


Anna Lucas and Alice Walton have known each other 
through friendship and work for over 15 years. Recently they 
have developed a collaborative practice and body of work 
that includes films, a performance lecture and workshop. 
This text relates mainly to the working methodologies behind 
their studio collaboration and the films Elektra and Eternal, 
Pas de Deux, Plié (2018), Daphne and 113 (2020).

Elektra, with its use of found images manipulated to 
camera, is shown on a single screen. There are distinct left 
and right panels which host the movement of the image as 
it appears to shift into the right viewing plane. The image 
is black and white – a woman lying, facing the floor, head 
bowed, propped up by elbows suggesting a dance position 
or a movement just completed. We see a hand gripping a 
pole, and then the artist’s hand turning the pages. There are 
the drapes of curtains or costumes; the page folding back 
on itself and moving along, revealing a glimpse of a foot or 
a shadow. Sometimes the gripping hand is duplicated on 
the left and right. We see the artist’s hand as it presses the 
page, flattens the fold, spreads the concertina and keeps 
this rhythm going. Then the reveal of the artists’ studio with 
equipment in the background, the pole in the photographic 
image reflected in the pole of the studio tripod. 

In Eternal, Pas de Deux, Plié, the screen becomes a 
triptych, offering three points of view – ballet steps practised 
at the bar, dancers instructed by a teacher and, in the central 
plane, a couple in and out of view – is it a sculpture or an 
image reflected in a mirror? A male figure kisses the nude 
body of a female figure.1 Pas de Deux. A step of two, a duet.

Both films are on a loop but I keep watching, transfixed 
by the folding, the pressing, the turning, and the crisp sounds 
of all this pressing and turning. I am reminded of early motion 
film, the kinetoscope. But I am also drawn to the duality 
– perhaps it is because I know the context in which these 
works were made, but in them I see the hand of friendship, 
the relationship between still and moving image, the play 
between the found and recorded image. A performance 
layered over a performance. I see trust, tension, desire and 
gestures that do not require language or explanation. A  
silent collaboration. 

O body swayed to music, O brightening glance, 
How can we know the dancer from the dance?2

And so to collaboration; the dancer and the dance, 
the artist and the artwork, the process and the research as 
practice and as friendship. We know that for as long as there 
have been artists there has been collaborative working – 
sharing ideas, stealing ideas, borrowing, co-authoring, using 
pseudonyms. Linda Nochlin3 taught us how women artists, 
excluded from the canon, aligned themselves with male 
artists – fathers, husbands, other family members who had 
access to the tools and provisions of art and art making. This 
must have also lent itself to collaboration – shared agency in 
the act of making even if the final authorship was that of the 
solo male artist.4

It is also true that some artistic collaborations are 
strategically sustained and collectively authored within the 

art world, achieving international recognition.5 But I want 
to think here about collaboration as the act of ‘working 
together’ or ‘being alongside’ as Lucas and Walton have 
framed it,6 where the collaborators each have a solo practice 
and also work in partnership with another artist to create a 
separate body of work that might also relate and speak to the 
individual practices of each.

How does the shared experience affect the individual 
relationships of the artist to their own work and to one 
another? In an interview for their Tate St Ives exhibition in 
2018, Rosalind Nashashibi and Lucy Skaer, who have been 
collaborating since 2005, said ‘In making… a meeting point 
together, we have created a third practice that’s certainly 
not either one of ours, so it feels like it has a life of its own…
because we work together and we think about each other’s 
practices, it also leads on to us thinking through other  
artists’ works.7

Perhaps the making of the collaborative artwork – the 
detailed action of both looking together and individually, and 
the conversations and exchanges that take place in the act of 
creating and resolving the work, bring a new, different kind of 
commitment to the work. It offers another perspective and a 
new way in to an artists’ work outside of the collaboration as 
well as within it. 

———
I want to take a moment to trace the short history of a 

particular network which traverses relationships across the 
working and personal lives of Anna Lucas and Alice Walton, 
and in which I too, play a small part. 

