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Introduction: Arts-based social interventions: 
Policy-oriented results of the AMASS project
Introduction to the case studies

Andrea Kárpáti and Raphael Vella

This book presents 21 successful arts-based efforts to respond to social problems that 
are experienced by disadvantaged communities: children living with physical challenges, 
suffering from financial and educational poverty; elderly women in solitude; migrants 
facing a strange but welcoming cultural context; Roma youth fighting negative stereo-
types and many more. Our research project, Acting on the Margins: Arts as Social Sculp-
ture (AMASS), is funded by Horizon 2020 under the theme of Societal Challenges and 
The Arts. AMASS ideas about the power of the arts: the potentials of arts education to 
impact cognitive and affective development, motivation, self-esteem and self-expression 
have been implemented and researched in depth in the case studies. From the cultural 
rights perspective of marginalisation and other forms of exclusion, we used arts-based 
interventions with community involvement to address social and health-related chal-
lenges. Revealing the interconnectedness between social, economic and cultural exclusion, 
we planned interventions to develop skills, strengthen identities and build communities. 
Empowered for democratic participation and self-expression, the participants of our pro-
grammes are now charting their own way to learning and personality development.

Why did we use the arts and not social work or political action to support margin-
alised communities? Why did we focus on socially-engaged art? Artistic value is a dis-
tinctive social value. Art helps us confront unpredictable situations and bring the added 
effect of life-altering catharsis to educational projects. Engagement with the arts facili-
tates learning, as they serve as catalysts for knowledge acquisition through visualising 
complex concepts and processes. Education through the arts often involves unlearning 
inhibiting norms and rules of representation that are not the only option, but only one of 
a wide range of possibilities.

We started our work with an extensive review of English language research litera-
ture about arts-based social interventions. Multiple impacts of the arts were interpreted 
through “participatory means to agency and empowerment, identity and expression, and 
learning and development. These categories are related to analytically derived positions 
of marginalisation as predominantly structural- or more individual-based. Art is con-
ceived of as a way to bridge these positions through an understanding of its educational 
qualities. These categories offer a fruitful but also potentially limited role of the arts in 
society” (Gusén et al., 2021, 12).

The systematic literature review (SLR) performed by Sofia Lindström and the AMASS 
team of the University of Boras gave us a firm grounding for the design of the interven-
tions. The SLR was conducted from February 1 to August 31, 2020. The time period se-
lected was 1990–2019, and peer-reviewed articles in English were available in the digital 
format in the SCOPUS and Web of Science databases. More than 10,000 papers were 

https://doi.org/10.4324/9781003376927-1
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identified in the first search, and the final sample that was reduced  through bibliomet-
ric data  included 110 relevant papers. The content analysis revealed four overarching 
themes:

1	 Effects on cognitive and psychological learning skills, with the subcategories School 
performance and engagement in class, attitudes, values and beliefs of young people, 
productive behaviours in therapy for young people and cognitive functions and well-
being of the elderly.

2	 Effects on knowledge gain and knowledge dissemination, with the subcategory Health 
and preventive action among children and young people.

3	 Testimonies of marginalisation in drama production were linked to the subthemes 
of social exclusion and environmental issues among refugees and effects on the well-
being and self-esteem among young people.

4	 Effects on social inclusion, well-being (“at-risk” young people).

Most frequently targeted populations of arts-based interventions targeted the Roma 
minority and migrants. Methodologies of past projects employed overwhelmingly the vis-
ual arts and theatre/drama and focused on participatory methods challenging the norm 
of passive spectators. Based on the papers, it was difficult to determine success because 
they included narrative accounts about the activities unsupported by assessment data. 
Knowledge and skills development may not be the most important proof for the success 
of an arts-based intervention, but in many cases, it may be instrumental in securing a bet-
ter future for participants through access to further education and vocational training. 
Several arts-based interventions were reported to have important benefits in the affective 
and motivational realm, but their promoters reported only their conviction that these 
benefits would be evident months or years after the conclusion of the project. Optimal 
methods of capturing the impact of the arts are not straightforward, and as Daykin et al. 
conclude, it is unlikely to find a single methodology that serves as a “gold standard” in 
research on the impacts of the arts because most of the implied gains can be evidenced 
in months or even years after the termination of the intervention (2008). We compiled a 
booklet of case studies of successful socially oriented arts education programmes (Kárpáti 
and Sarantou, 2021) and evaluated results of our projects through authentic assessment 
tools that were in line with project objectives and ensured sustainability through a clear 
articulation of observed gains of the interventions.

