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PRACTICAL Sue Baker Kenton collates notes on a 

project in which artists muse on the nature of 

collaboration, and print. 

My 2013 residency project at Leicester Print 
Workshop proposed that three artist educators 
based at Leicester Print Workshop would 
partner three non-printmaking artist educators 
in a ‘practical dialogue’. 
   
The three printmakers I involved were Serena Smith, Peter Clayton and myself. Each of us 
identified an artist for the project (Richard Devereux, Gordon Millar and Gino Ballantyne 
respectively). The Practical Dialogue residency had at its heart a conversation between 
artists. This could have simply existed as a shared experience, but the aspiration was that a 
new body of work would be made. This new work, using printmaking, would form a touring 
exhibition and feed into the education programme at LPW. 
 

The residency provided a setting for this project, workshop access, a budget for 

materials and help with exhibition costs and publicity. From the outset I was aware of the 

existing commitments, individual practice and geographical locations of the different artists 

involved and I felt that it was important to curate the project accordingly. Meetings were 

kept to a minimum and the collaborative pairs worked as autonomous satellite units. 

Practical Dialogue exists not only as an artistic collaboration but also because of the 

collaboration and support offered by Lucy Phillips, Director of Leicester Print Workshop and 

the workshop itself. Phillips writes, ‘Practical Dialogue has become a key project in our 

current arts programme, promoting collaboration and, as it will tour widely, presenting 

printmaking to new audiences’. 

  
Serena Smith and Richard Devereux 

Serena Smith trained in lithography at the Curwen Studio (1985–97) and fine art at Central Saint 
Martins (MA 2004). She is lithography tutor and technician at Leicester Print 
Workshop. www.serenasmith.org  

http://www.serenasmith.org/


Richard Devereux studied at Portsmouth College of Art, UK (1974–77) and has exhibited extensively 
since 1979. 
In 2002 he studied in Japan under the Zen calligraphy Master Terayama Tanchu Sensei. 
His working methods have included the use of stone, stone powders, lead, zinc, copper, gold and 
carbon. More recently, a variety of oil-based pigments and inks have been employed. 
Examples of his work are held in numerous private, national and international collections. 

http://www.richarddevereux.com 

SS When first invited by Sue Baker Kenton to participate in the Practical Dialogue project, I 

was delighted to accept, but nevertheless uncertain as to what kind of role, as artist-

printmaker, I would play. While there was the expectation that some kind of work would 

emerge, the primary intention of the project was to foster collaborative dialogues between 

artists; an appealing idea, but one without the security of a clearly defined outcome. Unlike 

the brief for a commissioned print publication, what the Practical Dialogue set out to enable 

was a conversation between artists; something that I was aware might, or might not bear 

fruit. Collaborations between artists are dependent on the nurturing of a dialogue of mutual 

curiosity, and trust. Unlike the easy exchange of words born of the familiarity between old 

friends, new working relationships require a particular kind of attentiveness; in order for 

communication to develop careful listening and a willingness to greet the unfamiliar are 

needed. Inherent within such partnerships is an element of risk, but also the potential for 

chance encounter and surprise. It was with this in mind that I approached my initial task of 

inviting an artist, whose practice did not include print, to participate. And so began my 

conversation with Richard Devereux, a person I had met only briefly, but in whose work I 

perceived a reflective and sensory relationship with process and materials compatible with 

both my own interests, and the medium of printmaking.  

RD  In art – as in many other areas of life – the unexpected often presents moments of real 

significance – ‘revelation’ hovers just around the corner. When the idea of collaborating 

with the accomplished printmaker Serena Smith was first suggested it occurred to me that 

this may be a manifestation of the phenomenon – and so it has proved to be. The process of 

lithographic printmaking had always struck me as both magical and beautiful, yet until this 

collaborative project it had remained completely beyond my working vocabulary. The 

process of using polyester drafting film to create ‘positives’, which are subsequently 

transferred to a conventional lithographic plate for printing is widely used within 

printmaking circles. However, this was something new to me and an enormous potential 

suddenly became evident. In my recent works high-density pigments are applied to a 100% 

cotton fibre membrane employing a variety of unique ‘pressure dispersal methods’ which 

have evolved over extensive periods of experimentation. Subsequently, by utilizing the 

polyester drafting film rather than the cotton fibre membrane, a hitherto untapped 

spectrum of possibilities has been presented. For my part, a deep sense of gratitude is not 

without justification. 

Peter Clayton and Gordon Millar 
 

http://www.richarddevereux.com/


Peter Clayton is a painter-printmaker who exhibits widely throughout the UK. He has work in private 
and public collections and has undertaken commissions for designers, art galleries and publishers 
 
Gordon Millar is an art historian and artist, a Trustee of the Leicester Print Workshop, and former 
Vice Principal Loughborough College of Art & Design 

 
PC When I signed up to the project Gordon was my first choice as collaborator. I already 
knew his work as a photographer and we’d met occasionally through LPW and at Leicester 
University. 
 
