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Objekty vystavené v zoo se na publikum bud ohlizeji,
nebo neohlizeji

Zoologické zahrady, pripadné pfirodopisna muzea,
respektive jejich kritika, jsou dnes ve vytvarném
uméni i kuratorskych koncepcich jednim z médnich
témat, trendem. Soucasna strategie ma své dlvody
a opodstatnéni, ale také malo reflektovana uskali.

Stavajici doba paradigmatickych promén prinesla

mimo jiné pokus o mnohod&etnou inkluzi, mam-li obrat

k rozmanitym dekoloniza&nim praxim strué¢né shrnout.
Kromé snahy o genderovou a rasovou rovnost na v§ech
myslitelnych urovnich (napriklad i v pokusech o proménu
jazykl coby nastrojli mysleni) to znamena nahlou

vétsi senzitivitu laické verejnosti a umélctd a umélkyn

k mimolidskému obyvatelstvu planety, zvifatim a rostlinam
a ¢lovékem nestvorenému svétu jako takovému. Viditelny
rozdil v podobé boomu uméleckych a kuratorskych
projektl zabyvajicich se mimolidskou prirodou ¢i treba
alarmujicimi momenty lidského vztahu k ni nastal relativné
skokové. Lze jej datovat cca do roku 2018, kdy vznikla hnuti
Fridays for Future a Extinction Rebellion. Prozieni majority,
jejiz pozornost se navzdory ¢etnym varovanim roky

a desetileti upirala Stastné jinam nez ke stavu planety, pfislo
sice pét minut po dvanacté, ale dobre: pfrislo.

Takovato prozieni se ale nedéji ze vzduchoprazdna. Abych
parafrazovala americkou prezidentku Kamalu Harris:,,Do
you people think you fell out of a coconut tree?* Jiz fadu
desetileti pred hromadnym satori rozmanitého kuratorstva
i tvarci obce se tématy od klimatické katastrofy a jejich
epifenoméntl az po problematiku lidsko-zvifecich vazeb
zabyvaly celé obory a nasledné na né (s vétsimi ¢i mensimi
uspéchy a nékdy zdanlivé marné) upozorinovala plejada
nevladnich organizaci. V pripadé téch ,nejmladsich®
akademickych obord, jako jsou lidsko-zviteci studia,
hlubinna ekologie, etnozoologie, etnobotanika, cca padesat
az Sedesat let. V pripadé téch ,tradi¢nich® typu etologie
jesté o par desetileti déle, pricemz ,klasickou ekologii“ pak
muzZeme datovat uz Ernestem Haeckelem, tedy do poloviny
19. stoleti. Ke zvyseni senzitivity vic¢i zvifatim vyzyvali
rozmaniti u¢enci, spisovatelé, umélkyné a basnirky nejen
od vzniku zoologickych zahrad dnesniho typu (19. stoleti),
ale jiz na adresu jejich predchlidcl, rozmanitych zvérincu.

Pro urgitou ¢ast zejména specializovaného, proskoleného
¢&i v procesu ,0svobozeni a zrovnopravneéni zvifat® jinak
samostatné aktivniho divactva tak mohou nékteré
soucasné texty a expozice uméni plisobit jako kombinace
virtue signallingu, dobového memu, malokdy objevné jizdy
na modni ving, pripadné jako pfimy prenos ¢i denikovy
zdznam toho, jak tvlirci a tvlrkyné ¢i kuratorky a kuratofi
sami pro sebe prave ted objevili, Ze fauna existuje a Ze je
fascinujici. A z téchto nové ziskanych, ale zarovern malo
reflektovanych pozic presli rovnou do pozic aktivisticko-
mesiasskych.

Takové gesto muze byt z povahy véci nejen paternalizujici,
ale bohuzel ani nemotivuje divackou touhu po poznani
mimolidskeé prirody venku, mimo prostor galerie, natoz aby
o mimolidskych zivych bytostech ¢i nasem vztahu k nim
prinaselo néjaké nové (tedy explicitné: ne dvacet Gi Ctyricet
let staré) a idealné vlastni poznani.

Exhibited objects in the zoo either look back or do not
look back at the viewer

Zoos, or natural history museums, or more precisely
their criticism, are one of the fashionable topics and
trends in the visual arts and curatorial concepts of today.
The current strategy has its reasons and justifications,
but also little-reflected pitfalls.

