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PART THREE:  

A SENTIENT FOCUS ON ANIMAL – 

HUMAN GAZE
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CHAPTER ELEVEN – RECIPROCAL GAZE: RE-

APPRAISAL AND RE-ALIGNMENT  
 

11.1 Reflecting on the Processes and Outcomes of the Research 

The feedback loops of the research take three main forms – published critiques, 

personal reflections, and evaluative judgements in relation to the aims of the 

research. Each of these will be dealt with separately in the sections to follow. 

 

11.1.1 Public Critiques of the Exhibition Outcomes  

The Eye to Eye and Face to Face exhibitions attracted critical reviews both in the 

general media and the arts domain. First, because Eye to Eye was a major animal 

in art exhibition in their 2007 program, Dubbo Regional Gallery prepared an 

official report for this event (Appendix E.10). This report indicated that the 

exhibition had a total visitation of 11,010 with 7138 of these visitors classified as 

the general public and 3872 as groups. The report lists promotional and media 

activities as including six printed media articles, two radio presentations and two 

Internet postings. The overview of the gallery’s exhibition report noted that  

 

… the exhibition resonated with audiences and provoked much discussion. 
Many groups were fascinated by the work and commented on the unique 
theme of the exhibition (Exhibition report, 2007: 2).  

 

The report also commented that the exhibition “… further strengthened Dubbo 

Regional Gallery’s commitment to the Animal in Art theme, adding rigour and 

scholarship” (Exhibition report, 2007: 2). The high quality catalogue, the report 

also remarked, while complementing the exhibition, “… ensured life beyond the 

install” (Exhibition report, 2007: 2). The gallery’s report particularly noted the 

remarks of the visiting artists, Fowler and Roberts-Goodwin: 
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Visiting artists were extremely impressed by the exhibition and the 
public’s response. Lynne Roberts-Goodwin was amazed at the number of 
people who knew her work from the exhibition, whilst visiting the Zoo for 
a separate project. Hayden Fowler was very pleased with the install and 
the inclusion of this work in an exhibition that was different to the usual 
‘animal show’ (Exhibition report, 2007: 2). 

 

Furthermore, the report made special note of an important outcome of Eye to Eye, 

which was the strengthening of the relationship between the Western Plains 

Cultural Centre and the Western Plains Zoo through a residency program. 

 

The general public responded with written comments in the Western Plains 

Cultural Centre’s visitors’ book that accompanied the Eye to Eye exhibition as 

well as the other displays showing at the same time. There were a total of 144 

comments written by visitors, all of which indicated favourable opinions such as 

impressive, beautiful, wonderful collection, very interesting, great display and so 

on supporting the Gallery’s report of the overall positive audience response to the 

exhibition. 

 

In a different city, state and venue to that of Eye to Eye, the exhibition, Face to 

Face, received comprehensive public media coverage, primarily through the local 

newspaper, The Cairns Post (Appendix H.7). In the review of the exhibition, the 

reviewer encapsulated the conceptual underpinnings for the exhibition in the 

opening paragraph of the review in which she observed that, in Face to Face, 

“The communicative gaze creates an intimate space where artifice and distraction 

are excluded … and … takes the audience on a gently meditative journey” (van 

Harskamp, 2007: 14). The review commented on the exhibition’s exploration of 

the “… primal power of the gaze as conduit of emotion and understanding 

between the animal and human world” while, at the same time, documenting “… 

the domestic relationships of her subjects with a candid view” (van Harskamp, 

2007: 14). The works, according to the reviewer, demonstrate the artist’s “… 

capacity to restrain her presence, avoiding a stilted product while capturing the 

interaction between the participants with patience and compassion” (van 

Harskamp, 2007: 14). 
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Furthermore, the reviewer indicated that the inclusion of items associated with the 

subjects of the works demonstrates “… the pervasive impact on people’s lives and 

suggests the necessity of these relationships beyond accessorising a want or 

desire” (van Harskamp, 2007: 14). Additionally, the reviewer remarked on the 

emotional honesty of the works which “… underpin the appeal of the exhibition 

for audiences engaged at this level, where a sense of voyeurism is tempered by the 

universality of experience and the ease of her subjects” (van Harskamp, 2007: 14), 

while finally noting that the exhibition is … “an evocative tribute to inter-species 

harmony” (van Harskamp, 2007: 14). From these observations, it is evident that 

the reviewer has responded to the aesthetics and underlying ethics of the works 

while simultaneously deliberating upon the connotations of the exhibition. In 

addition to the review, The Cairns Post presented an artist’s profile and several 

promotional articles during the course of the exhibition. Publicity also appeared in 

local magazines.  

 

An image of an artwork from Face to Face featured in the national art magazine, 

Art Monthly (Appendix H.7.3) and the exhibition was also reviewed in Arts Nexus 

magazine (a publication of the association for arts and cultural development in Far 

North Queensland) (Appendix H.8). The reviewer observed that the artist “… 

stages relationships with purposeful meanings …” while there are “… many 

deliberate strategies that unfold embedded meanings” (Victoire, 2007: 38). This 

reviewer also noted that “… the choice of photography, the materials used in the 

installations and the positioning of the works serve as important visual codes” 

(Victoire, 2007: 38). Moreover, the works in the exhibition also “… serve as 

suspended time capsules of memories of an interaction. They are seductive images 

that capture the viewer’s attention through their crispness and attention to detail” 

(Victoire, 2007: 38). The reviewer remarked that the exhibition delivered “… a 

glimpse of shared lives united through an artist’s sensibility… ” but, importantly, 

the reviewer concluded, the exhibition “… makes a case for the moral 

responsibility and care towards these non-human companions” (Victoire, 2007: 

38). The reviewer’s critique revealed comprehension of the potency of the issues 

interrogated in the works while, at the same time, appreciation of the aesthetic of 
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the works. The critiques evidenced clearly, then, the success of the works’ aims in 

re-focusing animal-human interactive looking and mutual gaze.  

 

11.1.2 Personal Reflections 

From a personal perspective, the outcomes of the three exhibition represented 

significant shifts in my art practice and particularly in locating my practice in the 

contemporary art context. The exhibition Eye to Eye confirmed the relevancy and 

credibility to contemporary art discourse of both the broad genre of contemporary 

animal art and the specific inquiry of the reciprocal gaze. This exhibition 

instigated interest and dialogue in an area not previously examined. Forming new 

ground for understanding the depiction of animal-human relations in 

contemporary animal art is important to the development of the animal art genre.  

The timely burgeoning of the Australian and international animal studies 

discourse bulwarked the academic and scholarly basis for my investigations and 

research for Eye to Eye. 

 

The two solo exhibitions, Face to Face and Interrogating Gaze, not only 

consolidated my previous Masters work in bringing animals and art together but 

expanded and refined my practice, particularly in addressing issues of animal 

advocacy, ethics and aesthetics. Combining these concerns through the 

fundamental and underpinning factor of sentience represented a major change in 

the direction of my work. The emotional honesty about which the reviewer of 

Face to Face remarked was a signifier of the comprehension and 

acknowledgement of the sentience of animals.  

