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Compost is a continuous process in nature;
alive, in motion, decaying and emerging at
the same time. “Weeds” are resilient forms
of life that can break through cracks in
concrete, flourish in and remediate hostile

ground, and persist beyond suppression.
Together, they remind us that what one
system discards can transform and nourish

-

/‘.

another, and what some perceive as unruly
and troublesome, others recognise as

pathways to renewal.

We know this work does not belong to

us alone. It stands on the shoulders of

many others - movements, lineages, and
communities who have long fought for
Justice through art, pedagogy, and resistance.
Disobedient Art School is one node in

this wider ecology. What we offer here

is not a doctrine, but a set of practices,
questions, and orientations - shaped in
dialogue, grounded in struggle, and open

to transformation. Our hope is that the
tools, ideas, and principles shared here will
travel - be adopted, adapted, contested, and
reimagined in ways we cannot yet predict.

This publication is not a conclusion, but a call.
A call to disobey not only unjust systems, but
also the habits of mind and relation that keep
them in place. A call to organise with care, to
create with responsibility, and to build forms
of learning that nourish collective power. If
something in these pages resonates with you,
challenges you, or opens new possibilities,

we invite you to respond. To annotate, to
argue, to carry it into your own context. To
treat this not as a map, but as compost -
something to be worked with, broken down,
and used to grow something else.

The future we want is not yet here. But we
believe it can be felt, rehearsed, and grown
in the cracks of the present. This is what the
document references in its title - Compost

for Wild Weeds.

Let this text be taken in that spirit: as
compost to be amended, remixed and spread,
so that weeds of imagination and resistance
continue to sprout in unexpected places.
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ORIGINS OF THE
MOTIVATION
— FOSSIL FREE
CULTURE NL

We came together as artists, activists, research-
ers, and cultural workers because we could no lon-
ger ignore the complicity of our cultural institu-
tions in the catastrophic activities of the fossil fuel
industry. Our motivation emerged from a shared
refusal to allow our public cultural institutions to
sanitise the image of an industry actively engaged
in ecological destruction, and from a deep desire

to reclaim cultural space for climate justice.
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In 2016 we formed Fossil Free Culture NL, a
collective committed to ending fossil sponsor-
ship in museums and cultural institutions in the
Netherlands. Our work is rooted in disobedient
art, not art in service of activism, but art as resis-
tance in itself. Through direct artistic action, we
have exposed how fossil fuel corporations exploit
the positive reputation of the arts to rejuvenate
their reputations — a practice now understood
as artwashing®. But refusal alone is not enough.
We are guided by a clear vision: a fossil free
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INTRODUCTION

On the cover: Typographic work End the Fossil
Fuel Age Now at Van gogh Museum, 2018.
This act of disobedient art embodies the spirit
of Compost for Weeds: transforming decay
into fertile ground for unruly, collective
futures. Image by Alejandro Ramirez.

This document is the beginning of our effort
to define what Disobedient Art School might
become. It’s a project that has grown out of
Fossil Free Culture NLU’s artistic work, with
the wish to share the methods and insights of
the collective, and the intention of explor-
ing what learning can become when art is
treated as infrastructure for social change.
As a collective, the main work of Fossil Free
Culture NL so far has been to challenge and
reject fossil sponsorship of Dutch public
cultural institutions, staging unsolicited art
and performance actions in those institutions
directly - offering artistic protest not as
commentary, but as intervention. Art, in this
disobedient construction, becomes not only a
space of intentionally created forms, actions,
or experiences, but also a space where people
gather politically, build trust, and coordinate
action. It is this way of working that we want
to share, sustain and further explore.

