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KOLEKTIVNA ZBIERKA.
NAVRH NA BUDUCI MODEL

REPREZENTACIE

Ked sa koncom osemdesiatych a pocCas devatdesiatych rokov
20. storocia etabloval vyskum zberatelstva a zbierkotvornej ¢in-
nosti ako autonémna oblast vedeckého badania - collection stu-
dies, na zadklade viacerych prieskumov sa odhadovalo, Ze zhruba
tretinu az polovicu populacie zdpadnych krajin mozno povazovat
za zberatelov." Tento Udaj treba vnimat v kontexte povojnového
blahobytu zdpadu a konzumnej spolo¢nosti, ktora exponencial-
ne zmnozila moznosti spotreby a utracania bohatstva a kam boli
pohotovo integrované aj rozvojové ekonomiky (Rusko, Cina, India,
Brazilia a iné). Zberatelstvo je natolko vSadepritomné, ze nas dnes
i Amazon a eBay vabia, aby sme svoj disponibilny prijem utratili za
zberatelské predmety. Dodnes preziva v odbore kultirnych studii
nespochybneny predpoklad, Ze zbieranie je zo svojej podstaty indi-
vidualne a subjektivne. Potvrdzuju ho aj niektoré tropy, ako zbera-
telova priam drogova zavislost na dopifiani zbierky, estetika nutka-
vosti a nekontrolovatelnej tuzby, sebastylizacia, povzbudzovanie si
sebavedomia, vynimocnost autorstva, vyjadrovanie individualneho
vkusu a kulturny kapital. Jednako, sukromny subjekt netreba pova-
zovat za nevyhnutnu podmienku zberatelskej skisenosti. Je moz-
né tento predpoklad obratit naruby a predstavit si, aspofn v ramci
pracovnej hypotézy, iny druh subjektu: subjektu ako zbierkového
kolektivu? Ako si vSak takyto subjekt vobec predstavit?

Zberatelské predmety su zvlastne veci, pretoze aktom konzumacie
nemiznu. Zberatelské auto ndjdeme skor v predvadzacej miestnos-
ti nez na ceste. Zberatelské predmety nesluzia ako prostriedky k do-
siahnutiu niecoho, nemaju Gzitkovud hodnotu, napriek tomu su uzi-
to¢né - umelecké dielo moze napriklad uspokojit niekoho esteticku
a intelektudlnu potrebu. Ako o zdrojoch zmyslového a intelektual-
neho po6zitku o nich mozno povedat, Ze su seba obnovujuce. Walter
Benjamin si to velmi dobre uvedomoval, ked popisoval vztah medzi
zberatelom a zbieranymi predmetmi, ktory podla neho smeruje
k uzavretiu ,Carovného kruhu“? Na zbierke je carovné prave to,
ze rekonstruuje svet a zaroven predklada reprezentaciu lepSieho
sveta: ,Obdobie, regién, remeselné prevedenie, povodny majitel —
v oCiach pravého zberatela je celé pozadie predmetu rozsirenim
kuzelnej encyklopédie, ktorej najhlbSou podstatou je osud tohoto
predmetu.”® Zbieranie je podla Benjamina revolucné.

Zbierky tvoria svety vyznamov, reprezentdcie totality, usporiada-
nia, Struktary a stability. No kedZe zbierky nie su nikdy komplet-
né, neprestavaju ich prenasledovat ich dialektické naprotivky:
neusporiadanost, anarchia a nestabilita. Ku kazdej totalizujucej
zbierke vzdy existuje novy prvok, ktory ma byt este len pridany,
a teda dalSie predmety vyvoldvajlice nutkavu tazbu po vlastneni.
Psychoanalyza tuto dialektiku medzi usporiadanostou a neuspo-
riadanostou interpretuje ako sucast terapie sebautvrdzovania sa -
zbierka posobi ako opravny mechanizmus zoci-voci existencialnej
hroze a ontologickej neistote, ako nastroj, ktory doc¢asne zmiernuje
cyklicky sa opakujucu vytesnenu traumaticku skisenost. Je vsak
popri tomto psychoanalytickom vyklade, ktory sa angazuje len
v stkromnych komnatach neurotického subjektu, mozné premyslat
aj o terapeutickej kolektivnej praxi? O kolektivnom zbierani, ktoré
utvara vyznamové svety v protiklade k obavam zo zlyhania demo-
kratickych institucii, neokolonialnemu vykoristovaniu a rasizmu?

