ,  governmental ,  or  other  organizat ion that  can answer for
them and that  has other  credible  pieces onl ine?
Date :  Is  this  information up-to-date or  recent  enough for  your
purposes? This  may vary  depending on the context  and topic  you are
writ ing about.
Their  sources:  Do they use credible  sources themselves,  and cite
them proper ly?
Domain:  General ly ,  the domains .com,  .org,  and .net  can be
purchased and used by  indiv iduals ,  but  .edu and .gov domains belong
to registered col leges and universit ies,  and government  websites,
respectively .  
Site design and writ ing style:  Poor  spel l ing and grammar and even a
poor ly-designed website  may indicate the source is  less  credible ,  as
credible  websites usual ly  proofread and try  to  present  their  content
in  the c learest  way possible ,  which includes fo l lowing ru les  of
spel l ing and grammar and,  often,  creat ing an attract ive design.  



Guidel ines for  Interviews 

As we have previously  noted,  a  part icular ly  important  aspect  of  both
narrat ive journal ism and self-narrat ive is  their  abi l i ty  to  share and ampl ify
marginal ized voices,  part icular ly  those who do not  have access to
adequate technical  equipment  or  to  large audiences to  raise awareness
about  their  s i tuat ions.  Self-narrat ive in  part icular  provides a  great
opportunity  for  communit ies  or  indiv iduals  to  te l l  their  own stor ies
direct ly  ( in  the vein  of  c it izen journal ism),  or  to  te l l  them through the help
of  a  journal ist ,  who col lects  the information,  structures the story,  and
helps ampl ify  the message by  sending i t  out  through new formats or
mediums,  a l l  in  a  completely  part ic ipatory  way.  In  this  way,  the
relat ionship of  trust  between the storytel ler  and the story  col lector  is
crucia l  in  order  to  avoid  narrat ive biases,  potentia l ly  paternal ist ic
att i tudes,  and harmful  stereotypes or  s ingle  stor ies  about  the people  at
the center  of  these stor ies.  Our  goal  in  the EUR(H)OPE project  is  for  youth
and migrants  to  become the subject ,  not  the object ,  of  report ing on
migrat ion,  as  they are the real  experts  on their  own situat ions,
experiences,  and identit ies.  

No matter  which self-narrat ive approach you decide to  take,  i t  is  l ike ly
that  you wi l l  need to  prepare and carry  out  interviews so that  you can have
a more in-depth idea of  the story  someone wants  to  te l l ,  or  col lect
addit ional  v iewpoints  or  e lements of  interest  to  add to  the story.  This
section gives a  c lear  overview of  e lements you should  keep in  mind to
organize and carry  out  good interviews.

M O D U L E  3 .  U S I N G  I N F O R M A T I O N  
A N D  I N T E R V I E W S
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1 .  Choice of  questions and preparation for  the interview

According to  the author  Serena Carpenter  and her  col leagues,  reporters  or
interviewers should  create int imacy with  the source in  order  to  encourage
the source to  “ reveal  their  bel iefs ,  experiences,  and knowledge”  dur ing the
interact ion. ¹ ⁵  Below,  we present  the analysis  done by  Carpenter  and her
col leagues that  describes the steps to  fo l low in  order  to  obtain  what  they
cal l  Journal ist ic  Interviewing Competencies (JIC) ,  key  e lements that  a l low
us to  come up with  c lear ,  coherent ,  and compel l ing interview quest ions
and prepare adequately  for  the interview i tself .

15.  Carpenter, Serena; Cepak, Anthony & Peng, Zhao. (2018).  An Exploration of the Complexity of
Journalistic Interviewing Competencies. Journalism Studies. Available at:
https://www.researchgate.net/publication/317826689_An_Exploration_of_the_Complexity_of_Journa
listic_Interviewing_Competencies
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2.  Technical  Elements of  Recording

In  their  paper  “A  ‘How-to ’  Guide for  Producing Recorded Interviews, ”
Rhianna Pedwel l  and her  col leagues out l ine some of  the key steps for
col lect ing materia l  that  meets  ideal  f i lming or  recording standards for
interviews:

Visit ing the interview locat ion before the scheduled day,  ideal ly  at  the
same t ime the interview wi l l  take p lace,  and taking note of  any sounds
that  could  be distract ing in  the f inal  recording.  
Recording yourself  speaking there,  or  having a  fr iend stand in  for  the
interviewee.  
After  l istening to  the audio,  i f  you detect  issues such as  echoes,
background noise,  or  volume problems,  they recommend adjust ing the
setup.  
Having a  backup plan,  such as  using a  separate device off-frame to
record audio  in  case of  any incident. ¹ ⁶

3.  Elements of  location 

Another  key aspect  of  preparing an interview is  taking into account  the
fol lowing e lements of  locat ion and how to  successful ly  record an
interview,  especia l ly  when the f inal  result  wi l l  be  presented in  v ideo
format  ( t ips  compi led by  MediaCol lege.com¹⁷ ) .  

16.  Pedwell,  Rhianna; Hardy, James & Rowland, Susan. (2018).  A ‘How-to’  Guide For Producing
Recorded Interviews. CourseSource. Available at: fi le:///C:/Users/Perdorues/Downloads/A_How-
to_Guide_For_Producing_Recorded_Interviews.pdf 
17.  https://www.mediacollege.com/ 
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4.  Methods to Engage with the Interviewee

During the actual  interview,  engagement  with  the interviewee is  essentia l
for  gathering your  desired materia ls  and producing a  good narrat ive.  We
recommend you keep in  mind the fo l lowing points  to  ensure good
engagement  with  your  interviewee:

5.  Storage items

One f inal  and cr i t ical  aspect  of  interviews is  that  the materia ls  col lected
(whether  audio,  v ideo,  or  even notes)  are  saved and stored proper ly .  The
materia ls  you col lect  in  interviews should  be stored in  secure locat ions
where only  members of  your  organizat ion can access them.  You should
also consider  creat ing a  backup account  to  ensure that  the col lected
information is  secure and wi l l  not  cause issues in  the production of  f inal
materia ls .  

