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Animal Ontologies and Media 
Representations: Robotics, Puppets,  

and the Real of War Horse

Jennifer Parker-Starbuck

´7KHUH·V�QR�ZD\�WR�OHDUQ�WR�Á\�like a hummingbird�XQOHVV�\RX�Á\�µ
—Regina Dugan1 

As Regina Dugan spoke these words during her 2012 TED conference talk, a small 
KXPPLQJELUG� GURQH� ZDV� UHOHDVHG� LQWR� WKH� DLU� �ÀJ�� ���� $OWKRXJK� 'XJDQ�� WKH� WKHQ�
nineteenth director of the US Defense Advanced Research Projects Agency (DARPA), 
was delivering an inspirational talk about how “scientists and engineers change the 
ZRUOG�µ�LW�ZDV�WKLV�WLQ\�URERWLF�KXPPLQJELUG�WKDW�FDSWXUHG�WKH�DXGLHQFH��JDUQHULQJ�D�
URXQG�RI�DSSODXVH��3URSRVLQJ�DQ�DQVZHU�WR�'XJDQ·V�UKHWRULFDO�TXHVWLRQ³´:KDW�ZRXOG�
\RX� DWWHPSW� WR� GR� LI� \RX� NQHZ�\RX� FRXOG� QRW� IDLO"µ³WKH� KXPPLQJELUG� UHSUHVHQWV�
KXPDQ�SURJUHVV�LQ�XQGHUVWDQGLQJ�WKH�PHFKDQLFV�RI�ÁLJKW��KHUH�VHHNLQJ�WR�LQWURGXFH�
PRUH�PDQHXYHUDEOH�WRROV��HVSHFLDOO\�IRU�ZDUIDUH���7KH�QRQKXPDQ�DQLPDO�LV��RI�FRXUVH��
no stranger to the process of human progress; animal and insect forms have always 
served as models, as well as subjects, for sites such as human medical experimentation, 
DHURQDXWLF�GHYHORSPHQW��DQG�ZLWKLQ�FRPEDW��'XJDQ�SUHIDFHV�WKH�DERYH�VWDWHPHQW�E\�
discussing the importance (after speed) of maneuverability in conceptualizing warcraft 
GXULQJ�KHU�WLPH�ZRUNLQJ�DW�'$53$��6KH�VD\V�WKDW

[h]ummingbirds are not hypersonic, but they are maneuverable; in fact, the hummingbird is 
WKH�RQO\�ELUG�WKDW�FDQ�Á\�EDFNZDUGV��,W�FDQ�Á\�XS��GRZQ��IRUZDUG��EDFNZDUGV��HYHQ�XSVLGH�
GRZQ�� DQG� VR� LI�ZH�ZDQWHG� WR�Á\� LQ� WKLV� URRP��RU�SODFHV�ZKHUH�KXPDQV� FDQ·W�JR��ZH·G�
QHHG�DQ�DLUFUDIW�VPDOO�HQRXJK�DQG�PDQHXYHUDEOH�HQRXJK�WR�GR�VR��7KLV�>shows image] is a 
KXPPLQJELUG�GURQH��,W�FDQ�Á\�LQ�DOO�GLUHFWLRQV��HYHQ�EDFNZDUGV��,W�FDQ�KRYHU�DQG�URWDWH��
7KLV�SURWRW\SH�DLUFUDIW�LV�HTXLSSHG�ZLWK�D�YLGHR�FDPHUD��,W�ZHLJKV�OHVV�WKDQ�RQH�$$�EDWWHU\��
[She pauses@�,W�GRHV�QRW�HDW�QHFWDU�2��6HH�ÀJ�����
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1 5HJLQD�'XJDQ��´)URP�0DFK����*OLGHU�WR�+XPPLQJELUG�'URQH�µ�TED Talks, March 2012, available 
at http://www.ted.com/talks/regina_dugan_from_mach_20_glider_to_humming_bird_drone.html (accessed 10 
)HEXUDU\��������'XJDQ�ZRUNHG�IRU�'$53$�IURP�-XO\������XQWLO�VKH�ZDV�KLUHG�E\�*RRJOH� LQ�0DUFK�
������6HH�WKH�YLGHR�DW�������HPSKDVLV�DGGHG��
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)LJXUH����'$53$·V�+XPPLQJELUG�GURQH�� 
�3KRWR�FRXUWHV\�RI�$HUR9LURQPHQW��,QF��

This reliance upon the living hummingbird’s mobility represents an ongoing “in-
WHUVSHFLHVµ�UHODWLRQVKLS�EHWZHHQ�KXPDQV�DQG�QRQKXPDQ�DQLPDOV³IRU�IRRG��FORWKLQJ��
PRWLRQ��LQVSLUDWLRQ³WKDW�KDV�VKLIWHG�RYHU�WLPH�IURP�GHSHQGHQFH�WR�´UHSURGXFWLRQ�µ�
RIWHQ� LQ� IDYRU�RI�D� WHFKQRORJLFDO� UHSODFHPHQW�� ,W� LV�� WR�EH�FOHDU��PRUH�RIWHQ�D�KXPDQ�
reliance upon animals, a reliance too often viewed as one-sided and long interwoven 
ZLWK�WHFKQRORJLHV��RQH�WKDW�IUHTXHQWO\�YLHZV�DQLPDOV�as�VLPSOH�WHFKQRORJLHV��7KH�ORQJ�
historic parallel between animals and machines has served to complicate human–animal 
relations, and yet, despite the increasing ability to mechanically replicate the motions, 
maneuverability, and speed of animals, we still revert back to the forms of animal 
ERGLHV�LQ�WR\V��FDUWRRQV��DLUFUDIW��DQG�ZHDSRQV�3 

My recent research focuses on human–animal–technological engagements in cul-
tural and performance practices, and addresses how performance might occupy a 
space for illuminating how the technologization of animals—for meat, on video, in 
IDFWRULHV�� LQ� ÀOP�� LQ� ODERUDWRULHV�� DQG� LQ� ELRVFLHQFHV³VKDSHV� RXU� XQGHUVWDQGLQJ� RI�
DQG�UHODWLRQVKLS�WR�DQLPDOLW\��$V�DFWXDO�DQLPDOV�DUH�SXVKHG�IXUWKHU�IURP�RXU�VLJKWV��
we accept their mediated stand-ins, forgetting the material conditions and lived lives 
RI�WKH�LQQXPHUDEOH�DQLPDO�ERGLHV�LQ�KXPDQ�VHUYLFH��7KH�DQLPDOV�LQ�WKLV�HVVD\³IURP�

3 $OWKRXJK�,�SUHIHU�WR�XVH�WKH�WHUP�nonhuman animal to distinguish within the kingdom Animalia, for 
FODULW\·V�VDNH�,�ZLOO�KHQFHIRUZDUG�XVH�WKH�VKRUWHQHG�WHUP�animal�
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the robotic hummingbird to the multiple horse ontologies of War Horse—are entangled 
LQ� WKH�SURGXFWLRQ�RI�YLROHQFH�� WKHLU� ERGLHV� DUH� UHSURGXFHG�� UHSODFHG�� UHQGHUHG�� DQG�
UHDSSURSULDWHG��,�SURSRVH�D�VKLIW�IURP�D�SDUDOOHO��DQG�DQWKURSRFHQWULF��FRQÀJXUDWLRQ�
of animal and machine in a side-by-side trajectory to more of a triangulation among 
human, animal, and machine, a space in which to begin to introduce more collaborative 
PRGHV�RI�XQGHUVWDQGLQJ��,W�LV�D�VSDFH�RI�SHUIRUPDQFH��D�VSDFH�LQ�ZKLFK�WKH�DQLPDO³LWV�
ODERU��LWV�KLVWRU\��LWV�ERG\³PLJKW�EH�UHDQLPDWHG�

:LWKLQ�SHUIRUPDQFH�SUDFWLFHV��DQLPDO�HQFRXQWHUV�WKURXJK�VSHFLÀFDOO\�WHFKQR�VLWHV�
OLNH�ÀOP��DQLPDWLRQ��ELR�DUW��DQG�VR�RQ�KDYH�EHHQ�LQFUHDVLQJO\�YLVLEOH�VLWHV�RI�DQLPDOLW\��
EXW�ZLWKLQ�WKHVH�VLWHV�WKH�DQLPDO��HVSHFLDOO\�ZKHQ�UHSUHVHQWHG�E\�WKH�´UHDOµ�DQLPDO��LV�
IUHTXHQWO\�FRQÁDWHG�ZLWK�KXPDQ�WHFKQRORJLFDO�DGYDQFHV��7KHUHIRUH�E\�XQSLFNLQJ�VRPH�
RI�WKHVH�VLWHV��,�KRSH�WR�LGHQWLI\�SRVVLELOLWLHV�IRU�ZKDW�,�KDYH�SURSRVHG�SUHYLRXVO\�DV�D�
becoming-animate, which allows encounters at the intersection of animality, technology, 
DQG�SHUIRUPDQFH�WR�UHHVWDEOLVK�WKH�DQLPDO·V�FHQWUDOLW\�ZLWKLQ�WKH�UHODWLRQVKLS��Although 
´EHFRPLQJV��µ�DV�GHULYHG�IURP�*LOOHV�'HOHX]H��DUH�E\�QRZ�RIWHQ�UHIHUUHG�WR�DV�D�´SDVV-
LQJ�UHIHUHQFHµ�LQ�DQLPDO�VWXGLHV��DV�/DXUD�&XOO�KDV�FDUHIXOO\�RXWOLQHG�� the concept has 
allowed for open and generous readings in human–animal relations as an attempt to 
EHWWHU�´LQWHUOLQN�DQG�IRUP�UHOD\V�LQ�D�FLUFXODWLRQ�RI�LQWHQVLWLHV�µ�DV�'HOHX]H�DQG�)pOL[�
Guattari explain in A Thousand Plateaus�5� ,W� LV�D�FRQFHSW� WKDW�KDV�KDG�PXFK�WUDFWLRQ��
DQG�,�SUHIHU�WR�XVH�LW�IROORZLQJ�5RVL�%UDLGRWWL��ZKR�H[SODLQV�WKDW�´>E@HFRPLQJ�ZRPDQ�
DQLPDO�LQVHFW�LV�DQ�DIIHFW�WKDW�ÁRZV��OLNH�ZULWLQJ��LW�LV�D�FRPSRVLWLRQ��D�ORFDWLRQ�WKDW�
QHHGV�WR�EH�FRQVWUXFWHG�WRJHWKHU�ZLWK��WKDW�LV�WR�VD\�LQ�WKH�HQFRXQWHU�ZLWK��RWKHUV�µ6 
2U�DORQJVLGH�'RQQD�+DUDZD\��ZKR��RQ� WKH�JURXQG�ZLWK�KHU�GRJV�� WDNHV� LVVXH�ZLWK�
'HOHX]H�DQG�*XDWWDUL·V�´VFRUQ�IRU�WKH�PXQGDQHµ�DQG�SUHIHUV�WR�WKLQN�RI�D�´EHFRPLQJ�
ZLWKµ�WKDW� LV�EDVHG�RQ�WKH�PDWHULDO��RQ�WRXFK��´7RXFK��UHJDUG�� ORRNLQJ�EDFN��EHFRP-
ing with—all these make us responsible in unpredictable ways for which worlds take 
VKDSH�µ7� ,Q�D�EHFRPLQJ�DQLPDWH��Whis dance among humans, animals, and machines, 
which grows more complicated as technologies advance, has often been a mimetic 
DWWHPSW�WR�RYHUFRPH�KXPDQ�OLPLWDWLRQV��EXW�RQH�WKDW�,�KDYH�DUJXHG�LV�´D�FRQGLWLRQ�RI�
sensory attunement—palpable and vibrant—that reveals the interrelationships and 
WUDFHV�OHIW�EHWZHHQ�DQLPDO��KXPDQ��DQG�PDFKLQH�µ��,W�LV�LQ�WKHVH�WUDFHV�WKDW�D�GHHSHU�
DWWHPSW� DW� D� WUXH� LQWHUVSHFLHV� UHODWLRQVKLS�PLJKW�EH� ORFDWHG�� ,I�ZH� UHO\� DQG�GHSHQG�
upon one another, we must take responsibility and seek a sense of collaboration over 
FRQWURO�WR�EHJLQ�WR�XQGHUVWDQG�KRZ�ZH�DUH�DIIHFWHG�E\�RQH�DQRWKHU��$V�+DUDZD\�KDV�
HORTXHQWO\�H[SUHVVHG��´6SHFLHV�LQWHUGHSHQGHQFH�LV�WKH�QDPH�RI�WKH�ZRUOGLQJ�JDPH�RQ�
HDUWK��DQG�WKDW�JDPH�PXVW�EH�RQH�RI�UHVSRQVH�DQG�UHVSHFW�µ9

The inclusion of technology is a critical aspect of the possibility of becoming-animate, 
ZKLFK�GLVWLQJXLVKHV�LW�IURP�ZKDW�8QD�&KDXGKXUL�KDV�LPSRUWDQWO\�ODEHOHG�´]RRsVLV�µ�

��/DXUD�&XOO��´$IIHFW�LQ�'HOHX]H��+LMLNDWD��DQG�&RDWHV��7KH�3ROLWLFV�RI�%HFRPLQJ�$QLPDO�LQ�3HUIRU-
PDQFH�µ�Journal of Dramatic Theory and Criticism�����QR���������������²�����TXRWH�RQ�����

5 *LOOHV�'HOHX]H�DQG�)pOL[�*XDWWDUL��A Thousand Plateaus: Capitalism and Schizophrenia,� WUDQV��%ULDQ�
0DVVXPL��0LQQHDSROLV��8QLYHUVLW\�RI�0LQQHVRWD�3UHVV�������������

6 5RVL�%UDLGRWWL��Metamorphoses: Towards a Materialist Theory of Becoming� �&DPEULGJH��3ROLW\�3UHVV��
������������

7 Donna Haraway, When Species Meet��0LQQHDSROLV��8QLYHUVLW\�RI�0LQQHVRWD�3UHVV������������
��-HQQLIHU�3DUNHU�6WDUEXFN��́ %HFRPLQJ�$QLPDWH��2Q�WKH�3HUIRUPHG�/LPLWV�RI�¶+XPDQ�·µ�Theatre Journal 