We write this in a time of overlapping and
intensifying crises. The climate emergency
continues to deepen, entangled with
extractivism - the stripping of natural,
cultural, and social resources from the webs
of life that sustain them - alongside ongoing
and intensifying coloniality’, and the relentless

‘BuroBuo ay3 Jo 1n0 sMoud sMO||04 TRYA

pursuit of profit. Rising populism across the
Western world feeds on fear, nationalism, and
nostalgia for a reality that never existed, while
public discourse fractures under the weight
of misinformation and distrust. Communities
are increasingly polarised; individuals are left
isolated, overstimulated, and stretched thin
by the pressures of neoliberal® survival.

Institutions that once promised care or jus-
tice - schools, museums, governments - are
often complicit in the systems they claim to
challenge. Meanwhile, those who resist are
met with increasing surveillance, repression,
and burnout. In the midst of this, we see art
not as a solution, but as a space for collective
inquiry, refusal, and repair. Disobedient Art
School emerges as a modest attempt to ask:
how can we learn otherwise, relate other-
wise, and imagine otherwise - even when the
ground beneath us is shifting?

N

'Colonialism (n.): domination of a people or
area by a foreign state or nation; the practice
of extending and maintaining a nation’s
political ancFeconomic control over another
people or area. (Merriam-Webster);
Coloniality (n.): The ongoing systems or
structures of power, culture, knowledge, and
identity that derive from colonialism and
continue to shape societies even after formal
colonial rule has ended; the way colonial
values, categories, and hierarchies are repro-
duced in norms, institutions, and everyday
life. (Adapted from Cambridge Dictionary,
entries for “colonialism” and “colonial”)
*Neoliberalism (n.): an economic system
that promotes free market competition

and sustained economic growth through
capitalism as a means for achieving

pro%ress. Neoliberal (adj.): the pursuit of a
neoliberal economic development agenda.
(deregulation, marketization, privatization)

(Merriam-Webster)

future built on intersectional” equality, in both the
human, and more-than-human world. We believe
that art has a vital role to play in shaping this
future - not as decoration or commentary, but as
a political force. Our actions engage art as a form
of disobedience, and disobedience as a form of
imagination.

Simultaneously we have been building alterna-
tive narratives and infrastructures of resistance
through workshops, talks, and presentations
within both the climate justice movement and the
cultural sector.

WHY ART MATTERS IN THE CONTEXT OF
STRUGGLE o ,

bt

Art, as we practice at FFCNL, creates concrete
social transformations. Since we began our work,
multiple Dutch museums have ended their direct
sponsorship arrangements with fossil corpora-
tions, and the term artwashing - which we have
insistently foregrounded since 2016 - has entered
the Dutch dictionary. As a form of resistance, our
artistic output has brought the struggle against
fossil oppression into imaginative spaces where
dominant assumptions and systems, especially
those presented as natural, permanent, or beyond
question, could be broken open and challenged.
One of our earliest actions was dropping a scal-
loped shell dripping with imitation oil (molasses)
in the Van Gogh Museum, protesting (the then so
named) Royal Dutch Shell plc at a time when few
questioned the ethics of fossil sponsorship. Nearly
a decade later, in 2025, we created a memorial of
regional gasquakes - earthquakes caused by gas
extraction - by placing 1,923 black dots on the
Groninger Museum’s wall, giving visual form to an
otherwise brushed over abstract number. These
gestures open spaces that hold grief, rage, joy,
and other complex emotions in embodied ways.
As we confront overlapping crises - from climate
disruption to rising authoritarianism and social
fragmentation - we need not only policies and
protests, but also new imaginaries and method-
ologies. Art allows us to build languages for what
does not yet exist and to make those visions tan-
gible enough to confront the powers that profit
from exploitation and injustice.