We also conducted a survey in AMASS participant countries about arts-based social 
interventions and revealed many good practices that were never published in English lan-
guage books or journals; we invited our partners from seven countries, the Czech Repub-
lic, Finland, Hungary, Italy, Norway, Portugal and the United Kingdom, to document 
arts-based social programmes undertaken between 2010 and 2020 and documented in 
national languages. Our project database consists of 133 templates that describe a wide 
variety of programmes, representing a variety of art forms and methodologies of col-
laborative and individual artistic practices. These good practices were used to build on 
accomplishments and identify needs to fulfil.

The literature review and the project database analysis showed that previous interven-
tions mainly targeted children and young adults and middle-aged and older generations 
were rarely involved. Among project objectives, self-expression and identity development 
and successful appropriation of cultural values seemed to be the most important. These 
interventions often lacked the assessment of results. Narratives by the project promoters 
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and enthusiastic recollections of selected participants were heart-warming but failed to 
prove that the arts successfully catalysed positive change. The lack of accountability 
could have been one of the reasons why most interventions were terminated as soon as 
financial support from grants ran out. Another reason was the lack of training and men-
toring of local artists and educators who could utilise project results.

Based on the analyses of previous arts-based social interventions, we designed sustain-
able and accountable programmes involving a wide range of participants in 35 experi-
ments that utilised the impact of arts for addressing marginalisation and exclusion. Our 
objectives were:

•	 To develop and sustain innovative projects in formal, informal and nonformal arts 
education.

•	 To collect, analyse and evaluate project results to measure their impact.
•	 To realise active participation of stakeholders of disadvantaged communities as an 

added value.
•	 To promote networking to increase impact, engaging stakeholders on local, regional 

and national levels.
•	 To use public spaces sustainably and thus increase community participation.
•	 To renew the promotion of culture using technology.
•	 To enhance and assess cognitive, affective and psychomotor skills development.

The various sections in this publication refer to different art forms, media, general 
themes and contexts in order to provide research-based evidence about the effects of 
developing arts-based strategies that meet these key needs. While all the artistic projects 
described in individual chapters promote broad participatory practices in and through 
the arts, they also provide information about the importance of sustaining cross-sectoral 
innovation that is linked to measured impact and identifiable results.

In AMASS, the visual arts were clearly the art form that most participants, artists and 
researchers employed in their projects and workshops. The chapter Visual Arts for Social 
Inclusion presents experiments that were carried out in Portugal, Malta, the United 
Kingdom, Hungary, the Czech Republic and Finland. Teresa Eça and Ângela Saldanha’s 
text on the work of the Portuguese teachers’ association APECV revolves around a model 
they refer to as a Pedagogy of Interdependence: an educational approach in which per-
sons with special health-related needs are supported in their creative ambitions. This 
approach is implemented through arts-based methods that are informed by participatory 
research and community-driven strategies. These interventions were hindered by several 
restrictions during the COVID-19 lockdown. Nevertheless, important creative results en-
sued as well as data related to social impact of the arts and policy implications to provide 
opportunities for such efforts.