The current era of paradigmatic transformations has
brought, among other things, an attempt at multiple
inclusion, if | may thus sum up the turn to diverse
decolonization practices. In addition to striving for gender
and racial equality at all conceivable levels (for example,
in attempts to transform languages as instruments of
thought), this means that the lay public and artists have
suddenly become far more sensitive to the non-human
population of the planet, i.e. animals and plants, and the
other-than-man-made world as such. There has been
arelatively rapid and visible transformation of booming
artistic and curatorial projects dealing with non-human
nature or the alarming state of human relation to it.

This can be dated back to roughly 2018, when Fridays
for Future and Extinction Rebellion were formed. The
awakening of the majority, whose attention, despite
numerous warnings for years and decades, has been
happily focused on other things than the state of the
planet, came five minutes after midnight, but alright: it
eventually came.

But such awakenings do not happen out of thin air. To
reference US President Kamala Harris: “Do you people
think you fell out of a coconut tree?” For many decades
before the mass satori of diverse curators and creative
communities, various topics ranging from climate
catastrophe and its epiphenomena concerning human-
animal relations have been addressed by entire academic
disciplines and subsequently brought to the attention

of a plethora of NGOs (with greater or lesser success

and sometimes seemingly in vain). As for the “youngest”
academic fields, such as human-animal studies, deep-sea
ecology, ethnozoology or ethnobotany, we are talking about
fifty to sixty years. In the case of the “traditional” ones such
as ethology, a couple of decades longer, and the “classical
ecology” can be dated back to Ernest Haeckel, which is as
far back as the mid-19th century. Various scholars, writers,
artists, and poets have called for increased sensitivity to
animals, not only since the creation of contemporary zoos
(19th century), but also with regard to their predecessors
being various animal menageries.

A part of the audience specialized, trained, or
independently active in the process of “animal liberation
and emancipation” can thus see some contemporary texts
and art exhibitions as a combination of virtue signalling,

a present-day meme, rarely innovative jump on the
bandwagon, or as a live transmission or diary record of how
creators or curators are discovering for themselves right
now that fauna exists and that it is fascinating. And from
these newly acquired, but at the same time little-reflected
positions, they went straight into activist-messianic
positions.

Jednou z mnoha véci, které nas svét bez nadsazky

zabijeji - preskoc¢ime-li primarni problém, jimz je samotné
premnozeni lidi, o némz se mluvi méné, nez by bylo patricné
arealistické a konzistentné se o to snazi jen odvazlivci

jako Jane Goodall -, je nadprodukce. Pfipadné selhavajici
redistribuce. Kromé nadprodukce komodit je zcela zjevné
zahlceni svéta i nasich smyslui zkratka v§im: informacemi,
texty, obrazovymi sdélenimi véeho druhu - umélecka dila &i
vystavy nevyjimaje.

Dulezitost predbéznych sebereflexivnich ivah

umeélecké i kuratorskeé obce je zjevna pravé v kontextu
této nadprodukce a praveé s bohulibou intenci hledani
moznosti a podob ,trvale udrzitelného sestupu®, redukce
a zpomaleni. Jak pise (velmi obecné, nikoliv specificky
na adresu uméni a kuratorskych pocinl zabyvajicich

se zvifaty) Sean Raspet ve svém zasadnim eseji se
sarkastickym nazvem Remember when contemporary art
solved the climate crisis?: ,Je dulezité byt ve své ¢innosti
dusledny, neschovavat se za pouha libiva gesta, ktera
zadnou opravdovou zménu nepfinesou.”

Libiva gesta kritiktli zoologickych zahrad

Uskali kritiky zoologickych zahrad a expozic
prirodovédnych muzei ze strany humanitné vzdélanych
intelektudl( a intelektualek ¢i umeélecké obce ¢asto tkvi

ve dvou momentech. Tim prvnim je ahistorismus; druhym
je nedostateéna znalost zvifat a jejich prostredi, coz nelze
dohnat pouhou agilitou, maji-li nase argumenty mit néjakou
vahu. Ostatné v§echny obory zkoumani zvirat, pfipadné
lidsko-zvifecich vazeb, jez jsem vyjmenovala vySe, z dobré
znalosti zvifat a jejich svéta vychazely.