In 2010, artist Frances Scott and I started working 
together on a project we called CATALOG.8 Between us 
we wanted to bring together our collective skills to develop 
a collaborative, freelance practice offering our services to 
artists and art organisations and galleries. Having originally 
met in a work setting, we had become friends, and always at 
the heart of our conversations was a dialogue around work, 
making art, experiencing art and balancing professional 
and personal lives. Through these conversations, CATALOG 
very quickly became an art project rather than a business 
plan. We soon established CATALOG as a polar practice – a 
call and response, a meeting of counterparts. We came at 
the material in different ways from different perspectives, 
but there was a shared visual interest and a growing series 
of connections and coincidences that unfolded. We didn’t 
set out to make work together to put into the world as an 
artwork, we collected images and objects and texts and 
exchanged them – rarely discussing them verbally but letting 
the research manifest its own conversation – a conversation 
that was initially between us, but one that could open out 
to other parties, either to engage directly in what we had 
shared, or to bring other experiences, research and thoughts 
to the table. 

We created a micro-library of our collection A Ditto, 
Ditto Library and brought it to Tate Modern in October  
2012, as part of the Film Action programme commissioned 
by Tate Learning with no.w.here lab and Anna Lucas. As 
a result of this meeting and as fellow likeminded artist 
filmmakers, Anna Lucas and Frances Scott began a new 
work relationship, working together on Autumn School, a 
teacher’s programme, also at Tate, in 2013. Then, crucially, 
both were commissioned separately by Tintype (the  
London gallery where Alice Walton had also shown  
and is represented) to make new work for the gallery’s  
Essex Road programme in 2014.9 Both Lucas and Scott 
shared working methods and images as part of their 
research and production processes for this commission.  

How can we know the  
dancer from the dance? 
Joyce Cronin

In the resulting screening, the two films used shared  
images, whilst simultaneously operating as discrete works.  
The conversation that started as a result of the Tintype 
commission continued and extended to the publication 
of Slow Reveal a small book with a text by Leanne Turvey 
around the production of these films: Anna Lucas’s  
Opi 21, Oopsy Daisy, Tiger Lily (2014) and Frances Scott’s 
Apex (2014), “Here, the two works might be understood  
to be calling rhythmically to each other. Working together 
brought their different practices into closer proximity;  
the differences in the practice of one, giving a permission  
to explore new ways of working in the other.”10 The 
relationship between Frances Scott and Anna Lucas 
continued through screenings and readings and was  
thus extended to Leanne Turvey. 

I think Lucas was attracted to the ‘calling’ between 
images of the work in CATALOG and saw something in the 
collaboration between Frances and I that she could relate 
to. As a filmmaker her work centres around observation, 
capturing everyday life through the camera lens, maintaining 
a distance while studying people, their actions, movements, 
gestures, the spaces they occupy. With CATALOG we were 
also creating a distance from the material objects, so that 
they could create their own relationships when set out next 
to each other – the singular object suddenly dependent on its 
companion to complete its journey to be read by the viewer. 
Lucas has been exploring the still image in relation to the 
moving image for some time and has extended this through 
her work with Walton.

 It was in conversation with Walton (and other 
exhibiting artists) that she first made the decision to exhibit 
a single still image in the exhibition Album (2010), curated 
by Leanne Turvey at Five Years,11 which, coincidentally, 
was also the first time Walton exhibited an unaltered found 
image. The printed image is central to Walton’s independent 
practice, drawing as she does, from an archive of images 
from books and magazines which are used in the work to 
create sculptural installations. The relationship between 
image and object is paramount and the interaction between 
the work and the audience key. 

Both Five Years and Tintype also play important 
roles in plotting this network or sociogram, with the artists 
Alex Schady (co-founder of Five Years) and Jo Addison 
(also represented by Tintype) providing points of contact 
and cross-over in the Anna Lucas/Alice Walton working 
relationship – in particular, perhaps, Jo Addison with  
whom Walton shares a studio. 