Further, we recognise that traditional methods
communicating the climate crises often fail to
engage the public meaningfully. The challenge
is one of addressing “deeper frames” - engaging
people at a sensory and feeling level - in order
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to connect at the level of intrinsic beliefs and
shared values that shape our understanding of the
world (Boulton, 2016). Such frames are not easily
accessed with data or logical arguments alone.
This is where art and storytelling matter. When we
talk about systemic injustices, like climate change,
racism, or colonialism, we often rely on facts and
theory. But without emotional and sensory con-
nection, these truths can feel distant, overwhelm-
ing, or difficult to grasp in a personal way. People
may know about an injustice intellectually, but still
feel disconnected from it emotionally or morally.
An experiential approach, through art forms, can
help people feel the crisis in embodied, emotional,
and sensory ways. An experience that doesn’t just
inform, but moves. To bridge the gap between
abstract knowledge (e.g. “I know climate change
is real”) and lived understanding (e.g. “I can feel
the injustice and urgency in my body; | under-
stand it as part of my life, my responsibility™).
When people feel the implications of a crisis, not
just understand them intellectually, but recog-
nise their meaning in relation to their own lives
and the world, their perceptions generally begin
to shift. They may begin to see their own role in
systems of power or resistance, reimagine what
change could look or feel like, and feel compelled
to act. This is how the door to transformative
shifts in perception are opened, shifts that are
often necessary before people commit to action,
solidarity, or co-creating alternative futures.

HOW FOSSIL FREE CULTURE OPERATES
L R~
Our practice begins with power analysis. We
asked: What holds an institution’s power in
place? We work from the understanding that any
powerful institution stands because it is support-
ed by multiple “pillars of power” - sectors and
relationships that give it legitimacy, resources,
and influence.

For fossil fuel corporations, the pillars of power
are many and interconnected. They draw on polit-
ical and regulatory power, using massive lobbying
budgets to secure favourable policies, strategic
appointments, and weak regulatory oversight.
They rely on media and public relations, funding
think tanks, spreading misinformation, and
promoting “sustainability” campaigns that distort
public understanding and delay climate action.
Their financial infrastructure is supported by
state subsidies, preferential financial instruments,
and institutional backing that keep extraction
projects viable, even when they are ecologically
catastrophic. And they cultivate cultural legit-
imacy, sponsoring museums, festivals, sporting
events and educational programmes to project an
image of social responsibility - masking the harm
at the core of their operations while embedding
themselves in the very spaces where collective
imagination should be free to envision a different
future.

We focus specifically on the cultural pillar -
targeting direct fossil sponsorship - and we use
disobedient art as our means of intervention.
Why disobedience? Because civil disobedience
has been at the heart of nearly every major social
transformation - from Gandhi’s Salt March, to
Rosa Parks’ refusal to give up her seat, to the
Baltic human chain that helped dissolve the
Soviet Union. We stand in that tradition, using
the poetic force of non-violent action in the face
of power.

Our performances are unsolicited, carefully
staged interventions that unmask the contra-
dictions of fossil sponsorship. We plan each one
with intention: choosing the moment, designing
the image, crafting the message. We work with
minimal resources and aim for maximal impact.
Scallop shells painted with black ink left in the
Van Gogh Museum; a stairway taken over with
poetry and mourning; black champagne served by
waitresses with grief-stricken faces at a concert
hall’s opening gala. We rehearse every aspect

- from costume to gesture to exit plan - as if it
were a film set, knowing that in the age of social
media, video is one of our strongest tools.

We design our performances to confuse, disarm,
and move. Sometimes even the museum guards
hesitate - unsure of whether what they are
witnessing is protest, or art and thus part of the
museum’s program. Maybe both? That hesita-
tion is part of our tactic. It opens space. It delays
repression. It reveals the contradiction.

But beyond performance, our work relies on what
happens before and after: the research, coor-
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dination, and care that make fast, bold actions
possible. This includes skill-sharing, regular analy-
sis of institutional responses, and deep trust built
over time within the team. While our practice
honours slowness - relational process, collective
decision-making - it also values the capacity to
move fast when the moment calls. This is only
possible through what we’ve come to call fluid
governance: leaderful, decentralised, intuitive,
and grounded in lived knowledge. Leadership
circulates from moment to moment as necessary.
Mentorship flows in multiple directions. Elders
and newcomers learn from each other in the

doing.