Ale poporadé; nejprve k ahistorismu - na prikladu z mirné
odlisné oblasti. Kdyz britsti kolonizatori vykaceli v Indii
obrovské plochy lesu, aby postavili Zeleznici, byla to
bezesporu ekologicka katastrofa obrovského rozsahu.
Ovsem dnes, po osmdesati letech indické nezavislosti,
populaénim boomu a pri raketovém vzestupu stredni tridy,
jejiz prislusnici by podobné jako lidé z globalniho Severu
chtéli ,vSichni“ vlastnit auta a stavét silnice a ddlnice, se
kdysi tak kontroverzné vybudované zeleznice nahle ukazuji
jako ekologické Feseni, jako ostatné vSude jinde na svété.

Zoologické zahrady a prirodovédné expozice byly ve svych
pocatcich, korelujicich se vznikem modernity, mimo svuj
moment zcela prirozené lidské (a védecké) zvidavosti

a fascinace, také nastrojem moci nad prirodou. Rovnéz

je dllezité i dnes kritizovat napf. nevhodné podminky

k Zivotu rliznych zZivocichl chovanych v zajeti. Ale je nutné
si uvédomit i to, jak moc se proménila tvar svéta od ¢asu
pred Sestym velkym vymiranim, ¢i od ¢ast pred indickou
zeleznici. Do svéta premnozené lidské populace; do

svéta s tajici Antarktidou a Arktidou; do svéta, kde jsou
celé obri krajiny lidskou ¢innosti a osidlenim proménény

k nepoznani, je nemozné vratit jejich zvifeci obyvatele

v rozsahu, kdy jejich populace dosahovaly svého maxima.
Lidstvo se drzi zuby nehty, aby mimolidskym obyvateliim
planety ponechalo alesporn kdysi peclivé vyhrazené
narodni parky. Tento stav véci je smutny, ale vychazi z tolika
jinych proménnych, Ze je jasné, ze téma zoologickych
zahrad nelze fesit izolované. Bude tfeba fady vzajemné
provazanych zmeén na mnoha jinych frontach, jez se zvirat

Such a gesture may not only be paternalizing by nature, but
unfortunately it does not motivate the viewer’s desire to
explore the non-human nature outside the gallery space,
much less bring about any new (i.e., not twenty or forty
years old) and ideally one’s own knowledge about non-
human living beings or our relationship to them.

One of the many things that literally kill our world - if

we leave out the primary problem being the very
overpopulation of humans, which is less talked about

than what would be appropriate and realistic, and only
daredevils like Jane Goodall consistently seek to do so

- is overproduction. Possibly the failing redistribution. In
addition to the overproduction of commodities, it is quite
obvious that the world and our senses are overwhelmed by
everything: information, texts, visual messages of all kinds,
including works of art or exhibitions.

Moreover, the importance of preliminary self-reflective
considerations of the artistic and curatorial community is
evident with respect to the said overproduction and the
meritorious intention of looking for possibilities and forms
of “sustainable descent”, reduction, and deceleration.

As Sean Raspet writes (very generally, not specifically
about art and curatorial work dealing with animals) in his
seminal essay with the sarcastic title Remember when
contemporary art solved the climate crisis?: “It is important
to be consistent in your actions, not to hide behind
appealing gestures that will not bring any real change.”

The appealing gestures of zoo critics

As for intellectuals with humanities majors or members of
the artistic community, the pitfalls of criticizing zoos and
exhibitions in natural history museums lie in two aspects.
The first is ahistorism; the second is a lack of knowledge
concerning animals and their environment, which one
cannot catch up by mere agility if their arguments are to
have any weight. After all, all the fields of study of animals,
or human-animal relations which | have listed above were
based on a good knowledge of animals and their world.

First things first: ahistorism - shown on an example

from a slightly different field. When British colonizers cut
down vast forest areas in India to build a railway, it was
undoubtedly an enormous ecological disaster. But today,
after 80 years of Indian independence, its population
boom, and the skyrocketing rise of a middle class, whose
members, like the people of the global North, would “all”
like to own cars and build roads and highways, the once
so controversial railways are suddenly proving to be an
environmentally friendly solution, like everywhere else in
the world.