Benjamin ako svedok rozkvetu verejnych zbierok v tridsiatych ro-
koch dvadsiateho storocia predvidal vyhynutie sikromnych zbera-
telov.® Toto proroctvo je véak treba prehodnotit, dnes sme svedka-
mi protire¢ivych vyjadreni hladajldcich konsenzus medzi zbieranim
a jeho uzito¢nostou bez Gzitku a jeho vymennou hodnotou, ¢i medzi
produkciou vyznamu a finan¢nou kapitalizaciou. S urcitou istotou
mozeme tvrdit, Ze aj subjektivita sikromného zberatela presla
podstatnymi zmenami. Je dnes abstraktnejSia a viac anonymna,
ale i viditelnejsia a viac uzndvana. Je to mozné vycitat zo sitkrom-
nych vecierkov verejnych muzei a zahajeni bienale, ktoré organizu-
ju anonymni zberatelia, z korporacii ako abstraktnych zberatelov
a zo vSadepritomnych log firiem, ktoré sponzoruju verejnu kultdru.
Pod vplyvom tohoto ¢arovného kuzla sa institicie si¢asného ume-
nia orientuju na spektakuladrne prehliadky, ktoré pritahuju navstev-
nikov vo velkych poctoch, zatial€o ich vlastné zbierky lezia v skla-
de. SUkromné zbierky sa stale viac tocia okolo zberatelov, ktorych

bohatstvo pochddza z pochybného podnikania alebo finan¢nych
Spekuldcii. Do uvahy mozno vziat aj nadnarodné zbierky ukryvané
v zemi nikoho napriec¢ hranicami, vyprazdneny tok obrazov v pripade
zbierania instagramového typu, Spekulacie aukénych spolocnosti,
ako aj zbierky umelcov zahrnajlce prace inych umelcov.

Kultdrni producenti si takmer vzdy uvedomia prilis neskoro, ze
su zapleteni do novych mocenskych vztahov. | ked mozno hovo-
rit o silnej tradicii kulturnej autonédmie fungujucej na Grovni pro-
dukcie (spolc¢ovanie kulturnych producentov v boji za to, aby ich
pracovné prava boli uznané, kompenzované a chranené, i v boji
proti cenzure), len zriedkakedy sa zaoberame suvislostami medzi
konzumiciou a zberatelstvom. Zaujima nas otazka, ¢i by mohol
fungovat model (umeleckej) zbierky, ktoru vlastnia a prevadzkuju
kultdrni producenti. Takato zbierka by vznikla z darov kultdrnych
producentov, ktori by ju aj sami kolektivne vlastnili. Za samotnou
artikulaciou kolektivnej zbierky je Usilie odprivatizovat zberatelsky
subjekt: chceme prehodnotit vztah medzi sitkromnym zaujmom
a kolektivnym zdmerom, medzi individudlnou zavislostou a sku-
pinovou stratégiou, medzi osobnym vkusom a kolektivnou socidl-
no-politickou taktikou, medziizolovanou neurdzou a terapeutickym
priatelstvom. Kolektivna zbierka. Navrh na budici model reprezenta-
cie sa prostrednictvom pat tyzdnov trvajucej vystavy umelcov, ktori
zareagovali na nasu vyzvu, ako aj prostrednictvom workshopu a se-
mindra s umelcami, pravnikmi, socidlnymi teoretikmi, ekonémami
a akademikmi pokusi porozumiet konkrétnym postupom, ktoré by
viedli k artikulacii takého subjektu v rdmci kolektivnej zbierky.

To, ¢o predkladame, je zakladny plan, pricom predpokladdame, ze
bude podrobnejsie prepracovany spolocne s tymi, ktori sa rozhod-
nu byt jeho sucastou. Pre zaciatok sme sa chopili role kuratorov
a vybrali ucastni¢ky a ucastnikov prvého podujatia, ktoré organi-
zujeme v Bratislave. Tymto krokom sme zaujali paradoxny postoj
subjektivneho vyberu tvrdiac, Ze pracujeme v prospech kolektivne-
ho zadmeru. Ako trojica kuratorov sa uz vsak povazujeme za mikro-
kolektiv. V rdmci premyslania o pozvanych umelcoch sme sa sna-
zZili o nich uvazovat ako o ¢lenoch kolektivu: beric do Uvahy nasu
predoslu spolupracu s nimi, vymenu napadov a vzajomnua doéveru,
rovnako ich autenticky zaujem o kritickl prax, historické vedomie
a socialnu a politickd angazovanost. Kazdého z umelcov a umelkyn
sme poziadali, aby ndm navrhli niekolko diel, ktoré by podla nich
mohli byt sucastou zbierky. Spolocne sme potom zostavili finalny
vyber.