In their chapter, Erika Kugler and Andrea Kárpáti describe and assess a research pro-
ject carried out in the Hungarian educational system, in which the abilities of students 
with learning difficulties tend to deteriorate in Grade 5 once specialised teachers take 
responsibility for different school subjects. The project’s focus is on developing mathe-
matical skills through art, is quite unique in AMASS due to the interdisciplinary, project-
based methods of teaching and learning and the impressive developmental trajectories 
students presented. Comparably, the chapter by Raphael Vella and Milosh Raykov on 
the use of visual arts strategies and other methods like Photovoice with a group of sub-
Saharan migrants in Malta seeks to assess a combination of creative outcomes in different 
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media, interpersonal skills development and findings from artists’ journals, pre- and post-
workshop evaluations, and other benefit from environmental improvements.

Magdalena Novotná and Marie Fulková’s chapter “Searching for Beauty: Art at a 
Distance” explores ways of simulating exhibition visits in a virtual setting. In the home-
made “museums” that were developed by participants, new forms of dialogue through 
sharing collections of family histories helped to weave new forms of beauty despite the 
educational and other difficulties that were experienced in a period of social isolation. 
In the second chapter by the same authors, “Cut for New Times: Emancipatory Effects 
of Artistic Open Form”, the issue of inclusion was studied with students at the Faculty 
of Education in Charles University in Prague. A similar conclusion to that of the previ-
ous chapter was drawn here: art education should be based on personal encounters, and 
distance learning can only be considered as an additional, and relatively limited, mode of 
delivery and communication, not as a replacement for more direct educational methods.

Two chapters by AMASS members from the University of Leeds engage with some 
of the key themes identified in several educational experiments, such as the activation 
of communication networks among experts and the assessment of creative activities in 
order to gauge their impact. While the chapter by Tang Tang, Paul Wilson and Kiwoong 
Nam describes research undertaken to articulate connections and reveal the develop-
ment of sustainable relationships in an international research project like AMASS, the 
chapter by Tang Tang and Paul Wilson uses a dialogical correspondence model to study 
and assess perceptions and expectations related to participation in AMASS. These self-
reflections of the research community help contextualise the arts-based experiments.

The use of drama strategies in participatory arts research is discussed in two chapters 
in Drama-based interventions for social inclusion. The chapter by Isabelle Gatt discusses 
the theme of ageism and how this can be highlighted through theatrical processes in an 
Active Ageing Centre in Malta. While the participants in this theatre project found the 
experience challenging, they also felt that it was rewarding and helped to build a sense 
of group cohesion. The chapter by Raphael Vella, Milosh Raykov, Karsten Xuereb and 
Toni Attard refers to another theatre project and study that made use of a mixed-methods 
approach in order to understand challenges faced by persons with intellectual disabilities 
in Malta and to develop a creative outcome that highlighted the participants’ ability to 
work in challenging circumstances. This is clearly in line with the third key need identi-
fied earlier, the importance of inclusionary policies.

The section on Environmental and design education projects presents a wide vari-
ety of methods and target populations. Some of the research foregrounded here refers 
to curricular innovation to promote skills development of disadvantaged groups. The 
section includes a chapter by Anna Eplényi, Rita Terbe, Gertrúd Schmidt and Dóra Sze-
ntandrási, who show the wide-reaching educational effects of a spatial skills development 
programme for teachers of socially challenged students. The chapter by Mirja Hiltunen 
uses arts-based action research to target a completely different population: a school com-
munity in Utsjoki, the northernmost municipality in the European Union. One of the 
main outcomes in the Finnish project was that participants in the school community 
grasped the importance of relating different learning contents to each other through the 
medium of contemporary art.

In contrast − and in line with the fourth identified key need to broaden social participa-
tion in the arts and culture − another Finnish project discussed by Maria Huhmarniemi, 
Satu Miettinen and Melanie Sarantou targeted a broader range of individuals and com-
munities to understand how the arts can serve to improve well-being and human-nature 
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relationships. Similarly, broad in its reach, yet more activist in nature, is the artistic 
project discussed by Margerita Pulè, Milosh Raykov, Raphael Vella, Karsten Xuereb 
and Kristina Borg in their chapter that focuses on urban overdevelopment in Malta and 
the need for civic engagement and guerrilla actions to counter challenges of this sort. 
The chapter by Ângela Saldanha and Teresa Eça in this section also illustrates the range 
of possibilities in socially-engaged arts, as it promotes the participation of Roma com-
munities and unemployed persons engaged in arts projects through an exhibition at the 
Museum of Misericórdia in Viseu, Portugal.