 

In these exhibitions, my focus on the connection between pets and people and the 

way in which they relate visually to one another involved working with genuine 

animal-human relationships. The mutuality of gaze in these relations and the non-

verbal communication between the two also indicated the emotional and physical 

connection in this close animal-human contact. It is a significant outward response 

of the trust and bond that humans and animals share. Indeed, vision and visual 

cues are important to the exchange between animals and humans and, most of the 
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time, we use them without conscious knowing. The expression of the mutual gaze 

between animals and humans, within the consideration of our ethical and moral 

responsibility for animals and the imperative of animals’ sentience, have 

presented me with creative challenges and decisions that brought into play both 

my animal advocacy and artistic experiences. 

 

In addition, the exhibitions indicated that the focus of our relationship with our 

companion animals can be addressed with seriousness. Companion animals as the 

subject of art have the potential to be viewed as sentimental, emotional, trivial, 

decorative or cute. While cats and dogs are ubiquitous in our daily lives, they are 

less often seen as worthwhile or as serious subject matter for contemporary art. 

Exploring this problematic terrain, which I previously avoided, represents a 

particularly important milestone for my art practice. 

 

11.1.3 Revisiting the Aims 

The research had, at its source and as its impetus, a quest and an inquiry into the 

extent to which the visual interchange and interface of reciprocal gaze is critical to 

animal-human relationships. What evidence, if any, is there of engagement of 

contemporary visual artists with sensitivities and aesthetics of such issues? What 

role might non-verbal communication play in the shaping of animal-human 

interactions, particularly in relation to companion animals and, also, the extent to 

which there might be continuity in this exchange, as Noske (2004) argues or 

potentially discontinuity? Table  11.1.1 aligns the aims of the research with the 

outcomes. 
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Table  11.1.1 Revisiting the Aims: Outcomes of the Research 

Aims Key Outcomes Evidential Bases 

1. Explore reciprocity of gaze between the 
animal and human in visual art as evidence 
of the animal-human relationship. 

• Literature review 
• Paper (Animals & Society Conference) 
• Artists’ interviews 
• Eye to Eye 

• Engages with current shifts and changes in 
animal-human interactions reflected in Animal 
Studies discourse 

2. Investigate the ethics and aesthetics 
implicit in such visual reflections of 
animal-human relations; and 

• Literature review 
• Artists’ interviews 
• Eye to Eye 

• Reflects dilemmas and issues of boundaries 
between animals and humans 

• Challenges animal-human hierarchy 
• Considers place of ethics  
• Balances and coalesces ethics and aesthetics 

3. Utilise the data derived from 1. and 2. 
above to re-focus animal-human interactive 
looking and mutual gaze through the 
development of visual artwork. 

• Eye to Eye 
• Face to Face 
• Interrogating Gaze 

• Reflects dilemmas and issues of boundaries 
between animals and humans 

• Addresses issues relating to continuity between 
species 

• Challenges animal-human hierarchy 
• Considers place and balance of ethics and 

aesthetics 
• Balances and coalesces ethics and aesthetics 
• Mutuality of gaze between animals and humans 
• Evidences fresh attempt in understanding 

ourselves and other animals through the starting 
point of animal-human interaction and 
reciprocity of gaze 

• Evidences centrality of sentience in animal-
human interactive looking 

• Raises further questions re sentience in animal-
human interactions 
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Table  11.1.1 relates each of the three research aims with their key outcomes. It 

also provides the evidential bases of these outcomes and in doing so demonstrates 

the scope of the research directions and findings particularly in relation to the 

three public exhibitions, Eye to Eye, Face to Face and Interrogating Gaze. 

 

The research both aimed at and succeeded in addressing the extent to which the 

visual interchange and interface of reciprocal gaze is critical to animal-human 

relationships and the continuity in the exchanges between animals and humans, 

especially in relation to companion animals. Indeed, this is the first time animal-

human reciprocity of gaze in contemporary visual art has been identified, 

investigated and articulated. Moreover, the research evidenced the engagement of 

visual artists with the sensitivities, ethics and aesthetics of such issues and, 

importantly, it recognised the significance of the pedagogy of animal-human 

relations and art.  

 

The potency of the animal-human interaction and the power, for example, of such 

artworks as James’s The World is a Dangerous Place, Fowler’s Nursling I and 

Watt’s Domestic Animals (Culinary Tips) resist the very idea of animals as objects 

rather than subjects. These animals are independent, self-possessed and in visual 

exchange with humans. The animal and human are connected to the other by each 

other’s gaze and are largely indifferent to the viewers’ gaze and thus defeats an 

objective or even voyeuristic viewer frame of mind. The research took the 

discourse on animal-human interface in art from spectatorial and proprietorial 

gaze, that is, from dominant human to incidental or subjugated animal, to a 

participatory one between animal and human. Importantly, the research evidenced 

the validity of the recognition of sentience in animals as a significant factor in the 

depiction of animals and animal-human relations in contemporary art. 

 

11.2 Ways of Working 

The particular nature of the research area – animal-human relations – to a 

considerable extent, shaped the manner and approaches to the research working 
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processes. Collaboration, interaction, exchange and connection were fundamental 

to both the conceptual drivers and the actual methods of working. Indeed, the 

involvement and participation of others – both humans and animals – were 

intrinsic to the research and its outcomes.  

 

11.2.1 The Collaborative Process 

The key collaborative interaction and linkage that emerged in the research was 

that between the human and animal in each couple (human and non-human 

companion) portrayed in the research artworks. The intimate bond and 

participation of each person with their companion dog, cat or horse evidenced the 

importance of this relationship noted in the literature. The closeness and 

connection of the human and animal were expressed physically and cognitively: 

the animals of each pair shared the human space and were included in human 

activity. Importantly, the animal-human exchanges were authentic interactions 

and genuine relationships between actual people and actual animals: they were 

neither staged nor imagined.   

 

A significant aspect of the research involved working with others whose roles 

were as diverse as artwork subject and model, research interviewee, co-artist, co-

exhibitor and co-curator. Indeed, the collaborative processes that occurred in the 

evolution and development of the research reflected, to some extent, the relational 

nature of the topic of the research – animal-human reciprocity and relationships, 

except that, in the case of the research, the relations mostly concerned human-

human interaction. For instance, the research art practice relied on the agreement 

and willingness of many people, together with their companion animals, to 

participate in photographic sessions as subjects for the resulting artworks. It was 

important to the research, too, that the subjects were familiar and in accord with 

the aims and the outcomes of the research. An ambience of concurrence and 

agreement, rather than compulsion and coercion, resonated in the research results.  

 

The research also developed a collaborative artwork, the sculpture Who in this 

world can you trust?, with another artist. The intensity of working on such a basis 
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over a long period of time, from concept development to final work, necessitated 

some flexibility of approaches towards art methods and applications. However, 

the benefits of working in this way far exceeded any adjustments to the art 

practice procedures and processes. Moreover, along with an artwork that might 

not have been accomplished through a solo practice, the exchange of ideas, 

procedures and methods were just some of the fruitful outcomes.  