Fokus Grupa, ktorej ¢lenov sme pozvali ako umelcov i ako archi-
tektov vystavy, prichadza s textovou intervenciou do vystavy pod
nazvom The And of Art IN at FOR new (2016-2017). Tato praca stavia
Kolektivnu zbierku do kontrastu s inou autonédmne organizovanou
iniciativou, e-flux, a dava priestor napatiu medzi materidlnou pro-
dukciou (a .materialnou kultirou” ako spoloénym menovatelom fy-
zickej zbierky) a nematerialnou produkciou. Pracuju s konceptami
ako ,artist-run, autondmna organizacia, institlcia, zbierka, ume-
lec ako robotnik, (nematerialna) praca, ekonémia umenia, ¢i zdie-
[anie vs. hierarchia, ktoré uvadzaju do pohybu a zaélenuju do kon-
cepcie kolektivnej zbierky. Péter Szabo prichddza s videom Dobré
rano! (2010), ktoré oslavuje pracu, zatialéo Nylonové sivislosti
(2017) Jany Kapelovej sa zaoberaji emancipaénym potencidlom
kolektivnej performance Zien ako kulturnych pracovniéok celiacich
prekérnym podmienkam. Kampan ,Déstojnost nemd narodnost,”
ktoru Tania Bruguera odStartovala v roku 2014 ako akt solidarity
s nedokumentovanymi migrantmi po celom svete, zbiera podpisy
pozadujlc pre nich vatikanske obcianstvo.

Dalgiu ¢ast vystavy predstavuju prace zameriavajlce sa na status
umeleckych institucii, zbierania a umeleckého objektu. Kriticky
sa k problematike muzealnej institlcie, lavirujucej medzi svojim
poslanim sluzit verejnosti a poziadavkami po spektakularnych
atrakcidch, pokorne sluziacej publiku a zdroven hrozivo podlieha-
jucej moci kapitalu, vyjadruje Martha Rosler vo svojom videu Mu-
zed vds poloZia na lopatky (2013). V pripade ¢innosti, ktorej sa Lia
Perjovschi venuje uz niekolko dekad (1990-doteraz), sa stretneme
so zbieranim ako s formou emancipacie a sebareprezentacie. Zbie-

ranie ako akt institucionalnej subverzie je pritomny v praci Anetty
Mony Chisy a Lucie Tkacovej, ktoré ukradli predmety kazdodennej
potreby z galérii po celom svete a zhromazdili v ich Sdkromnej
zbierke (2005-2010). Anarchisticky umelecky objekt Uctivy odstup
(2013), ktory navrhol Péter Szabd, charakterizuje odpor voci kon-
zumu, zatial¢o Zndska dboZiakov (2017), ktoru zostavila Martina
Razickova s Maxom Lysackom, osciluje medzi ready-made, meta-
forickym uskutocnenim a politickym komentarom.

Zbieranie sa netyka len predmetov, no prostrednictvom nich odka-
zuje k historickym epocham a javom, prvkom kolektivnej pamate,
fragmentom obrazov, zvukov a hudby, ako to ukazuje Dan Mihaltia-
nu v Plaques tournantes. Zvukovo-svetelny box I-Il (prototyp, 2010).
Odkazuje tu ku kultirnym obratom priznacnym pre obdobie po
druhej svetovej vojne. Vo videu Ilony Németh 8 muZov (2009-2012)
sa rodinna histéria v podani troch generacii zien oplakavajlcich
mrtvych muzov vo svojej rodine stadva formou oralnej histérie, zan-
rom kedysi tak marginalnym no dnes na vzostupe, pricom rezonuje
s postavenim Zien ako hovorkyn. Objekty Martina Piaceka zahrnu-
té do Slnka néaroda (2015) a Vojny prastarého otca (2013) spadaju
tématicky do okruhov ndarodnej histérie, mytov a nevyrieSenych
historickych trdum v snahe vysporiadat sa s nimi v (seba)kritickej
a Casto ironickej rovine. Nakoniec je to kunsthistoricky poucena
a reflektivna instaldcia Smrt porazit smrtou (2012) Vlada Basali-
ciho, ktord by mohla symbolizovat vieru v novy zaciatok, tentoraz
pod patronatom kolektivu.