Our tactics aim at being strategic, media-savvy,
and emotionally resonant. But we never forget
our goal. At the heart of our method is the belief
that art can shift narratives, erode power, and
open space for justice. That’s why we centre
disobedient performance. That’s why we celebrate
our victories in public - on the very ground we've
reclaimed.

And that’s why we also take time to reflect, to
learn, and to share our process. This is where
Disobedient Art School comes in. What you see
in our performances is the surface. Beneath it is
a web of practice - strategic development, peda-
gogy, care, and collective imagination. We offer it
here not as a model to follow, but as a contribu-
tion to a shared field of struggle: a call to others
working at the intersection of art, resistance, and
transformation.

THE BEGINNINGS

w

Since the beginning of Fossil Free Culture NL
we have shared our knowledge and methods
through workshops, using them as laboratories
for the combination of art and activism that laid
the groundwork for Disobedient Art School.
These sessions have taken many forms - ranging
from short introductions that teach grassroots
groups how to create and stage performance art,
to intensive trainings that equip artists to design
and deliver activist campaigns - always grounded
in the idea that artistic practice can be a direct
tool for political intervention. Over time, the
workshops evolved in scope and depth - becom-
ing more collaborative among participants, more
politically focused through work on real local
issues, and increasingly rooted in our developing
methodology. In some contexts, such as with
the Fontys Academy of the Arts, they have
grown into a full teaching block, where master’s
students in the Performance in Public Space
programme spend three days designing an entire
artistic activist campaign. The process ends with
a disruptive art performance in the heart of the
city, confronting passersby and sparking con-
versations and moments of critical reflection on
the issues at stake. The enthusiasm and depth of
engagement from participants convinced us that
these methods needed a dedicated environment
to cultivate and cross-fertilise their potentials - a
place where learning and experimentation could
continue beyond a single workshop.

Disobedient Art School emerged from this

need: a space to collectively share, refine, and
expand FFCNL's methodologies. We use the
word “school” in its older sense, from the Ancient
Greek axoAr (skholé): leisure, free time, the space
in which one turns to learning and reflection. In
classical Athens, skhole named the freedom from
labour that allowed for conversation, philosophy,
and study (Etymonline) - a privilege, both then
and now, generally reserved for a narrow elite,
built on the labour and exclusion of others. Over
centuries, the word was reshaped by colonial
expansion, industrial capitalism, and institu-
tionalisation. It was detached from its root in
autonomous learning, free from the demands

of labour and productivity, and its meaning and
purpose were supplanted. It became a place to
discipline knowledge for, and align education with
production. Reclaiming skholé today is a political
act: to redistribute time and space for collective
learning, to dismantle the exclusions on which
“free time” was once built, and to root education
in feminist, anti-colonial, and anti-capitalist val-
ues. Disobedient Art School is not an institution,
but a living commons - a place to learn, unlearn,
and rehearse forms of creative resistance against
the extractive, colonial, and hierarchical systems
we seek to dismantle. From this vision, we began
building the school in practice - testing what such
a commons could look like in real time.

Disobedient Art School first launched in 2022,

hosting two initial workshops: a Training for
Trainers session at Veem House for Performance
in Amsterdam, focused on methodologies for
artistic resistance, and a ‘Gathering of Workshops’
hosted by Casco Art Institute in Utrecht, creating
space to share diverse tactics for activism through
art. After this promising start, the school paused
briefly, before reemerging in 2024 through
extensive collaborative conversations between
FFCNL co-founder Frida (Daniela Paes Ledo)
and David Limaverde. Limaverde leads Home of
Participation, a project dedicated to designing,
developing, and facilitating participatory art
methodologies for groups experiencing conflict,
vulnerability, and marginalisation, and advocating
for civic engagement and fairer public spaces.