 

A similar productive partnership venture also characterised the nature of the 

researcher’s visiting curatorial role at Dubbo Regional Gallery in the planning, 

development and implementation of the group exhibition Eye to Eye. This 

process, too, developed over some period of time from initial concept and 

proposal to final exhibition. An emphasis by the Gallery and the researcher on 

consultation, cooperation, communication along with conducting tasks 

professionally, with care, responsibility and in an ethical manner all contributed to 

the success not only of the curatorial process but also the final exhibition. 

Similarly, the cooperation and cordiality of the six artist interviewees and the 

relationship and rapport developed with each artist during the interviews were 

critical to the curatorial process for Eye to Eye and the research. For instance, the 

constant requests for information and images from the artists for the exhibition 

necessitated smooth and clear communication between curator, gallery and artists. 

The enthusiasm of the artists for the success of the exhibition was demonstrated 

by the close involvement in the exhibition program of the two artists who were 

available to attend. Fowler presented talks to appreciative gallery guides and 

members of the public, while Roberts-Goodwin participated in an inaugural artist 

residency at the Western Plains Zoo. 

 

At each stage of the research, from the artists’ interviews to the group exhibition 

and from the researcher’s artistic process to the solo exhibitions, working 

collaboratively and cooperatively with others guided and influenced, to a 

considerable extent, the research path. Each individual who participated in the 

research contributed substantially to the research as a whole, whether this was as a 

subject of the artwork, an interviewee or the opening speaker of an exhibition. 

Their involvement, at varying levels, was integral to the research outcome. 
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11.2.2 Ethical Drivers 

The macro level of research – the interviews and the group exhibition – revealed 

the extent to which animals are central to both the lives and practice of the artists. 

However, the overarching and compelling insight which emerged from the macro 

level of the research was the extent to which ethics in relation to animals informs 

and shapes artists’ work. The interviews with the artists revealed that these 

contemporary artists are sensitive to the shifts and changes in the animal-human 

relationship. While they worked within different spheres of animal-human 

interaction and with very different results, the artists engaged with these issues 

within the considerations of ethical and aesthetical concerns and expressed these 

concerns in their work. They were occupied with and insightful about the 

perplexing boundaries between animals and humans and, importantly, considered 

the sentience and autonomy of the animals. Moral responsibility for animals held 

precedence in the conceptual underpinnings and technical decision-making 

process. Within the bounds of their individual conceptual contexts, social and/or 

individual ethics in our relationship with animals were important to these artists.  

 

Furthermore, for the artists, ethical questions were also closely tied to aesthetics. 

They viewed them as inextricably linked and one must involve the other. As 

Roberts-Goodwin noted, “I like to think that they are not just pretty pictures” 

(Roberts-Goodwin, 2006: 10). For Fowler, aesthetic and ethical concerns were 

also deeply connected and aesthetics, particularly strong and overriding, as he 

phrased it. Indeed, the mutual gaze of the animal and human portrayed by the 

artists might be considered also as an expression and visual outcome of the ethics 

underpinning their work.  

 

For the researcher, too, ethical issues regarding animals were paramount. Indeed, 

a fundamental basis of the work was the equal consideration and recognition of 

the sentience of non-human animals. So too, for the researcher, the balance and 

linkage of ethics and aesthetics was critical to the outcome of the research art 

practice.  
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11.2.3 The Artists’ Formative Role  

While interviewing the artists determined and shaped, to a considerable extent, the 

group exhibition development of Eye to Eye, the interview process was pivotal to 

the researcher’s curatorial role and lever to the public view of the research. Both 

the artists’ works and the substantial information, in depth and breadth, garnered 

from the interviews provided the rigor and the distinctiveness that characterised 

the exhibition. 

 

Importantly, too, the interviews with the artists played a fundamental part in 

shaping the researcher’s personal art practice. Most significantly, in the 

consideration of commonalities and points of divergence in the artists’ and 

researcher’s reflections on the gaze and the reciprocal gaze, the interviews with 

the six artists clarified and directed the researcher’s particular and distinct focus 

on the sentience of the reciprocal gaze.  

 

11.3 Personal Directions 

The current study has been rich in stimulus for the researcher suggesting both 

public directions – curatorial and publication – and a personal trajectory. 

 

11.3.1 Curatorial 

The research offers a pathway to further curatorial work particularly within the 

genre of contemporary visual art and animals and/or animal-human relations. 

Given the rising number of artists representing animals and/or animal and humans 

in their work, and in order to bring this work into the public realm, there is a 

potential need for informed curatorial work. An animal exhibition, which in 

Fowler’s words, is different to the usual animal show, requires a well-researched 

and viable conceptual basis, among the many other processes in order to 

contribute to an audience’s experience and understanding of contemporary animal 

art. 
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11.3.2 Research and Practice 

The research is both pertinent and relevant to the current and evolving animal-

human relations and art dialogue and plays a role in the present and future critical 

engagement with and perceptiveness in relation to the shifts and developments in 

both contemporary art about animals and animal-human relations. Importantly, 

the research is positioned within the diverse sphere of contemporary art and 

animals as well as within the emerging discourse of animal studies and, hence, 

contributes to and furthers the ongoing exchange of ideas in an area where the 

issues are becoming ever more critical and challenging.  

 

Furthermore, given the dearth of publications within the field of Australian 

contemporary art and animals, potential publication and/or publication 

collaboration with other academics/artists on contemporary art and animals 

present a feasible opportunity to address the gap in this area. With the increasing 

participation of visual artists and art historians in the field of animal studies, well-

articulated and researched work is becoming available for possible publication. 

Facilitated by animal studies activities and forums, new links are being forged 

between Australian artists and/or art historians/academics and those in other 

countries researching the animal in art. While catalogues from animal exhibitions 

are available, other publications which bring together the rich diversity of work 

and views on animals and art might well contribute to the emerging discussion. 

 

Significantly, the research provides a solid conceptual/practical base and impetus 

for further and ongoing development of personal art practice addressing the nexus 

of animal-human relations, particularly within the consideration of the animal 

advocacy, ethics and aesthetics. The research expanded upon and furthered prior 

animal art practice through confirming an art practice in which animal issues are 

unequivocally fundamental and decisive conceptual drivers of the artwork. It has 

more firmly determined the directions of the art practice, particularly in relation to 

the depiction in a potent visual form both of contentious and current animal and/or 

animal-human relation issues, as well as the representation of animals as sentient 

and sapient beings.  
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11.4 The Gaze Revisited: Implications of the Research 

The crux of this research has been the participatory nature of the animal-human 

gaze which has been demonstrated by the visual data collected for the exhibitions 

Face to Face and Interrogating Gaze. The exhibition Eye to Eye served to 

evidence that gaze need not always be reciprocal, for example, the engagement 

and reciprocity of gaze of Roet’s chimpanzees with the bunnyman and the three 

Jewish men in 3 Wise Men (Plate 8.6.12) might be seen as somewhat ambiguous 

and, so too, Watt’s Domestic Animals (Art Lesson) (Plate 8.6.21), and hence not 

participatory. 