Digita l  storage should  use re l iable  solut ions such as  c loud storage and
encrypted dr ives to  safeguard recorded interviews.  
Backup copies of  a l l  recordings should  be created and stored in
separate locat ions to  prevent  data loss.
Fi les  should  be c lear ly  labeled and organized to  ensure easy retr ieval
and reference.
Access to  the recordings should  be restr icted to  authorized personnel
only ,  ensuring confidentia l i ty  and security  throughout  your  self-
narrat ive project .
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Obtaining Permission to  Interview:  Informed Consent

Whenever  we carry  out  interviews to  develop and disseminate our  own
journal ist ic  stor ies,  i t  is  crucia l  to  obtain  permission from our  sources
before interviewing them,  and to  proper ly  handle  the personal  information
of  our  sources both during and after  the interview.  

Ethical  journal ism requires journal ists  to  obtain  permission from their
sources for  using their  stor ies,  statements,  and any other  information
they share with  us  in  our  report ing,  regardless of  which format  we use to
tel l  their  story.  Specif ical ly ,  we are required to  obtain  the sources ’
informed consent  to  part ic ipate in  interviews and to  use their  information
in  our  stor ies.

What is  informed consent?

A formal ,  written statement  or  s igned document  from a source or
part ic ipant  that  they agree to  share personal  information about  a  topic
and have i t  appear  in  your  story.

In  order  to  give their  fu l l  consent ,  sources must  understand and agree
not  only  with  sharing their  information,  but  a lso with  the purpose and
planned use of  their  information afterward.

I t  is  a lso crucia l  that  this  consent  is  “obtained in  c ircumstances that
ensure that  the indiv idual  is  not  coerced in  any way” . ¹ ⁸  This  means they
should  not  be pressured,  tr icked,  or  br ibed into sharing their
information with  us,  no matter  how much we want  to  te l l  the story.

In  the case of  chi ldren,  their  parents  should  provide informed consent
for  their  part ic ipat ion in  a  story.

Informed consent  appl ies  to  any kind of  part ic ipat ion on the part  of
our  sources:  part ic ipat ing in  an interview,  taking their  photo,
recording audio  or  v ideo of  them,  etc.

18.  United Nations Communications Group. (December 2016).  Ethical Guidelines for Journalists.
UNICEF.org. Available at: https://www.unicef.org/afghanistan/media/2136/file/afg-
publication_UN%20Ethical%20Guidelines%20for%20Journalists%20-%20English.pdf%20.pdf 26
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I t  is  important  that  informed consent  is  not  just  verbal ,  but  rather
must  be confirmed in  writ ing (or  recording) .  This  may be done in  a
var iety  of  ways ( i .e . ,  by  s igned letter ,  emai l ,  v ideo recording,  etc. ) ,  but
it  is  most  often obtained by  s igning a  specif ic  document  that  c lear ly
confirms the part ic ipant ’s  informed consent  in  a l l  act iv i t ies  involved in
the interview process.

Below is  a  sample Informed Consent  Form,  courtesy of  the organizat ion
Phi lanthropy Without  Borders ¹ ⁹ ,  that  you can use as  a  start ing point  for
creat ing your  own consent  form.  Don ’t  forget  to  tai lor  this  form to  your
own specif ic  needs and contexts!

M E D I A  C O N S E N T  F O R M
( T O  D O W N L O A D )

19.  https://philanthropywithoutborders.com/consentform/
20. https://eur-lex.europa.eu/legal-content/EN/TXT/?uri=celex%3A32016R0679

Processing personal  information

As journal ists  and storytel lers ,  we a lso have an obl igat ion to  protect  our
sources from harm or  adverse effects,  to  the best  of  our  abi l i ty .  Part  of
the process of  obtaining informed consent  includes a  detai led (and often
ongoing)  conversat ion with  our  sources about  the story  we are writ ing,
how their  information contr ibutes to  that  story ,  and what  k inds of
consequences they might  face when this  information is  publ ished and
publ ic ly  identif ied with  them.  This  is  especia l ly  true in  the case of  young
people  and people  in  vulnerable  c ircumstances.

In  some cases,  we may choose to  protect  the confidentia l i ty  of  sources in
order  to  protect  them from negative consequences.  This  might  mean
obscuring certain  detai ls  so they cannot  be publ ic ly  identif ied with  the
source,  or  i t  could  mean keeping our  sources completely  anonymous.

In  addit ion,  any t ime we handle  the personal  data of  our  sources,  we must
adhere to  a l l  appl icable  laws about  the processing of  pr ivate or  sensit ive
data.  In  Europe,  this  means adhering to  the General  Data Protect ion
Regulat ion (GDPR)²⁰ ,  which governs the way we col lect ,  process,  and store
EU cit izens ’  personal  data.  
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This  regulat ion requires us  to  def ine and c lear ly  communicate why,  when,
and how this  personal  data is  being processed,  and the impact  of
processing their  personal  data,  as  wel l  as  obtaining informed consent  for
i ts  processing.  In  pract ical  terms,  even i f  we don ’ t  handle  large amounts
of  personal  data,  we st i l l  have to  be very  careful  with  the use and sharing
of  personal  data such as  personal  ID  numbers,  phone numbers,  emai l
addresses,  home addresses,  etc.

Guidel ines for  Using Others  Peoples ’  Stor ies

There are several  other  important  considerat ions to  keep in  mind when
using other  peoples ’  personal  stor ies,  information,  and interviews in  our
self-narrat ive projects.  Keep this  l ist  handy to  make sure you are creat ing
an ethical ,  respectful ,  and professional  self-narrat ive project:

Always ask permission to  te l l  someone ’s  story  or  to  use e lements of  i t .
As  we have seen,  obtaining informed consent  for  a  subject ’s
part ic ipat ion in  an interview or  for  using aspects  of  their  story  is  a
cr it ical  part  of  adequately  and honest ly  representing their  real i ty ,  as
wel l  as  their  involvement  in  te l l ing their  story.