Education and learning is another key factor in 
the Venn diagram of relationships – and all of the artists 
mentioned here have worked and undertaken research 
in learning contexts. In fact, Addison has a collaborative 
practice with another artist, Natasha Kidd where they 
work together to explore learning as form. ‘In developing 
resources Jo and Natasha have often found themselves 
sitting across the table from one another, researching 
images, finding connections, trying out ideas and  
making selections.’12

And so this relationship between learning and making 
is also present in the collaboration between Lucas and 
Walton.13 The methodology of working that I have described 
in CATALOG, also evident in Anna Lucas and Alice Walton’s 
and other artistic collaborations, reveals itself too in 
Addison’s work; but interestingly manifests differently with 
Walton – for although they share a studio, to share a practice 
is something else and a relationship and entity with an 
identity entirely of its own. 

Anna: … the two characters have been friends for many 
years. Their work has kept silent company in their stu-
dio and they have long enjoyed the idea that it  
maintains its own dialogue when they, the artists,  
are away.14

In the study of networks and social systems, it is said 
that the flow of information and resources between two 
people depends not simply on their relationship to each 
other but on their relationships to everybody else. There 
are many factors involved in understanding social systems, 
one example is that it matters whether two people who 
communicate with one another are embedded within a 
cluster of individuals who also talk to one another, versus 
embedded within two separate clusters that otherwise do  
not communicate at all.15

Alice: Anna was particular. I have a couple of friends who I 
consider to be particular in a very particular way. In  
a way I identify with but also always feel envious of. 
More recently I think I am able to acknowledge that 
this is because it’s how I want to approach the world 
and how and where I position my practice so I always 
notice if people are good at it. It’s a way of responding 
to the world in its entirety; the people, the questions, 
the things about us, with a considered precision, a 
weight, a care, obsession, like looking extra hard. I  
was attracted to how Anna looked at the world!16

———
In all of the films Lucas and Walton have made 

together, the presence of both artists is felt. Borne of a series 
of studio experiments, collaborations and ‘alongside seeing’ 
they have created this work together and in doing so have 
extended from the creation of an artwork to a reflection on 
the weaving and unfolding of a work-relationship, work-
friendship, art-work-collaboration and how the day-to-day, 
the personal and the political might all coincide, slip between 
and jolt each other. 

This is not unique – artists, writers and creatives  
have always cultivated friendships and networks throughout 
their work. I could carry on the process of six degrees of 
separation above – but what I am most interested in is the 
way that the process of working together is articulated. It is, 
in essence, friendship as methodology as art. 

It is the natural slippage that occurs in relationships 
and networks that results in appropriating and using 
language and ideas independently and collaboratively 
which requires, and in turn circulates, generosity around 
collaboration. Permission to share and to act spontaneously 
is given by the close proximity of the parties, even if not 
spoken; it is by being ‘alongside’, be it editing, researching or 
working in the same space – whether that space is physical 
or not. The work-friendship becomes a methodology; and 
the network – that ever expanding, evolving matter becomes 
a physical space and presence for the work to be seen, 
shared and discussed. 

Alice: Audiences, artists and artwork are brought into 
dialogue in order to discover together, the principle 
being to acknowledge the agency of all contributing 
elements. For me this is about reciprocity.17

Reciprocity is central to the friendship-as-
methodology-as-art ethos – we are all players in our own 
networks and collaborations whether we recognise them 
formally or not. It is (I think) a feminist act whether it is stated 









or not, relying as it does on principles of generosity, equality 
and communality. 

I have tried to set out here how the relationships in 
this project formed and inter-connect, how these networks 
established and nurtured friendship and artwork and 
collaboration and the crossovers therein. I wanted to map 
how these shared interests in materiality, the relationship 
between the image and the object and how the placing of 
image/object alongside each other can inform, challenge 
and present new possibilities when working ‘alongside’. 

In a sense we are all creating our own maps – building 
networks, reaching out to those whose work speaks to ours, 
artists who articulate our thoughts in their work when we 
can’t find the words, who make the work we wished we’d 
made, those we look on with admiration and camaraderie 
not envy. We’re drawn to those who influence and inspire, 
those who we consider our peers, rather than competitors; 
our art-work-friends. It is something that permeates artists’ 
relationships, ever constant and depended upon, rarely 
picked apart. 