����QR���������������²����TXRWH�RQ�����
9 Haraway, When Species Meet������
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DV�D�PRGH�RI�WKLQNLQJ�DERXW�WKH�YHU\�PLPHVLV�EHWZHHQ�DQLPDOV�DQG�KXPDQV��´$QLPDO�
studies offers a new perspective on that overlap of culture and performance space that 
ZH�FDOO�PLPHVLVµ�ZULWHV�&KDXGKXUL�10�SURSRVLQJ�]RRsVLV�WR�FRQVLVW�RI�WKH�VHPLRWLF�DQG�
performance elements (including literary, dramatic, and social) in cultural animal prac-
WLFH�DV�D�ZD\�RI�EHWWHU�XQGHUVWDQGLQJ�WKH�´GLVFRXUVH�RI�DQLPDOLW\�LQ�KXPDQ�OLIH�µ11 She 
EHJLQV�E\�LGHQWLI\LQJ�VSHFLÀF�́ DQLPDO�SOD\V�µ�VXJJHVWLQJ�WKDW�WKH\�́ RIWHQ�FRQWH[WXDOL]H�
WKHLU�LQWHU�VSHFLHV�HQFRXQWHUV�ZLWKLQ�¶HFR�VLWHV�·�KHWHURWRSLDV�RI�¶QDWXUH·�LQ�FXOWXUH�µ12 
:KLOH�FHUWDLQO\�RSHQ�HQRXJK�WR�DOORZ�IRU�D�SRVVLEOH�LQFRUSRUDWLRQ�RI�WKH�WHFKQRORJL-
FDO��DV�ZHOO�DV�&KDXGKXUL·V�HFRORJLFDO�HQYLURQPHQWDO�OLQHDJH��LQWHUVHFWLRQV�RI�DQLPDO�
studies and performance studies have now generated such diverse scholarship that 
PRUH�VSHFLÀF�WHUPV�DQG�LGHDV�DUH�FUXFLDO�WR�DUWLFXODWH�WKH�P\ULDG�GLVWLQFW�SRVVLELOLWLHV�
ZLWKLQ�WKLV�RYHUODS��

2I�FRXUVH��KLVWRULFDOO\��DQLPDO�ERGLHV�DQG�WKHLU�PHFKDQLFV�KDYH�DOZD\V�EHHQ�PDWH-
ULDO�IRU�WKH�GHYHORSPHQW�RI�WHFKQRORJLFDO�DGYDQFHPHQW��IURP�-DFTXHV�GH�9DXFDQVRQ·V�
digesting duck automata (1739), to Eadweard Muybridge’s horse photographs and 
GHYHORSPHQW�RI�WKH�]RRSUD[LVFRSH���������WR�RQJRLQJ�H[SHULPHQWV�LQWR�URERWLF�DQLPDOV�
GXULQJ�WKH�WZHQWLHWK�DQG�WZHQW\�ÀUVW�FHQWXULHV��Étienne-Jules Marey’s DUWLÀFLDO�LQVHFW�
FUHDWLRQ�LQ������DQG�VXEVHTXHQW�La Machine Animale��������VHUYHG�WR�H[SORUH�WKH�SDUDOOHOV�
between machines and animals, as Jussi Parikka explains in his Insect Media��´0DUH\�
ZURWH� WKDW� LW� LV�QRW�RQO\�D�YDOLG�SDUDOOHO�EXW� DOVR�RI�SUDFWLFDO�XVH�� VWXG\LQJ�DQLPDOV�
allows us to engage with the basic principles of how mechanics work, with the addi-
WLRQDO�SRVVLELOLW\�RI�RIIHULQJ�D�V\QWKHWLF�FRXQWHUSDUW�WR�WKH�PRYLQJ��VHQVLQJ�DQLPDO�µ13 
Humans try to understand and appropriate what animals can do, and animals fuel our 
imaginations—even as extinctions, environmental factors, and urbanization threaten 
WKHLU�LQFOXVLRQ�LQ�ODUJH�SHUFHQWDJHV�RI�GDLO\�OLYHV��/RQJ�EHIRUH�'$53$��KXPDQV�ZHUH�
LQWHUHVWHG�LQ�WKH�PLPHWLF�SRVVLELOLWLHV�EHWZHHQ�DQLPDOV�DQG�PDFKLQHV��3DULNND�SRLQWV�
to the human desire to interact with the environment, and traces these mimetic prac-
WLFHV�DV�ZD\V�WR�´PDS�WKH�WKUHVKROGV�RI�WKH�PDWHULDO�ERG\�������DQG�IHHG�WKRVH�UHVXOWV�
WR�WKRVH�WU\LQJ�WR�PHHW�WKH�QHHGV�RI�WKH�LQGXVWULDO�VRFLHW\�µ�� Yet, this feeding back to 
PHHW�WKH�QHHGV�RI�LQGXVWU\�KDV�DOVR�FRQWULEXWHG�WR�DQ�XQHTXDO�UHODWLRQVKLS�LQ�WKH�DQL-
PDO²PDFKLQH�SDUDOOHO��OHDYLQJ�DQLPDOV��DV�$NLUD�0L]XWD�/LSSLW�DUJXHV��H[LVWLQJ�´LQ�D�
state of perpetual vanishing�µ15�/LSSLW·V�Electric Animal�WDNHV�XS�-RKQ�%HUJHU·V�HORTXHQW�
�����FODLP��DUJXHG�WKURXJK�DQ�XQ\LHOGLQJ�FULWLTXH�RI�]RRV��WKDW�DQLPDOV�DUH�PDUJLQDO-
L]HG�WR�D�SRLQW�RI�D�´KLVWRULF�ORVV�������QRZ�LUUHGHHPDEOH�IRU�WKH�FXOWXUH�RI�FDSLWDOLVP�µ16 
Perhaps it is, paradoxically, within the arguably marginalized form of performance 
ZKHUH�WKH�LQWHUVSHFLHV�SRVVLELOLWLHV�DUH�WKH�PRVW�SRWHQW�DQG�ZKHUH�D�ÁXLG�LQWHUVHFWLRQ�
of performance practices, animality, and technologies might shape an understanding 
RI�WKH�´SHUSHWXDOO\�YDQLVKLQJµ�QRQKXPDQ�DQLPDO�VR�DV�WR�PRUH�WKRXJKWIXOO\�DQG�HWKL-
FDOO\�LQFRUSRUDWH�LWV�RQJRLQJ�SUHVHQFH�DQG�LPSRUWDQFH�LQ�KXPDQ�OLYHV��

10 8QD�&KDXGKXUL��´$QLPDO�*HRJUDSKLHV��=RRsVLV�DQG�WKH�6SDFH�RI�0RGHUQ�'UDPD�µ�Modern Drama 
����QR���������������²����TXRWH�RQ�����

11 ,ELG�������
12 ,ELG��������
13 Jussi Parikka, Insect Media: An Archaeology of Animals and Technology� �0LQQHDSROLV��8QLYHUVLW\�RI�

0LQQHVRWD�3UHVV�������������
���,ELG������
15 $NLUD�0L]XWD�/LSSLW��Electric Animal: Towards a Rhetoric of Wildlife��0LQQHDSROLV��8QLYHUVLW\�RI�0LQ-

QHVRWD�3UHVV������������HPSKDVLV�LQ�RULJLQDO��
16 -RKQ�%HUJHU��´:K\�/RRN�DW�$QLPDOV"µ�LQ�About Looking��/RQGRQ��9LQWDJH�,QWHUQDWLRQDO������������
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Following scholars like Deleuze and Guattari, my work has often relied upon affec-
WLYH�VWDWHPHQWV��WKH�SRZHU�RI�DUW��SHUIRUPDQFH��LPDJHV��HQFRXQWHUV��VHQVHV��DQG�VPHOOV�
to seize hold of ideas and our imagination and to rethink these crucial relationships 
ZLWK� QRQKXPDQ� RWKHUV��$V� D� SRVVLEOH�ZD\� RI� VHHLQJ� EH\RQG� WKH� DQLPDO� DV� VWULFWO\�
metaphor or symbol, ideas of affect may better express ideas of relations between 
DQLPDO�DQG�KXPDQ�OLYHV��%ULDQ�0DVVXPL�WUDQVODWHV�'HOHX]H�DQG�*XDWWDUL·V�XVH�RI�WKH�
terms affect/affection as “a prepersonal intensity corresponding to the passage from 
RQH�H[SHULHQWLDO�VWDWH�RI� WKH�ERG\�WR�DQRWKHU� �� �� ��D�VWDWH�FRQVLGHUHG�DV�DQ�HQFRXQWHU�
EHWZHHQ�WKH�DIIHFWHG�ERG\�DQG�D�VHFRQG��DIIHFWLQJ��ERG\�µ�LPSO\LQJ�DW�OHDVW�D�UHODWLRQDO�
HQFRXQWHU�WKDW�FDQ�EH�DSSOLHG�EHWZHHQ�KXPDQV�DQG�DQLPDOV�17 Parikka, who explores 
insects at the intersection of media and animality, writes that “[i]ndeed, affect is one 
RI� WKH� NH\�ZRUGV�XVHG� LQ� WKLQNLQJ� EH\RQG�ERWK� WKH� VLJQLÀHU� DQG� WKH� ERG\� DV� RQO\�
an individualized entity and to grasp the interconnected nature of bodies of various 
NLQGV�µ�� +RZHYHU��ZKDW�KDV�EHHQ�PRVW�FRPSHOOLQJ� WR�PH�DV� ,�ZRUN� LQFUHDVLQJO\� LQ�
WKLV�JURZLQJ�ÀHOG�RI�DQLPDO�VWXGLHV�DUH�WKH�FRQFUHWH�DQG�PDWHULDO�UHDOLWLHV�RI�DQLPDOV��
ZKHQ�,�ÀQG�P\VHOI�LQ�FRQYHUVDWLRQ�ZLWK�DQWKUR]RRORJLVWV��]RRNHHSHUV��DQLPDO�ULJKWV�
DFWLYLVWV��ODE�WHFKQLFLDQV��DQG�ELRHWKLFLVWV��DPRQJ�RWKHUV��WKH�DQLPDOV�LQ�TXHVWLRQ�DUH�
OLYLQJ��EUHDWKLQJ�FUHDWXUHV��,Q�WKHVH�HQFRXQWHUV��D�WXUQ�WR�ODQJXDJHV�RI�DIIHFW�FDQ�OHDYH�
PH�ZLWK�D�VHQVH�RI�IUXVWUDWLRQ��

%UDQFKHV�RI�DQLPDO�VWXGLHV�WKDW�DUH�PRUH�LQÁXHQFHG�E\�LVVXHV�RI�DQLPDO�HWKLFV�DQG�
rights are perhaps correct in insisting on greater advocacy, or, as Nicole Shukin ar-
gues in Animal Capital: Rendering Life in Biopolitical Times, more “possible openings for 
SURWHVW�µ19 So while becoming-animate is a concept largely based on notions of affect 
and on unpicking and analyzing moments of the interconnectedness among humans, 
animals, and technologies, this essay also attempts to consider the material realities 
DQG� TXHVWLRQV� GUDZQ� IURP� WKHVH� ERGLHV� LQ� UHVSRQVH� WR� 6KXNLQ·V� SUHVVLQJ� TXHVWLRQ��
´+RZ�GRHV�DQLPDO�DIIHFW�IXQFWLRQ�DV�D�WHFKQRORJ\�RI�FDSLWDO"µ20 Shedding light upon 
practices in automobility, telemobility, and biomobility that are reliant upon animals, 
Shukin argues that “animal and capital are increasingly produced as a semiotic and 
material closed loop, such that the meaning and matter of the one feeds seamlessly 
EDFN� LQWR�WKH�PHDQLQJ�DQG�PDWWHU�RI� WKH�RWKHUµ�21 her goal is to make “their contin-
JHQF\�YLVLEOH�µ22�:KLOH�WKH�KLVWRU\�RI�WKH�SURGXFWLRQ�RI�War Horse certainly produces an 
animal–capital loop, by returning to the space of performance and locating the seams 
producing a becoming-animate, these strands might begin to disengage, leaving room 
WR�UHFRQVLGHU�WKH�DQLPDOV���

Crossing Species Lines
´7UHDW�WKH�KRUVH�OLNH�WKH�VROGLHU�KH�LV�µ�

—War Horse

,Q�D�SLYRWDO�VFHQH�LQ�6WHYHQ�6SLHOEHUJ·V������ÀOP�War Horse, the camera cuts to an open 
ÀHOG�WKDW�LV�IXOO�RI�KLJK�UHHGV��JROGHQ�DQG�UXVWOLQJ�LQ�WKH�ZLQG��RXW�RI�WKH�ÀHOG��ULGHUV�

17 %ULDQ�0DVVXPL��WUDQV���'HOHX]H�DQG�*XDWWDUL��A Thousand Plateaus��[YL�
���Parikka, Insect Media��[[LL�
19 Nicole Shukin, Animal Capital: Rendering Life in Biopolitical Times��0LQQHDSROLV��8QLYHUVLW\�RI�0LQ-

QHVRWD�3UHVV������������
20 ,ELG������
21 ,ELG������
22 ,ELG������
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ULVH�XS��PRXQW�WKHLU�KRUVHV��DQG�EHJLQ�WR�PRYH�HQ�PDVVH�DFURVV�WKH�ÀHOG��SURSHOOLQJ�
WKH�HOHFWULI\LQJ������%ULWLVK�FDYDOU\�FKDUJH�23 The scene stages an important historical 
turning point—a transitional period when the animal body was being replaced by 
PDFKLQLF� WHFKQRORJLHV� �WKH� WDQN� LQ�SDUWLFXODU�� LQ�D�VKLIWLQJ� LQWHUVSHFLHV�UHODWLRQVKLS��
Although industrialization gradually lessened human reliance upon animal labor in 
farming, transport, and war, this replacement paves the path toward a disconnected 
UHODWLRQVKLS�ZLWK�WKH�DQLPDO��UHVXOWLQJ�LQ�LWV�UHDSSURSULDWLRQ�E\�PDFKLQHV��,Q�WKH�ÀOP��
LW�LV�GLIÀFXOW�QRW�WR�EH�PRYHG�E\�WKLV�VFHQH��ZKLFK�LV�VR�FDUHIXOO\�FRQVWUXFWHG�WR�SXOO�DW�
RXU�HPRWLRQV³EHWZHHQ�WKH�VZHOOLQJ�PXVLF��WKH�PDMRU·V�FDOO�WR�KLV�PHQ�´%H�EUDYH��EH�
EUDYH��EH�EUDYHµ�ULQJLQJ�LQ�RXU�HDUV��DQG�WKH�JDOORSLQJ�FKDUJH�IURP�WKH�JROGHQ�ÀHOGV�
WR�WKH�GDUN�IRUHVWV�ZKHUH�WKH�*HUPDQ�PDFKLQH�JXQ�SODFHPHQWV�DZDLWHG��7KH�XQGHU-
standing that many of these horses and their riders raced to their slaughter plays on 
D�VHQVH�RI�VHQWLPHQWDOLW\�DQG�V\PSDWK\�IRU�WKHVH�DQLPDO�VROGLHUV��

War Horse (for those who have not encountered its novel, theatrical, or cinematic 
version) is the story of a horse, Joey, who is sold off of a Devon farm into war in the 
HDUO\�����V��+LV� MRXUQH\� LV�PDUNHG�E\� WKRVH�DURXQG�KLP��HVSHFLDOO\�$OEHUW�� WKH�ER\�
ZKR�ORYHG�KLP��DV�ZHOO�DV�7RSWKRUQ��KLV�HTXLQH�IULHQG��DQG�WKH�VROGLHUV�WR�ZKRP�KH�
LV�DVVLJQHG�LQ�ZDUWLPH��7KHVH�IULHQGVKLSV�DQG�ERQGV�EHWZHHQ�KXPDQ�DQG�DQLPDO�DQG�
EHWZHHQ�DQLPDO�DQG�DQLPDO�GULYH�PXFK�RI� WKH�DFWLRQ�DQG�IRUP�WKH�PRVW�VLJQLÀFDQW�
HPRWLRQDO� VFHQHV�RI� WKH� VWRU\��:KLOH�XOWLPDWHO\�D� VHQWLPHQWDO� WDOH� DERXW� IULHQGVKLS��
bravery, and survival, the story, as epitomized in the scene described above, also 
illustrates the period when the mobile animal body is transforming in service to a 
PDFKLQLF�PRELOLW\�� UHSODFLQJ� WKH� DQLPDO�ZLWK� WHFKQRORJ\�� 7KH� FDYDOU\� FKDUJH� VFHQH�
HQGV�ZLWK�FORVH�XSV�RI�PDFKLQH�JXQV��IRU�ZKLFK�WKH�RQFRPLQJ�KRUVHV�DUH�QR�PDWFK��
7KH�MX[WDSRVLWLRQ�RI�WKH�KRUVHV�DQG�ULGHUV�FKDUJLQJ�WKURXJK�WKH�JROGHQ�ÀHOGV�DJDLQVW�
WKH�GDUNHU�VKRWV�RI�WKH�ÀULQJ�DQG�VPRNLQJ�JXQV�VHWV�XS�WKH�KLVWRULFDO�GLVWDQFLQJ�RI�WKH�
DQLPDO��7HFKQRORJ\·V�H[SDQVLRQ�OHDYHV�QR�URRP�IRU�WKH�DFWXDO�DQLPDO��DQG�WKLV�VFHQH�
signals a triumph of technology over animality that overrides the previous interspe-
FLHV�UHODWLRQVKLS��5HSODFLQJ�WKH�DQLPDO�ZLWK�WKH�PHFKDQLFDO��ZKHWKHU�WKH�WDQN�RU�WKH�
GURQH��LV�DUJXDEO\�D�KXPDQH�WUDMHFWRU\��UHSODFLQJ�LW�ZLWK�D�WHFKQRORJLFDO�´VSHFLHVµ�UHOL-
ant upon the memory and form of the animal safeguards the living animal from harm 
�DQG�ZKLOH� ,� VHH�QR�KLVWRULFDO� UHOLDQFH�XSRQ�KXPPLQJELUGV�RXWVLGH�RI�DQ�HFRORJLFDO�
perspective, perhaps it prevents a harnessing and testing of these birds as the carrier 
SLJHRQV�RI�WKH�IXWXUH���\HW�LW�DOVR�VHWV�XS�D�FRQÁDWLRQ�RI�DQLPDOV�DQG�WHFKQRORJLHV�WKDW�
GLVDOORZV�PHDQLQJIXO�HQFRXQWHUV�ZLWK�WKH�DFWXDO�DQLPDO��

,Q� WKH� PLGVW� RI� WKH� WZHQW\�ÀUVW� FHQWXU\�� WKH� LQFOXVLYH� WHUP� interspecies�� ,� ZRXOG�
argue, can now expand beyond the biological to include a technological species like 
WKH�KXPPLQJELUG�GURQH��&UHDWHG��GHSOR\HG��DQG�FRQWUROOHG�E\�KXPDQV��WKHVH�DQLPDO�

23 7KH�VFHQH�FORVHO\�UHVHPEOHV�DFFRXQWV�RI�WKH�FKDUJH�RI�/LHXWHQDQW�)ORZHUGHZ·V�VTXDGURQ�DW�0RUHXLO�
:RRG�LQ������LQ�ZKLFK�KLV�&DQDGLDQ�&DYDOU\�%ULJDGH�IRXJKW�D�VLPLODU�FKDUJH�DJDLQVW�WKH�*HUPDQV��
losing 70 percent of its men (War Horse: Fact & Fiction�H[KLELW��1DWLRQDO�$UP\�0XVHXP��/RQGRQ�����
2FWREHU�����²���0DUFK��������$OVR�VHH�WKH�LQIRUPDWLRQ�DW�WKH�&DQDGD�:DU�0XVHXP�2QOLQH��DYDLODEOH�DW�
http://www.warmuseum.ca/cwm/exhibitions/guerre/photo-e.aspx?PageId=2.B.1.k&photo=3.D.2.z&f=%2Fcwm%
2Fexhibitions%2Fguerre%2Fgerman-offensive-e.aspx��DFFHVVHG����)HEUXDU\��������)RU�KLVWRULFDO�DFFRXQWV�LQ�
UHODWLRQ�WR�WKH�ÀOP�War Horse��VHH�$QQDEHO�9HQQLQJ��´0DFKLQH�*XQQHG��%RPEHG�LQ�+LV�6WDEOH��%XULHG�
$OLYH��7KH�:DU�+RUVH�WKH�*HUPDQV�&RXOGQ·W�.LOO�µ�The Mail Online�����2FWREHU�������DYDLODEOH�DW�http://
ZZZ�GDLO\PDLO�FR�XN�IHPDLO�DUWLFOH���������6WHYHQ�6SLHOEHUJ�ÀOP�7KH�ZDU�KRUVH�*HUPDQV�NLOO�KWPO (accessed 
���)HEUXDU\��������7KDQNV�WR�-HG�3DUNHU�IRU�KLV�LQYDOXDEOH�PLOLWDU\�IDFW�FKHFNLQJ�
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technological forms epitomize the closed animal–capital loop that Shukin suggested 
and are not open enough to consider how their components might change and shape 
HDFK�RWKHU��:LWKLQ�VFLHQFH��LQWHUVSHFLHV�UHVHDUFK�WULDQJXODWHV�VSHFLHV�DQG�WHFKQRORJLHV�
DQG�LV�DOVR�FDXJKW�XS�LQ�WKLV�ORRSLQJ�SDWWHUQ��&RQVLGHUHG�KHUH�LQ�WHUPV�RI�KXPDQ�SROLF\�
and law-making, interspecies research refers to “studies that combine genes, gametes, 
embryos, or embryonic stem (ES) cells from human and nonhuman species at the ear-
OLHVW�VWDJHV�RI�GHYHORSPHQW�µ�� Distinctions among types of interspecies research are 
W\SLFDOO\�GUDZQ�GHSHQGLQJ�RQ�ZKHWKHU�RU�QRW�WKH�KXPDQ�LV�DIIHFWHG³RQ�WKH�´PRUDOµ�
TXDOLWLHV�RI�WKH�UHVHDUFK��$QGUHD�%RQQLFNVHQ�SRLQWV�RXW�GLIIHUHQFHV�EHWZHHQ�´JHQHUDOµ�
DQG�́ HDUO\µ�LQWHUVSHFLHV�UHVHDUFK��RU�,65���LQ�ZKLFK�WKH�JHQHUDO�́ LV�QRW�DV�D�UXOH�PRUDOO\�
problematic, [it] encompasses research and therapies that combine human–nonhu-
man DNA, cells, tissues, or organs without involving human embryos or potentially 
LQKHULWDEOH�PRGLÀFDWLRQV�µ25 An example here might include the use of pig valves to 
WUHDW�KXPDQ�KHDUWV��D�FOHDU�XVH�RI�WKH�DQLPDO�DVVLVWLQJ�KXPDQV�LQ�QHHG��(DUO\�,65�LV�
more complicated, because it takes place as a “human–nonhuman cell transfer at the 
HDUOLHVW��SUHQDWDO��VWDJHV�RI�GHYHORSPHQW��,W�LQYROYHV�JDPHWHV��HPEU\RV��RU�KXPDQ�(6�
FHOOV��DQG� LW� FDQ� OHDG� WR� LQKHULWDEOH�PRGLÀFDWLRQV�µ26 The focus in all of this rhetoric 
LV��SUHGLFWDEO\��WKH�KXPDQ��WKH�LGHD�WKDW�RQH�SUDFWLFH�´KHOSVµ�KXPDQV�ZKLOH�WKH�RWKHU�
PLJKW�FDXVH�´LQKHULWDEOH�PRGLÀFDWLRQVµ�HQIRUFHV�D�KXPDQ�ELDV��:H�ZLVK� WR�XVH� WKH�
nonhuman enough to bolster our species, but not enough to risk a contamination of 
DQ�LQKHULWDEOH�QRQKXPDQLW\��

Yet, perhaps it is only this contamination that would force an understanding of what 
LW�PLJKW�PHDQ� WR�EH� LQWHUVSHFLHV�� )LJXUDWLRQV� LQ� HDUO\� LQWHUVSHFLHV� UHVHDUFK�� VXFK�DV�
chimeras, animal–human hybrids, cybrids, cross-species embryo transfer, and nonhu-
PDQ²KXPDQ�WUDQVJHQLFV��DOO�FKDOOHQJH�VSHFLHV�ERXQGDULHV�DQG�UHTXLUH�SROLF\�GLVFXV-
VLRQV�27�$V�SHUIRUPHUV�DUWLVWV�FRQWLQXH�WR�SXVK�WKHVH�YHU\�SRVVLELOLWLHV�LQ�WKHLU�ZRUN��
new distinctions and vocabularies, such as bio-art, open up discussions across species 
OLQHV��$OWKRXJK�%RQQLFNVHQ� DSSHDUV�ZDU\� RI� WKH� DUWV�� FODLPLQJ� WKDW� ´FRQWHPSRUDU\�
images at once invite curiosity and discussion, which is a welcome effect, and risk 
GLVWRUWLQJ�WKH�VFLHQFH�LQYROYHG��ZKLFK�LV�D�OHVV�ZHOFRPH�HIIHFW�µ�� it is the curiosity and 
GLVFXVVLRQ�WKDW�PLJKW�UHDOLJQ�WKH�KXPDQ�FHQWULF�SRVVLELOLWLHV�ZLWKLQ�WKHVH�PHUJLQJV�29 

���$QGUHD�/��%RQQLFNVHQ��Chimeras, Hybrids, and Interspecies Research: Politics and Policymaking���:DVK-
LQJWRQ��'&��*HRUJHWRZQ�8QLYHUVLW\�3UHVV�����������

25 ,ELG�����
26 ,ELG�
27 ,ELG�����²����%RQQLFNVHQ�GHÀQHV�WKH�ÀYH�W\SHV�RI�LQWHUVSHFLHV�UHVHDUFK�DV�IROORZV�����chimeras are 

created by combining cells from two genetically different individuals; 2) animal–human hybrids are cre-
DWHG�E\�IHUWLOL]LQJ�D�KXPDQ�HJJ�ZLWK�QRQKXPDQ�VSHUP�RU�D�QRQKXPDQ�HJJ�ZLWK�KXPDQ�VSHUP��7KHVH��
she states, are unlikely to be gestated to birth, but invoke vivid imagery in the public imagination; 3) 
cybrids are created by transferring a human cell nucleus to an enucleated animal egg, largely to develop 
HPEU\RQLF�VWHP�FHOOV�����cross-species embryo transfer, which refers to the transfer of a human embryo 
to a nonhuman uterus, which she says is also unlikely; and 5) nonhuman–human transgenics refers to 
splicing human DNA to nonhuman embryos (common) or nonhuman DNA to human embryos (not 
RQ�WKH�KRUL]RQ���

���,ELG������
29 :KLOH�WKHUH�DUH�PDQ\�SURGXFWLYH�H[DPSOHV�RI�DUW�ZRUNV�LQ�ZKLFK�WKH�DQLPDO·V�FHQWUDOLW\�FKDOOHQJHV�

a human-centric position, there are also ethical concerns and limitations to how the animal, especially 
WKH�OLYLQJ�DQLPDO��VKRXOG�EH�XVHG��ZKLFK�DUH�RXWVLGH�WKH�VFRSH�RI�WKLV�HVVD\��)RU�H[DPSOH��VHH�WKH�FDVH�
of Marco Evaristti, whose 2000 piece Helena�SODFHG�OLYH�JROGÀVK�LQ�SOXJJHG�LQ�EOHQGHUV�LQ�D�JDOOHU\��
LQYLWLQJ�YLHZHUV�WR�FRQVLGHU�WKHLU�OLYHV��)RU�PRUH�RQ�WKLV�SLHFH�DQG�RWKHU�DQLPDOV�LQ�DUW��VHH�*LRYDQQL�
Aloi, Art and Animals� �/RQGRQ�� ,��%��7DXULV��������DQG�6WHYH�%DNHU��The Postmodern Animal� �/RQGRQ��
5HDNWLRQ�%RRNV���������

Doosung Yoo
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,W�LV�DW�WKHVH�ERXQGDU\�FURVVLQJV�DPRQJ�KXPDQ��DQLPDOV��DQG�WHFKQRORJ\�WKDW�ZH�DUH�
perhaps most afraid—what if traces of one are left in another? Might we have to expand 
QRWLRQV�RI�ZKDW�LW�PHDQV�WR�EH�´KXPDQµ�ZKHQ�ZH�UHFRJQL]H�WKDW�ZH�DUH�PRGLÀHG�E\�
other species? How can this triangulation open out to better include and respect the 
QRQKXPDQ�HOHPHQWV�ZLWKLQ�LW"�7KHVH�DUH�WKH�TXHVWLRQV�EHLQJ�UDLVHG�LQ�FXUUHQW�DUW�DQG�
SHUIRUPDQFH�SUDFWLFHV³TXHVWLRQV�UDLVHG�E\�D�EHFRPLQJ�DQLPDWH��6RPHZKHUH�EHWZHHQ�
WKH�À[HG�UHSUHVHQWDWLRQ�RI�WKH�ZDU�KRUVH�DQG�WKH�À[HG�DQLPDO�WHFKQRORJLFDO�GURQH�XVHG�
LQ�ZDUIDUH�DUH�DOWHUQDWH�SRVVLELOLWLHV�IRU�DQLPDWLQJ�WKH�DQLPDO���

,QGHHG�� DUWLVWV� H[SORULQJ� ELR�DUW� SUDFWLFHV³VXFK� DV� (GXDUGR� .DF��ZKRVH� IDPRXV�
*UHHQ�)OXRUHVFHQW�3URWHLQ��*)3��%XQQ\�$OED�ZDV�DQ�H[SHULPHQW�LQ�WUDQVJHQLFV��25-
/$1��ZKRVH�Harlequin Coat project explored the co-culturing of skin cells with multiple 
species; or Doo Sung Yoo, whose organ–machine hybrid projects include the “Robotic 
3LJ�+HDUW�-HOO\ÀVKµ³DOO�FKDOOHQJH�DVVXPSWLRQV�DERXW�KRZ�ZH�XQGHUVWDQG�DQLPDOLW\�
DW�DOO�30�7KH\�FKDOOHQJH�WKH�FRQÁDWLRQ�RI�DQLPDO�DQG�WHFKQRORJ\�WR�H[SORUH�LQWHUVSHFLHV�
SRVVLELOLWLHV�DQG�GUDZ�WKH�DQLPDO�EDFN�LQWR�WKH�ORRS��%\�VWDJLQJ�WHFKQRORJLFDOO\�GULYHQ�
interspecies examples within art contexts, these artists start to create dialogues remind-
LQJ�YLHZHUV�RI�SDUDOOHO�SUDFWLFHV�LQ�ODEV��DQG�SHUKDSV�JHQHUDWLQJ�TXHVWLRQV�DERXW�WKH�
FRQGLWLRQV�RI�DQLPDOV�XQGHU�KXPDQ�FRQWURO��7KHVH�ZRUNV�SUHVHQW�FRPSOLFDWLRQV�WKDW��
while arguably challenging, are crucial to the types of animal visibility in contempo-
UDU\� VRFLHW\�� UDLVLQJ� TXHVWLRQV� DERXW� WKH� DFWXDO� H[SHULPHQWV� EHLQJ�GRQH� RQ� D�PXFK�
ODUJHU�VFDOH�LQ�RWKHU�ÀHOGV��$OWKRXJK�WKHUH�LV�VWLOO�´WUXFNµ��DV�+DUDZD\�ORYHV�WR�ZULWH��
LQ�H[DPLQLQJ�WKH�VKLIW�WKDW�%HUJHU�LGHQWLÀHV�WKDW�´DQLPDOV�DUH�IDGLQJ�DZD\µ31 to where 
/LSSLW�SURSRVHV�WKH\�KDYH�JRQH³LQWR�´KXPDQLW\·V�UHÁHFWLRQV�RQ�LWVHOI��LQ�SKLORVRSK\��
SV\FKRDQDO\VLV��DQG�WHFKQRORJLFDO�PHGLDµ32³,�DUJXH�KHUH��WKURXJK�WKHVH�DUW�VLWHV�DQG�
WKH�TXHVWLRQ�RI�UHSUHVHQWDWLRQ��IRU�D�VHQVH�RI�WKHLU�UHWXUQ�ZLWKLQ�D�SHUIRUPDQFH�WHUUDLQ�
in which the displacement or abandonment of living animal bodies to their machinic 
or hybrid replacements might not go overlooked, but instead can also be understood 
DV�D�ORRS��DOWKRXJK�D�ORRS�GUDZLQJ�RXU�DWWHQWLRQ�EDFN�WR�WKH�DQLPDO�LWVHOI��

Reproducing, Replacing, and Rendering the Animal

The technologization of animals, in all its vast complicated processes, is too often 
VLPSO\�WULYLDOL]HG��RYHUORRNHG��RU�VHQWLPHQWDOL]HG�� ,Q�KHU�DQDO\VLV�RI� WKH�NDQJDURR·V�
´FDSWLYHµ�UROH�DV�D�VHQWLPHQWDO�VSHFLHV�DQG�LWV�LGHQWLW\�DV�XQGHUVWRRG�WKURXJK�D�SRSXODU�
$XVWUDOLDQ�WHOHYLVLRQ�VHULHV��3HWD�7DLW�UDLVHV�WKH�LPSRUWDQW�GLFKRWRP\�LQ�TXHVWLRQ�IRU�
these animals (but that can be applied to other political and economic concerns over 
DQLPDOV���´+RZ�FDQ�IUHH�OLYLQJ�VSHFLHV�EH�YLHZHG�ZLWK�DIIHFWLRQ�DQG�HQGHDUPHQW� LQ�
FXOWXUDO� UHSUHVHQWDWLRQ�ZKLOH� EHFRPLQJ� LQFUHDVLQJO\� H[SORLWHG� DQG� LPSHULOHG"µ� 6KH�
asserts that “sentimentality about animal species blinds humans to the force of our 
VSHFLHV�FRQWURO�µ33�,Q�FRXQWOHVV�FXOWXUDO�UHSUHVHQWDWLRQV�RI�DQLPDOV��VHQWLPHQWDOLW\�GULYHV�

30 )RU�PRUH�LQIRUPDWLRQ�RQ�WKHVH�DUWLVWV��VHH�-HQQLIHU�3DUNHU�6WDUEXFN��´5HÁHFWLYH�9LHZLQJ��25/$1·V�
+\EULGL]HG�+DUOHTXLQ��%DQNV\��%DFRQ��DQG�WKH�$QLPDO²+XPDQ�'LYLGH�µ�LQ�Performance, Identity, and 
the Neo-Political Subject��HG��)LQWDQ�:DOVK�DQG�0DWWKHZ�&DXVH\��/RQGRQ��5RXWOHGJH���������2Q�.DF·V�
bio art projects, see his website, available at http://www.ekac.org/; also see the website of new media 
artist Doo Sung Yoo for more information on his organ–machine hybrids and other works, available 
at http://doosungyoo.com/home.html��ERWK�DFFHVVHG����)HEUXDU\�������

31 %HUJHU��´:K\�/RRN�DW�$QLPDOV"µ����
32 /LSSLW��Electric Animal�����
33 3HWD�7DLW��́ &DXJKW��6HQWLPHQWDO�DQG�'HFRUDWLYH�.DQJDURR�,GHQWLWLHV�LQ�3RSXODU�&XOWXUH�µ�LQ�Captured: 

The Animal within Culture��HG��0HOLVVD�%R\GH��$QQH�&ROOHWWH��DQG�$PDQGD�/DZVRQ��%DVLQJVWRNH��8.��
3DOJUDYH�0DFPLOODQ��IRUWKFRPLQJ��

Doosung Yoo
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the way that animals are experienced and understood, and it manipulates human 
UHODWLRQVKLSV�ZLWK�DQLPDO�VSHFLHV��� Actual animals have become less visible in daily 
OLIH³KXPDQV��HVSHFLDOO\�XUEDQ�GZHOOHUV��UHO\�XSRQ�]RRV��ÀOP��WHOHYLVLRQ��FLUFXVHV��RU�
the occasional trip to the countryside to activate their understandings of what animals 
are or do, and rarely do these experiences involve the realities of the caging, processing 
IRU� IRRG��PLVWUHDWPHQW��RU�DQ\� ORQJ�WHUP�HQJDJHPHQW�ZLWK�DQLPDOV�� ,Q�War Horse, a 
nostalgic sentimentality to our bonds with a more natural world and with the animal 
LV�VHW�XS�DQG�UHLQIRUFHG�WKURXJK� OLQJHULQJ� LG\OOLF�VKRWV�RI� WKH�'HYRQ�ÀHOGV�� WKH�VRIW�
IRFXV� RQ� WKH� KRUVHV� IUHHO\� FDYRUWLQJ�� WKH�PXVLFDO� DFFRPSDQLPHQW�� 7KLV� VHQWLPHQWDO�
memorialization of the horse body replaces any kind of critical understanding of the 
materiality of how animal bodies are controlled and used in the history of war and in 
WKH�ÀOP�LQGXVWU\�LWVHOI��7KH�WXUQ�RI�WKH�FHQWXU\�OHDGLQJ�LQWR�:RUOG�:DU�,�VDZ�WKH�ULVH�RI�
both the automotive and cinematic industries, signaling a gradual turn to a mediated 
rather than a material animal,35�DQG�/LSSLW�FRQWHQGV�WKDW�´DQLPDOV�DSSHDUHG�WR�PHUJH�
ZLWK�WKH�QHZ�WHFKQRORJLFDO�ERGLHV�UHSODFLQJ�WKHP�µ36�7KLV�FRQÁDWLRQ�WXUQV�WKH�DQLPDO�
into a technology to be further appropriated and replaced in the cultural imagination, 
GUDZLQJ�WKH�DFWXDO�DQLPDO��LWV�OLIH��DQG�PDWHULDO�FRQGLWLRQV�DZD\�IURP�YLHZ��

War Horse� LV� VHW�GXULQJ�:RUOG�:DU� ,� �����²�����ZKHQ�RYHU�D�PLOOLRQ�KRUVHV�ZHUH�
FRQVFULSWHG� LQWR�ZDUWLPH�VHUYLFH��+RUVHV�KDYH�EHHQ�XVHG� WKURXJKRXW� WKH�KLVWRU\�RI�
ZDUIDUH�IRU�WUDQVSRUW�DQG�LQ�EDWWOH��EXW�WKLV�ZDU�ZDV�D�WXUQLQJ�SRLQW�LQ�HTXLQH�LQYROYH-
PHQW��DV�WHFKQRORJLHV�OLNH�WKH�WDQN�EHJDQ�WR�EH�LQWURGXFHG���������+DOI�D�PLOOLRQ�KRUVHV�
died over the course of the war because they were no match for the weaponry used, 
DV�UHSRUWHG�LQ�/RQGRQ·V�1DWLRQDO�$UP\�0XVHXP·V�DXGLR�DFFRPSDQLPHQW�WR�LWV�War 
Horse Fact & Fiction�H[KLELW��“The horses were so vulnerable to artillery and machine 
JXQ�ÀUH��DQG�WR�KDUVK�ZLQWHU�FRQGLWLRQV�LQ�WKH�IURQW�OLQH��WKDW�WKH�ORVVHV�UHPDLQHG�DS-
SDOOLQJO\�KLJK��,QGHHG��WKH�ORVV�RI�KRUVHV�JUHDWO\�H[FHHGV�WKH�ORVV�RI�KXPDQ�OLIH�LQ�WKH�
WHUULEOH� EDWWOHV� RI� WKH� 6RPPH�DQG�3DVVFKHQGDHOH�µ37� ,Q�%ULWDLQ�� KRUVHV�ZHUH� DOUHDG\�
LQ�VKRUW�VXSSO\�ZKHQ�WKH�ZDU�EHJDQ��DQG�SHRSOH�KDG�WR�JLYH�XS�WKHLU�ÀHOG�DQG�IDUP�
KRUVHV��7KH�%ULWLVK�PLOLWDU\�DOVR�KDG�KRUVHV�VKLSSHG�RYHU�IURP�WKH�8QLWHG�6WDWHV��EXW�
WKLV� UHOLDQFH� XSRQ� DQLPDO�VROGLHUV�ZDV� QRW� WR� ODVW��War Horse’s celebration of these 
HTXLQH�KHURHV�DQG� WKH� UROH� WKH\�SOD\HG� LQ� WKH�ZDU�SRLQWV� WR� WKHLU�JUDGXDO�� DQG�KX-
PDQH��UHSODFHPHQW�E\�HPHUJLQJ�WHFKQRORJLHV��,Q�D�FOLPDFWLF�PRPHQW�RI�WKH�ÀOP��LQ�WKH�
PLGVW�RI�EDWWOH��-RH\�WKH�ZDUKRUVH�ÀQGV�WKDW�KLV�RQO\�HVFDSH�URXWH�WKURXJK�WKH�FKDRV�
LV�WR�OLWHUDOO\�MXPS�RYHU�DQ�RQFRPLQJ�WDQN��$V�KH�VRDUV�RYHU�LW��LW�LV�FOHDU�WR�PH�ZK\�
the robotic hummingbird drone is so desirable, because the awkward and lumbering 
WDQN�LV�QR�PDWFK�IRU�D�KRUVH·V�JUDFHIXO�DELOLW\��%XW�WKLV�PRPHQW��GHVSLWH�WKH�WDQN·V�LQ-
ability to fully match the animal’s versatility or agility, represents the horse’s last act, 
literally—both diagetically and extra-diagetically—signaling the live animal’s (here 

���$�UHFHQW�H[FHSWLRQ�PD\�EH�WKH�PRPHQW�LQ�WKH�ÀOP�The Life of Pi, when the tiger, Richard Parker, 
XQFHUHPRQLRXVO\�ZDONV�DZD\�IURP�WKH�KXPDQ�3L�DW�WKH�HQG�RI�WKHLU�ORQJ��DQG�VHQWLPHQWDO��MRXUQH\��
This lack of sentiment provokes mourning, as well as bewilderment in the human Pi, pointing to 
VHQWLPHQW�DV�D�EDVLF�KXPDQ�GULYLQJ�IRUFH��

35 $OWKRXJK�ERWK�LQGXVWULHV�KDYH�ORQJ�HYROXWLRQDU\�KLVWRULHV�WKURXJKRXW�WKH�����V��WKH�DXWRPRELOH�
�DQG�KHQFH�WKH�WDQN��DQG�FLQHPD�FDQ�EH�WUDFNHG�WR�´ELUWKVµ�LQ�WKH�����V�DQG�FDPH�RI�DJH�LQ�WKH�HDUO\�
GHFDGHV�RI�WKH�WZHQWLHWK�FHQWXU\��)RU�D�IDVFLQDWLQJ�KLVWRULFDO�LQWHUZHDYLQJ�RI�VODXJKWHUKRXVHV��DXWR-
mobiles, and cinema, see Shukin, Animal Capital.

36 /LSSLW��Electric Animal,�����
37 National Army Museum, War Horse: Fact & Fiction�H[KLELW�
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QHFHVVDU\��GLVDSSHDUDQFH�DQG�UHSODFHPHQW�DV�D�WHFKQRORJ\��DQG�RQ�WKH�ÀOP�RQH�RI�WKH�
IHZ�PRPHQWV�UHQGHUHG�LQ�FRPSXWHU�JHQHUDWHG�LPDJHU\��&*,����  

Similarly to interspecies research that draws the line when human inheritability is 
DW� VWDNH�� VHQWLPHQWDOLW\�RIWHQ�RQO\�JRHV�DV� IDU�DV�FRVW�HIIHFWLYHQHVV��:H�FDQ�KROG�XS�
WKH�ZDU�KRUVH�IRU�LWV�KHURLVP��EXW�WKH�UHDOLW\�ZDV�TXLWH�GLIIHUHQW��ERWK�GXULQJ�DQG�DI-
WHU�WKH�ZDU��WKRXVDQGV�RI�WKHVH�KRUVHV�ZHUH�WRR�GDPDJHG�DQG�GHHPHG�XQÀW�IRU�ZRUN�
DQG�XOWLPDWHO\�PDQ\�ZHUH�VODXJKWHUHG��$�QHZVSDSHU�DUWLFOH�DFFRPSDQ\LQJ�WKH�%ULW-
ish television documentary War Horse: The Real Story�EHJLQV�ZLWK�DQ�LURQLF�DQHFGRWH�

There is a scene in Steven Spielberg’s War Horse in which Joey, the heroic nag of the title, 
EHFRPHV�FDXJKW�LQ�WKH�ZLUH�LQ�QR�PDQ·V�ODQG��$�*HUPDQ�DQG�D�%ULWLVK�VROGLHU�ERWK�HPHUJH�
IURP�WKH�WUHQFKHV�WR�FXW�-RH\�IUHH��WKHLU�VKDUHG�KXPDQLW\�ÀQDOO\�GLVLQWHUUHG�E\�WKH�SOLJKW�
RI�WKH�DQLPDO��:KHQ�,�VDZ�LW�DW�WKH�FLQHPD�,�KHDUG�D�PDQ�EHKLQG�PH�VD\��´5XEELVK��7KH�
PHQ�ZHUH�VR�KXQJU\�E\�WKHQ�WKH\�ZRXOG�KDYH�MXVW�HDWHQ�LW�µ39

The sentimentality of War Horse RYHUULGHV� WKH� PDWHULDO� UHDOLWLHV� RI� WKHVH� KRUVHV��� 
$OWKRXJK�-RH\�HVFDSHV�KDUP�DQG�LV�HYHQWXDOO\�UHWXUQHG�WR�WKH�ÀHOGV��WKH�PDMRULW\�RI�
KRUVHV�GLG�QRW�IDUH�DV�ZHOO�DV�WKH�ÀFWLRQDO�RQH��5HSRUWHGO\��PDQ\�KRUVHV�WKDW�GLG�VXU-
YLYH�ZHUH�VROG�WR�%HOJLDQ�EXWFKHUV��ZKLOH�RWKHUV�ZHUH�SXW�GRZQ�WR�HDVH�WKHLU�PLVHU\��

Film itself produces the sentimentalized animal, and certainly the comment above, 
ZKLOH�SHUKDSV�PDGH� LQ� MHVW��SRLQWV� WR� WKH�VDQLWL]DWLRQ�RI� WKLV�VWRU\�� ,Q�KLV� LQÁXHQWLDO�
book Animals in Film�� -RQDWKDQ� %XUW� VWDQGV� EHKLQG� FHUWDLQ� W\SHV� RI� VHQWLPHQWDOLW\��
DUJXLQJ�WKDW�´>F@ULWLFLVPV�RI�WKHVH�IDPLO\�ÀOPV�KDYH�RIWHQ�EHHQ�PDGH�RQ�WKH�JURXQGV�
that their sentimentalism and anthropomorphism create a comfortable complacency 
LQ�DWWLWXGHV�WR�DQLPDOV��+RZHYHU��ZKDW�NLQGV�RI�LPDJHU\�ZRXOG�EH�PRUH�DSSURSULDWH�
for children to see? And what kind of imagery would be more true to the position of 
DQLPDOV�LQ�WKLV�ZRUOG"µ�� His point is well-taken in War Horse, and it is not intended as 
D�GRFXPHQWDU\�QRU�HYHQ�LQYHVWHG�LQ�WKH�KLVWRULFDO�RYHU�WKH�ER\�PHHWV�KRUVH�QDUUDWLYH��
The realities that the horses faced would no doubt detract from the marketability of 
WKH�ÀOP��%XW�LW�LV�QRW�RQO\�FRPSODFHQF\�WKDW�LV�DW�VWDNH�LQ�WKLV�VHQWLPHQWDO�DQWKURSR-
PRUSKL]LQJ��EXW�WKH�-RH\·V�FRPSOHWH�VXEVXPSWLRQ�WR�WKH�IRUFHV�RI�KXPDQ�FDSLWDOLVP��
:KLOH�,�DJUHH�ZLWK�%XUW·V�IXUWKHU�SRLQW�WKDW�´WKH�YLVXDO�DQLPDO�LV�FDXJKW�LQ�DQ�DUJX-
ment over whether the animal should be considered on its own terms or understood 
WKURXJK�D�QHWZRUN�RI�KXPDQ²DQLPDO�UHODWLRQV�µ���LQ�WKLV�ÀOP��WKH�KRUVHV�VHHP�RQO\�WR�
GLVDSSHDU�LQWR�WKLV�QHWZRUN��The history of cinema is itself literally a history of turning 
WKH�DQLPDO�LQWR�WHFKQRORJ\��DQG�DV�6KXNLQ�LV�TXLFN�WR�SRLQW�RXW��FLQHPD�LV�KLVWRULFDOO\�
contingent on the rendering industry, an ages-old practice-turned-industry of boiling 

���%LOO�'HVRZLW]��´$�6WHDOWK\�DQG�6HDPOHVV�War Horse�µ Animation World Network, 30 December 2011, 
available at http://www.awn.com/articles/article/stealthy-and-seamless-war-horse� �DFFHVVHG� �� -XQH� �������
7KDQNV�WR�WKH�DQRQ\PRXV�UHDGHU�IRU�SRLQWLQJ�RXW�WKLV�DUWLFOH�

39 %HQML�:LOVRQ��́ War Horse��7KH�5HDO�6WRU\³$GGLQJ�6RPH�+LVWRULFDO�+HIW�WR�WKH�)DEOH�µ�The Telegraph, 
2 March 2012, available at http://www.telegraph.co.uk/culture/tvandradio/9114272/War-Horse-the-Real-Story-
adding-some-historical-heft-to-the-fable.html��DFFHVVHG����)HEUXDU\�������

���7KLV� FRPPHQW� WDNHV� D�GLIIHUHQW� WXUQ� LQ� WKH� OLJKW�RI� WKH� UHFHQW�8.�KRUVHPHDW� VFDQGDO�� LQ�ZKLFK�
VSHFLÀF�EUDQGV�RI�EHHI�EDVHG�SUHSDUHG�PHDOV�LQ�VHYHUDO�SRSXODU�VXSHUPDUNHW�FKDLQV�KDYH�EHHQ�IRXQG�
WR�FRQWDLQ�KRUVHPHDW��7KLV�VFDQGDO�KDV�EHFRPH�IRGGHU�IRU�MRNHV��FDUWRRQV��DQG�LQWHUQHW�PHPHV�ODUJHO\�
EHFDXVH� WKH�%ULWLVK�SXEOLF�QRZ�ÀQG� LW� IDU�IHWFKHG� WR�FRQVLGHU�KRUVHPHDW�DV� IRRG�SURGXFW��Although 
KRUVHPHDW�LV�DYDLODEOH�RQOLQH��WKH�ODVW�KRUVHPHDW�EXWFKHU�LQ�WKH�8.�FORVHG�VKRS�LQ�WKH�PLG�����V�

���-RQDWKDQ�%XUW��Animals in Film��/RQGRQ��5HDNWLRQ�%RRNV��������������HPSKDVLV�LQ�RULJLQDO��
���,ELG�������
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down animal by-products to create oils, soaps, glycerine, and, of course, gelatine—the 
VWDELOL]LQJ�FRDWLQJ�DSSOLHG�GXULQJ�WKH�GHYHORSPHQW�RI�ÀOP�VWRFN��6KH�H[SODLQV�WKDW�́ IRU�
cinema’s animated effects to literally�GHYHORS³WKH\�UHTXLUHG�WKH�WDQJLEOH�VXSSRUWV�RI�
SKRWRJUDSKLF�DQG�ÀOP�VWRFNV��,W�LV�KHUH��LQ�WKH�PDWHULDO�FRQYROXWLRQV�RI�ÀOP�VWRFN��WKDW�
a transfer of life from animal body to technological media passes virtually without 
QRWLFH�µ���$OWKRXJK�D�WXUQ�WR�GLJLWDO�ÀOPPDNLQJ�SURFHVVHV�LV�WUDQVIRUPLQJ�WKH�QRWLRQ�
RI�UHQGHULQJ��DV�,�ZLOO�PHQWLRQ�VKRUWO\��SDUW�RI�WKH�GRXEOH�VLJQLÀFDQFH�RI�DQLPDO�FDSLWDO�
for Shukin is in recognizing the material histories that complicate these industries, and 
War Horse��IRU�H[DPSOH��DOWKRXJK�HGLWHG�GLJLWDOO\��ZDV�ODUJHO\�VKRW�RQ�ÀOP��

Am I a Horse or Am I a Puppet?

War Horse�RULJLQDWHG�DV�D�QRYHO�ZULWWHQ�IRU�FKLOGUHQ�LQ������E\�0LFKDHO�0RUSXUJR��
who was inspired by conversations that he had in his local Devon pub about real 
KRUVHV�LQ�ZDUWLPH��,Q�DXGLR�VHJPHQWV�UHFRUGHG�IRU�WKH�War Horse Fact & Fiction exhibit, 
0RUSXUJR�UHODWHV�WKDW�KLV�LQVSLUDWLRQ�IRU�WKH�QRYHO�EHJDQ�LQ�FRQYHUVDWLRQ�ZLWK�D�:RUOG�
:DU� ,� YHWHUDQ� LQ� WKH�SXE��ZKR� WROG� VWRULHV� DERXW� WKH� WHUURU� WKH� VROGLHUV� IHOW� GXULQJ�
WKH�ZDU�DQG�KRZ�SDUDO\]LQJ� LW�ZDV��:KDW� WKH�YHWHUDQ�VDLG� WKDW� FDXJKW�0RUSXUJR·V�
DWWHQWLRQ�ZDV�´WKH�RQO\�SHUVRQ�,� WDONHG�WR�ZDV�P\�KRUVH�µ�7KDW�WKH�KRUVHV�JDYH�WKH�
VROGLHUV�FRPIRUW�DQG�D�VHQVH�RI�FDPDUDGHULH�WR�WKH�SRLQW�RI�WKLV�´WUDQVIRUPDWLRQµ�LQWR�
D�IRUP�RI�SHUVRQKRRG�LQVSLUHG�0RUSXUJR�WR�ZULWH�WKH�WDOH��7KH�QRYHO�ZDV�HYHQWXDOO\�
adapted for the stage by Nick Stafford and produced as a theatrical production for 
WKH�8.·V�1DWLRQDO�7KHDWUH� LQ� FROODERUDWLRQ�ZLWK�6RXWK�$IULFD·V�+DQGVSULQJ�3XSSHW�
FRPSDQ\�LQ�������ÀJ������,W�WUDQVIHUUHG�WR�WKH�:HVW�(QG�LQ������DQG�WKHQ�WR�%URDGZD\��
ZKHUH�LW�UDQ�XQWLO�-DQXDU\�������6SLHOEHUJ·V�ÀOP�YHUVLRQ�RSHQHG�LQ�'HFHPEHU�������7KH�
MRXUQH\�IURP�QRYHO�� WR�VWDJH�� WR�ÀOP�LV�RQH�RI�PXOWLSOH�DQLPDO�RQWRORJLHV�� IURP�UHDO�
KRUVHV�VHUYLQJ�LQ�ZDUWLPH��WR�WKHLU�GLVFXUVLYH�ÀFWLRQDO�UHSUHVHQWDWLRQ��WR�WKHLU�SK\VLFDO�
UHSUHVHQWDWLRQ�WKURXJK�SXSSHWU\��WR�DFWXDO��OLYLQJ�KRUVHV��GLV�HPERGLHG�RQ�ÀOP��7KLV�
shift from form to form creates a palimpsest of bodies, each seeming to prompt the 
QH[W�LQWR�EHLQJ�DORQJ�WKLV�MRXUQH\�IURP�QRYHO�WR�VFUHHQ��

Although the transitions through forms have resulted in an accretion of life-like 
UHSUHVHQWDWLRQV�� ,� DP�PRVWO\� LQWHUHVWHG� LQ� KRZ� WKH�ÀQDO� VKLIW� IURP�SXSSHW� ERG\� WR�
´UHDOµ�KRUVH�RQ�ÀOP�VHHPV�WR�SURGXFH�D�VHQVH�RI�DXWKHQWLFLW\³LW�ÀQDOO\�SURGXFHV�WKH�
DFWXDO�KRUVHV��DQG�\HW��WKLV�LV�D�KROORZ�PRYH��$OWKRXJK�LW�PLJKW�VHHP�WKDW�WKH�PRYH�
IURP�SXSSHW�RQVWDJH�WR�OLYLQJ�KRUVH�RQ�ÀOP�LV�D�PRYH�WR�D�PRUH�DXWKHQWLF�DQLPDO�ERG\��
,�DUJXH�WKDW�WKH�DXWKHQWLF�ERG\�LV�LURQLFDOO\�QRW�ZKDW�EHVW�LQGXFHV�KXPDQ²DQLPDO�DI-
ÀOLDWLRQV�RU�IDFLOLWDWHV�SROLWLFDO�DFWLRQ��:KLOH�War Horse’s popularity and commercial 
and cinematic success may have generated a larger interest in the real-life horses that 
IRXJKW�LQ�ZDUWLPH��LW�LV�WKH�SXSSHW�IRUPV��,�DUJXH��WKDW�IDFLOLWDWH�D�VHQVH�RI�DQLPDOLW\�
WKDW�ORRS�XV�EDFN�WR�WKH�DQLPDO��� And while placing puppets onstage rather than in-
WKH�ÁHVK�KRUVHV�PD\�VHHP�WR�UDLVH�TXHVWLRQV�DERXW�WKH�QRWLRQ�RI�ZKHWKHU�WKLV�LV�WUXO\�
an interspecies collaboration, the puppets successfully challenge the term, opening 
XS�DQ�DUJXPHQW�IRU�DQ�´LQWHU�µ�WKDW�LV�DQ�XQÀ[HG�SRVLWLRQ�UDWKHU�WKDQ�WKH�ÀOPLF�UHDO�
DQLPDO�WKDW�IRUHFORVHV�WKHVH�JDSV�

���Shukin, Animal Capital�������HPSKDVLV�LQ�RULJLQDO��
���National Army Museum, War Horse: Fact & Fiction�H[KLELW��$OVR�VHH�&KDQQHO��·V�War Horse: The 

Real Story, available at http://www.channel4.com/programmes/war-horse-the-real-story/4od (accessed 10 
)HEUXDU\�������
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)LJXUH����7KH�KXPDQ�DQG�QRQKXPDQ�FDVW�RI�War Horse���3KRWR��%ULQNKRII�0RJHQEXUJ��

Portrayed in the stage production by Handspring’s intricate life-sized, human-
controlled puppets, the animals slowly take on lives of their own through the hu-
PDQ²DQLPDO²SXSSHW�WHFKQRORJLFDO�LQWHUDFWLRQV��$XGLHQFH�PHPEHUV�FRQVLVWHQWO\�SUDLVHG�
the power of the puppetry, even if the production itself also evoked an otherwise too 
VHQWLPHQWDO�DLU�IRU�VRPH�WDVWHV��7KHVH�DUH�OLIH�VL]HG�SXSSHWV�PDGH�RXW�RI�OLJKWZHLJKW�
frames covered with mesh and cloth and worn and operated by puppeteers who work 
WKH�PHFKDQLVPV� WR� FUHDWH� UHDOLVWLF�PRYHPHQWV����+DQGVSULQJ·V�%DVLO� -RQHV�GHVFULEHV�
WKHLU�SXSSHWV��DQG�WKH�SKLORVRSK\�EHKLQG�WKHP��ZKHQ�KH�VD\V��´:H�FDOO�WKLV�D�SLHFH�
of emotional engineering that uses up-to-the-minute seventeen-century technology to 
WXUQ�QRXQV�LQWR�YHUEV�µ�� This shift from noun to verb is an important one, for it is a 
PRYH�IURP�DQLPDO�DV�REMHFW� WR�DQLPDO�DV�GR�HU��$V�H[SHULHQFHG�WKURXJK�WKH�SXSSHW�
KRUVHV�� WKH�DQLPDOV� WDNH�RQ�DQ�DJHQF\�WKDW� WKH\�FDQQRW�VHHP�WR�DFKLHYH� LQ� WKH�ÀOP��
,Q�WKHLU�FRQVWUXFWLRQ�DV�D�YHUE��WKHVH�KRUVH�´WHFKQRORJLHVµ�DSSHDU�DV�GLVFUHWH�VXEMHFWV�
RQVWDJH�LQ�D�ZD\�WKDW�WKH�RQVFUHHQ�KRUVHV�FDQQRW��DQG�WKH\�KDYH�WKH�SRZHU�WR��,�DUJXH��
VKLIW�YLHZHUV·�UHODWLRQV�WR�D�´KRUVHQHVVµ�WKDW�WKH�OLYLQJ�DQLPDOV�RQVFUHHQ�FDQQRW��ÀJ�����

&RPSDULQJ�DQLPDO�DJHQF\�DFURVV�WKH�VWDJH�DQG�VFUHHQ�YHUVLRQV�RI�War Horse is perhaps 
unfair, because the (human-controlled) actual animal surely carries more weight than 
D�KXPDQ�FRQWUROOHG�SXSSHW��<HW��OLNH�%UHFKW·V�culinary theatre, which creates pleasure 
though arouses no action, or like the integrated *HVDPWNXQVWZHUN�WKDW��DV�%UHFKW�ODPHQWV��

���See the National Theatre’s War Horse website, available at http://www.warhorseonstage.com/puppetry 
IRU�PRUH�GHWDLOV��DFFHVVHG����)HEUXDU\��������

���%DVLO� -RQHV�� ´+DQGVSULQJ� 3XSSHW�&RPSDQ\�� 7KH�*HQLXV� 3XSSHWU\� %HKLQG�War Horse�µ� LQ�TED 
Talks, March 2011, available at http://www.ted.com/talks/handpring_puppet_co_the_genius_puppetry_be-
hind_war_horse.html��DFFHVVHG����)HEUXDU\��������6HH�WKH�YLGHR�DW������
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RQO\�PXGGOHV�DQG�GHJUDGHV�WKH�YDULRXV�HOHPHQWV��HDFK�DFWLQJ�´DV�D�PHUH�¶IHHG·�WR�WKH�
UHVW�µ�WKH�FLQHPDWLF�KRUVH��ÁDWWHQHG�DQG�IXVHG�RQVFUHHQ��SURYLGHV�VHQWLPHQWDO�SOHDVXUH��
EXW�OHDYHV�QR�VSDFH�IRU�UHÁHFWLRQ�RU�WKRXJKW����,W�LV�UDWKHU�LQ�WKH�LQWHUSOD\�RI�WKH�SXSSHW�
WHFKQRORJ\�DQG�KXPDQ�RSHUDWRU�WKDW�WKH�LGHD�RI�KRUVHQHVV�HPHUJHV��+HUH��WKH�DFWXDO�
DQLPDO·V�DEVHQFH�GUDZV�YLHZHUV�EDFN�WR�LW�WKURXJK�WKH�SXSSHW��+DQGVSULQJ�EXLOGV�WKLV�
VHQVH�RI�DJHQF\�LQWR�WKH�KRUVH�SXSSHWV�IURP�WKHLU�HQJLQHHULQJ�XSZDUG��5HVSHFWLQJ�WKH�
KRUVH�DQG�LWV�PRYHPHQWV�DQG�EHKDYLRUV�ZDV�WKH�ÀUVW�VWHS�IRU�$GULDQ�.RKOHU·V�GHVLJQ��
DQG�DOWKRXJK�WKH�SXSSHWV�DUH�KLV�DUWLVWLF�FUHDWLRQV��KH�ÀUVW�VWXGLHG�OLYLQJ�KRUVHV�DQG�
EXLOW�RQ�0X\EULGJH·V�KRUVH�PRWLRQ�ÀOPV�WR�OHDUQ�KRZ�WR�FRQVWUXFW�D�KRUVH·V�PRELOLW\�
RQVWDJH����$FWRUV�ZHUH�DOVR�WUDLQHG�LQ�HTXLQH�PRYHPHQW�DQG�OHDUQHG�KRZ�WR�DGGUHVV�
QRWLRQV�RI�ZHLJKW�DQG�UK\WKP�LQ�WKH�KRUVHV·�VWHSV��$OWKRXJK�WHFKQLTXHV�VXFK�DV�URWR-
scoping, knowledge of anatomy, and basic observation have been long used by Disney 
and other animators and are now supplemented by motion-capture technologies, it 
is only through this multilayered collaboration among designer, builder, actor, horse, 
DQG�SXSSHW�WKDW�WKH�KRUVH�SXSSHWV�RQVWDJH�FDQ�VHHP�WR�FRPH�DOLYH�LQ�WKHLU�RZQ�ULJKW��� 

,I�WKHUH�LV�D�VSDFH�WR�EHFRPH�DQLPDWH��LW�LV�WKURXJK�WKHVH�WULDQJXODWLRQV�UDWKHU�WKDQ�
IURP�FRQÁDWLRQV�RI�KXPDQ��DQLPDO��DQG� WHFKQRORJ\��7KH�VHQVH�RI�EHFRPLQJ� LV�ZKDW�
LV�DW�VWDNH�KHUH��WKHVH�DUH�RQWRORJLHV�WKDW�DUH�QRQÀ[HG��DQG�WKH�PRYLQJ��VKLIWLQJ�WHU-
UDLQV� DUH�ZKDW�SURGXFH�D� VHQVH�RI� DQLPDOLW\� WKDW� VWD\V�ZLWK�YLHZHUV��7KH� WKHDWULFDO�

)LJXUH����3XSSHWV�DQG�SHUIRUPHUV�LQ�War Horse SUHSDUH�IRU�D�FKDUJH���3KRWR��%ULQNKRII�0RJHQEXUJ��

���%HUWROW�%UHFKW��Brecht on Theatre��WUDQV��-RKQ�:LOOHWW��1HZ�<RUN��+LOO�	�:DQJ�����������²���
���See the National Theatre’s War Horse�ZHEVLWH�VHJPHQW�´3XSSHWU\³7KH�3XSSHW�)DFWRU\µ�IRU�PRUH�

GHWDLOV��
���)RU�H[DPSOHV�RI�KRZ�'LVQH\�DQLPDWRUV�ZRUN��VHH��IRU�LQVWDQFH��&KULV�3DOODQW��Demystifying Disney: 

A History of Disney’s Feature Animation��1HZ�<RUN��&RQWLQXXP���������
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War Horse·V� KRUVH� SXSSHWV� DUH� FRPSOH[� DQG�SDOLPSVHVWLF�� WKH\� DUH� DIIHFWLYH�� /LSSLW�
GHVFULEHV�WKLV�SRWHQWLDO�DV�´PHWDPRUSKLF�UDWKHU�WKDQ�PHWDSKRULF�µ50 Handspring has 
VDLG�WKDW�LWV�´SXSSHWV�KDYH�WR�WU\�WR�EH�DOLYH�µ51 and so perhaps the move from noun 
to verb, here created through a human-controlled mechanical technology, can function 
EH\RQG�PHWDSKRU��IDFLOLWDWLQJ�VKLIWLQJ�JURXQG��3HUKDSV�EHFDXVH�ZH�DUH�DZDUH�WKDW�WKHVH�
horse puppets are human operated, we recognize them as performers in the process of 
becoming-animal, a process that is predetermined to fail, although one that attempts 
WR�EULQJ� WKHP�WR� OLIH��7KLV�DWWHPSW� UHDFKHV�DFURVV�DQ� LQWHUVSHFLHV�GLYLGH�DQG�DOORZV�
IRU�WKLV�YHU\�PDWHULDO�WHFKQRORJ\�WR�SURGXFH�DQ�LPPDWHULDO�PDJQHWLVP�RU�DIIHFW��,W�LV�
here perhaps that the affective charge might resonate or leave traces of an animality 
LQ�WKH�WKHDWULFDO�HQFRXQWHUV��$OWKRXJK�,�DP�ZDU\�RI�ZRUGV�OLNH�´PDJQHWLVP�µ�/LSLWW·V�
VHQVH�RI�KRZ�LW�PLJKW�SURYRNH�DFWLRQV�VWLFNV�ZLWK�PH��´'HÀQHG�DV�WKH�FDSDFLW\�WR�HIIHFW�
concrete changes in the material world through an immaterial or fantastic medium, 
magnetic power, like that of dreams, transforms the traditional rapport between action 
DQG� UHDFWLRQ��:LWK�PDJQHWLVP�� UHDFWLRQV�� LQ� WKH� VHQVH�RI�DIIHFWLYH� UHVSRQVHV�� FDQ�EH�
VDLG�WR�FDXVH�DFWLRQV�µ52 Although unmediated by electronic or digital technologies, the 
RQVWDJH�KXPDQ²SXSSHW²DQLPDO�HYRNHV�LQ�PH�HQRXJK�RI�DQ�DIÀOLDWLRQ�ZLWK�WKH�QRWLRQ�
RI�DQLPDOLW\� WR�ZULWH� WKLV�HVVD\��7KH�KRUVH�SXSSHW�KDG�WKH�SRWHQWLDO� WR� WRXFK�RWKHUV�
DQG�́ FDXVH�DFWLRQ�µ53�9LHZHUV�DUH�GUDZQ�WR�WKHVH�KXPDQ�RSHUDWHG�SXSSHW�WHFKQRORJLHV��
DQG�,�LGHQWLI\�LQ�WKHP�WKH�QHFHVVDU\�ÀUVW�VWHSV�WRZDUG�DOOLDQFH��EHWZHHQ�SHUIRUPHU�DQG�
DQLPDO�DQG�EHWZHHQ�DQLPDO�DQG�YLHZHU��$QG�LQ�WKLV�DOOLDQFH�LV�SHUKDSV�WKH�DELOLW\�IRU�
WUDQVIRUPDWLRQ�DQG�DFWLRQ�ZLWK�OLYLQJ�DQLPDOV��

How notions of DIÀOLDWLRQ and alliance will continue to play out is yet to be seen, but 
these are terms increasingly being taken up by artists through not only performance, 
DUW��DQG�DQLPDO�VWXGLHV��EXW�DOVR�LQ�ÀHOGV�OLNH�SRVWKXPDQLVP��HFR�DQG�HQYLURQPHQWDO�
VWXGLHV��DQG�REMHFW�VWXGLHV��:KLOH�WKH�QRWLRQ�RI�collaboration is inevitably human-driven, 
with the increasing visibility and interest in animal studies, more attention is being paid 
WR�KRZ�LQWHUVSHFLHV�HQFRXQWHUV�FDQ� LQÁXHQFH�DUW�DQG�SHUIRUPDQFH�SUDFWLFHV��$UWLVWV��
VXFK�DV�.LUD�2·5HLOO\��5DFKHO�5RVHQWKDO��/XF�3HWWRQ��6RFLHWDV�5DIIDHOOR�6DQ]LR��'HNH�
:HDYHU��0DUFXV�&RDWHV��.DWK\�+LJK��DQG�RWKHUV��DUH�IRVWHULQJ�LQWHUVSHFLHV�HQFRXQWHUV�
LQ�SHUIRUPDQFH�DQG�DUW�SUDFWLFHV��� 

Reappropriation

The replacement of War Horse·V� SXSSHW� ERGLHV� E\� WKH� RQVFUHHQ� DQLPDO� ´DFWRUµ�
reinforces a capitalist turn that relies upon star power and here has revolved around 
WKH�KRUVH·V�DQLPDO�ERG\��+RZHYHU��DOWKRXJK�WKH�HPRWLRQDOO\�GULYHQ�VFHQHV�LQ�WKH�ÀOP�
were played by horse-actor Finder, Joey was actually played by a team of thirteen (or 

50 /LSSLW��Electric Animal������
51 6HH�´+DQGVSULQJ�3XSSHW�&RPSDQ\�µ�6HH�WKH�YLGHR�DW������
52 /LSSLW��Electric Animal�����²���
53 'XULQJ� WKH�4XHHQ·V�'LDPRQG� -XELOHH� &HOHEUDWLRQ� LQ� WKH� VXPPHU� ������ KRUVH puppet Joey ran 

RXW� WKURXJK� WKH� UDLQ�DQG� IURP� WKH� WRS�RI� WKH�1DWLRQDO�7KHDWUH� UHDUHG�XS� LQ�´VDOXWHµ� WR� WKH�4XHHQ��
SURYRNLQJ�D�ELJ�VPLOH�IURP�DFURVV�WKH�7KDPHV��)RU�IRRWDJH�RI�WKH�PRPHQW��VHH�http://www.youtube.com/
watch?v=75blE32JgoU��DFFHVVHG����)HEUXDU\�������

���$GGLWLRQDOO\��DQLPDO�VWXGLHV�LV�D�JURZLQJ�DFDGHPLF�ÀHOG��DQG�LQFUHDVLQJ�QXPEHUV�RI�Vtudents are 
LQWHUHVWHG� LQ� LWV� LQWHUGLVFLSOLQDU\� FRQQHFWLRQV�ZLWK� SHUIRUPDQFH� VWXGLHV�� ,� WKDQN�P\� 3K'� VWXGHQWV�
Austin McQuinn and Mariel Supka, whose excellent projects on the animal voice and nonnative spe-
FLHV�FRQWLQXH�WR�H[SRVH�PH�WR�PRUH�ZRUN�DQG�LQIRUP�P\�RZQ�WKLQNLQJ�LQ�WKLV�ÀHOG���
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fourteen, depending on the source) horses, representing the various ages and condi-
WLRQV�WKDW�WKH�KRUVHV�DUH�LQ�WKURXJKRXW�WKH�ÀOP��WKH�VWDU�SRZHU�LV�SHUKDSV�ORVW�LQ�RXU�
LQDELOLW\�WR�WHOO�WKH�KRUVHV�DSDUW�55�/HVW�,�VHHP�WR�EH�IDFLOLWDWLQJ�WKH�GLVDSSHDULQJ�DQLPDO·V�
UHDSSHDUDQFH�DV�DQG�WKURXJK�WHFKQRORJ\��,�WKLQN�UDWKHU�WKDW�LQ�D�FLQHPDWLF�WHFKQROR-
gization (and a sentimental one at that) of animals, there is a danger in the slippage 
EHWZHHQ�ERGLHV�WKDW�DOORZV�IRU�D�FRPSOHWH�UHDSSURSULDWLRQ�RI�WKH�DQLPDO�ERG\��,�VXJJHVW�
WKDW�WKH�FLUFXLWU\�RI�SHUIRUPDQFH�IURP�VWDJH�WR�ÀOP�KDV�UHVXOWHG�LQ�D�UHSODFHPHQW�RI�
the overtly mediated animal, created through Handspring’s affective puppetry, by an 
obliquely�PHGLDWHG��EXW�UHDO��DQLPDO�RQ�ÀOP�WKDW�KDV�DOORZHG�IRU�D�UHDSSURSULDWLRQ�RI�
the animal body without leaving room for us to think about the animal in any way that 
LV�QRW�RYHUO\�VHQWLPHQWDOL]HG��7KH�WHFKQRORJL]DWLRQ�RI�WKH�SXSSHWU\�LV�RYHUW��LQ�WKDW�LW�
is not concealed or pretending to be what it is not; it does not seem to memorialize the 
DQLPDO�EHFDXVH�LW�LV�QRW�D�KRUVH��EXW�UDWKHU�D�SXSSHW�HYRNLQJ�WKH�DQ�LGHD�RI�KRUVHQHVV��

7KH�XVH�RI�UHDO�KRUVHV�LQ�WKH�ÀOP�YHUVLRQ�GRHV�QRW�IDFLOLWDWH�DQ�H[SHULHQFH�RI�WKH�UHDO�
animal, but, instead, the cinematic apparatus both reproduces and reappropriates the 
DQLPDO��JLYLQJ�XV�DQ�HTXLQH�DFWRU�FDXJKW�ZLWKLQ�KXPDQ�GULYHQ�FDSLWDOLVW�SURGXFWLRQ��
$QG�� LQ�IDFW�� WKLV� LV�ERUQH�RXW�E\�WKH�ÀOP·V�SURGXFWLRQ�LWVHOI�� WKHVH� OLYLQJ�KRUVHV�DUH�
already so mediated that we do not even realize when they revert back to machines 
RU�DUH�UHQGHUHG�WKURXJK�&*,��2QH�RI�WKH�ÀOP·V�PRVW�GLVWUHVVLQJ�VFHQHV�WDNHV�SODFH�LQ�
QR�PDQ·V�ODQG��KLVWRULFDOO\�WKH�VSDFH�EHWZHHQ�WKH�ÀJKWLQJ�IDFWLRQV�WKDW�LV�ÀOOHG�ZLWK�
EDUEHG�ZLUH� LQ�ZKLFK�KRUVHV�FRXOG�HDVLO\�EHFRPH�VQDJJHG�DQG� LQMXUHG�� ,Q� WKH�ÀOP��
this scene is digitally rendered so that when Joey gallops alone through the war-torn 
ODQGVFDSH�DQG�WULSV��IDOOV��DQG�LV�FDXJKW�XS�LQ�WKH�EDUEHG�ZLUH��ÀUVW�&*,�DQG�WKHQ�DQ�
DQLPDWURQLF�KRUVH�ZHUH�XVHG�VR�DV�QRW�WR�SRVH�DQ\�ULVNV�IRU�WKH�HTXLQH�DFWRUV�56 These 
precautions are now standard procedures taken by the American Humane Society in 
RUGHU�WR�SURYLGH�LWV�´1R�$QLPDOV�:HUH�+DUPHGµ�VHDO�RI�DSSURYDO�DW�WKH�HQG�RI�D�ÀOP��
,WV�ZHEVLWH�H[SODLQV�WKH�SURFHVV�GXULQJ�War Horse��

6SHFLDO�HIIHFWV�VXSHUYLVRU�1HLO�&RUERXOG�EXLOW�D�EUHDWKWDNLQJO\�UHDO�� IXOO�VL]H�-RH\�IRU�WKH�
VFHQH��´+H�ZDV�IXOO\�DQLPDWURQLF�DQG�VLWWLQJ�RQ�KLV�NQHHV��:H�GXJ�D�����PHWHU�KROH��DQG�
ZH�KDG�IRXU�RU�ÀYH�SXSSHWHHUV�EDVLFDOO\�EXULHG�EHQHDWK�WKH�JURXQG��RSHUDWLQJ�WKH�KRUVH�µ�
H[SODLQV�&RUERXOG��+RZHYHU��IRU�WKH�FORVH�XS�RI�-RH\·V�IDFH�LQ�WKDW�VFHQH��6SLHOEHUJ�EURXJKW�
in Finder—the real horse who starred as Joey—to get to the depth of Joey’s innermost 
IHHOLQJV��7RE\�.HEEHOO��ZKR�SOD\V�WKH�%ULWLVK�VROGLHU�ZKR�KHOSV�WR�IUHH�-RH\��UHFDOOV��´7KH�
DQLPDWURQLF�KRUVH�ZDV�VR�UHDOLVWLF��,W�KDG�WKH�DELOLW\�WR�EORZ�DLU�IURP�WKH�ÁDLU�RI�LWV�QRVH�
DQG�WR�MROW�LWV�KHDG�µ57

,Q�WKLV�VFHQH��EHFDXVH�WKH�KXPDQ�KDQG�LV�VR�KLGGHQ��XQOLNH� LQ�WKH�WKHDWULFDO�SXSSHW�
horses where the initial awareness is of the human actors underneath the moving legs 
of the horses, the animal becomes unable to escape a loop of capitalist technological 

55 :KLOH� LQ� WHUPV�RI�DJLQJ��War Horse does not differ from the human practices of having a child 
actor portray a young version of the starring role, the multiple Joeys playing the horse’s conditions 
throughout wartime and our inability to tell the difference among them differs considerably from 
FXVWRPDU\�KXPDQ�FDVWLQJ�SUDFWLFHV���

56 $GDP�%��9DU\��́ ¶:DU�+RUVH·��+RZ�6WHYHQ�6SLHOEHUJ�DQG�+LV�7HDP�*RW�6XFK�$VWRQLVKLQJ�3HUIRUPDQF-
HV�IURP�WKH�+RUVHV�µ�,QVLGH�0RYLHV�����'HFHPEHU�������DYDLODEOH�DW�http://insidemovies.ew.com/2011/12/27/
war-horse-training-horses-joey/��DFFHVVHG����)HEUXDU\�������

57 For details on the treatment of the horses on the set of War Horse��VHH�´2Q�WKH�6HW�RI�War Horseµ�
LQ� WKH�$PHULFDQ� +XPDQH� 6RFLHW\·V� ´1R�$QLPDOV�:HUH� +DUPHGµ� ZHEVLWH�� DYDLODEOH� DW� http://www.
DPHULFDQKXPDQHÀOPWY�RUJ�RQ�WKH�VHW�ZDU�KRUVH���DFFHVVHG����)HEUXDU\��������
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SURGXFWLRQ� LQ�DQ�DQLPDO²FDSLWDO�H[FKDQJH� WKDW�SURGXFHV�RQO\�VHQWLPHQWDO� UHVSRQVH��
Animatronics are intended to appear life-like, but as mechanized puppets, they are akin 
WR�URERWLFV��8QOLNH�WKH�WUDGLWLRQDO�SXSSHW�IRUP�LQ�ZKLFK�WKH�KXPDQ�LV�DFNQRZOHGJHG�
as collaborator and is often visible, in this instance, the human is hidden and the ani-
PDWURQLF�KRUVH�UHSODFHV�WKH�DFWXDO�KRUVH����,Q�WKLV�VFHQH��-RH\�LV�trapped by capitalism 
at the moment that he is trapped by the wire fencing, which is also a technology of 
FDSLWDOLVP�E\�SULYDWL]LQJ�SRUWLRQV�RI�ODQG�WR�UHQGHU�WKHP�SURGXFWLYH�59 The mediation 
draws viewers in to a point where the horse takes on human sentiment, and the mate-
ULDOLW\�RI�DFWXDO�KRUVH�ERGLHV�EHFRPHV�D�VW\OL]HG�HIIHFW�UDWKHU�WKDQ�WKH�SXUSRUWHG�UHDOLW\��

The making of War Horse� DV� D�ÀOP�PLJKW� EH�XVHIXOO\� UHDG� LQ�SDUDOOHO� WR� WKH�KLV-
WRULFDO� WXUQLQJ�SRLQW� LW� UHFRUGV��$V� WKH�ÀOP�KLJKOLJKWV� WKH� WUDQVLWLRQ� IURP�DQLPDO� WR�
WHFKQRORJLFDO�XVH�LQ�ZDUIDUH³E\�:RUOG�:DU�,,��KRUVHV�ZHUH�ODUJHO\�XVHG�IRU�WUDQVSRUW�
though no longer in battle—War Horse�RFFXUV�LQ�DQ�HUD�LQ�ZKLFK�ÀOP�SURGXFWLRQ�RQ�
JHODWLQ�EDVHG�ÀOP�VWRFN�LV�WXUQLQJ�WR�GLJLWDO�SURGXFWLRQ�60 However, reportedly other 
than the no-man’s-land scene, War Horse�ZDV�VKRW�RQ�ÀOP��$V�6KXNLQ�LV�HDJHU�WR�SRLQW�
RXW��UHQGHULQJ·V�GRXEOH�HQWHQGUH�LV�DW�WKH�KHDUW�RI�FLQHPDWLF�KLVWRU\�

$W� WKH� WXUQ�RI� WKH� WZHQW\�ÀUVW�FHQWXU\� �� �� �� UHQGHULQJ�QR� ORQJHU�SRSXODUO\�HYRNHV� WKH� LQ-
dustry that breaks down animal hides, bones, blood, and offal but instead invokes the new 
FXOWXUH�LQGXVWU\�WKDW�WUDIÀFV�LQ���'�LPDJHV�RI�OLIH�DVVHPEOHG�RXW�RI�DOJRULWKPLF�ELWV�RI�FRGH��
Digital capitalism appears to have successfully spirited away the bad affect associated with 
the boiling down of animal remains, reinventing rendering as an aesthetic notation for the 
ÀHOG� RI� FRPSXWHU�JHQHUDWHG� LPDJHV�� 7KH� UHLQYHQWLRQ� RI� UHQGHULQJ� E\� GLJLWDO� FDSLWDOLVP�
DUJXDEO\�GHSROLWLFL]HV�ERWK�LQGXVWULHV��DVVRFLDWLQJ�RQJRLQJ�WUDIÀFV�LQ�DQLPDO�PDWHULDO�ZLWK�
technological virtuality, on the one hand, while identifying computer-generated graphics 
ZLWK�ELRORJLFDO�VWRFN��RQ�WKH�RWKHU��5HQGHU� IDUP�� WKH�QDPH�JLYHQ�WR� IDFLOLWLHV� WKDW�FOXVWHU�
WRJHWKHU�SURFHVVRUV� LQ�RUGHU� WR�DPDVV� WKH�´KRUVHSRZHUµ�QHHGHG�IRU�FRPSXWHU�JHQHUDWHG�
imagery, provocatively articulates virtual with biological animal capital to coin a new mode 
RI�WHFKQRORJLFDO�SURGXFWLRQ�61 

���The distinctions between animatronics and robotics are increasingly negligible, although animatron-
ics, which is generally considered as life-like mechanized puppets, is often linked to the entertainment 
LQGXVWU\��ZKLOH�URERWV�DUH�PRUH�JHQHULF�PDFKLQHV�GHVLJQHG�WR�UHSOLFDWH�KXPDQ�WDVNV��+RZHYHU��ZLWK�
URERWLF�DGYDQFHV�OLNH�WKH�+LURVKL�,VKLJXUR�/DERUDWRU\·V�URERWLF�DFWRU�´*HPLQRLG�)�µ�LW�LV�GHFUHDVLQJO\��
QHFHVVDU\� WR�PDNH�GLVWLQFWLRQV�EHWZHHQ� WKH� WHUPV��6HH�http://www.geminoid.jp/en/index.html (accessed 
��-XQH�������

59 7KH�GHEDWH�EHWZHHQ�´7KH�)DUPHU�DQG�WKH�&RZPDQµ�LQ�Oklahoma explicitly raises the issue of the 
SULYDWL]DWLRQ�RI�ODQG��
WILL: (Scornfully; singing��+H�FRPH�RXW�:HVW�DQG�EXLOW�D�ORW�RI�IHQFHV�
&URLY:�$QG�EXLOW�·HP�ULJKW�DFURVW�RXU�FDWWOH�UDQJHV��

6HH�5LFKDUG�5RGJHUV� DQG�2VFDU�+DPPHUVWHLQ� ,,��Six Plays by Rodgers and Hammerstein� �1HZ�<RUN��
0RGHUQ�/LEUDU\������������

60 )RU�LQIRUPDWLRQ�RQ�WKLV�GLJLWDO�WXUQ��VHH��IRU�H[DPSOH��-DPLH�6WXDUW��´)URP�¶'ULYH·�WR�¶0HODQFKROLD·��
+HUH·V�:K\������0DUNHG�D�6KLIW� LQ� WKH�+LVWRU\�RI�&LQHPDWRJUDSK\�µ� ,QGLH:LUH�����'HFHPEHU�������
available at http://www.indiewire.com/article/from-drive-to-melancholia-heres-why-2011-marked-a-shift-in-
the-history-of-cinematography��$OH[DQGHU�%DOOLQJHU��´&LQHPDWRJUDSK\��,V�)LOP�'HDG"µ�0RYLHPDLO�FRP����
2FWREHU�������DYDLODEOH�DW�http://www.moviemail.com/blog/cinematography/960-Is-Film-Dead/; and Edward 
'DYLV��´¶2OG�)DVKLRQHG·�6WHYHQ�6SLHOEHUJ�6D\V�)LOP�3URFHVVLQJ�/DEV�&RXOG�%H�*RQH�LQ����<HDUV��3OHDGV�
ZLWK�$XGLHQFHV� WR� 6HH� ¶:DU�+RUVH·� RQ� WKH� %LJ� 6FUHHQ�µ� ,QGLH:LUH�� ���1RYHPEHU� ������ DYDLODEOH� DW�
KWWS���EORJV�LQGLHZLUH�FRP�WKHSOD\OLVW�ROG�IDVKLRQHG�VWHYHQ�VSLHOEHUJ�VD\V�ÀOP�SURFHVVLQJ�ODEV�FRXOG�EH�JRQH�LQ�
10-years-pleads-with-audiences-to-see-war-horse-on-the-big-screen��DOO�DFFHVVHG����)HEUXDU\�������

61 Shukin, Animal Capital������
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This blurring of virtual and biological animal–capital tends to eliminate the space in 
ZKLFK�WR�UHPHPEHU�WKH�DQLPDO��&RQVLGHULQJ�KRZ�RIWHQ�DQLPDO�RQWRORJLHV�DUH�DSSURSUL-
ated and emptied out by human practice and industry in order to be replaced by their 
machinic, mediated representations, performance examples like Handspring’s horse 
puppets might provide room for intervention, for traces of the human and animal to 
PDWHULDOO\�DIIHFW�HDFK�RWKHU��7KLV�HVVD\��IRU�H[DPSOH��HPHUJHV�IURP�WKH�GLVVDWLVIDFWLRQ�LQ�
seeing the living horses represented in War Horse�WKH�ÀOP��$V�,�ZDWFKHG�LW��,�UHWXUQHG�
over and over to the images in my memory of the War Horse puppets and began to 
H[DPLQH�ZK\�,�IHOW�WKDW�WKH\�ZHUH�PRUH�VXFFHVVIXO�LQ�WHOOLQJ�WKLV�VWRU\��1HLWKHU��KRZHYHU��
FRXOG�UHSODFH�P\�RZQ�HPERGLHG�PHPRULHV�RI�WKH�KRUVHV�,�KDG�DV�D�\RXQJ�DGXOW��EXW�
IRU�VRPH�UHDVRQ��LQ�WKH�SXSSHWV��,�FRXOG�VHQVH�WKHLU�ÁLFNHULQJ�HDUV��KHDU�WKHLU�QHLJKV��
DQG�HYHQ�EHJLQ�WR�UHFDOO�WKHLU�VPHOOV��:KLOH�WKLV�PLJKW�QRW�EH�DV�SRVVLEOH�IRU�VRPHRQH�
with less or no experience of actual horses, it seems to me that a more authentic sense 
RI�WKH�KRUVH�ZDV�FUHDWHG�WKURXJK�WKH�SXSSHWV��,Q�WKH�DIIHFW�ODGHQ�VSDFH�RI�WKH�RYHUWO\�
PHGLDWHG�KRUVH�SXSSHW³WKH�VSDFH�RI�WKHDWUH³,�ZDV�DOORZHG�WKH�VSDFH�WR�WKLQN�RI�WKH�
KRUVH�LWVHOI��LWV�DEVHQFH�SRLQWV�WR�LWV�DEVHQFH�DQG�WKHQ��SDUDGR[LFDOO\��EDFN�WR�LWV�SUHVHQFH��

7KH�RQWRORJLFDO�WUDMHFWRU\�RI�ERGLHV�WKDW�,�WUDFH�KHUH�EHJDQ��EXW�UHDOO\�HQGV�ZLWK�WKH�
hummingbird-turned-war-technology, a reappropriated animal body divorced from its 
DQLPDOLW\³´LW�GRHV�QRW�HDW�QHFWDU�µ�,W�HPHUJHV�IURP�WKH�DQLPDO�DV�D�OLYLQJ�ZDU�WHFKQRO-
RJ\�WKDW�LV�ÀUVW�UHSODFHG�E\�D�PDFKLQH��DQG�WKHQ�UHDSSURSULDWHG�DV�D�PDFKLQH��:LWKLQ�
the trajectory of War Horse��WKH�VWRU\�RI�WKH�DFWXDO�KRUVH�LV�ÀUVW�PHGLDWHG�E\�SXSSHWV��
DQG�WKHQ�UHSODFHG�DQG�UHQGHUHG�E\�WKH�DFWXDO�KRUVH� LQ�D�FLQHPDWLF�UHSUHVHQWDWLRQ�� ,�
have posed the possibility that it is with the horse puppet, the prototype for the real 
KRUVH�RI�WKH�ÀOP��WKDW�D�EHFRPLQJ�DQLPDWH�LV�SURGXFHG�LQ�ZKLFK�WKHUH�DUH�SRVVLELOLWLHV�
IRU�KXPDQ²DQLPDO�DIÀOLDWLRQV�DQG�URRP�IRU�SROLWLFDO�XQGHUVWDQGLQJV�WKDW�PLJKW�LQWHU-
YHQH�LQ�WKH�VHQWLPHQWDOL]HG�UHODWLRQV�ZLWK�OLYLQJ�DQLPDOV��,W�LV�LQ�WKH�WKHDWULFDO�VSDFH�
ZKHUH�WKH�DELOLW\�WR�´WRXFKµ�PLJKW�SURYLGH�D�SURYRFDWLYH�HQFRXQWHU��ÀOP�VHHPV�WRR�
HPEHGGHG�LQ�F\FOHV�RI�FDSLWDOLVP�DQG�UHSURGXFWLRQ��7KH�WKHDWUH�FUHDWHV�D�SDUDGR[�WKHQ��
it allows this space, but is unfortunately subsumed in its own ongoing relations with 
capital (War Horse�FRQWLQXHV�LQ�WKH�:HVW�(QG�DQG�WRXULQJ���\HW��SHUKDSV�LW�FRQWLQXHV�
WR�VKRZ�LWV�VHDPV��WR�LQWHUMHFW�D�SDXVH��DQG�WR�PDNH�YLHZHUV�´IDFHµ�WKHVH�HQFRXQWHUV��

Collaborative Considerations

,Q� WKHLU�0DUFK� �����7('� WDON��+DQGVSULQJ·V�.RKOHU� DQG� -RQHV�EHJLQ�E\� VKRZLQJ�
their hyena puppet created for their Faustus in Africa���������ÀJ������ZKLFK�ZDV�GLUHFWHG�
E\�:LOOLDP�.HQWULGJH�62� ,W� LV� D� VPDOO�� IRXU�OHJJHG� EHDVW�ZLWK�PRYDEOH� OHJV� DQG� WDLO�
DQG�D�PROGHG�K\HQD� IDFH�� ,Q� WKH�SLHFH�� WKH�+\HQD�KDG�WR�SOD\�FKHFNHUV�ZLWK�+HOHQ�
RI�7UR\��VR�LW�QHHGHG�DQ�DUWLFXODWHG�IURQW�SDZ�WR�SOD\�WKH�JDPH��7KLV�SXSSHW��D�IUDPH�
with articulated limbs covered in translucent material, became the prototype for their 
ODWHU�ZRUN³VSHFLÀFDOO\��D� ODUJH�JLUDIIH�IRU�WKHLU�SURGXFWLRQ�RI�Tall Horse, which was 
VHHQ�E\�7RP�0RUULV�RI�WKH�1DWLRQDO�7KHDWUH��0RUULV�DSSURDFKHG�.RKOHU�DQG�-RQHV�WR�
ask if they could design a horse, and the rest is War Horse·V�KLVWRU\��$V�,�IROORZHG�WKH�
various threads of this research, looking at the images from Hyena, to the horses, to 
WKH�KXPPLQJELUG�DQG�RWKHU�URERWLF�DQLPDOV��,�KDSSHQHG�XSRQ�DQ�LPDJH�RI�'$53$·V�
´&KHHWDK�µ�ZKLFK�LQ�0DUFK������VHW�D�QHZ�VSHHG�UHFRUG�RI����PLOHV�SHU�KRXU��PDN-
LQJ�LW�WKH�IDVWHVW�OHJJHG�URERW�VR�IDU��ÀJ������$V�,�ORRNHG�EDFN�DQG�IRUWK�IURP��SXSSHW�� 

62 $GULDQ�.RKOHU�DQG�-RQHV��´+DQGVSULQJ�3XSSHW�&RPSDQ\�µ
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)LJXUH����7KH�+\HQD�IURP�+DQGVSULQJ�3XSSHW�&RPSDQ\·V�Faustus in Africa��������� 
�3KRWR����5XSKLQ�&RXG\]HU��

)LJXUH����'$53$·V�&KHHWDK�URERW���3KRWR�FRXUWHV\�RI�'$53$��



���� �� Jennifer Parker-Starbuck

+\HQD�WR��URERW��&KHHWDK��,�ZDV�VWUXFN�E\�RGG�VLPLODULWLHV��$OWKRXJK�WKH�FKHHWDK�LV�PDGH�
of metal spiky legs and a tangle of wires for a body, the two forms bear an unlikely 
UHVHPEODQFH��H[FHSW�IRU�D�NH\�IHDWXUH��QDPHO\��WKH�FKHHWDK�KDV�QR�IDFH��:KDW�WKH�WZR�
IRUPV�VLGH�E\�VLGH�WULJJHUHG�LQ�PH�ZDV�D�GHHSO\�WURXEOLQJ�TXHVWLRQ�RI�YLROHQFH��RI�WKH�
HWKLFV�RI�WKLV�WHFKQRORJLFDO�́ VSHFLHV�µ�,Q�WKHVH�SDUDOOHOV�EHWZHHQ�DQLPDOV�DQG�PDFKLQHV��
the cheetah’s lack of face denies it any ethical possibility of coming face to face with 
DQ�´RWKHUµ³LW�LV�DIWHU�DOO�D�ZDU�WHFKQRORJ\��,W�KDV�RQO\�D�KXPDQ�DJHQF\��SURJUDPPHG�
to move as a robotic form does and lacking the possibility of an alliance; whereas the 
K\HQD��ZLWK� LWV� H[SUHVVLYH�� FRPPXQLFDWLYH� IDFH�DQG�PRYHPHQW� FDSDELOLWLHV� UHTXLUHV�
an alliance with a human, thus exposing the seams in the animal–capital loop and 
VXJJHVWLQJ�WKH�QHHG�IRU�D�FROODERUDWLYH�LQWHUFKDQJH�

Human investment in the animal body is deeply complicated and, increasingly, as 
ZLWK�WKH�FKHHWDK��XVHV�WKHQ�HUDGLFDWHV�WKH�WUDFHV�RI�WKH�DFWXDO�DQLPDO��7KH�WUDQVLWLRQ�LQ�
the production of War Horse from sentimental stories based on real animals, to their pup-
SHW�LQFDUQDWLRQ��WR�WKHLU�UHSODFHPHQW�DV�OLYLQJ�DQLPDOV�UHQGHUHG�LQWR�ÀOP�WUDFHV�D�VKLIW�
from a parallel relationship between animal and machine to the replacement of one by 
WKH�RWKHU��$V�WKLV�JDS�LV�FORVHG��LW�LV�FULWLFDO�WR�VHDUFK�IRU�WKH�VHDPV�DQG�VSDFHV�LQ�ZKLFK�
WR�UHÁHFW�XSRQ�KRZ�DQLPDO�ERGLHV�DUH�XVHG�DQG�FRQWUROOHG��KRZ�WKH\�DUH�VODXJKWHUHG��
DQG�KRZ�WKH\�DUH�WUHDWHG��:KLOH�WKH�KRUVH�SXSSHWV�RI�War Horse began to reanimate 
a sense of the horse through the human, animal, and technological exchanges, what 
LV�ORVW�ZKHQ�WKH�OLYLQJ�DQLPDO�LV�VHQWLPHQWDOL]HG�DQG�FDSWXUHG�RQ�ÀOP�LV�RIWHQ�ODUJHO\�
WKH�DQLPDO� LWVHOI��<HW��ZKDW� WKHVH�War Horse examples and their commercial success 
LQGLFDWH�LV�D�GHVLUH�WR�UHFRQQHFW�ZLWK�DQG�UHWKLQN�RXU�UHODWLRQVKLS�ZLWK�WKHVH�DQLPDOV�

The triangulation necessary to become-animate and investigate the multidirectional 
interspecies possibilities that are balanced can perhaps best occur in collaborative art 
DQG�SHUIRUPDQFH�FRQWH[WV��IRU�DV�+DUDZD\�ZULWHV��´RQFH�¶ZH·�KDYH�PHW��ZH�FDQ�QHYHU�
EH�¶WKH�VDPH·�DJDLQ�������RQFH�ZH�NQRZ��ZH�FDQQRW�QRW�NQRZ�µ63�:KLOH�FLQHPDWLF�UHSUH-
sentations have the ability to move us, it is in the space of theatre that we might begin 
WR�´PHHWµ�WKH�DQLPDO��$QG�ZH�FDQ�VWULYH�WR�VWULNH�WKH�ULJKW�EDODQFH�EHWZHHQ�HWKLFV�DQG�
VHQWLPHQWDOLW\��EHWZHHQ�PDJQHWLVP�DQG�DFWLRQ��,Q�The Postmodern Animal, 6WHYH�%DNHU�
argues that, in fact, “[s]entimentality matters��LWV�IRUPDO�H[SUHVVLRQ�LV�D�SUREOHP��$UWLVWV�
rightly fear appearing to be sentimental because it will be taken to indicate a lack of 
VHULRXVQHVV³D�YHU\�SURSHU�FRQFHUQ�µ�� Artists, such as those mentioned above, explore 
LQWHUVSHFLHV�DOOLDQFHV�ZLWK�DQLPDOV�E\�FRQVWDQWO\�ZRUNLQJ� WR�ÀQG� WKHVH�EDODQFHV�� ,Q�
ZRUNV�E\�DUWLVWV�VXFK�DV�2OO\�DQG�6X]L��ZKRVH�DUW�ZRUNV� LQ�FROODERUDWLRQ�ZLWK�ZLOG�
animals foreground the animals’ environments, the encounter attempts to be on the 
DQLPDOV·�WHUPV��7KH�DUWLVWV�SDLQW�LQ�QDWXUDO�PDWHULDOV�EHIRUH�LQWURGXFLQJ�WKH�SDLQWLQJV�
WR�WKH�DQLPDOV�WR�HQFRXUDJH�DQ�LQWHUDFWLRQ�65�$UWLVWV�OLNH�%U\QGLV�6Q EM|UQVGyWWLU�DQG�
0DUN�:LOVRQ�H[DPLQH�ZKDW�WKH\�KDYH�FDOOHG�DQ�´LQWHUVSHFLHV�WKUHVKROGµ�LQ�WKHLU�FRO-
laborative art pieces engaging with animal–human encounters, describing their work 
as setting out “to challenge anthropocentric systems and thinking that sanction loss 
WKURXJK�UHSUHVHQWDWLRQ�RI�WKH�RWKHU��SURSRVLQJ�LQVWHDG��DOWHUQDWLYH�WURSHV�RI�¶SDULWLHV�

63 Haraway, When Species Meet������
���%DNHU��The Postmodern Animal�������HPSKDVLV�LQ�RULJLQDO��
65 ,ELG�����²����6HH�2OO\�DQG�6X]L·V�ZHEVLWH�IRU�DGGLWLRQDO�LQIRUPDWLRQ��DYDLODEOH�DW�http://www.ollysuzi.

com/�
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LQ�PHHWLQJ�·µ66�%ULGJLQJ� WKH�GXDOLW\�RI� VHQWLPHQWDOLW\�DQG�VHULRXVQHVV�PD\�EHJLQ� LQ�
WLPH�WR�FURVV�WKHVH�WKUHVKROGV�WKDW�NHHS�KXPDQV�VR�IDU�IURP�DQLPDOV��

The theatrical production of War Horse positions itself between these two poles; 
ZLWKLQ�D�KLJKO\�VHQWLPHQWDO�VWRU\��WKH�KRUVH�LV�WDNHQ�VHULRXVO\��'HVSLWH�WKH�FRPSOLFDWHG�
KLVWRU\�RI�DQLPDOV�DV�WHFKQRORJLHV�RI�ZDU�FDSLWDOLVP��WKH�WKHDWUH�EHJLQV�WR�XQSLFN�WKDW�
UHODWLRQVKLS��+DQGVSULQJ�DQG�WKH�DFWRUV�ERWK�DOORZHG�WKH�DFWXDO�KRUVHV�WR�GULYH�WKHLU�
creations, resulting in a serious collaboration among human, animal, and technol-
RJ\�WKDW�EULQJV�WKH�DQLPDO�WR�WKH�IRUH��&ROODERUDWLYH�H[FKDQJHV�DUH�LQFUHDVLQJ�LQ�WKH�
FURVV�GLVFLSOLQDU\�ÀHOG�RI�DQLPDO�VWXGLHV��$UW�DQG�PHGLD�VFKRODU�/LVD�-HYEUDWW teaches 
DQ� ´,QWHUVSHFLHV�&ROODERUDWLRQµ� FODVV� DW� WKH�8QLYHUVLW\� RI�&DOLIRUQLD�� 6DQWD� %DUEDUD�
and suggests that “the technologies that have been emerging (or have become more 
XELTXLWRXV��RYHU�WKH�ODVW����\HDUV�KDYH�GRQH�D�WUHPHQGRXV�DPRXQW�WR�SUHSDUH�XV�IRU�
LQWHUVSHFLHV�FROODERUDWLRQ�µ67�:H�FDQ�QR�ORQJHU�DIIRUG�D�KXPDQ�FHQWULF�SRVLWLRQ�LQ�WKH�
face of climate change, extinction, and global environmental problems, and we need 
to work, as she tells her students, to “H[DPLQH�WKH�ZRUOG�WRJHWKHU�ZLWK�DQLPDOV�µ�� A 
world with animals will hopefully increasingly mean a world of interspecies collabora-
WLRQ��,W�LV�RXU�KXPDQ�FKDOOHQJH�WR�UHPHPEHU�WKH�DQLPDO�LQ�WKHVH�H[FKDQJHV��DQG�WKLV�
is what the complicated triangulations of War Horse�VHUYH�WR�EULQJ�WR�WKH�IURQWOLQH��

66 %U\QGLV�6Q EM|UQVGyWWLU�DQG�0DUN�:LOVRQ��Uncertainty in the City��%HUOLQ��7KH�*UHHQ�%R[��Q�G��6HH�
DOVR�6Q EM|UQVGyWWLU�DQG�:LOVRQ·V�ZHEVLWH��DYDLODEOH�DW�http://www.snaebjornsdottirwilson.com/uncertainty.
php��DFFHVVHG����)HEUXDU\�������

67 /LVD� -HYEUDWW�� ´,QWHUVSHFLHV� &ROODERUDWLRQ³0DNLQJ� $UW� 7RJHWKHU� ZLWK� 1RQKXPDQ� $QLPDOVµ�
(2009–10), available on her website at http://www.interspeciescollaboration.net/��DFFHVVHG����)HEUXDU\��������
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