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Title of work ‘Having a natter…’ 
 

 Abstract  
 

I believe that at the dawn of the Time/Earth 

there was one language, conducted through 

timbre, sound, gesture, and rhythm as well 

as touch and smell. This language was 

uttered by all species in communication with 

each other. Some humans lost their ability to 

use this language and turned into what we 

know as 

‘music’. Part of my art practice is to 

rediscover this language and have 

dialogues with non-human species. I am 

opposed to speciesism (discrimination by a 

single species to any other species) (5,9) and 

hierarchical concepts. 
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Main Body Text.  Theme 1: The Form of The Image 
 
This practice based research asks questions on how non-human and humans have dialogue together that creates a unique 
language. Created in the moment of the encounter and interaction. This research revealed how dialogue is formed with 
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visual and sound outcomes, created with non- human species’ interaction. In addition, field recordings, live improvised 
saxophone playing and digital electron interfaces. The formed language in turn produces a dialogue between the final 
artwork and receiver. These encounters enable co-productions between non-human avians and myself, exhibited in 
galleries and discussed in conferences and symposiums. The initial idea from all the contributing beings is the desire for 
intercommunication through interaction. This is always conducted with respect and empathy. Neither the geese, pigeons, 
ducks nor I, speak each other’s language. So how do we communicate with each other? The starting point, for all of us, is 
watching and observing and listening and hearing; from this, a communication bond is formed throughout our exchanges. 
Thereby, together we generate a dialogue between us. Showing us stillness. 
 
The questions: ‘When experiencing the image, what contribution and effect does the located space have’? 
       How do we experience ‘The return of their gaze….’? 
       And how does this contribute to a dialogue between non-humans and humans?  
 
Key words: 
DIALOGUE, EXPERIENCE, PHENOMENOLOGICAL, AVIANS, VIDEO, LENS, GESTURE. 
 
The research and art work is situated in ‘Intuitive Interspecies Communication’ (IIC) based within the research definitions 
outlined by Barrett, Hinz, Wijngaarden, and Lovrod (2021). IIC engages in discovering and evidencing connections with 
non-human species. (1,10) 
 
The first step is always to want to do some ‘thing’ , my aspiration to have dialogue that produces art language, which in 
turn becomes a dialogue between the viewer and the video. Therefore, I ask my co-producers, the avians, what they want 
to communicate? They tell me they have spoken with humans for centuries, it is just that most humans do not listen. I consider 
that art practice produces a place in which the avians can be heard. Therefore, a dialogue is required, one that is initiated 
through a set of conditions. Consequently, the camera lens becomes a tool for their voice. 
 
The writer and theorist Nicolas Bourriaud writes of ‘The entanglement of human to non human becoming visible…’ 
(Bourriaud 2022), (3, this is through the dialogue between the species, non-human to human forming a language. 
 
My art practice is fundamentally based on observation. This underlying base is the starting point for the dialogue. Even 
with the same goose, pigeon or duck the meaning changes depending on the context, time of day, weather, who is there 
and other ‘things’. Therefore, this dialogue is unique to the individuals and to the moment at when it is conducted. How do I 
know? Because I get it wrong, my response from the day before is not greeted with the same response from them. Each 
interconnection is unique. The dialogue is determined by flux and changing circumstances that all require adjustment. These 
adjustments are based on the environmental factors of the day, the ambient mood and changes in the component parts. 
These evolving parts include textures; of my clothing, their feathers and their visual tonal range. 
Movement, that includes walking, running, hand, arm, neck, and nodding. The twist of the necks, the speed of a movement. 
The combination of what I am holding and how they perceive its intention. For example, is this a container of seeds or an 
object that is coming too close and at too fast a speed? The temperature, the lighting either path light or sunlight. The 
spatial relationship between us. When I work with my avian friends, I am sitting on the ground; no tripod. The camera lens 
functions as a prop on which they stand or sit as does the Tascam microphone. On other occasions, the lens demonstrates 
that I am ‘doing work’. As my bodily position is the same as theirs when they are ‘The Sentinel’ or guardian looking out. 
We are both still and alert to ‘some- thing’. My scent must also come into our understanding of each other. 
Later, in the analysis, I ask, am I collaborating with the act of filming? Or with the language of art? Or both. It is then that 
my avian friends return their gaze. We are always slipping between failure and not - knowing, we both misunderstand 
and often misinterpret our responses to each other. How do I know? Because when it works it works, intuition takes over 
and produces an overwhelming clarity and understanding of ‘Ah that's what you mean’. 
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The resulting video reflecting through an art practice base is shared through the camera lens to a receiver in a mutual 
learning space, (gallery). The sound and the 
‘voice’ that is emitted through sound provides an immersion of interaction that the gallery acoustic enriches. By taking the 
being into another located space, as in the gallery or the cinema space it provides an opportunity for others to be in the 
moment. Does this protect the subject or becomes a voyeuristic platform? Or provide agency to their voice? What does 
‘the mutual space’ add to our understanding and questioning? 
 