 

11.4.1 The Sentience of the Gaze 

With the exception of James’s work and that of the current artist in Eye to Eye, the 

gaze behaviour of animals and humans is co-existent rather than overtly 

participatory. While the animals and humans in the works of Roet, Roberts-

Goodwin, Fowler and Watt are engaged and interacting with each other rather 

than the viewers of the work and are, indeed, relating in action and direction of 

their bodies and heads, the gazes remain less than convincing in their connection 

and participation. 

 

Hence the sentience captured both by James and the work in Face to Face and 

Interrogating Gaze represents a very important development in our understanding 

of animal-human interactions. While the emphasis has been on the non-verbal, the 

recognition of the verbal is present in the overlay drawings (for example, in Plate 

8.6.25 of (face to face) Betty and Julie – heart to heart). Both aspects lead to a 

number of questions seeking answers: 

 

- To what extent does contemporary art address attentiveness to what 

animals, particularly companion animals, might be thinking, feeling or 

doing when they are engaged in reciprocal gaze with humans? 
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- To what extent do we silence sentience in animals, as Bekoff (2007) 

argues, and ignore emotions experienced and expressed by animals such 

as pleasure, as Balcombe (2007) argues? To what extent does 

contemporary art examine animal sentience? 

 

- To what extent does contemporary art explore the nature of the 

relationship between people and their companion animals evidenced by 

such terms as pet culture, domestic companion, fur family and fur 

children? 

 

- To what extent does contemporary art penetrate beneath the superficial 

and/or the surface of a relationship between domestic animals and 

humans? 

 

- To what extent does contemporary art explore relationship development 

and/or building between animals and humans? 

 

Ultimately, the research evidenced and substantiated its key hypothesis of the 

reciprocal gaze as a physical metaphor and signifier for the empathetic, emotional 

and physical connection between animals and humans. For contemporary visual 

art, the research contributes distinctive and pertinent insights to inquiry into 

animal-human reciprocal gaze providing considerable momentum for future work 

in the stimulating and expanding field of animal-human relations and 

contemporary art. Importantly, this research questions the moral and physical 

boundaries of our relationship with animals, and, in redressing the balance 

between the two, celebrates the sentience of the reciprocal gaze.  
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Our precious Bo is dead and we are devistated. He was alert and frisky when we left our 

bush camp out of Strahan but shortly after Queenstown , when there was no turning back 

on the worst road in Aus, he began to moan in pain. We kept seeing on the map "towns" 

in big letters but when we asked about vets got blank looks and were told "not between 

here and Hobart". can you believe that?!!! So we drove for 8 hours on the most 

horrendous road but were too late. Vet the next day said that he has seen many sheep and 

cattle like that (very swollen after death) but rarely dogs. Something that kills within 24 

hours from eating poisonous grass. We always knew his stomach would get him in the 

end ... 

 

 We have had him cremated. I wanted the ashes to bury at Ridge Street but Jim could not 

face carrying them so they will be scattered in a rose garden at the uni.of Tasmania …  

  

My non emotional Jim is in a dazed trance, bursting into dry heartrenching sobs from 

time to time. The morning walk time is particularly rough and he has not done that walk 

since. It is the little things that set us off: carrots, icecream, the scraping of a dish (that 

brought an eager nose to the door), weather reports (he got to sleep inside under 14 

degrees) and those darn doggie doo plastic bags that we keep coming across in all our 

pockets. We have cleaned the sick out of the car and reorganised it so the space is not ! so 

obvious but we still see him everywhere … 

 

Without realizing it we have planned all our trips around Bo's likes ,..walks on beaches 

where he can search for fish etc and studying books for places where he would be 

welcome. Now we need to totaaly rethink...too many reminders! …  

 

Love dawn 
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B.1 
Research Paper (Dover, 2007) 

 
PODIUM PRESENTATION 

Interrogating Reciprocal Gaze: 
The Animal and Human in Contemporary Art 

 
Barbara Dover 
James Cook University, School of Creative Arts, Townsville, QLD, 4811, 
Australia, barbara.dover@jcu.edu.au  
 
This paper explores reciprocity of gaze between the animal and human in 
contemporary visual art as evidence of the animal-human relationship and 
investigates the ethics and aesthetics implicit in such visual reflections of animal-
human relations. 
 
To a large extent our encounters with animals, especially our domestic pets, are 
mediated through the visual realm. That is, just as looking at other humans and 
being looked at by other humans is fundamental to human social behaviour, 
looking and direct eye contact play an important role in animal-human interaction. 
This mutual gaze, according to Argyle and Cook (1976: 170), is sometimes 
experienced as “... a special kind of intimacy, mutual access, and meeting of 
minds”.  
 
In the visual arts, the term gaze has, since the mid-twentieth century, acquired a 
number of connotations which might be both related to and different from 
psychological and other studies of the phenomenon. What is clear is that the 
spectatorial gaze identified by writers such as Berger (1980) is neither appropriate 
nor relevant to contemporary artwork depicting the interaction of animals and 
humans. Such a concept does not take into account the mutuality implicit in this 
interaction. Hence, what is needed is a concept of participatory gaze which is not 
transmissive (i.e., from the dominant to the subjugated) but mutually interactive. 
The acknowledgement of this level and type of visual, non-verbal communication 
in contemporary artwork is now overdue. It is important to recognise that the 
dialectic, both internal and external to the artwork, has shifted as the reciprocal 
gaze between animal and human within the artwork takes the discourse on the 
gaze to a new dimension. 
 
Key words: Contemporary art, reciprocal gaze, mutual gaze, aesthetics, ethics, 
animal, human 
 

Interrogating Reciprocal Gaze: 
The Animal and Human in Contemporary Art 

 
Australian artist, Kate James’s work, The World is a Dangerous Place (2004) is a 
colour photograph of a young woman whose gaze is locked with that of a dappled 
white horse in an outdoor setting, possibly a paddock. Both woman and horse 
have white hand-knitted hoods pulled over their heads with neatly edged holes left 
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for their eyes and, in the horse’s case, openings for the nose, mouth and ears. The 
hoods are linked by two hand-knitted strips to the sides of the heads of both the 
horse and the woman. The two stand immobile face-to-face evoking a moving 
intimacy and interpersonal continuity. 
 
The connection between James’s woman and horse is palpable: they are attached 
not only by the knitted construction but also by the power of the mutual gaze. The 
remote horizon of the background landscape serves to bond the two more firmly, 
further strengthening the connection. Attentiveness and attachment characterise 
the almost impenetrable but fundamental interaction between the two beings. In 
this way James addresses particularly our responsibility towards animals, 
especially pets. Implicit is the conundrum: how does the way we look after 
animals reflect the level of our care for them? Her work epitomises Noske’s 
(2004) sense of the natural continuity that exists between animals and humans. 
 
Noske (2004) argues that “… continuity is not just about the ‘humanlike-ness of 
animals but also the animallike-ness of humans” (Noske, 2004: 7) but, 
importantly, also about the “existential and crucial connectedness between the 
two” (Noske, 2004: 7). According to Noske (2004), “Each and everyone of us is a 
sentient individual, a species-member as well as a ‘place’ in the world” (Noske, 
2004: 9). In James’s work, the sentience of both young woman and horse is 
clearly equal in intensity. The woman is a breathing, feeling and aware being but 
to no greater extent than is the horse. In this animal-human interaction, the horse 
might well be another person. The knitted construction acts as the scaffolding 
crossing the boundaries of the two living species – human and equine.  
 