The section called Media-based social interventions includes two chapters about the 
use of new media and social media. Carolina Gutiérrez Novoa and Silvia Remotti write 
about the work of PACO Design Collaborative, leading young people in Italian suburbs 
to document their surroundings with analogue cameras. This experience helped partici-
pants to gain new skills in a medium they were not acquainted with and express ideas 
about their environment through the language of art photography. The Roma Cultural 
Influencer training programme presented by Andrea Kárpáti, Ágnes Veszelszki, Lajos 
Kovács, Márton Rétvári and Eszter Deli seeks to highlight the cultural heritage of the 
Hungarian Roma minority through empowering young Roma women to open new chan-
nels that present moral and aesthetic values of life and culture, In a male-dominated me-
dia environment that is characterised by narratives of segregation, marginalisation and 
unemployment, or acts of aggression, their clear and strong voice opens new dialogues. 
Their positive and encouraging posts about of role models, art treasures and cultural 
achievements are well received by Roma and Hungarian youth and strengthen the feel-
ings of confidence and recognition among the followers of the Cultural Influencers.

The last section on Social interventions in nonformal settings brings together chap-
ters from three countries in the EU: Finland, the Czech Republic and Hungary. The 
chapter authored by Zsófia Albrecht focuses on a new educational initiative in the 
Hungarian National Gallery to develop the cognitive and affective skills of students 
with Special Educational Needs through interdisciplinary museum experiences. Art-
works of the Hungarian National Gallery serve as educational resources and make 
museum collections central to experience-based learning. Another project in a museum 
setting, the chapter by Zsófia Somogyi-Rohonczy, presents an educational programme 
for children of the disadvantaged living quarters in the immediate vicinity of the beau-
tiful modern edifice of the Ludwig Museum in Budapest. The programme utilised con-
temporary art as a catalyst of learning about core identity and personality issues. 
Their teachers were mentored by museum educators to introduce and wrap up the 
museum experience at school. Art educators, along with teachers of other disciplines, 
acquired methodologies and tools to ensure the sustainability of the art appropriation 
programme, with the key message: “It’s your life!”, that build bridges between visual 
and media arts and their young audience.

Also dealing with museum education, the chapter by Marie Fulková and Magdalena 
Novotná focuses on an exhibition at the Museum of Applied Arts in Prague and its use 
in a project with hearing-impaired children in a Czech school. Importantly, this chapter 
offers a nuanced view of the target population in Czech education, highlighting short-
comings in meeting the needs of such children. Another text by the same authors also dis-
cusses a museum visit in a chapter that highlights and studies Roma-related issues. Here, 
the authors conclude that museum and gallery education can develop cognitive abilities, 
though the under-valuation of the arts in curricula and educational settings continues to 
offer severe challenges.
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Starting with a provocative question − Is money a dirty word? − the chapter by 
Melanie Sarantou and Niina Karvinen studies how market forces affect certain art forms 
and cultural production generally. Working with artists and designers based in Finnish 
Lapland, the experiment explored new possibilities of getting artists to engage with the 
business world. Among the results, a revealing outcome is that artists have generally 
positive attitudes towards entrepreneurial practices and marketing strategies. They want 
to enter central stage, coming from the margins of the land.