The cinema space is a place in which change happens through a process of time. The ambient lighting is conducive to ‘the 
placing’ of a being in a ‘position’ from which to observe a passing event. This art practice based research explores how 
placement of the image contributes to different understanding by the viewer. 
 
These videos will be placed in separate areas of a space, the sound will also be separated from the images. Therefore, 
each is physically ‘positioned’ as a conceptual questioning of position. 
Presenting how this questioning can shift from viewer to viewer, both physically and mentally. What does this say about 
the subject? What does this say in terms of the phenomenological lens? How do the senses play a part in our 
understanding of the unfolding dialogue? 
 
Eyes could be said to absorb the textures of the images, does the cinema’s approach produce a differentiation in this? If 
so, how does this enhance our sight sense? Each day, the actual interconnection produces a subtle change in our knowledge 
of each other, non-human avian and human. Therefore, it can be attributed to our developing understanding, including 
touching. The social anthropologist, Tim Ingold (2021) (6), when holding a tree, writes on ‘touch’, asking if the tree is 
holding us through a surface to surface connection. Why is this important? Ingold demonstrates how we interact with non-
humans, which is echoed in my artwork interconnection. As our sight brings a non physical ‘sense’ to what we are 
experiencing, through an equivalent of being touched, this experience explores how the cinema space contributes. 
 
To borrow from Roland Barthes (1977) when writing on encounters, 
‘At every moment of the encounter, I discover in the other another myself’ (2) 
 
The theorist Brian Massumi (8) writes that nonhumans improvise, through play and the circumstances of the day. Although in 
a different context I echo this through my resulting inclusion of live improvised saxophone playing. It is physical and ‘of the 
moment’ included either directly with the geese or ducks, or alternatively, when the visual or sound artwork is formally 
exhibited or presented. Thereby inviting another’s voice into the dialogue mix. 
 
How do we experience what another is communicating? The writer and theorist David Abram (11) reminds us that 
language based in western forms of alphabet and conditioned structures, limits our ability to fully engage in what another 
is communicating. In order to redress this, the importance of the senses in interactions with the land and living world should 
be explored. To remind ourselves: As Barrett et al, (2021) (1,10) write, asking the non-human animals what their view is, 
provides the next steps in our understanding of each other’s species. Therefore, exploring how a mutual space as in cinema 
and galleries opens possibilities for the other's voice. Annie Morrad 2025. 
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Bio 

Annie Morrad 

Dr Annie Morrad is an internationally exhibited artist, 
musician and lecturer. 

My research is presented in book chapters, articles, 

conferences and symposiums. https:// 

artsandculture.google.com/search?q=annie+morrad 

Email: anniemorrad123@gmail.com 
 
 
My art practice incorporates: music; installation; 

photography; painting; drawing; performance; 

video and sound. I also play tenor saxophone. I 

produce artwork that considers interaction, 

interconnection and encounters with non-human 

species. 
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