GM From the outset Peter and I decided that, rather than each produce individual images, 
we would work closely on the same images. This meant sharing at every stage and making 
joint technical and aesthetic decisions. Sharing our differing expertise, Pete as a printmaker 
and I as an art historian and photographer, was mutually beneficial and informative. The 
process placed less emphasis on the importance of authorship. It felt like a return to the 
workshops of the Middle Ages where the emphasis lay with the product rather than with 
the artist. 

Our project was based on the August Sander’s programmatic capturing of the 
character of German society and trades in his People of the 20th Century. In a much smaller 
way we decided to apply this to making portraits of LPW members and the range of printing 
techniques they used. 

Our approach to the project was structured and deliberate. We met initially at the 
Sander Exhibition and at this and subsequent meetings we recorded our collaboration with 
minutes of meetings. Prior to working on our images, we constructed an agenda and 
timetable for the project and conducted some historical research assembling examples of 
German portraiture pre-Sander. We gave our subjects written directions before the 
portraits were made to enable them to understand our aims. We wanted to experiment in 
this conscious way to consider the project as a piece of joint design. A certain congruence in 
our artistic approaches helped us: we are both interested in portraiture and in basing work 
on the manipulation of photographs. 

 
PC I like the idea of collaborating. There’s less pressure to produce a body of work with a 
‘signature’; instead, through the input of others, the resulting work can become almost 
authorless. There’s the opportunity to experiment and be open to new ideas, to learn, 
teach, discover new approaches to working and refine existing working practices. 
Collaborations are a time to reassess working methods and challenge assumptions in 
making a body of work. 
 You have to listen carefully and you must be confident in speaking your mind. As well 
as taking responsibilities you have to trust your partner/s and be willing to relinquish 
control. Our collaboration was one of give and take, which I hope will lead us to work on 
further projects together.  
 
Sue Baker Kenton and Gino Ballantyne 

Sue Baker Kenton is an artist printmaker based in Buckinghamshire. She is Leicester Print Workshops 
resident artist 2012-13. She teaches Stone Lithography at the Curwen Print Study Centre and works 
as a drawing tutor for City Lit.  
 www.sue-baker.co.uk  

http://www.sue-baker.co.uk/


 
Gino Ballantyne studied at Glasgow School of Art (BA Fine Art) and University of the Arts London, 
Wimbledon College of Art: (MA in Fine Art Painting) He has exhibited extensively in national and 
international exhibitions and has work held in many private, national and international collections. 
 

SBK I chose collaborative working as a catalyst for moving forward. The discipline of a two-
way dialogue and the subsequent work produced was a progression, part of a continuum. 
When the project evolved and Milton Keynes Gallery suggested that I work with an artist 
local to the gallery Gino Ballantyne came to mind. I felt that he was a painter whose facility 
and individual aesthetic would potentially initiate a sympathetic and exacting dialogue. 

From the outset we adopted a pragmatic approach in our studio meetings, we 
explored processes that complimented elements of Gino’s autographic work and our 
collaboration always operated in an organic way, which was led by the evolution of the 
work. The printmaking process offered explicit, innate opportunities for discussion and 
exchange. The project has highlighted the excitement of new possibilities and reaffirmed where 
printmaking sits within my practice.  

 
GB Throughout the Practical Dialogue collaboration Sue taught and guided me as I 
experimented with a variety of printing methods including drypoint, etching, stone 
lithography and spit bite. My priority was to understand and be able to independently use 
the process and materials of each.  

Previously I had used digital technologies for printing projects but – like the 
emperor’s new clothes – they became predictable, meaningless and persistently lacking in 
surface dynamics that could evolve intelligently. At that point in time, it had seemed the 
perfect vehicle for a postmodern Western-centric art world, in which visual culture was 
influenced by photographic media, reproduction and a splintering from reality. The 
philosopher Jean Baudrillard would describe this world as ‘Simulacra’ where all things 
worthy of recognition as contemporary art are heavily referenced and commodified.  

‘Who am I? What am I doing here? Why am I here?’ are fundamental questions I 
explore in my work. What better way to do this than use a method of duplication, which is 
complicit in Baudrillard’s world - printmaking. Prints, independently orientated, echoing: 
Who? What? Why? 

Sue has introduced me to the technique of spit bite, and I have discovered a way of 
working that I wouldn’t have considered six months ago. This is a conversation to be 
continued.  

 
Practical Dialogue is at Embrace Arts, Richard Attenborough Centre, Leicester,  
from 7 October – 6 December 2013.  
It will tour to Milton Keynes Project Space (7 February – 2 March 2014)  
Alfred East Gallery, Kettering (8 March – 12 April 2014).  
 
For full details and updates about the exhibitions, talks and workshops visit 
www.leicesterprintworkshop.com 
 
www.sue-baker.co.uk  
 

http://www.leicesterprintworkshop.com/
http://www.sue-baker.co.uk/