In their beginnings, correlating with the emergence of
modernity, zoos, and natural history expositions were,
apart from the entirely natural human (and scientific)
curiosity and fascination, also instruments of power over
nature. Today, it is also important to criticize, for example,
inappropriate living conditions for various animals in
captivity. Similarly, it is crucial to remember how much
the face of the world has changed since before the sixth
mass extinction, or the days before the existence of the
Indian railways. It has transformed into a world of human
overpopulation; into a world with melting Antarctica and



Patrick Goddard, Animal Antics, 2021

zdanlivé viibec netykaiji. A je v takovou chvili dalezité, ba
klicové naslouchat nazortim biologt a bioloZzek o tom, jak je
do této pro faunu idealnéjsi doby zasadni mit ,,rezervoary*
populaci rliznych ohrozenych a zranitelnych Zivocicht
alespon v zoologickych zahradach a v dalsich odborné
vedenych chovech. Za takovych podminek pak mizeme
vyckavat, az pro faunu v jejich plvodnich stanovistich
nastanou pfiznivéjsi okolnosti, aby bylo mozné Zivocichy
reintrodukovat. Jak ostatné Ceska republika hezky ukazuje
na konich Przewalského &i na nosorozcich bilych, jejichz
populace byly fadu desetileti udrzovany v tuzemskych
zoologickych zahradach.

Néco podobného ale plati i vice versa pro biologii.
Zminim se pouze o vystavach, nikoliv o komplexnéjsich
badatelskych otazkach: Pres deset let prazské
obyvatelstvo utrpné sledovalo, jak vznika nova
prirodovédna expozice Narodniho muzea. Vysledna
vystava je vSak nakonec velice tristni. PFinasi paradoxné
méné poznani, nez kdyby byla zachovana plvodni
expozice a pouze se revitalizovala novymi mezioborovymi
poznatky.

Slo o jeden z momentd, kde by naopak mezioborovy
tym a konzultace se sou¢asnymi ,skute¢nymi“ kuratory

a teoretiky uméni prinesly zcela jisté dlstojnéjsi
a soucasnéjsi vysledek, nez kdyz si novou expozici

the Arctic; into a world where vast landscapes are altered
beyond recognition by human activity and settlement

and where it is impossible to get back to populations of

its animal inhabitants at their maximal extent. Humanity

is fighting tooth and nail to at least leave the non-human
inhabitants of the planet the once carefully reserved
national parks. This state of affairs is sad, but it is based

on so many other variables making it clear that the topic

of zoos cannot be addressed in isolation. A series of
interrelated changes will be needed on many other fronts,
seemingly unrelated to animals at all. And it is important,
indeed rather pivotal, to listen to biologists claiming that we
need to have population “reservoirs” of various endangered
and vulnerable animals, at least in zoos and other expertly
managed farms, even in this fauna-friendly era. Under such
conditions, we can wait until more favorable circumstances
arise for the fauna in its original habitats so that the animals
can be reintroduced there. As it shown nicely in the Czech
Republic on Przewalski’s horses or white rhinos, whose
populations have been kept in local zoos for decades.

The same goes for biology vice versa. | will only mention the
exhibitions and not the more complex research questions:
For more than a decade, the residents of Prague watched
with concern the creation of a new natural history exhibition
of the National Museum. However, the resulting exhibition is
very sad. Paradoxically, it brings less knowledge than if the

usporadali biologové sami (jestlize uz tedy vibec vznikla
touha po aktualizaci expozice). To se samoziejmé netyka
jen vystavovani zvifat v zoo a v muzeich. Samotné
paradigma biologického poznani vzdy posouvali spise
mezioborovi u¢enci typu Andrease Webera ¢i tuzemského
Stanislava Komarka nez striktni, Uzce specializovani ,nerdi*.

Ohlizeji, nebo neohlizeji?

S védomim vseho vyse feceného kvituji s radosti
kuratorskou koncepci vystavy Sary Marc Objekty
vystavené v zoo se na publikum bud'ohliZeji, nebo neohliZeji
v etc. galerii. Malokdy je intence vystav tolik v souladu

s formou jako zde. V dobé ekologické katastrofy je
recyklace éehokoliv, véetné uméleckych dél, tim nejlepsim,
¢im mlzZeme jit stavu svéta skutec¢né naproti, a tedy
virtualni prezentace jiz existujicich dél a jejich sekundarni
apropriace do vétsiho celku, nikoliv né¢eho vzniklého ad
hoc pfimo pro vystavu, je krok Zzadoucim smérem.