First  and foremost,  do no harm .  We should  a lways str ive  to  protect  our
sources,  whether  this  means keeping them anonymous,  providing few
identify ing detai ls ,  or  careful ly  choosing what  parts  of  their  story  to
tel l  and how.  We should  never  share parts  of  someone ’s  story  that  may
lead to  defaming their  character  or  opening them up to  harm in  any
way.  Here i t  is  important  to  note that  both our  intent ions and their
consequences should  do no harm!

Make sure i t ’s  your  story  to  te l l ,  or  ref lect  again  upon why you are the
best  person to  te l l  i t .  This  necessari ly  involves asking yourself  what
you don ’ t  l ike  about  how it  has been to ld  before and what  you can do to
improve that  te l l ing,  as  wel l  as  ref lect ing upon why the person te l l ing
the story  should  feel  comfortable  te l l ing i t  to  you.

Involve the communit ies  whose stor ies  are  being to ld.  Respect  and
promote how the affected community  wants  to  te l l  i ts  story ,  in  which
terms i t  chooses to  do so,  which facts  i t  considers  important ,  and why.
Treat  them as the experts ,  and yourself  as  the faci l i tator .
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When choosing a  journal ist ic  project  based on self-narrat ive,  we must
be part icular ly  careful  in  ver ify ing the data,  facts,  and voices chosen
in order  to  give a  complete,  accurate picture of  the s ituat ion that  fu l ly
represents  the people  te l l ing the story  and their  truth,  as  wel l  as
situat ing their  truth within  the wider  context  of  what  is  going on
around them.

Share a  complete and complex picture of  a  community ,  i .e . ,  not  just
their  trauma and “resi l ience” ,  but  a lso their  r ich culture,  tradit ional
knowledge,  etc.  Avoid  “ trauma porn”  narrat ives that  focus only  on the
trauma and diff icult ies  people  face in  a  purely  t i t i l lat ing way,  instead
balancing this  real i ty  with  other  parts  of  their  story.

Always ask permission to  te l l  someone ’s  story  or  to  use e lements of  i t .
As  we have seen,  obtaining informed consent  for  a  subject ’s
part ic ipat ion in  an interview or  for  using aspects  of  their  story  is  a
cr it ical  part  of  adequately  and honest ly  representing their  real i ty ,  as
wel l  as  their  involvement  in  te l l ing their  story.

In  the same vein,  avoid  the “s ingle  story”  stereotype of  groups or
communit ies.  We should  a lways str ive  to  portray  people  and their
communit ies  as  complex beings,  not  monol i thic  groups,  and we should
be especia l ly  careful  not  to  further  negative stereotypes or  “s ingle
stor ies”  about  people  ( i .e . ,  common media narrat ives that  reduce
people  to  one idea or  stereotype,  thus reducing their  humanity) .

Avoid  paternal ism and the “othering”  of  the people  and communit ies
tel l ing their  stor ies,  especia l ly  in  terms of  narrat ing from a
Eurocentr ic/Global  North perspective.  We have to  bel ieve and
communicate that  people  are  the best  authorit ies  on their  own
experiences and real i t ies,  and a l low them to te l l  their  stor ies  on their
own terms,  in  their  own contexts,  without  making value judgments
from a p lace of  pr iv i lege.
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On air  s ince 1995,  the This  American Life  radio  program and
podcast  is  one interest ing example of  narrat ive journal ism
centering others ’  stor ies  to  create compel l ing,  hard-hitt ing

human-interest  stor ies  on complex topics.  

30

When framing and writ ing up your  story ,  consider  the 5Ws:  
      Who  is  te l l ing the story  and who wi l l  receive i t?
      What  needs to  be told?
      Why  are you tel l ing i t?  (What  is  the outcome you would l ike to  
      achieve?)
      How  should the story  be told  to  meet  these goals?
      You might  a lso think about  When  and Where  the story  is  being told  
      as  addit ional  e lements of  i ts  successful  reception and capacity  to    
      inspire change or  fo l low-up action.

Consider  how you can share your  power,  pr iv i lege,  knowledge,  and tools
to  faci l i tate  self-narrat ive projects  where communit ies  te l l  their  own
stories,  on their  own terms (and then act! ) .
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In  self-narrat ive projects,  where the mult imedia  aspect  is  often essentia l
for  storytel l ing,  narrat ion and the documentat ion of  act iv i t ies,  i t  is
important  to  establ ish c lear  guidel ines for  the use of  images .  These
guidel ines should  cover  several  aspects  of  usage r ights,  confidentia l i ty ,
ethics,  and image qual i ty ,  among other  themes.

Here are some key points  to  keep in  mind as  you select  and use images
and other  v isual  content  for  your  self-narrat ive project ,  using the
EUR(H)OPE project  as  an example:

Elements for  Select ing Narrat ive Tracks to  Produce
Coherent  Images

Story-based image select ion:  Images should  correspond to  the stor ies
told  and ref lect  the experiences of  young people  and communit ies.
Choose images that  reinforce your  project 's  themes.  In  the case of  the
EUR(H)OPE project ,  these include:  migrat ion,  identity ,  act ive
cit izenship,  and intercultural  col laborat ion.
Consistency between contexts:  A l though nat ional  contexts  vary,  i t  is
important  to  maintain  thematic  consistency.  This  can be achieved by
using images that  express s imi lar ,  re levant  emotions (such as  hope,
perseverance,  and sol idar ity )  and f i t  into  the overal l  narrat ive of  the
project .
Vis ibi l i ty  of  impact:  Choose images that  show concrete act ions (such
as part ic ipat ion in  workshops,  intercultural  exchanges,  or  training
courses)  and key moments (speeches,  debates,  interact ions,  etc. ) .