Sucastou vystavy je interny workshop s ucastnikmi a dalSimi pro-
fesiondlmi zastavajucimi dolezitd rolu v umeleckej institacii, eko-
nomickymi, pravnymi a architektonickymi expertmi, ktorymi su
Andi Gavril, Alena Kunicova a Peter Lényi. Ako expertov v ramci
svojej profesie sme ich prizvali k spolocnému uvaZzovaniu nad kon-
ceptom kolektivnej zbierky z hladiska ich $pecializacie a znalos-
ti. Popri tom sa na semindri pristupnom pre verejnost pokisime
predlozit dalSie Uvahy o témach spojenych s nasim projektom,
a to za prispenia akademikov i tych, ktori sa nimi zaoberaju prak-
ticky: Dave Beech, Valeria Graziano, Alenka Gregori¢, Rado IStok,
Mira Keratova. Verejnosti budu tiez k dispozicii rézne pisomné, vi-
deo a audio dokumenty a to pocas piatich tyzdnov trvania vystavy.

Ked Kolektivna zbierka skonci, véetky diela vratime umelcom. Trh
bude nadalej spekulovat o cenach diel v reakcii na dopyt sikrom-
nych zberatelov, zatial¢o verejné zbierky budd pokracovat vo vy-
skume povodu svojich umeleckych predmetov, snaziac sa ich po-
nuknut k skimaniu aj verejnosti, pricom budu odhalovat ich neraz
bolestnd histériu zahfnajdcu drancovanie, priekupnictvo ¢i zneuzi-
vanie v diplomatickom a ekonomickom rivalstve statov. Nasa Kolek-
tivna zbierka sa nesnazi presadit sa mimo tieto parametre, usiluje
o zmenu vychodiska, z ktorého kultirni producenti a konzumenti
vyjednavaju o svojich roliach. Ak sa zbieranie deje akosi mimovol-
ne a Ci uz zbierky ¢loveku sluzia pre estetickd a intelektualnu po-
techu, ¢i ako finan¢na investicia a posilnenie statusu, preco by pro-
ducenti nemohli byt zaroven tymi, ktori zbierku tvoria a udrzuju?!

Bratislavska vystava Kolektivnej zbierky je zostavena ako sché-
ma, ktord mozno replikovat aj za inych okolnosti, s inymi ludmi
a v inych formach. | ked dufame a ocakavame, Ze sa Kolektiv-
na zbierka v buducnosti naozaj presadi, sme si vedomi aj toho,
ze do tej doby pojde len o rozpracovany konceptualny navrh.

Judit Angel, Vlad Morariu, Raluca Voinea
Dakujeme Marthe Rosler za jej pripomienky a odporuéania

1. Susan Pearce, Collecting in Contemporary Practice (London: Sage Publications,
1998),s. 1.

2. Walter Benjamin, ,Unpacking My Library. A Talk about Book Collecting". In:
llluminations, New York: Schocken, 2007, s. 60.

3. Ibid.

4. Werner Muensterberger, Collecting. An Unruly Passion (Princeton: Princeton
University Press, 1994).

5. Walter Benjamin, op. cit., s. 67

COLLECTION COLLECTIVE.

TEMPLATE FOR A

FUTURE MODEL OF

REPRESENTATION

At the end of the 1980s and throughout the 1990s, as collection
studies legitimised themselves as an autonomous field of inquiry,
several surveys estimated that in the Western world between a
third and a half of the adult population would identify as collec-
tors.! This must be understood in the context of the post-war af-
fluence of the West and a consumer society that has exponentially
multiplied possibilities for spending, within which emerging econ-
omies (Russia, China, India and Brazil, among others) have been
readily integrated. So much is collecting present in our everyday
lives, that today Amazon and eBay entice us to spend our dispos-
able incomes on collectibles. However, an unchallenged assump-
tion runs across the field of cultural studies — the assumption that
collecting is essentially individual and subjective. Certain tropes
reinforce it: the collector’'s drug-like addiction to new purchas-
es, the aesthetics of compulsion and uncontrollable desire, the
fashioning of self-expression, the manufacturing of a heightened
self-esteem, the exquisiteness of authorship, the display of indi-
vidual taste and cultural capital. Nevertheless there is no reason
to consider the private subject as a necessary condition for the
collecting experience: is there a possibility to invert this assump-
tion and pose, at least as a working hypothesis, a different kind of
subject: a collection collective subject? And how could this subject
be imagined?