Sara vybrala a vytvorila pasmo ze tfi kratkych filma,

jimz byly inspiraci pfirodovédné muzeum a zoologicka
zahrada a jejichz autorstvo se navzajem neznalo. Vznikly na
odlisnych mistech planety v odliSném ¢ase. Tomu navzdory
se vtipnym, a misty az zneklidriujicim zplsobem doplnuji

- ateprve svym setkanim vytvareji tematické sdéleni

a pridanou hodnotu, jez by bez Sariny kuratorské/tvorivé
intervence samy o sobé& nemély, respektive mély v mnohem
mensi mife.

Prvnim v promitaném pasmu byl snimek palestinské
umeélkyné Noor Abuarafeh Am I the Ageless Object in the
Museum? z roku 2018, nasledoval mtjj film Zivot véény

z roku 2009 a tfetim byl snimek britského umélce Patricka
Goddarda Animal Antics z roku 2021.

Noor Abuarafeh se ve své tvorbé vénuje politice paméti

a nejinak je tomu v prezentovaném snimku, natoéeném

v zoologickych zahradach a pfirodovédnych muzeich

v Gaze, Egypté a Svycarsku. Eventualni kritika téchto
instituci se déje spis mimochodem a sama; prvnim planem
je pamét autorky, vzpominky z détstvi a rozhovory s jejim
dédeckem. To az neuvéritelné koresponduje s mym
snimkem Zivot védny, v némz nas mjj dédedek, dlovék,
ktery mé vzal poprvé do pfirodovédnych sbirek Narodniho
muzea, provazi muzeem a celym filmem pfimo v obraze,

a to nikoli sdm, ale se svou ¢ivavou Bjokem. Spolu s kustody
a preparatory muzea se podivujeme nad taxidermiemi
domacich mazlickd, nékdejsimi vrazdami zivocichu

v pfirodé pro dobro jejich nasledného vééného posmrtného
Zivota v expozici a kone¢né nad - v lihu konzervovanym

- mozkem jednoho z ,otcl” ¢eského naroda, Frantiska
Palackého, coz je pomérné zdrcujici a dobre skryté dobové
svédectvi, s nimz uz si dnesni zaméstnanci muzea nevi
prilis rady. Dvojice dédecek a Sivava nasledné tvori pfimou
prihravku snimku Patricka Goddarda, ktery kratké pasmo
uzavira. Londynskou zoo ,blizké budoucnosti“ nas zde
provazi mlada zena se svym ,mluvicim® a teoretizujicim
psem, biSonkem Whoopsie. Whoopsie tematizuje
antropomorfismus, zoomorfismus a déjiny poznani
zplsobem, ktery by z Ust ¢lovéka nebyl mozny. V§em tfem
filmam je spolecné, Ze se kritika instituci spojenych se
zvifaty déje spiSe mimochodem, formou ironické revize na
Steci lince dilo-divaci.

original exhibition had been preserved and only revitalized
with new interdisciplinary findings.

This was one of the moments when an interdisciplinary
team and consultations with “real” current curators and
art theorists would certainly have produced a more
dignified and contemporary result than when the biologists
themselves organized the new exhibition (if there had even
been a desire to update the exhibition in the first place). Of
course, this does not only apply to the display of animals in
zoos and museums. The paradigm of biological knowledge
itself has always been pushed by interdisciplinary scholars
such as Andreas Weber or Stanislav Komarek rather than
by strict, highly specialized “nerds”.

Are they looking back or not?

Knowing all of the above, | am happy to approve the
curatorial concept of the exhibition by Sara Méarc, entitled
Objects at display at the zoo either look back or don’t look
back at the visitors, in etc. gallery. The intention of exhibitions
is rarely as much in harmony with its form as here. In times of
ecological disaster, the recycling of anything, including works
of art, is the best way we can go against the state of affairs,
and therefore the virtual presentation of existing works and
their secondary appropriation into a larger whole, rather than
something created ad hoc purposely for the exhibition, is

a step in the right direction.

Sara selected and created a series of three short films
inspired by a natural history museum and a zoo whose
authors did not know each other. They were created in
different places on the planet at different times. Despite
this, they complement each other in a humorous and
sometimes disturbing way and through their conjunction
form a thematic message with an added value, which
would not exist, or at least to a much lesser extent, without
Sara’s curatory/creative intervention.

The first film of the series was by the Palestinian artist Noor
Abuarafeh from 2018 entitled Am | the Ageless Object in
the Museum?, followed by my 2009 film Eternal Life, and
the third was British artist Patrick Goddard’s film Animal
Antics from 2021.