M O D U L E  4 .  G U I D E L I N E S  F O R  T H E  U S E  
O F  I M A G E S
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Suggestions on the Project ’s  L ine of  Sight

Main messages:  The project ’s  v isual  focus should  ref lect  i ts  mission.  In
the EUR(H)OPE project ,  for  example,  each image should  convey the
values of  diversity ,  inclusion,  sol idar ity ,  and youth empowerment.
Visual  representat ion of  values:  Images should  i l lustrate young
people 's  abi l i ty  to  express themselves,  to  part ic ipate act ively  in
society ,  and to  overcome obstacles  l inked to  socia l  and migratory
contexts.
Commitment  and act ive part ic ipat ion:  Emphasis  should  be p laced on
the act ive part ic ipat ion of  young people,  whether  in  group work,
discussions,  or  creat ive act iv i t ies  (art ,  journal ism,  etc. ) .

Source References for  Shared Images and
Photographic  Outputs

Creative Commons l icenses:  Encourage the use of  images avai lable
under  Creat ive Commons l icenses,  making sure to  respect  the
condit ions (attr ibut ion,  share a l ike,  non-commercia l izat ion) . ² ¹
Free image banks:  Use free recognized platforms to  access high-
qual i ty  and royalty-free images with  c lear  condit ions of  use,  such as:

Unsplash:  High-resolut ion images,  free use with  no registrat ion
required.
Pexels  and Pixabay.  These platforms offer  royalty-free images with
a wide range of  themes.

Paid  image banks:  For  more specif ic  needs,  image banks such as
Shutterstock,  Adobe Stock or  Getty  Images offer  professional-qual i ty
images,  but  a lso require  a  paid  l icense.
Local  photographers:  Whenever  possible ,  h ire  local  photographers to
capture images that  ref lect  the specif ic  real i t ies  of  the project  in  the
various part ic ipat ing countr ies.

21.    See https://creativecommons.org/share-your-work/cclicenses/ for more information.
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Rules for  the Correct  Use of  Images,  Including
Permission and Credits

Visual  qual i ty:  Images must  be high-resolut ion to  ensure they can be
used in  a  var iety  of  formats (pr int ,  v ideo,  socia l  networks,  reports ,
etc. ) .
Correct  use:  Do not  a l ter  an image in  such a  way as  to  distort  i ts
meaning or  change i ts  or iginal  context .  Cropping,  retouching or  v isual
effects  must  respect  the integrity  of  the message conveyed by  the
image.
Image credit :  For  each image used,  appropriate  credit  must  be given.
Images obtained must  include the author 's  name,  source,  and l icensing
condit ions,  i f  appl icable.
Use on socia l  networks and websites:  When distr ibut ing images on
publ ic  p latforms,  i t  is  essentia l  to  mention the credits  and use
hashtags or  descript ions that  respect  the ethics  and mission of  the
project .
Archiving and protect ion:  Images should  be securely  archived,  with
copies of  a l l  consents  obtained.  This  ensures that  i f  images are reused
in the future,  they can be used in  a  way that  respects  r ights  and
privacy.

Using Images in  Storytel l ing

I l lustrat ion of  personal  stor ies:  Images must  be direct ly  l inked to  the
stor ies  to ld  by  the young part ic ipants.  They should  reinforce the story,
br inging a  complementary  v isual  d imension to  the personal  or
col lect ive message.
Integrated mult imedia  content:  Wherever  possible ,  images should  be
used in  combinat ion with  other  media  (audio,  v ideo,  text ,  etc. )  to
enrich the v iewer 's  or  reader 's  experience.
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Elements of  Respect  for  People ’s  Pr ivacy Concerning
Discr iminatory  and/or  Disrespectful  Narrat ives

Protect ion of  part ic ipants:  Avoid  images that  could  undermine people 's
dignity ,  especia l ly  in  the case of  stor ies  re lated to  migrat ion or
sensit ive  subjects.  Do not  broadcast  images that  could  expose
someone to  discr iminat ion or  prejudice.
Informed consent:  Be sure to  obtain  expl ic it  consent  from each person
appearing in  the images,  explaining how these images wi l l  be  used.
This  is  part icular ly  crucia l  in  migratory  contexts,  where confidentia l i ty
is  often essentia l .
Fair  portrayal :  Be careful  to  avoid  stereotyping or  v ict imizing those
photographed.  Images should  show people  in  posit ive,  dynamic,  and
empowering contexts.

Legis lat ive Elements on the Use of  Images of  Minors
and/or  Other  Vulnerable  Categories

Parental  consent:  I f  minors  are  photographed,  i t  is  preferable  to
obtain  parental  or  legal  guardian authorizat ion before publ ishing or
using their  images for  publ ic  purposes.
Protect ion of  vulnerable  groups:  For  vulnerable  populat ions ( refugees,
migrants,  people  with  disabi l i t ies,  etc. ) ,  i t  is  essentia l  to  guarantee
confidentia l i ty  and personal  safety.  No image should  be used without
expl ic it ,  informed consent,  and anonymity  may be a  preferable  opt ion
if  the safety  or  dignity  of  indiv iduals  is  at  stake.
National  regulat ions:  Each partner  country  must  comply  with  local
legis lat ion concerning the use of  images,  part icular ly  those of  minors.
Partners  should  check the laws appl icable  in  their  jur isdict ions.