A wide range of good practices are described in different sections of this book. They 
can serve as an inspiration for policymakers to harness the potential of the arts to address 
social marginalisation in Europe. The projects presented here suggest that artists and arts 
educators are ready and able to meet this challenge.
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Dialogical correspondence of socially-engaged 
participatory arts research project

Paul Wilson, Tang Tang and Ki Woong Nam

Participating in socially-engaged participatory arts research

Socially-engaged art practice and research involve individuals and communities as the me-
dium or material of the work to transform society and society’s impacts. Its intention to 
impact people and communities directly makes socially-engaged arts different from other 
types of art. The artworks – outcomes of the collaborative act – are shaped by the inten-
tions and actions of each participant or agent. As a result, it can produce diverse intended 
and unintended consequences of some significance. Similarly, the artists’ and art research-
ers’ methods, processes and projects of knowledge creation are also outcomes of such a 
collaborative act and could be considered as potential instances for the development of a 
particular type of art or social sculpture since their results and impacts often act and achieve 
the same intentions as other types of art activities. This case study aims to establish a theo-
retical framework for assessing and developing shared understandings around expectations 
and experiences of participation within and through one particularly complex instance of 
socially-engaged participatory arts – the externally funded international, interdisciplinary 
research project called AMASS (Acting on the Margins: Arts as Social Sculpture).

Description of target population

Socially-engaged arts by its nature are participatory and collaborative and can result 
in sites or situations of great complexity. There is a growing need for artists and art re-
searchers to carefully consider and manage the complexities generated by multicultural 
and multidisciplinary research projects. Beneficiaries from this case study will include 
artists, art researchers, communities and organisations who participate in the arts-based 
and socially-engaged participatory arts research projects. The research advances our 
understanding of how teams of individuals, partnerships between organisations, agree-
ments among institutions and connections to communities within and outside the specific 
research context can establish a positive pre-award relationship for gaining funding and 
producing new knowledge via the activities outlined by the application.

Description of methodology and procedure

This report presents the results of research investigating the application ‘dialogical cor-
respondence’ model as a means to understand the complexities in establishing pre-project 
relationships. We first conducted a literature review that analysed ideas of correspondence 
(Ingold 2015) and dialogical practice (Kester 2000) and highlighted key concepts that  

1
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help to establish research relationships. A wider range of factors were further identified 
through an auto-ethnographic study (Wilson 2020) with all AMASS project partners and 
then mapped onto the theoretical model of dialogical correspondence.

Literature review to develop the factors dialogical correspondence

Correspondence

The concept of correspondence reframes ideas of social engagement to view and review in-
teractions in a way that acknowledges the multidimensionality of relationships. At the core 
of correspondence is the idea of being-with-others (and other things) and, consequently, of 
a weaving together of the actions, ideas and outcomes that are constituted or result from 
these acts: correspondence is, fundamentally, a process (of being-with) rather than viewed 
by a need to arrive at a stable or concrete endpoint or being composed additively by sets of 
discrete elements (Ingold 2017a). Fundamental to correspondence is an idea of openness as 
critical to any activity (ibid) where a life lived with others depends upon engagement with 
all others – and that such relationships are determined by an idea of meshwork, entangle-
ment and movement, of things travelling back-and-forth between participants and of a 
joining-together (Ingold 2017b). Such joining might often not result in an ordered form 
for correspondence (or an ordered structure to any situation) but, instead, calls forward a 
harmony between participants – being attuned to each other and how this is shaped in the 
process of becoming-with are regarded as critical to correspondence.

Correspondence can be considered as a communicative act of anticipation and response. 
The word correspondence conjures images of the materialities of meaningful human com-
munication and of a connection and intimacy between individuals, even over great dis-
tances. Correspondence is determined, therefore, by a gap between ourselves and others. It 
acknowledges the potential for some kind of meaningful exchange within these spaces. It 
calls for us to recognise and embrace how our experiences of being human are co-created 
within moments of dialogue and reciprocal communication. Gatt and Ingold’s (2013) dis-
cussion of correspondence can be used as a model to identify things that pass over, between 
and through scenarios of complexity such as the research relationship. It allows for the iden-
tification of the matter of any exchange and for describing the bond formed as a result (be-
tween all parties in any scenario). It results in a mesh or network along which such ‘gifts’ are 
exchanged as the basis of each scenario’s complexities and their respective correspondences.