Noor Abuarafeh focuses on the politics of memory in her
work, which was the theme of the presented film as well.

It was shot in zoos and natural history museums in Gaza,
Egypt, and Switzerland. The potential criticism of these
institutions happens more in passing and spontaneously;
central here is the author’s memory, reminiscing her
childhood, and interviews with her grandfather. The film
shows some incredible similarities with my work Eternal Life,
in which my grandfather, the man who first took me to the
natural history collections of the National Museum, walks
us through the museum and the whole film in the picture,
accompanied by his Chihuahua Bjok. Together with the
museum’s custodians and taxidermists, we are astonished
by the taxidermy of pets, the murders of animals in nature
for the sake of their subsequent eternal afterlife in the
exposition, and finally the brain - preserved in alcohol - of
one of the “fathers” of the Czech nation, FrantiSek Palacky.
The latter being a rather overwhelming and well-hidden
testimony of the period that today’s museum staff do not



Hana Novékova, Zivot véény, 2009

Naddasovost pristupu, ktery zaujimaji vSechny tfi filmy,

a tim spi$ kuratorska koncepce, ktera je v juxtapozici

stavi k sobé, spociva v prosté skutec¢nosti, Zze véci ohledné
kolonialniho pristupu muzei a zoologickych zahrad ke
zvitatim pouze ukazuji, pfipadné se jich ironicky dotykaiji.
Nejde ani o agitaci, ani o prezvykovani nékolika klic¢ovych,
ale zarovert momentalné modnich (John Berger, Bruno
Latour) textll. Expozice je svym online pojetim s jedinou
»Zivou® projekci maximalné udrzitelna. Zaroven jedinou
fyzickou projekci umozriuje setkani divactva a diskusi,

tedy néco, co uvazovani vSech zuéastnénych o tématu
vzdy posiluje. Etc. navic neexploatuje autorstvo. Vzhledem
k tomu, na kolika frontach v tomto ohledu v posledni

dobé selhaly mnohem rozmachleji pojaté vystavy, at uz
poradané vytvarnou, anebo zoologickou obci, Ize si jen prFat,
abychom se s podobné promyslenymi tviréimi koncepty
setkavaly*i Sastéji.

Hana Novdkovéd

Hana Novédkovd je filmovd rezisérka a védkyné. Vystudovala
dokumentarni film na FAMU a indické jazyky na Filozofické

fakulté Univerzity Karlovy v Praze. Je drZitelkou titulu Ph.D.
v oboru etnozoologie.

know what to do with anymore. The grandfather-and-
chihuahua duo create a convenient transition to Patrick
Goddard’s film, the last one of the series. In a London zoo
of the “near future” the viewer is accompanied by a young
woman with her “talking” and theorizing dog, Whoopsie
the bichon. Whoopsie talks about anthropomorphism,
zoomorphism, and the history of knowledge in a way which
would otherwise be inconceivable for a human. All three
films have in common that the criticism of the institutions
associated with animals is done more in passing, mostly as
an ironic revision within the work-audience paradigm.

The timelessness of the approach taken by all three films, and
more so the curatorial concept that juxtaposes them, liesin
the simple fact that they only show things about the colonial
approach of museums and zoos to animals, maybe even treat
them with irony. They do not try to agitate or recycle crucial
but also currently fashionable texts (John Berger, Bruno
Latour). With its online concept and a single “live” screening,
the exhibition is maximally sustainable. At the same time, the
single physical screening allows the audience to meet and
discuss, something which always strengthens the thinking of
everyone involved on the topic. Moreover, etc. gallery does
not exploit authors. Given how many far more extensive
exhibitions have recently failed in this regard, organized both
by the artistic or zoological community, one can only wish to
see similar well-thought-out concepts more often.

Hana Novakova

Hana Novakova is a film director and scientist. She studied
documentary film at FAMU and Indian languages at the
Faculty of Arts, Charles University in Prague. She holds

a Ph.D. in ethnozoology.
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Esej vznikla jako doprovodny text ke kuratorskému pasmu
Objekty vystavené v zoo se na publikum bud'ohliZeji, nebo
neohliZeji.

The essay was written as an accompanying text to the
curatorial selection Exhibited objects in the zoo either look
back or do not look back at the viewer.
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