The use of  images in  a  self-narrat ive project  must  conform to str ict
ethical  pr inciples  whi le  respecting the r ights  of  indiv iduals  and
reinforcing the project 's  main messages.  These guidel ines wi l l  ensure a
responsible  and professional  approach to  the management  of  v isual
content.  These ru les  can and should  be adjusted according to  the local
contexts,  specif ic it ies,  and legal  frameworks of  each country  part ic ipat ing
in  your  project .
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Archiving Your  Mater ia ls

During report ing and self-narrat ive work,  i t  is  cr i t ical  to  ensure that  a l l
data col lected  ( images,  interviews,  recordings,  v ideos,  etc. )  is  proper ly
secured and that  backup copies are created,  both as  a  safeguard against
data loss and for  their  d igita l  security .  In  addit ion to  f i le  storage
problems,  there are a lso possible  legal  problems or  problems re lated to
the topic  of  cybersecurity  or  d igita l  security  i f  confidentia l  information is
not  handled correct ly .  In  this  way,  i t  is  crucia l  to  keep f i les  containing
confidentia l  information saved in  a  way that  is  easi ly  identif iable  and
protects  i ts  access  only  to  yourself  or  other  authorized members of  your
organizat ion.

In  pract ical  terms,  there is  no s ingle  formula  for  label ing or  renaming f i les
and fo lders,  but  rather  each person should  develop a  method they f ind
useful  for  their  own needs,  which is  easy to  remember and to  implement.  I t
is  fundamental  to  do this  on a  t ime-by-t ime basis  ( i .e . ,  as  you go) ,  and not
try  to  save and rename everything at  the end of  the project .

The partners  of  the EUR(H)OPE project  offer  the fo l lowing t ips  for  correct
f i le  storage and archiving pract ices:

Store your  f i les  in  organized fo lders  and give the fo lders  names that
make sense and can be easi ly  remembered.  I t  is  important  to  choose a
consistent  method of  naming the fo lders  and f i les  in  your  project .  For
example,  including the date,  the name of  the publ icat ion,  and a
descript ive text ,  such as  “20240823_EUR(H)OPE_digita lpreservat ion”  is
one example of  a  s imple  and understandable  f i le  naming.  

M O D U L E  5 .  G U I D E L I N E S  F O R
A R C H I V I N G  A N D  P O S T - P R O D U C T I O N
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Always make 1  or  more backups of  your  f i les  to  make sure you don ’ t
lose access to  your  materia ls .  Because digita l  f i les  are  so easi ly
repl icable,  i t  is  easy to  generate mult ip le  copies to  help  you in  case of
data loss.
I t  a lso helps to  save copies in  different  locat ions so that  i f  you lose a
folder ,  you a lways have the f i les  avai lable  in  other  fo lders  or  on other
devices.  For  example,  you can save a  f i le  on the computer ,  on an
external  hard dr ive and in  the c loud.
For  f i les  with  confidentia l  information,  consider  adding password
protect ion,  stor ing them in  a  hidden fo lder  or  encrypted dr ive,  or
naming them in  a  way that  you know signals  they are confidentia l ,  but
is  not  so easi ly  apparent  to  others.  
We recommend stor ing interviews in  secure locat ions where only  you
and members of  your  organizat ion can access them,  ensuring
confidentia l i ty  and security  throughout  the project .

Production and Post-Production Guidel ines

Once you have planned and carr ied out  your  interviews,  gathered a l l
re levant  information and v isual  aspects  (such as  photographs,
infographics,  etc. ) ,  and general ly  have a l l  your  materia ls  ready to  form the
basis  of  your  self-narrat ive project ,  you can then shift  to  the production
and post-production phases.  We recommend keeping the fo l lowing
suggestions in  mind as  you structure your  story ,  ver ify  a l l  i ts  facts  and
information,  and put  the f inal  content  together  in  the post-production
phase:

Start  working on the f inal  product  only  when a l l  the materia l  you have
created is  avai lable,  so  that  you can more easi ly  see the “big  picture”
of  how it  a l l  f i ts  together.  

Re-read or  re-watch a l l  your  interviews  (and not  immediately  after  they
have been conducted! )  to  make sure you have a  c lear  picture of  what
each person said  and how it  might  contr ibute to  the story  overal l .  After
checking them,  make sure to  include them in  your  report ing careful ly .
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Decide whether  to  use the f i rst-person point  of  v iew of  the narrator  or
whether  you need to  gather  other  voices.  Gather  addit ional  voices i f
there is  a  good reason:  for  example,  because you are watching with
your  own eyes,  because you are part  of  the story,  because you br ing a
direct  contr ibut ion to  the work on the topic,  etc.

Double  check that  a l l  possib le  different  opinions that  emerged from
the interviews are wel l-represented in  the f inal  product.  Here,  you can
double-check the veracity  of  the statements of  each person and a lso
confirm the veracity  and representat iveness of  the story  on the whole,
after  you have incorporated a l l  the different  points  of  v iew.

Ensure that  a l l  re levant  mult imedia  content  re lated to  the story  is
present  in  the f inal  product .

Conduct  a  f inal  check on the accuracy  of  a l l  names,  p laces,
information,  quotes,  and any content  that  may not  respect  the
sensit iv i t ies  or  confidentia l i ty  of  someone or  something.

Sharing your  f inal  texts  and/or  products  with  the interviewees before
their  publ icat ion is  a lso good pract ice .  I f  there is  doubt  or  controversy
about  a  certain  e lement  and you have the recording to  prove what  was
said,  you may keep the point  in  the story,  but  general ly  i t  is  more
important  to  pay attent ion to  how people  feel  represented,  and how
they feel  their  stor ies  are  to ld.
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In  addit ion to  the theoret ical  content  and the many helpful  suggest ions,
t ips,  and examples we have included throughout  this  Self-Tel l ing Kit ,  we
are a lso happy to  provide addit ional  information here that  wi l l  help  you
synthesize what  you have learned and better  adapt  this  information to
your  personal  needs and contexts.  