Collectibles are strange entities, because they are not extinguished
in the process of consumption. We would see a collectible car in a
showroom rather than on the road. Collectibles are not means to
an end and do not have a utilitarian value though they are useful:
a work of art can satisfy one’s aesthetic and intellectual needs, for
example. As sources of sensuous and intellectual pleasure, they
are self-replenishing. Walter Benjamin understood this well when
he explained that the relationship between a collector and items
collected points to the enclosure of ‘a magic circle’? What is mag-
ical about collections is that they reconstruct a world as well as
offer the representation of a better world: ‘'The period, the region,
the craftsmanship, the former ownership - for a true collector the
whole background of an item adds up to a magic encyclopedia
whose quintessence is the fate of his object’.® For Benjamin, col-
lecting is revolutionary.

Collections are worlds of meaning, representations of totality, or-
der, structure, and stability. But since collections are never com-
plete, they are always haunted by their dialectical others: disor-
der, anarchy and instability. For every totalizing collection, there
is always a new entity to be added, items eliciting the compulsive
desire for possession. Psychoanalysis interprets this dialectic
between order and disorder as part of a self-reassuring thera-
py: a collection works as a reparative device against existential
dread, against ontological insecurity, an instrument to temporar-
ily alleviate recurring cycles of repressed traumatic experience.*
Beyond a psychoanalytical account, which remains conscripted to
the private chambers of the neurotic subject, can we think of a
therapeutic collective practice of collecting that constructs worlds
of meaning against the dread of falling democratic institutions,
neo-colonial exploitation and racism?

Witnessing the advent of public collections, Benjamin predicted, in
the 1930s, the extinction of the private collector.® We would need to
requalify this prophecy, as today we witness mutant articulations
between a collection’s usefulness without use and its exchange
value, between meaning making and financial capitalization. It
would be safe to propose that the subjectivity of the private collec-
tor has mutated as well. It has become more abstract and anony-
mous as well as more visible and acknowledged. One deciphers it
from anonymous collectors’ private parties for public museums or
biennials openings, from the abstract collectors of the corporation,
and from the ubiquitous logos of private brands sponsoring public
culture. Under this new magical spell, institutions of contemporary
art opt for blockbuster shows with high visitor numbers, whereas
their own collections lie in storage. Private collections are revolv-
ing more and more around collectors whose fortunes are built on
suspicious businesses or financial speculation. One may also think

about the transnational collections kept secret in no man’s lands
between borders, the hollow flow of images in Instagram-types of
collecting, the speculations of the auction houses, and the artists’
collections with works by other artists.

Almost always too late, cultural producers find themselves entan-
gled in these new relations of power. Although there is a strong
tradition of cultural autonomy constructed at the level of pro-
duction (cultural producers organizing themselves to have their
labour rights recognized, compensated, and protected; to fight
censorship or abuse) questions of consumption in relation to pro-
cesses of collecting are rather seldom addressed. What we are
asking is whether a model of (art) collection that is owned and run
by cultural producers could function. This would be constituted by
the works donated by cultural producers who would collectively
own the collection. In the very process of articulating a collective
collection we seek to de-privatize the collecting subject: rethink
the relationship between self-interest and collective goal, between
individual addiction and group strategy, between private taste and
collective socio-political tactic and between insular neurosis and
therapeutic friendship. Through a five-week-long exhibition with
artists who have responded to our call, and through a workshop
and seminar with artists, lawyers, social theorists, economists,
and academics, Collection Collective. Template for a Future Model
of Representation seeks to understand the practical ways in which
such a subject could be articulated within a collective collection.

What we are proposing is a basic layout we imagine to be devel-
oped together with those deciding to become part of it. To begin,
we have taken a curatorial role and selected the participants in
the first event we are organizing in Bratislava. In so doing we have
assumed the paradoxical stance of a subjective selection claim-
ing to work for collective goals, even if we consider ourselves, the
three curators, already as a micro-collective. When thinking of the
artists invited we have tried to imagine them as members of a col-
lective: our previous collaboration with them, exchange of ideas
and mutual trust counted as much as their genuine concern for
critical practice, historical consciousness, social and political en-
gagement. We asked each artist to offer a number of works which
they could imagine as part of the collection and we have decided
together on the final selection.