In the light of Ingold’s (1994) premise that “No absolute boundary … separates 
the domain of human involvement with non-human animals from the domain of 
their involvement with one another” (Ingold, 1994: xxii), it is reasonable to pose 
salient by related questions: in what ways does contemporary art respond to 
and/or challenge the culturally constructed boundaries between animals and 
humans? In what ways does contemporary art perceive animals and, particularly, 
portray the shared gaze between animals and humans? 
 
In his essay, Why Look at Animals?, Berger (1980) suggests that the look between 
animal and human is across a narrow abyss of non-comprehension (to use 
Berger’s (1980: 5) words) and laments that the look between the animal and 
human,  
 

… that may have played a crucial role in the development of human 
society, and with which … humans have always lived until less than a 
century ago, has been extinguished (Berger, 1980: 28). 

 

Or has it, particularly in the case of pets? With her look, James reaches to the 
horse across the narrow abyss of non-comprehension. The slumped knitted strips 
constitute the physical bridge that crosses the animal and human chasm. Yet 
regard between the two here is a comprehending one, non-verbal and held by the 
gaze. 
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Our encounters with animals, especially our pets are mediated through the sense 
of sight. That is, just as looking at other humans and being looked at by other 
humans are, according to psychologists Argyle and Cook (1976), fundamental in 
human social behaviour, looking and direct eye contact play an important role in 
animal-human interaction. Indeed, the importance of the eyes to both human and 
non-human animals in a number of mutual behavioural and social contexts (for 
example, courtship, displaying aggression, fending off threats and establishing 
social order and hierarchies) has been extensively researched by animal 
behaviourists and psychologists (Argyle and Cook, 1976). Both animals and 
people look at one another because they need to check out evidence about the 
other’s intentions, “…which can be perceived from facial expression, and the 
movement of eyes” (Argyle and Cook, 1976: 170).  
 
While James’s work evidences such mutual face gazing, the context is not 
necessarily a supportive one. The stillness of the woman and horse is 
inconsistently suffused with disquiet, if not anxiety. The somewhat awkward 
device which binds each to the other and focus each so intently into the worlds of 
the other is suggestive of some external threat to their well-being. Moreover, the 
title of the work is redolent of risk and peril. The carefully knitted covering for the 
horse’s head, far from being a constraining and controlling device such as a 
bridle, is protective. Paradoxically, however, it also generates unease and 
restraint. The ambiguity and, indeed, the absurdity of the knitted apparatus, which 
is an attempt to alleviate symptoms of anxiety, also create anxiety. Nevertheless, 
the underlying anxiety in The World is a Dangerous Place is contained and hence 
embodies trust, in visible form, between the horse and woman.  
 
While the exchange between the young woman and the horse in James’s image is 
fundamentally contemporary, the depiction of animal-human relations in art 
reaches far into the past. A great many artworks depict animals and people, 
however, not necessarily in terms of mutual engagement. Typically, the animal 
and/ or the human might be looking out at the viewer or gazing elsewhere. The 
figures in the work might even be oblivious to the animals and vice versa. In 
many artworks, animals have been depicted primarily as symbols and metaphors 
for the human world. For example, we see in works portraying children such as 
The Graham children by William Hogarth and Don Manuel Osorio Manrique de 
Zúñiga by Francisco Goya that the birds represent fragility and innocence of the 
children and childhood while the cat, which is predatory by nature, represents the 
dangers of the outside world for the children. 
 
Also, if we take the example of one widely represented animal in art, the horse, 
we can see that James’s image exists in stark contrast to earlier views of horses 
and humans. In the work by the well-known horse painter, George Stubbs, 
Hambelton: Rubbing Down, the glances of the humans look out towards the 
viewer of the painting. The top-hatted man and the stable boy are holding and 
restraining this agitated creature. There is no interaction or gaze here to reassure 
this flighty horse. In Horse fair (1853-55) by Rosa Bonheur, (1822–99), humans 
endeavour to contain or reign in the power of muscular animals. The horses and 
humans in Edgar Degas’s (1834-1917) painting, Before the start (c.1870), are in 
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master subordinate role as we see the jockeys maintain control of the racehorses 
as they steady them before their race. While Stubbs, Bonheur and Degas look at 
horses closely and with clear admiration for their beauty and athleticism, little or 
no non-verbal communication is evident between horses and humans’, or rather, 
they exist in Berger’s (1980) abyss of non-comprehension. The glances of the 
horses and humans are random rather than mutually engaged while the 
surrounding activity creates anticipation and even fear on the part of the horses.  
 
In light of such works, we might ask of James’s work: what characterises this very 
different animal-human relationship? To what extent has James shifted the 
perception of animals in relation to humans to a level different from that seen in 
the work of Stubbs, Bonheur and Degas and other earlier works? I would argue 
that James’s animal-human interface emanates from quite another starting point. 
 
It is evident that the beginning of the change in the depiction of animal-human 
relations took place after the mid-1960s. One of the first major artists to interact 
with animals in a radically transformed way was Joseph Beuys (1921-1986) who, 
in 1965, presented a performance work, How to explain pictures to a dead hare 
(1965). Beuys fixed his full attention as well as his gaze upon the hare and, 
although this was obviously unreciprocated, the gulf between the animal and 
human narrowed to a new level of intimacy. Thus Beuys ceased to be a mere 
outside observer of animals in this work.  
 
Other artists also began to engage with animals in their work in ways which 
suggested the increasing permeability of the boundaries between humans and non-
human animals. We can see evidence of this in William Wegman’s video of 
himself and his Weimaraner, Man Ray, in a spelling lesson; and in performance 
artist, Carolee Schneemann’s photographs of herself and her cat, Cluny II, when 
Cluny II would early in the morning climb into the bed with Schneemann, the 
willing recipient of her cat’s deep mouth kisses. Sue Coe’s gaze is of a very 
different nature to Schneemann’s, yet a gaze nonetheless; perhaps it is better 
described as a manic gaze particularly on the part of the human in the moment of 
realisation of the nature of the living creatures he eats, and has eaten, and who 
have come to haunt him with the intensity of their gazes. Olly and Suzi create 
works as one artist, drawing hand over hand, as they depict the gaze of wild 
animals, such as this wolf, in remote places. Here the gaze is alert, curious and 
intense, I would suggest, on the part of both artist/s and animal. 
 