The fo l lowing sect ions aim to  help  you understand the basics  for  how to
structure your  own self-narrat ive storytel l ing project ,  as  wel l  as  offer ing
you several  concrete examples of  act iv i t ies  you may put  into  pract ice with
young people,  youth workers,  or  any other  col lect ive in  order  to  inspire
and empower them to te l l  their  own stor ies  through a  col lect ive self-
narrat ive project .  Feel  free to  adapt  these structures and sample
activ it ies  to  f i t  your  own needs,  interests,  desires,  contexts,  audiences,
and more in  order  to  harness the creat iv ity  and indiv idual i ty  of  each
person ’s  (or  group ’s )  experiences!
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How to Structure a  Self-narrat ive Story

1 .  Def ine the story  project  wel l :  What  story  do we want  to  te l l?  Why? Why
do we bel ieve i t  is  universal?  Why do we bel ieve we are the r ight  people  to
tel l  i t?

2.  Study and research:  Analyze how the same story  was to ld  before us,  i f  i t
happened,  to  f ind one 's  own point  of  entry  and development  of  the story.

3.  Make a  census of  a l l  the voices that  are  important  to  c ite  on that  topic,
making sure that  they represent  as  many points  of  v iew as possible  on
that  topic.  We should  a lso careful ly  ensure that  they are re levant  voices,
either  because they have been chosen as representat ives by  many or
because they have personal  experiences that  are  so important  as  to  be
necessary  for  te l l ing the story.

4.  Work on a  l ist  of  interviews  with re levant  people  and communit ies,  and
schedule  them.

5.  P lan and carry  out  the production phase of  your  project ,  including
recording any interviews,  taking photographs,  creat ing infographics,  etc.  

6 .  With  a l l  of  your  information gathered,  structure your  story  with  a  c lear
narrat ive arc  and decide which other  information and pract ical  detai ls  you
need to  include,  according to  your  chosen format  ( i .e . ,  a  written story,
podcast ,  v ideo documentary,  photojournal ism project ,  etc. ) .

7 .  Make sure to  ver ify  a l l  of  the facts  and information you have gathered
and used in  your  story  to  ensure your  self-narrat ive project  is  true,  in  l ine
with good journal ist ic  pract ices,  and is  respectful  and empowering for  the
communit ies  involved.

8.  F inish strong with  a  good post-production phase ,  which includes
piecing the f inal  content  together ,  edit ing,  saving copies,  and archiving a l l
your  materia ls  in  a  c lear  and concise way.
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Sample Act iv it ies

Activity  1:  Creating a  Podcast  

This  act iv i ty  wi l l  guide you through the basic  steps needed to  create a
short  ( 10-15  minute)  podcast ,  using the pr inciples  of  narrat ive journal ism
found in  the Self-Tel l ing Kit .  I t  is  intended to  be completed over  the span
of  1  morning,  though you can a lways extend the t ime to  a l low part ic ipants
to create more pol ished and professional  products.

Step 1:  Brainstorming and topic selection (9:45 –  10:00,  15  minutes)  
After  div iding into groups,  brainstorm col lect ively  and choose a  topic
you care about  and have some background knowledge on.  This  wi l l  help
create a  strong narrat ive for  your  podcast.
Use the fo l lowing quest ions to  guide your  brainstorming:

What  story  do we want  to  te l l?a.
Why are we the r ight  ones to  te l l  i t?b.
Why is  i t  important  to  te l l  th is  story?c.

Step 2:  Designing questions and structuring the story (10:00 –  10:30,  
30 minutes)

After  select ing a  specif ic  topic  ( the more specif ic ,  the easier  i t  wi l l
be) ,  work together  as  a  group to  design interview quest ions.
Ensure your  story  fo l lows the structure explained in  the Self-Tel l ing
Kit :

Setup/Exposit ion :  Introduce the s ituat ion,  sett ing,  main theme,
and key characters.

a.

Plot :  Out l ine the sequence of  events,  h ighl ight ing the central
conf l ict  and the r is ing act ion.

b.

Climax :  Present  the dramatic  turning point  and the fa l l ing act ion.c.
Conclusion :  End with  the resolut ion of  the story.d.

Step 3:  Role assignment and planning (10:30 –  10:45,  15  minutes)
Decide who wi l l  take on the ro les  of  host  ( interviewer)  and interviewee.
For  the interviewee,  ensure fact-checking for  any stat ist ics  or  c la ims
being shared.
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Plan the podcast ’s  introduction and c losing:
Introduction :  A  br ief  presentat ion of  the host  and interviewee.  ( I f
referencing e lements of  the training,  consult  the draft  of  the Self-
Tel l ing Kit . )
Closing :  A  short  and concise conclusion to  wrap up the podcast.

Coffee Break (10:45 –  11:00,  15  minutes)

Step 4:  Rehearsing the interview/ podcast  (11:00 –  11:45,  45 minutes)
Practice the podcast  structure and s imulate interviews to  ensure
smooth del ivery  before recording.

Step 5:  Recording the podcast  (11:45 –  13:00,  1h15 minutes)
Each group produces their  podcast  in  the studio.

 
The podcast  should  not  be longer  than 10-15  minutes.  Good luck!

Activity  2:  Video Storytel l ing

This  act iv i ty  wi l l  guide you through the basic  steps needed to  create a
short  (5-10 minutes max)  v ideo storytel l ing project ,  based on the
principles  of  narrat ive journal ism and self-te l l ing.  The scr ipt  is  written for
an act iv i ty  that  can be done in  one fu l l  day  (a  “ taster”  session) ,  though you
can easi ly  adapt  i t  to  create more extended video storytel l ing outputs  by
extending the t ime a l lowed for  each step (especia l ly  the recording and
post-production phases! ) .