I have seen two maps recently at exhibitions which 
create graphic illustrations of how people come together, 
cross-over practices and ideologies, sharing a way of 
visualising networks and practices: Thicker Black Lines, We 
apologise for the delay to your Journey in Get up, Stand Up 
Now! Somerset House (2019) and Raju Rage’s Under/Valued 
Energetic Economy, in Do you keep thinking there must be 
another way at Mimosa House (2019), a group exhibition 
dealing with strategies of representation, resistance and 
withdrawal but also looking at ‘collaborative exchange’. 

‘We apologise…’ is inspired by Lubaina Himid’s 
Moments and Connections which illustrates the key 
moments, artists, publications, exhibitions, education and 
connections that led to the creation of the Thin Black Line(s) 
exhibition at Tate Britain in 2012. In their map, Thicker Black 
Lines identify and connect Black British women/femme 
artists and cultural workers. The map is a catalyst to make 
visible past and present networks and practices.18 In  
Under/Valued Energetic Economy, Raju Rage maps the 
ecology between “activism”, “arts” and “academia”. 
Presented on a trestle table with objects and artifacts that 
reference Rage’s interest in kitchen-table conversations 
and the knowledges that are produced by them, the work 
highlights informal strategies of organising, creativity and 
collectivity as valuable. It also explores alternative archiving 
of his/her/their stories.19

And whilst the maps by Thicker Black Lines and 
Raju Rage referenced here are important not only for 
documenting collaborative networks, but also as agents for 
political and artistic change and a vital space for activism, 
they also set out a lineage and methodology of artists 
working together, alongside each other. 

Although the work produced by Lucas and Walton 
is not overtly politically driven, it nonetheless touches on 
the feminist act of women working collectively outside of 
the expectations of the ‘domestic’ or ‘woman artist’ and 
the challenges this presents. It shares an affinity with the 
research undertaken by Celine Condorelli in The Company 
She Keeps and in particular the work-friendship of Hannah 
Arendt and Mary McCarthy “‘It’s not that we think so much 
alike, but that we do this thinking-business for and with each 
other’ The thinking-business I believe is work in friendship 
and friendship in work.”20

This text is presented both as documentation and  
an extension of Anna Lucas and Alice Walton’s particular 
artist collaboration. A print version of Elektra, which  

was produced by Lucas and Walton as part of ‘One  
Second Feature’, Lucas’ exhibition at The Gallery, DMU 
Leicester in 2019, where the performance-lecture Duet  
was first performed, invites us to join the collaboration. 

As we unfold the print and lay it out, we see our hands 
against the artist’s. We are in the work and outside of it, 
collaborating with the image and the artists. The print gives 
the work a new relationship to the body – the still image 
is held in real physical time. The repetition and mirroring 
continues to demand our attention. We are urged to look,  
to examine each fold, the fallen body and the curve of limbs 
and cloth, contrasting with the stark, functional lines of the 
artist’s tripod. 

I conclude here with a selection of quotes that draw on 
friendship in work and the value of the work-art-friendship-
work that touched a chord while writing. In the spirit of 
collaboration, I open the conversation outward to you the 
reader, so that the act of working together, or alongside, the 
friendship-art-methodology – might be discussed, shared and 
argued in educational contexts, in galleries, among friends, 
peers and colleagues, so that new maps can be created.

———

A Brief Anthology of Quotations 
[Homage to Susan Sontag]

To take a photograph is to participate in another person or 
thing’s mortality, vulnerability, mutability. Precisely by slicing 
out this moment and freezing it, all photographs testify to 
time’s relentless melt.

That most logical of nineteenth-century aesthetes, 
Mallarmé, said that everything in the world exists to end in  
a book. Today everything exists to end in a photograph.