In the context of contemporary art, then, what constitutes the animal-human gaze? 
For Berger (1972), in his well-known book Ways of Seeing, the gaze is essentially 
a white, male empowered gaze, a spectatorial and proprietorial gaze. It is clear 
that the spectatorial and proprietorial gaze as identified by Berger (1980) and 
others is neither appropriate nor relevant to contemporary artwork depicting the 
interaction of animals and humans. What is needed then is a concept of gaze 
which is not transmissive (that is, from the dominant to the subjugated) – but 
mutually interactive. The acknowledgement of a participatory level and type of 
visual, non-verbal communication in contemporary artwork is important. This 
would, indeed, recognise that the dialectic, both internal and external to the 
artwork, has shifted in a very important way.  
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Rather than being the passive focus of the spectatorial, proprietorial or subjugated 
gaze, the subjects (the animal and the human) of the artwork enact a mutual gaze, 
a form of gaze recognised by psychologists Argyle and Cook (1976) as one which 
plays an important role in the growth of social bonds between two individuals. 
Given that the subjects’ gazes turn to each other rather than the viewer/s of the 
work, these reciprocal gazes are unmistakeably participatory. Obviously the 
reciprocal gaze between animal and human within the artwork takes the discourse 
on the gaze in a different direction. Hence inquiry about the gaze moves from one 
of spectatorship, of being scrutinised, viewed, observed and objectified in a 
context of desire and power, to a participatory one between animal and human. 
The essence of such mutuality, sharing, participation and connection creates a 
context of reciprocal care and responsibility, a context appropriate to the visual 
exploration of the animal-human relationship. 
 
Increasingly Australian contemporary artists, like James, are interrogating our 
relations with animals and representing these interactions in potent and 
compelling ways which have the potential to transform how we think about, live 
with and care for animals. Importantly, these artists raise issues in relation to our 
moral and ethical responsibility towards animals, which suggest that there are far 
better ways in which we can coexist with and care for animals. Rather than being 
incidental to, afterthoughts or symbols and metaphors for the human condition, 
animals in these works are engaging with humans in much more challenging 
ways. They represent themselves rather than someone or something else. The 
human and animal hierarchy is in question. A seismic shift in animal-human 
relations is thus taking place.  
 
Indeed, Jacques Derrida (2002), somewhat later in his life, appears to be 
somewhat unsettled by the “… insistent gaze of the animal” (Derrida, 2002: 372) 
or more particularly, the gaze that a cat fixes, and confesses to feeling disarmed 
before the gaze of his pet female cat, as he declares, “truly a little cat” (Derrida, 
2002: 375). However, Derrida’s (2002) principal concern is the animal gaze and 
the act of looking: he argues, “The animal looks at us, and we are naked before it. 
Thinking perhaps begins there” (Derrida, 2002: 397). 
 
References: 
 
Argyle, M. & Cook, M. (1976) Gaze and Mutual Gaze. Cambridge, Eng.; New 

York: Cambridge University Press. 
Berger, J. (1980) About Looking. New York: Vintage Books.  
Derrida, J., Wills, D. (trans.) (2002) The Animal That Therefore I Am (More to 

Follow). Critical Inquiry. 28. 2. Winter, 369-418. 
Ingold, T. (ed.) (1994) What is an Animal?. London: Routledge. 
Noske, B. (1997) Beyond Boundaries: Humans and Animals. Quebec: Black 

Rose. 
Sanders, C. (2003) Actions Speak Louder Than Words: Close Relationships 

between Humans and Nonhuman Animals. Symbolic Interaction. Summer. 
26. 3. 405-426. 

 



 

 451 

B.2 Catalogue Essay 

 
 



 

 452 

 

 

 

 

 

 

 

APPENDIX C 

 
Administrative Foregrounding of Artists’ Interviews 

 
 

C.1 Gallery/Artist letter  

C.2 Ethics Committee Application 



 

 453 
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Interview Questions 

A. Preliminary questions: artist’s personal relationship with animals 

1. When growing up, what experience did you have with animals? 

2. What, if any, animals are integral to your life situation? 

 

B. General background: questions to establish concepts or underpinning 

ideas 

3. To what extent is the animal a central focus of your work? Why? Since 
when?  

4. When did your work first embody animals? Why? 

5. What experiences, influences and/or major factors have contributed to the 
ways you consider animals and incorporate and/or represent them in your 
work? 

6. How do you perceive the animal to be represented, implicitly and/or 
explicitly, in your work? 

7. To what extent does your audience perceive it in the same way? 

8. What are the major ideas relating to the animal/form/concept underpinning 
your work? 

9. Ultimately, which is of greater importance in your work relating to 
animals – the form of the work or the meaning/concept underpinning the 
work? Why? 

10. In what ways do you utilise the animal in your work? 
(a) To what extent do you work with animals as a material/media? 
(b) To what extent do you work with the animal as a subject/theme? 

11. To what extent has this changed over time? Why? 

12. To what extent do you engage with the animal in your work as a metaphor 
or symbol?  

13. To what extent is it important to your work that animals have their own 
autonomy? Why? Has this always been the case? 

 

C. Specific to the interface between animals and humans 

14. To what extent does your work explore the ways in which humans 
perceive  animals?  

15. To what extent do you see the worlds of the animal and the human as 
parallel? 

16. What means or methods do you use in your work to mediate between, 
reconcile or blur the boundaries between these parallel worlds? 
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17. To what extent do you engage with the animal as a means to address 
human issues and the way we think about ourselves? 

18. To what extent does your work explore the ways in which humans relate 
to animals? 

19. What factors and/or issues influence your ideas about the boundaries 
between humans and animals? 

20. In what ways do you respond to and/or focus upon the interfaces, 
boundaries or intervals between humans and animals? 

21. To what extent are the human/animal relationship boundaries, interfaces or 
intervals dynamic in your work?  

22. In what ways does your work challenge, interpret, transform, recast or 
seek to reconstruct social attitudes towards the representation of animals? 

23. To what extent, in your work, has the animal become a metaphor for 
contemporary life and issues? Why? 

24.  
D. Aesthetic/ethics  

25. To what extent does your work address, directly or indirectly, issues about 
social or individual ethics in our relationship with animals? 

26. To what extent do ethical and moral considerations influence the manner 
in which you represent animals and/or use the animal form in your work? 

27. How important to your artwork are the ethical issues related to our 
relationship with animals? 

28. To what extent is the aesthetic dimension the primary driver in your art 
work? If so, what strategies do you employ to enhance the aesthetic 
elements of your work? 

29. How do you reconcile the often harsh concepts associated with the 
ambiguities of the human/animal interface with aesthetic considerations? 

30. To what extent does your work attempt to balance ethics and aesthetics? 

 

E. Exploitation issues 

31. To what extent does your work address issues of animal exploitation? 

32. What are the major influences relating to animal exploitation on your 
work? 

33. How significant is animal advocacy/rights/liberation to the meaning and 
direction of your work? 

34. How important do you perceive it to be to reconcile the issues of animal 
advocacy, concepts underpinning your work and the artistic, stylistic and 
representational strategies to create your work? How do you achieve this? 
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35. To what extent is there a conflict, or potential conflict, between meaning 
and style in your work? Has this ever been an issue for you? 

36. In relation to the use real animals, dead or alive, in your artwork, have you 
imposed limits on their use in your work? Would you, for example, 
deliberately kill an animal for the sake of your art? 

37. In relation to the use of real animals, dead or alive, how have you imposed 
limits on the use of real animals in your artwork? 