Step 1:  Brainstorming and Topic Selection (9:45-10:00,  15  minutes)
Divide into groups of  2-4 people  and col lect ively  brainstorm and
choose a  topic  that  is  interest ing and re levant  to  a l l  group members.
You should  have some background knowledge about  the topic  in  order
to create a  strong narrat ive.
Use the fo l lowing quest ions to  guide your  brainstorming:

What  story  do we want  to  te l l?
Why are we the ones who should  te l l  i t?  
Why is  i t  important  to  te l l  th is  story?
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Step 2:  Research and Information-Gathering (10:00-10:30,  30 minutes)
After  select ing the general  topic,  spend some t ime thinking more
deeply  about  what  k ind of  story  you want  to  te l l  and what  k inds of
information and inputs  you need to  gather  in  order  to  te l l  i t  fu l ly .  This
may include the fo l lowing techniques (among others) :

Mini- interviews with group members  to  hear  their  stor ies  and
decide which e lements are key to  te l l ing the story  and which may
help reinforce or  add interest  to  the story.
Doing research onl ine  for  more background information,
def init ions,  data,  and even consult ing examples of  how others  have
engaged with  the topic.  This  wi l l  help  enrich the personal  story  at
the core of  the report ing.

Since this  is  a  self-narrat ive exercise,  i t  wi l l  be  helpful  to  decide on
the core narrative you want  to  convey in  your  v ideo storytel l ing during
this  stage.

Step 3:  Structuring the Story and Planning the Visual  Aspects (10:30-
11:00,  30 minutes)

With the inputs  from Step 2,  outl ine the structure of  your  story ,  using
paper  and pen or  the onl ine tool  Miro  to  map out  what  you want  to  te l l ,
and how.  
Make sure the structure of  the story  fo l lows a  c lear  narrative arc (as
explained in  the Self-Tel l ing Kit ) :

When your  narrat ive structure is  in  p lace,  plan which visual  aspects
you wi l l  need to convey this  story .  Remember to  keep the overal l  t ime
frame of  the f inal  v ideo product  in  mind (5-10 minutes) ,  as  wel l  as  how
much t ime you can dedicate to  creat ing i t .  Some of  the e lements you
may choose to  incorporate might  include:

Recording v ideo interviews with  key interviewees or  groups of
people  
Recording other  footage from the f ie ld
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Setup/Exposit ion :  Introduce the s ituat ion,  sett ing,  main theme,
and key characters.

1 .

Plot :  Out l ine the sequence of  events,  h ighl ight ing the central
conf l ict  and the r is ing act ion.

2.

Climax :  Present  the dramatic  turning point  and the fa l l ing act ion.3.
Conclusion :  End with  the resolut ion of  the story.4.

https://miro.com/


Recording audio  or  background sounds
Taking or  col lect ing photographs that  i l lustrate your  point
Col lect ing Infographics,  data v isual izat ions,  and other  graphic
materia ls ,  etc.

Coffee Break (11:00-11:30,  30 minutes)

Step 4:  Writ ing the Scripts for  Each Element (11:30-12:00,  30 minutes)
Take your  l ist  of  v isual  e lements and write a  script  for  each part  that
wil l  guide the f i lming .  This  wi l l  help  you manage your  t ime effect ively
and be more precise in  your  f i lming so you don ’ t  have to  do as  many
takes.

For interviews ,  compi le  a  l ist  of  quest ions and rehearse br ief ly .
P lan where you want  to  record the interviews and how long i t  wi l l
take.
For recording footage or  sounds in  the f ield ,  th ink about  where
you need to  go to  record them,  how long the c l ips  need to  be,  etc.
For  photographs ,  th ink about  where you wi l l  take them or  where
you can download non-copyrighted photographs from the web.
For  infographics,  data visual izations,  and other  graphic
materials ,  th ink about  where you can download these e lements
with Creat ive Commons l icenses,  or  how you can create your  own
(using programs l ike  Canva ,  for  example) ,  as  wel l  as  how much t ime
this  wi l l  take.

Step 5:  Production– Recording and Gathering Materials  (12:00-14:00,  2
hours)

Using your  scr ipts  and general  p lan for  f i lming,  go out  into  the f ie ld  (or
work onl ine)  to  record and gather  al l  the raw content  you need for
your story.  
We recommend dividing the work between team members  according
to locat ion and the t ime i t  wi l l  take to  record,  in  order  to  use your  t ime
eff ic ient ly .
Make sure to  save each piece with an easi ly  identif iable  t i t le  that
describes i ts  content  and place in  your  story  structure  ( for  example:
Interview Car los_Event  1 )  to  make the next  stage of  post-production
much easier .

Lunch (14:00-15:30,  1h30 minutes)
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Step 6:  Post-Production– Video Edit ing and Sharing (15:30-17:30,  2
hours)

Once a l l  your  v isual  materia ls  are  gathered according to  p lan,  you can
use free programs l ike  Clipchamp  or  Adobe Express  to  upload and
edit  the materials  into  a  coherent  v ideo.
I f  you have t ime and want  to  create more interact ive v ideo storytel l ing
content ,  you can use the program Stornoway ,  which a l lows users  to
cl ick  and interact  as  they watch your  v ideo.
When your  content  is  f in ished,  you can share it  to  YouTube,  Vimeo,
social  media,  or  any other  p latform you choose!  

Activity  3:  “Stories of  Belonging”:  Creating a  Photo Narrative
 
Objective:  To explore and document  European identity  and belonging
through photojournal ism,  encouraging part ic ipants  to  engage with  their
local  communit ies  and ref lect  on their  shared values and experiences.

Duration:  5 .5–7  hours  (can a lso be extended to  more than 1  day) .

Round 1:  Brief ing (30 minutes)
Introduction to  Photojournal ism:1 .

Explain  the basics  of  storytel l ing through photography:
composit ion,  l ight ing,  framing,  and capturing emotions.
Discuss ethical  considerat ions:  respecting pr ivacy,  obtaining
consent,  and portraying subjects  with  dignity .

Theme Explorat ion:2.
Introduce the theme:  "Belonging in  a  Changing Europe. "
Encourage part ic ipants  to  think about  what  belonging means in
their  community  and how migrat ion,  culture,  and identity  intersect.
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Round 2:  Fieldwork –  Capture the Story (3–4 hours)
Community  Interact ion:1 .