Fokus Grupa, whom we have invited both as artists and as design-
ers of the display, proposed a textual intervention into the exhibi-
tion, titled The And of Art IN at FOR new (2016-2017). It contrasts
Collection Collective with another self-organized initiative, e-flux,
and opens a tension between material production (and “material
culture” as a denominator for physical collection) and immaterial
production. Concepts such as artist-run, self-organised, institution,
collection, artist-as-worker, (immaterial) labour, economy of art,
sharing vs hierarchy are set in motion and reconnected to the con-
cept of a collective collection. Péter Szabd's video, Good Morning!
(2010), celebrates the act of working, while Jana Kapelova's Nylon
Relations (2017) deals with the emancipatory potential of collec-
tive performance of women as cultural workers facing precarious
conditions. “Dignity has no nationality”, the campaign launched by
Tania Bruguera in 2014 as an act of solidarity with undocumented
migrants all over the world, collects signatures demanding their
endowment with Vatican Citizenship.

Another segment of the display is represented by works focus-
ing on the status of art institutions, practices of collecting and the
condition of the art object. Museums caught between public mis-
sion and spectacular demands, humbly serving the audience and
nightmarishly succumbing to the power of capital, are critically
addressed in Martha Rosler’'s video work Museums Will Eat Your
Lunch (2013). Collecting as a form of emancipation and self-voicing
of the subject is present in Lia Perjovschi’'s decades-long practice
(1990-ongoing). Collecting is also an act of institutional subversion,
as in the case of Anetta Mona Chisa & Lucia Tkacova's everyday
objects stolen from art galleries worldwide and reunited in their
Private Collection (2005-2010). Resistance to consumption char-

acterizes the anarchist art object designed by Péter Szabo in his
Respectable Distance (2013), while the Basket of Deplorables (2017)
assembled by Martina Rlzickova and Max Lysacek oscillates be-
tween ready-made, metaphoric enactment and political comment.

Processes of collecting do not concern only objects; they may re-
fer to historical epochs and phenomena, elements of collective
memory, fragments of images, sounds and music, as revealed in
Dan Mihaltianu’s Plaques tournantes: Sound-Light-Box I-Il (proto-
type, 2010), which refers to cultural turning points that marked the
post-second World War age. In Ilona Németh’s video 8 Men (2009
- 2012) family history narrated by three generations of women
mourning their deceased male relatives becomes a form of oral
history, a previously marginal genre now in ascension, which res-
onates with the position of the women speakers. Martin Piacek's
objects included in his Sun of the Nation (2015) and Great Grandfa-
ther’s War (2013) revolve around topoi of national history, myths,
and unsolved historical traumas, in an attempt to cope with them
through a critical and often (self-) ironic perspective. Finally, Vlad
Basalici's art-history sensitive and reflective Trampling Down
Death by Death (2012) may symbolize the hope in a new start, in
this case under collective auspices.

The exhibition is accompanied by an internal workshop with all
the participants, as well as with other professionals who have an
important role in an art institution (accounting, legal and architec-
ture experts): Andi Gavril, Alena Kunicova, Peter Lényi. We invited
them to imagine how their expertise would serve a collective col-
lection. In addition, a public seminar will propose further reflection
on topics associated with our project, with contributions from both
practitioners and academics: Dave Beech, Valeria Graziano, Alenka
Gregori¢, Rado IStok, Mira Keratova. Forms of documentation (writ-
ten, video and audio) will be made available to the public during the
five weeks of the exhibition.

Once Collection Collective ends, all works will be returned to the
artists. The market will continue to speculate on artwork prices re-
sponding to private collectors’ demand, whereas public collections
will continue to investigate the origin of their art objects, trying to
offer them to public inspection while revealing their often painful
histories including looting, trafficking or overuse in diplomatic or
economic struggle between states. Our Collection Collective does not
attempt to situate itself outside of these parameters, but to change
the position from which cultural producers and consumers negoti-
ate their roles. If collecting occurs nonetheless and collections are
used whether for one’s aesthetic and intellectual pleasure or for fi-
nancial investment and status bouncing, why should producers not
be the very same people who collect and maintain a collection?!

The Bratislava installment of Collection Collective is offered as a
template that could be replicated in other circumstances, with
other people, in other forms. Even if we hope and expect that the
future will see Collection Collective effectively established, we are
also open to the possibility that, until then, it remains a conceptual
proposal in progress.

Judit Angel, Vlad Morariu, Raluca Voinea

Many thanks to Martha Rosler for her comments and suggestions
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