Within arts, design or creative practices, correspondence acts to generate possibilities 
to suggest and speculations that are responses-in-process within any such discrete situa-
tion or context (Ingold 2017b). Ingold’s ideas of correspondence present us with a way to 
reflect on the types of activities and interactions that are part of a project such as AMASS –  
correspondence being an inherently social and socialised activity determined by the entan-
glements and co-existence of all partners who are part of such a relationship (Ingold 2015).

Dialogue

Kester (2000) has outlined a model for an immersive, participatory and community-led 
art practice within which relationships, aesthetics and ideas of exchange are (re)defined 
in terms of their being ‘dialogical’. He discusses how, an arts-based practice that is es-
tablished upon ideals of dialogue or discourse stands out for its sense of having coherent 
values, a utilisation of opportunities for bi-directional communication and the potential  
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for contribution to a strategy or approach. Such dialogue allows for opportunities to 
remake not only the artist but also their collaborators, the ‘object’ of any art practice 
and the knowledge that can be created around and within any dialogical interaction. He 
identifies the following three characteristics of ‘discursive or dialogical art practice’

Interdisciplinarity

Chiefly, of being ‘between’ (institutions, established discourses), at – or as – an interface 
between people and between established or emerging knowledge, actively tracing new 
disciplinary trajectories or routes between, through and around those that currently exist 
or have been developed.

Operating with/on multiple registers of meaning

Meaning is not held within an object or determined by a viewer but ‘dispersed through 
multiple registers’, of both space and of time, where it can and should be co-created by 
particular contexts of reception and the range of ‘discursive systems’ at play. For Kester’s 
notion of dialogical practice, ‘the work is constituted as an ensemble of effects and forces, 
which operate in numerous registers of signification and discursive interaction’.

Indeterminacy – but one that is dialogical and not formal

Meaning, however messy or difficult to ascertain, is still something that can be agreed 
upon or defined – a given in any dialogical process for knowledge production which aims 
for a degree of novelty or innovation.

An auto-ethnographic study with AMASS project partners

A project like AMASS is a complex hyper-object and challenging to fully understand. We 
recognised a potential to grasp or represent the relationships among its partners in a way 
which reflected the needs for, and practices of, dialogue at many levels. The purpose of our 
study was not just to visualise or communicate this dialogue but also to create instances 
where we could try and capture ways to understand it from the inside out.

Recognising that Design-led communication has a role to play in helping navigate the 
complexities of contexts, individuals, institutions, activities and relationships in AMASS 
so that meaningful and valuable research can result, a novel method for participation 
making use of a series of bespoke, auto-ethnographic tools (Wilson 2020) was adopted 
to encourage intra-community communications. These graphic tools were deliberately 
designed to create experiences of novel participation which, through their use of textual 
production and dialogical interaction, allowed for an embodied, performative use of 
memory to recall and identify significant moments or events in the project’s life and in the 
lives of its members. A four-phase interpersonal relations framework was used to encour-
age conversation and to elicit narratives of autobiographical memory on the project’s 
development during the pre-award phase:

1	 Association: How did you find each other or first meet? How did you establish a com-
mon language to discuss your working relationship?

2	 Build-up: How did you identify common goals? Were there opportunities to bring 
together pre-established directions for the project?
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3	 Continuation: How did you establish mutual trust? Were there any considerations you 
had to make with regard to power within the relationship?

4	 Transformation: Has the relationship changed since your first discussion and subse-
quent decisions? How have you been able to manage these changes?

Fourteen AMASS project partners from six institutions (two to four participants per 
country) participated in auto-ethnographic workshops online via Microsoft Teams and 
using the Miro platform. The insights gathered assisted the identification of the details 
which would go on to shape our dialogical correspondence model.

Summary of assessment methods and outcomes

The synthesis of Kester and Ingold’s concepts allows correspondence to be mapped as a 
key characteristic (and outcome) of this distinct and particular instance of research-led re-
flection and dialogue. Three themes and seven subthemes emerged from the analysis of 
results from auto-ethnographic workshops and revealed examples, moments or suggestions 
of correspondence.