THE FIRST INSTALMENT: CO-CREATION
IN PROGRESS

e
The conversations of 2024 became the ground
for the principles of Disobedient Art School,
presented on the other side of this fold-out.
These exchanges followed a dialogical method-
ology (Freire, 1970) - one shaped by listening,
reflection, and co-creation. The making of this
document is part of that same process: a cycle of
action and reflection, experimenting with other

ways of doing and building knowledge.

Open to collective authorship and shared before
“completion,” the text embraces uncertainty. It
embodies our commitment to critical facilitation
- where multiple voices shape the outcome; to
community care - holding space for disagreement
without losing trust; and to praxis - writing that is
not only theory but also a tool for action.

We do not offer a finished apple, nor instructions
on planting an orchard. We prepare the soil to-
gether, unsure of what will grow. What you hold is
the first instalment of a larger eventual publica-
tion: a pause in an ongoing process, a chance to
articulate our working principles and invite others
into this collective project.

It also aims to situate Disobedient Art School

within ongoing artistic and activist struggles, to
foster connections with our current and future
allies, and to define the school’s role alongside
others working at the intersection of art and
resistance - rooted in, shaped by, or actively con-
tributing to social and political movements.

The launch event for this first instalment is
designed as an invitation for conversation.

Rather than presenting a finished product, we

are opening a shared space for listening, reflec-
tion, and collective imagining - an opportunity to
co-imagine what Disobedient Art School could
become, and how it might serve the urgencies

of our time. To make this dialogue meaningful,
the text has been shared in advance with a group
of key participants: artists and cultural workers
deeply embedded in shaping the artistic landscape
of the Netherlands, and activists and community
organisers active in the climate justice movement.
These are people who understand and have knowl-
edge of both the creative and political stakes of
the moment - who carry situated expertise of the
challenges, tensions, and possibilities that arise
when art and activism converge. Their feedback
will be foundational to how the school grows.
Opening the process in this way is an expression
of our commitment to accountability, relation-
ality, and to building Disobedient Art School not
as a sealed-off project, but as one node in a wider
ecology of transformative cultural work.

This is our first attempt to name what is still
taking shape. It is a prologue - sketched through
practice, reflection, and shared struggle. We offer
it as an invitation to join a living, breathing process
of collective creation.

‘Artwashini(n.): The sponsorship of art
institutions by a country, company, or individual
to improve its own, often poor, image. (Institute
I’(or Dutch Language)

Intersectional (adj.): the complex, cumulative
way in which the effects of multiple forms of
discrimination
combine, overlap, or intersect especially in the
experiences of marginalized individuals or groups.
(Merriam-Webster)
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The following diagram sketches the core principles
that guide the Disobedient Art School. They are
not fixed doctrines but shared orientations, shaped
through conversations, readings, artistic exper-
iments, and collective reflection. Grouped into
three interwoven clusters - ,
,and
_ In other words; how we know, how we relate, and
how we organise. Together, they help us navigate
how to learn, create, and act in ways that feel alive

and accountable.

We developed these principles through a year—long

process of dialogue, experimentation, and moments
of both friction and care. As artists rooted in activist
practices, we approached this task

and participatory
not as solitary authors but through relationships:

with each other, with Fossil Free Culture NL, with
the cultural and political landscape of the Nether-

and climate justice movements. The principles
still unfolding, reshaped by those who join us, in and
around Disobedient Art School.

Rather than offering a finished program, the diagram
gathers these foundations as orienting positions
- open to critique, situated in relation, and alive
to ecological imagination. |

gether,

experiments in enacting
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contest the extractive, colonial, and patriarchal logics
that structure the present. Even if the futures we
seek are not yet fully realisable, we can trace their
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The term situated imagination is not new, it sits in
conversation with earlier us
Yuval-Davis and Marcel Sto
feminist standpoint theory to include a “situated
imagination,” recognising that imaginative work, like
knowledge, is shaped by social positioning and power} and how we
ecently, Ludger van Dijk and Erik M

Rietveld (2025) have described it within phenom-

ve science as an embodied,

speculative fabulation from
José Esteban Munoz’s queer
g of creativity in lived experience, and