A photograph is only a fragment, and with the passage 
of time its moorings come unstuck. It drifts away into a soft 
abstract pastness, open to any kind of reading (or matching 
to other photographs).
Susan Sontag, On Photography, 1977  

Of course we terrify each other as much as we comfort each 
other. Maybe we can only be ‘best friends’ with the people 
we admire, who terrify us, who want us to measure up and 
yet understand as vulnerable, and the reasons why. 

We eat together and we edit together. We edit each 
other. We write together. We write each other. We write 
ourselves with the other as reader in mind. Friendship is in  
the work, and is work in those ways. 
So Mayer & Preti Taneja, Tender Questions, 2018

Does it make any difference whether diverse forms of artistic 
collaboration lie behind an artwork or any other kind of 
cultural production? Is collaboration an inherently ‘better’ 
method, producing ‘better’ results? The curatorial collective 
WHW (What How for Whom) claims that the purpose 
of collaboration lies in producing something that would 
otherwise not take place; it has to make possible that which 
otherwise would be impossible.
Maria Lind, The Collaborative Turn, 2010

A lot of times, these kind of things [long term collaboration] 
happen with friendships, it’s almost like you fall in love with 
somebody you meet and they have this work thing and you’re 
so into that and they are so into you and you can’t really 
imagine that not ever being the case.
Rosalie Schweiker, Collaborate, The Precariat Self-Help 
Handbook, 2019

No more sombre enemy of good art than the pram in 
the hall. So said Cyril Connolly. This is a fundamental 
misunderstanding of childcare equipment. With a pram 
there’s movement. A pram-pusher can think, walk and carry 
baggage. And there’s a chance that the pram’s occupant 
might go to sleep. They can be rocked up and down a 
hallway with a laptop in the hood and a paragraph has a 
possibility of being born. Other things get in the way of art. 
Laundry. The school run. Plates of food that always seem to 
need clearing away. The clutter on the living room floor. The 
tidying up and the nits and the compromise. 
Sophie Ratcliffe, The Lost Properties of Love, 2019

For women, the need and desire to nurture each other is not 
pathological but redemptive, and it is within that knowledge 
that our real power is rediscovered…Interdependency 
between women is the way to a freedom which allows the I 
to be, not in order to be used, but in order to be creative.
Audre Lorde, The Master’s Tools Will Never Dismantle  
the Master’s House, 1984

Education must shift from instruction, from imposing of 
stencils, to discovery – to probing and exploration and to  
the recognition of the language of forms. 

The method of our time is to use not a single, but 
multiple models for exploration.
Marshall McLuhan, The Medium is the Massage, 1967

Labour is blossoming or dancing where
The body is not bruised to pleasure soul,
Nor beauty born out of its own despair,
Nor blear-eyed wisdom out of midnight oil.
O chestnut tree, great rooted blossomer,
Are you the leaf, the blossom or the bole?
O body swayed to music, O brightening glance,
How can we know the dancer from the dance?
W.B. Yeats, Among School Children, 1926 

———

References: 

Addison, J. and Walton, A. (2017) Learning It, Play Ground 4, 
Tate Learning, London pp12.

Arrow H., Contractor, N., Katz N., Lazer, D., (2004) Network 
Theory and Small Groups, Small Group Research Journal, 
Vol 35, Issue 3, Sage Publishing, California.

Condorelli, C. (2014) The Company She Keeps,  
Book Works Chisenhale, Van Abbemuseum, London  
& Eindhoven.

Daly, E., Turvey, L., & Walton, A. eds., (2017) In Site  
of Conversation: On Learning with Artists, Audiences  
and Artists, Tate Learning, London.

Lind, M., The Collaborative Turn, (2007) in Selected  
Maria Lind Writing, Kuan Wood, Brian ed., (2010) Sternberg 
Press, Berlin.

Mayer, S. and Taneja, P. (2018) Tender Questions, Peninsula 
Press, London.

Nochlin, L. (1971) Why have there been no great women 
artists? in Women, Art and Power and Other Essays (1994) 
Thames and Hudson, London.