Part ic ipants  choose a  subject  or  topic  that  embodies the theme.
Examples might  include:

A migrant  sharing their  experience of  f inding home in  a  new
country.
A  youth gathering showcasing cultural  exchange.

https://clipchamp.com/en/video-editor/
https://www.adobe.com/express/
https://www.stornaway.io/
https://www.youtube.com/
https://vimeo.com/


2.  Photo Documentat ion:
Capture a  ser ies  of  5–7  photographs that  te l l  a  coherent  story
about  their  chosen subject .
Ensure that  each image serves a  purpose,  from sett ing the scene to
highl ight ing emotions and act ions.
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Round 3:  Narrative Development (1  hour)
Select  & Sequence:1 .

Part ic ipants  review their  photographs and select  the most
compel l ing shots  to  create a  narrat ive f low.
Arrange the images in  a  logical  sequence that  enhances the
storytel l ing.

Write  Captions:2.
Write  a  br ief  caption for  each photograph,  providing context  and
deepening the audience 's  understanding of  the story.

Round 4:  Group Sharing & Reflection (1–1 .5  hours)
Present  the Stor ies:1 .

Each part ic ipant  or  group presents  their  photo story  to  the larger
group.
Discuss the chal lenges they faced,  the decisions they made,  and
what  they learned.

Feedback & Ref lect ion:2.
Faci l i tate  a  discussion on how these stor ies  connect  to  broader
themes of  European identity  and belonging.
Encourage part ic ipants  to  ref lect  on the power of  v isual
storytel l ing as  a  tool  for  advocacy and socia l  change.

Materials  Needed:
Cameras or  smartphones with  good photo capabi l i t ies.
Notebooks or  digita l  devices for  note-taking and caption writ ing.
Pr inted copies of  consent  forms ( i f  necessary) .

Outcome:
This  exercise wi l l :

Enhance part ic ipants '  ski l ls  in  v isual  storytel l ing and journal ism.
Foster  a  deeper  understanding of  European identity  and the diverse
experiences within  their  communit ies.
Produce tangible  outputs  (photo narrat ives)  that  can be showcased
during project  act iv i t ies.



This  Self-Tel l ing Kit  has sought  not  only  to  offer  a  base of  information on
narrat ive journal ism and self-narrat ive techniques,  and concrete
suggestions for  how to  te l l  a  story  through a  self-narrat ive project ,  but
also to  inspire  you to  immerse yourself  in  the heart  of  personal  and
col lect ive experiences .  Through self-narrat ion or  self-te l l ing,  i t  is
possible  to  explore the nuances and complexit ies  of  te l l ing a  story ,
transforming the experience into an act  of  sharing that  goes beyond
simply  conveying information.  In  fact ,  narrat ive journal ism does not  l imit
i tself  only  to  transmitt ing facts,  but  rather  invites  the reader  to  l ive  in  and
ref lect  on stor ies  through a  deeply  human point  of  v iew,  part icular ly  that
of  the people  who experience these events  f i rst-hand.

In  a  wor ld  where topics are often treated superf ic ia l ly ,  the EUR(H)OPE
project  works to  restore value to  the emotional  and subject ive dimensions
of  storytel l ing,  so  that  each story  can be l istened to  with  even more
empathy and understanding.  This  is  possible  precisely  through the use of
the tools  of  narrat ive journal ism presented in  this  Self-Tel l ing Kit ,  as  wel l
as  the greater  idea of  maintaining the pr inciple  of  a  self-narrat ive sty le  of
storytel l ing,  which is  capable  of  speaking to  as  wide an audience as
possible ,  not  just  those who are a lready attent ive and sensit ive  to  certain
issues.

We hope you wi l l  f ind the information,  tools ,  suggest ions,  examples,  and
structures in  this  Self-Tel l ing Kit  useful  for  creat ing your  own self-
narrat ive projects,  or  for  working with  young people,  youth workers,  or
other  col lect ives as  you empower them to learn new ski l ls  and to  te l l  their
own stor ies.  I f  you decide to  share your  results  publ ic ly ,  don ’ t  forget  to
tag us on Instagram or  Facebook or  let  us  know via  the EUR(H)OPE project
website  so we can enjoy  them and help  ampl ify  their  reach!

C O N C L U S I O N S
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https://www.instagram.com/eurhope_project
https://www.facebook.com/eurhopeproject
https://www.eurhopeproject.com/
https://www.eurhopeproject.com/


This  Self-Tel l ing Kit  was created through the jo int  efforts  of  the four
partners  of  the EUR(H)OPE project  (Project  code:  ERASMUS-YOUTH-2023-
CB-101131392) ,  which is  co-f inanced by  the ERASMUS+ programme of  the
European Union under  i ts  Capacity  Bui ld ing for  Youth l ine,  from Apri l  2024
to March 2026.

The content  of  this  Self-Tel l ing Kit  and a l l  other  project  materia ls  ref lect
the v iews and opinions of  the authors,  and the European Commission
cannot  be held  responsible  for  any use which may be made of  the
information therein.  

Many thanks to  the fo l lowing project  partners  for  their  act ive
col laborat ion in  creat ing the Self-Tel l ing Kit :

Content  and Coordination
Rachele  Renno and Christ ian El ia ,  QCODE Socia l  C lub
Entenela  Ndrevataj  and Rea Nepravishta,  Qendra Uja
Daniel le  Bishop and Mariana Pfenniger ,  CEPS Projectes Socia ls  
Safouane Oumha and Moustapha Ben Mouh,  Morocco ’s  Fr iends Foundation

Edit ing and Proofreading
Daniel le  Bishop & Mariana Pfenniger ,  CEPS Projectes Socia ls

Graphic Design
Sofia  Nardacchione,  QCODE Socia l  C lub

C R E D I T S
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