New knowledge generated at the interstices of collaboration

Meaning develops from motivations and mutual need. Three subthemes connected 
to Kester’s category of interdisciplinary emerged from the participants’ narratives of 
relationship-as-process.

•	 A value in Embracing dynamism: experiences of relationship are considered as some-
thing active and valuable – an action and an intentional (or designed) activity which 
benefited from (and made use of) a pre-established ‘network of networks’.

•	 No correct ways for proceeding: it recognised that having to work together in ways 
that are not precise or perfect and which, sometimes, might require the use of creative 
intuition in response to uncertainty.

•	 Balancing professional and personal: dialogue must complement but not replace estab-
lished hierarchies. For dialogue to be sustainable, there is a necessity to both cultivate 
motivations and recognise mutual need.

Operationally-polysemic meaning was present in the project

For Kester, meaning is situated across contexts and within or between relationships. Our 
participants’ articulation of their experience in forming the AMASS relationships re-
sulted in three notable subthemes.

•	 Recognising the value in connections: participants’ perception of a project’s value is 
situated by the range of constituents that make up its network of networks and the 
connections between people, and their contexts.

•	 Agreeing on common understanding: the open-ended nature of the project’s call docu-
ment meant that a deliberate activity of seeking or making meaning was required and 
could be developed through a series of interactions in response to the call’s text.

•	 Considering people’s institutional contexts an individual’s motivations and connec-
tions between individual partners might not be enough to result in a stable or sustain-
able relationship.
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Uncertainty is a condition of meaningful engagement and dialogical exchange

For Kester, productive, innovative and potentially successful relationships (and their un-
derpinning values) should embrace the ambiguities and challenges which define their 
dialogical interactions. In the context of an emergent research network, positive or con-
structive indeterminacy necessitates the co-creation of meaning. Our participants recog-
nised a number of instances of positive or constructive indeterminacy, where ongoing 
dialogue allowed for correspondence which helped to co-create meaning for the network 
and its ambitions.

•	 The establishment of relationships in the AMASS network was frequently a non-linear 
or interrupted process.

•	 Negotiating a reliance on others: interdependence was cultivated directly and deliber-
ately through, between and within the relationships which form a network.

•	 Recognising reasons for success: moments of certainty are often a direct result of pro-
cesses of dialogue and meaningful exchange.

The dialogical correspondence model

There are clear overlaps between Kester’s notions of ‘dialogical interaction’ and how In-
gold determines the characteristics of ‘correspondence’. Likewise, Kester’s assertion that 
dialogical practices are determined by their ‘ensemble of effects and forces’ itself reflects 
Ingold’s discussion of correspondence as being defined as an entanglement and a ‘mesh-
work’ of participants and their relationships, activities, contributions, etc. Our model 
of dialogical correspondence’ has an idea of ‘relationship as process’ at its heart which 
recognises that our consortium and project were both processes of ‘being and becoming’. 
The model embraces an idea that our correspondences are formed and take place through 
shared experiences of communication and we feel our three themes (outlined above) can 
serve as key pillars in the development of any future-facing, sustainable relationships for 
research partnerships.

Conclusion

The AMASS project’s relationships, status or context as a form or type of fluid, dynamic 
and emerging social sculpture can be acknoweldged and as a consequence of our study 
of its partnerships a model for dialogical correspondence has been developed – asn idea 
which constructs and shapes relationships where these relationships construct and shape 
the form the project goes on to take. Within the context of AMASS, such an exchange 
(at points of correspondence) also presents opportunities at which mutually-beneficial 
connection can be made and reinforced. Such connections (perhaps particularly when 
undertaken during the preparation and writing of a project’s application) establish a 
set of attachments which help to develop social infrastructure which has a power in the 
potential that is brought together through a complex collection of individuals, communi-
ties and activities. The dialogical correspondence model recognises and explores a reality 
where the best likelihood of achieving meaningful impact can be reached through inter-
connected processes of evidence-based accretion and where a carefully choreographed 
series of studies, trials, operations or procedures establishes broad concepts of value 
that can go on to underpin social innovation - impacting upon individuals and their 