38. In relation to the use of real animals, dead or alive, what are the limits to 
which you would go in their use in your artwork? 

 

F. Gaze and Reciprocal Gaze 

39. To what extent are you conscious of a reciprocal gaze with (a) animals and 
(b) significant animals? 

40. To what extent does your work depict the animal and human interacting 
with one another through the gaze and reciprocal gaze? 

41. To what extent do the animal/s and human/s in your work engage in non-
verbal communication? To what extent do you see this as significant? 

42. In relation to the interaction of animals and humans in your work, how do 
you portray the visual interchange and/or communication as evidence of 
relations between the two? 

43. How do you use eye-to-eye or face-to-face contact between animals and 
humans in your work? What do you see to be the implications or meanings 
of these particular types of interactions? 
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E.3  

Artist and Gallery Agreement  
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Exhibition Meetings: Agendas and Minutes 
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E.5  
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E.6  

Foreword to Catalogue  
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E.7  

Catalogue Essay 
There is more to eyes than meets the eye. We can see eye to eye, give 
someone the eye, have something in one’s mind’s eye and be all eyes. Eyes 
are even windows to the soul. The many popular idioms relating to eyes 
indicate the importance of eyes and eye contact in everyday social interaction. 
Indeed, the importance of the eyes to both human and non-human animals in 
a number of their behavioural and social contexts such as courtship, showing 
aggression and establishing social order is well-researched by psychologists 
and animal behaviourists. Both animals and people look to the eyes of others 
because they need to know about the other’s intentions, attitudes and 
feelings, to be able to judge whether threatening, benign or friendly, which 
can be deduced from the movement and expression of eyes.  
 
While looking at one another plays a fundamental role in non-verbal 
communication for both humans and animals, it is also important to relations 
between humans and animals. Our encounters with animals, to a large extent, 
are mediated through the visual sense. For humans, gazing at animals has 
long been of universal interest. From bird watching to whale watching and 
from observing primates to viewing fairy penguins, we spend a considerable 
amount of time looking at animals. However, the looking not only emanates 
from the direction of the human: the animal returns the gaze. 
 
In an environment of rising interest in animals, a number of contemporary 
artists have been interrogating the increasingly complex issues surrounding 
animal and human relations. Moreover, they are questioning the human and 
animal hierarchy. For these artists, the animal-human interface and mutual 
gaze originates from a starting point different to that of artists from past eras. 
The works by Hayden Fowler, Kate James, Lynne Roberts-Goodwin, Lisa Roet, 
Yvette Watt and Barbara Dover show us how the realms of animal issues, 
ethics and aesthetics can be orchestrated to create challenging yet compelling 
artworks, which reveal new directions in the contact between humans and 
animals. 
 
Fowler’s Goat odyssey and Nursling 1-V series offer a voyeuristic performance 
of animals and a human. The stage is set in a mythic world of mystery, myth 
and nostalgia. In Nursling 1, the near-naked man gazes at the goat without 
condescension; his look considers the goat as an autonomous being. The goat 
reciprocates the gaze with inquisitive composure. Fowler’s works delve into 
nature and humanity, history and story as well as symbol and metaphor. 
Borders, limits and crossing-points are questioned: the boundaries between 
the two species, goat and man, are permeable. 
 
Both Fowler and Roet share a scientific curiosity and are scrupulous observers 
of their subjects. This is clearly evident in Roet’s Ape and the Bunnyman, Part 
5 where everyone is gazing at each other. The three traditionally-garbed 
Jewish men are staring at the chimpanzee behind the glass; a costumed 
bunny is watching the men (or is it the chimp?) while the ape is looking 
intently at the men. So too, the bronze chimpanzees, Ham (Astro-chimps), 
hold us with their penetrating gaze. Roet captures the subtlety and power of 
non-verbal communication in the eyes of the chimps. 
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Concern for nature and humanity also underpins the work of Roberts-
Goodwin. Her unmistakable affinity is for birds, especially falcons. The crystal 
clear and concentrated colours of the Azure series further intensify the visual 
interaction between the falcon and handler. Aesthetically framed, the two 
beings held together in their desert landscape by their visual exchange, seem 
as one entity. Through her potent narrative and vision, Roberts-Goodwin 
encourages us to reconsider the gaze of animals and humans and the possible 
ways in which they might see one another. 

 
The gaze between a horse and a woman in James’s The world is a dangerous 
place shifts the animal-human relationship into the domain of the domestic 
animal and the personal. James’s concern, empathy and caring about the 
well-being of her companion horses and dogs are fundamental to her work. 

Also, like Fowler, Roet and Roberts-Goodwin, questions around human and 
animal contact and connection are central for James. The white knitted 
garment worn by the woman and horse is the physical bridge linking the two 
but, essentially, it is the gaze that rivets the two together.  

 
Moral responsibility and ethics both inform and impel Watt’s Domestic animals 
series. She is acutely aware of the doublethink that underlies our attitudes 
towards animals, especially those we eat. Watt’s personal identification and 
profound empathy with another sentient being compels us to consider our 
own identity as well as to deliberate upon questions of sameness and 
difference between human and non-human animals. Importantly, however, 
she urges us to respect the interests and individuality of non-human animals 
– to look into their eyes and even see through their eyes, particularly farm 
animals, and to take ethical responsibility for all animals. 

 
Dover’s Face to face series of work also touches on the moral responsibility 
we have for animals, especially those closest to us, our pets. Dover contends 
that the relationship we have with our pets is unique, probably the closest we 
have with a non-human animal and, for some, closer than with another 
human. Boundaries are often blurred in this most complex and intimate of 
relationships where the mutual gaze is a crucial facet in interspecies 
communication. 
 
Eye to eye reflects and illuminates the intensive and extensive interest in 
animals and the multifaceted permutations of the animal-human relationship, 
not only in visual art but across all the disciplines. The exhibition proposes 
that non-verbal communication and eye to eye contact with animals offer an 
important key to our ongoing relationship with them. Indeed, French 
philosopher Jacques Derrida, somewhat later in his life, appears to be 
somewhat unsettled by the “… insistent gaze of the animal”.1. However, 
Derrida’s principal concern is the animal gaze and the act of looking: he 
argues, “The animal looks at us, and we are naked before it. Thinking perhaps 
begins there”. 2. 

 
Barbara Dover 

 
 

1. - 2. Derrida, J., Wills, D. (trans) (2002), “The Animal That Therefore I Am 
(More to Follow)”, Critical Inquiry, 28, 2, Winter, 369-418. 
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E.9  

Didactic Panel Text 
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Exhibition Report 
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The Sculpture: The Modelling and Casting Process from Maquette to Final 

Work 

Step Stage Image of Process Process 

1 Create 
maquette 

 

• Construct small 8 x 15 cm 
clay maquette to serve as a 
sketch and working idea for 
the final work conceived by 
researcher. 

2 Construct 
bench for the 
clay model 

 

• Construct solid working 
bench incorporating a steel 
support frame armature. 
This armature can be 
extracted from the clay 
model from underneath the 
bench. 

3 Prepare clay 
support 

 

• Measure actual life-size 
female and cat for accurate 
proportions and size for clay 
models. 