Lucas, A., Scott, F., and Turvey, L. (2017), Slow Reveal,  
Tintype, ALF, London. 

Tan, P., Jesse, N., Rubi, C. (2019), The Precariat Self-Help 
Handbook, London.

Sontag, S. (1979) On Photography, Penguin, Bucks.

Mara de Wachter, E. (2017) Co-Art Artists on Creative 
Collaboration, Phaidon, London & New York.

First published April 2020
Together With Them She Went 
Anna Lucas and Alice Walton
Tintype, London
 ———

1 The photograph is of the sculpture, The Eternal Idol by Auguste Rodin, 
1890-1893

2 Yeats, W. B., (1926) Among School Children in The Collected Poems  
of W. B. Yeats, (2000), Wordsworth Editions Ware, England.

3 Nochlin, L., (1971) Why have there been no great women artists?  
in Women, Art and Power and Other Essays (1994) Thames and 
Hudson, London.

4 See also the exhibition ‘Modern Couples’ (2019) at Barbican, London 
which sought to explore creative relationships and couples ways of 
‘making art, living and loving’

5 Mara de Wachter, E. (2017) Co-Art Artists on Creative Collaboration, 
Phaidon London & New York, a collection of interviews where artists 
working together describe the blurring of art, work, personal and 
professional lives in their own words.

6 Lucas A. PhD research in progress, CARC, Kingston University 
 Alongsiding; looking, looking through, looking away, looking again, 

looking with: a new term for an act of shared looking, mediated through 
the photographic still as an object on film. 

7 Nashashibi R. and Skaer L. (2018). Nashashibi/Skaer Thinking 
Through Other Artists, Interview Tate Film, for Tate St Ives exhibition, 
https://www.youtube.com/watch?v=D4YhfsPJzQI, last accessed 10 
February 2020

8 CATALOG was originally founded by Joyce Cronin, Frances Scott 
and  Carolyn Thompson, but came to be solely a direct collaboration 
between Cronin and Scott. Inspired by The Whole Earth Catalog which 
had a focus on self sufficiency, DIY culture and product reviews and 
the notion of a catalog(ue) as an inventory, collection, index or archive.

9 Essex Road is an annual artist’s film programme at Tintype, made in 
direct response to the Essex Road on which the gallery is situated.

10 Turvey, L. (2017) in Slow Reveal, Lucas, A. Scott, F., and Turvey, L. 
Tintype, ALF, London. 

 11 Five Years is a collaborative artists’ project. http://www.fiveyears.org.
uk/archive2/info.html last accessed 10 February 2020.

12 Turvey L., Walton A., Daly E. (2017) eds., In site of conversation, Tate 
Learning, London pp69

13 The exhibition Work Work, curated by Addison J. at Tintype brought 
together artists working in education including Lucas, who showed 
her film Art School (2015). Further insight into this crossover and the 
conversations and research within learning and art can be seen in the 
publication In Site of Conversation (2017). Daly, E., Turvey, L., Walton, 
A., eds., Tate Learning, London.

14 Addison, J. and Walton, A. (2017) Learning It, Play Ground 4, Tate 
Learning London pp4 referencing the shared studio of Addison and 
Walton and later quoted by Lucas in Duet, a performance-talk by Lucas 
and Walton, 2019-ongoing.

15 Arrow, H., Contractor, N., Katz, N., Lazer, D. Network Theory and Small 
Groups (2004) Small Group Research Journal, Vol 35, Issue 3, Sage 
Publishing California

16 Text written for inclusion in Duet, a performance-talk by Lucas & 
Walton, 2019-ongoing

17 Addison, J. and Walton, A. (2017) Learning It, Play Ground 4,  
Tate Learning London, pp12 

18 See https://thickerblacklines.com/projects, last accessed  
10 February 2020

19 See  http://www.rajurage.com/2019/06/under-valued-energetic-
economy/ last accessed 10 February 2020

20 Condorelli, C. (2014) The Company She Keeps, Book Works, 
Chisenhale Gallery & Van Abbemuseum, London & Eindhoven, pp15