• Prepare quantities of 
workable clay for base form 
of the models. 

4 Construct and 
form the clay 
female model 

 

• Build up clay form for 
female; model and sculpt 
broad forms and then details 
such as hands, fingers, feet, 
toes, eyes, mouth and hair. 

5 Construct and 
form clay cat 
model 

 

• Build up clay form for cat; 
model and sculpt broad 
forms and then details such 
as facial features, ears, feet 
and tail. 

6 Refine clay 
female model 

 

• Re-measure and re-check 
proportions, scale, and 
relationship of forms and 
adjust, add or remove clay 
on female figure. 

 Refine clay 
female model 

 

• Check anatomical details 
for accuracy 
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Step Stage Image of Process Process 

7 Refine clay cat 
model 

 

• Re-measure and re-check 
proportions, scale, and 
relationship of forms and 
adjust, add or remove clay 
on female figure. 

8 Position the 
cat model in 
relation to the 
female model. 
Test for 
accuracy. 

 

• Place near-completed cat 
model in position on female 
figure torso and adjust the 
figures for accuracy and 
position. 

9 Cast plaster 
mould for the 
female form 

 

• Mix plaster and apply 
thickly to female form. 
Allow adequate drying time 

10 Cast plaster 
mould for the 
cat form 

 

• Mix plaster and apply 
thickly to cat form. Allow 
adequate drying time. 

11 Discard clay 
from the 
plaster mould 
for cat forms 

 

• Remove clay from the cat 
plaster casts. 

12 Discard clay 
from the 
plaster mould 
for female 
forms 

 

• Remove clay from the 
female plaster casts. 

13 Prepare plaster 
mould for 
concrete 

 

• Thoroughly clean cast. 
• Sand rough areas where 

needed and fill in air bubble 
holes with Spakfilla. Apply 
an even layer of Vaseline 
for the separator. 
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Step Stage Image of Process Process 

14 Test surface 
patinas and 
concrete 
composition  

 

• Test a range of 
compositions and mixture 
for concrete. 

• Concrete mixture 
composition choice 
producing lightness and 
good surface patina is: 2 
parts sand, 2 parts Portland 
cement, 3½ parts perlite 
(Perlite is produced by the 
extrusion of high-silica 
rhyolite lava, Perlite is a 
small round light-grey, 
glassy rock, with a pearly 
lustre often used in 
horticulture and building). 

15 Preparing the 
concrete for 
pouring into 
the moulds 

 

• Measure correct quantities 
of sand, cement and perlite. 

• Mix concrete in batches in 
concrete mixer with added 
water to correct consistency.

16 Pouring the 
concrete 

 

• Pour concrete mixture into 
plaster moulds of female 
and cat. 

• Shake plaster casts to settle 
the concrete and ensure air 
bubbles are removed. 

17 Discarding the 
plaster casts 

 

• Remove the plaster casts 
from female form. 

18 Discarding the 
plaster casts 

 

• Remove the plaster casts 
from cat form. 

19 Revealing the 
concrete forms 

 

• Clean plaster from all 
crevices with brushes to 
remove plaster and concrete 
particles. 
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Step Stage Image of Process Process 

20 Surface 
finishes for the 
concrete forms 

 

• Cover concrete figures with 
thin concrete slurry to 
ensure even surfaces. 

21 The final work 

 

• Sand concrete with fine 
sandpaper and brush to 
clean final surface and place 
cat on the female form. 

• Some shrinkage that 
occurred in the process and 
the final work measures 50 
x 140 x 40cm. 
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H.1  Face to Face: KickArts Contemporary Arts/Artist 

Exhibition Agreement 
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Artist’s Statements 

H.2.1 Face to Face 

H.2.2 Interrogating Gaze 
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H.2.1  Face to Face 
Face to Face   

 
This exhibition considers our complex relations with those animals 
closest to us – our pets – at a time when the animal and human 
interaction is increasingly under scrutiny as research evidences new 
findings about animals’ intelligence, their ability to think and their 
capacity to feel both pain and emotion.  
 
Broad social forces of change have brought about a wide range of 
philosophical, ethical and emotional changes in our attitudes to and 
relationships with animals, particularly pets. Humans have deeply 
intimate relationships with their companion animals. Pets are 
welcomed, loved and treated as a member of the family, given human 
names, provided with specialist medical and palliative care when they 
are ill and/or aged, mourned when they die and buried in pet 
cemeteries with the rituals associated with human burial 
 
Face to Face interrogates the intensity of our relationships with our 
pets, through the gaze or reciprocal gaze. To a large extent our 
encounters with animals are mediated through our eyes. That is, just 
as looking at other humans and being looked at by other humans, 
according to psychologists, are fundamental in human social 
behaviour, looking and direct eye contact play an important role in 
animal-human interaction.  
 
The works also touch on the moral responsibility we have for animals 
as well as the addressing the continuity and boundary blurring that 
exists between animals and humans: as the philosopher Noske terms it 
– the “animallikeness” of humans and “humanlikeness” of animals. 
Face to Face reflects a state where we cease to be mere outside 
observers of animals.  
 
Dover’s mixed media and installation works engage with animals in 
ways that suggest the boundaries and borders between humans and 
non-human animals are becoming more permeable. 
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H.2.2  Interrogating Gaze 

 
Interrogating Gaze 

  

Interrogating gaze considers our complex relations with those animals 
closest to us – our pets – at a time when the animal and human 
interaction is increasingly under scrutiny as research reveals new 
findings about animals’ intelligence, their ability to think and their 
capacity to feel both pain and emotion.  
 
The exhibition particularly explores the intensity of our relationships 
with our pets through the gaze and reciprocal gaze. To a large extent 
our encounters with animals are mediated through our eyes. That is, 
just as looking at other humans and being looked at by other humans, 
according to psychologists, are fundamental in human social 
behaviour, looking and direct eye contact play an important role in 
animal-human interaction.  
 
The works also touch on the moral responsibility we have for animals 
as well as the addressing the continuity and boundary blurring that 
exists between animals and humans: as the philosopher Noske terms it 
– the animallikeness of humans and humanlikeness of animals. 
Interrogating gaze reflects a state where we cease to be mere outside 
observers of animals.  
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Face to Face Pre-publicity 
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H.4 

Extract from Riverway Art Centre 2007 Calendar of 

Events 
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H.5 

Face to Face: Invitation  
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H.6 

Face to Face and Interrogating Gaze Room Brochures 

H.6.1  Face to Face 

H.6.2 Interrogating Gaze 
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H.6.1 Face to Face  
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H.6.2 Interrogating Gaze 
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H.7 

Face to Face Exhibition Reviews and Promotional 

Articles 
 

H.7.1  The Cairns Post, May, 2007 

H.7.2 The Cairns Post, May 2007 

H.7.3 Art Monthly, June, 2007 
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H.7.1 

Face to Face, The Cairns Post, May 2007 
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H.7.2  

The Cairns Post, May, 2007  
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H.7.3 

Face to Face, Art Monthly, June 2007 
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Face to Face, Arts Nexus, 2007,  
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