Paulo Freire’s praxis as historically situated action.
lineage, we define situated imagina-
| stance and a creative method:
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Werkmanbrug, Groningen, 2022). A life-size banner

reading “May the bridges you burn light the way
forward / It’s time to break up

with gas” denounced the

Groninger Museum’s fossil fuel sponsorship. Photos

by Anonymous.
»
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outlines,
that prefigure their arrival. In
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as if another world were already coming into being

(Mufoz, 2009).
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ourages methods that stretch
bable to engage with the possible. It
values artistic experimentation, collective dreaming,
scenario-building, and affective speculation's. These
ultivate the capacity to hold contradic-
tions, to act without guarantees, and to make space
for what does not yet exist.
form, is grounded, practiced, and necessary - a tool
for reclaiming the future from the grip of colonial,
capitalist, and heteronormative timelines.

are

n building this school to-

we are rehearsing possible futures: grounded
the kind of world we want

move toward them, and create moments
doing so, we resist

2Phenomenology
(n.): the study
of phenomena
(things that exist
and can be seen,
felt, tasted, etc.)

etzler 2002) expand

oriented process. Our
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on the ideas of situated knowledges an Speculation: !
Donna Haraway, on Affective (adj.): of acti

connected with
the emotions;
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facts; to make
guesses.
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ART - AESTHETICS / ETHIGS
__~ PLURALITY AS POWER

Function: Redefines art as accessible, plural,
collective, and ethically driven. Resists dominant/
colonial aesthetics. Blurs boundaries between art and

activism.

Role: Offers a vision of artistic practice that supports
disobedience, multiplicity, and social critique.

Art, for Disobedient Art School, is both a medium
of expression and a site of struggle. It refuses narrow
definitions of art as professionalised, commodified,
or discipline—bound. Instead, it affirms a transdisci-
plinary and plural understanding of artistic practice
- one that allows for many ways of making sense of
the world, expressing emotion, building knowledge,
and resisting the forces of fossil capital, colonial
extraction, and historical erasure.

This approach resonates with the idea that aesthetic
experience can be a tool for political transformation
(Boal, 1974). The school draws from practices like
those of Fossil Free Culture NL, where aesthetics

- through creation of unsolicited art performance
and installations in museum spaces - are mobilised
to touch, disrupt, and shift the perception of the
viewer, thereby creating space for critical reflection.
These gestures interrupt dominant narratives not
through confrontation alone, but by engaging the
senses and inviting a different kind of attention.
Beauty and balance are not rejected, but placed in
tension with interruption, vulnerability and discom-
fort. Art then becomes a space where emotional
resonance and political critique do not cancel each
other out, but amplify one another - where we can
feel the weight of a crisis and reflect on its structure
at the same time.

Simultaneously, we understand that aesthetics are
never neutral - they are shaped by ethics. What

poken. Photos by Laura
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BEYOND THE HUMAN

ANARCHISM:

lenges academic hierarchies and centres collective,
embodied, and experiential knowledge - especially
the wisdom carried by those historically excluded

from dominant systems like for example migrants,

Disobedient Art School. Grounds its anti-institu-

tional,

Praxis is the understanding that knowledge emergg
through experience, challenging the division between
theory and practice. It is not a linear process, but a
cyclical one: action, reflection, and refined action in-
form one another in an ongoing loop of learning. This
principle affirms that all individuals hold knowledge

- particularly through lived experience - and seeks to
amplify those whose knowledge is often devalued or
ignored, especially those from marginalised positions.

-
e TRISE

Shells Everywhere (Fossil Free Culture
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shells were hidden inside the m
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useum,

Offers a philosophy of self-organi-
sation and mutual aid. Rather than
insisting on total horizontality, it
emphasises distributed responsi-
bility, voluntary association, and

a respect for autonomy. In this
frame, facilitation is not a form of
control, but a collective meth-

od for co-governing the space

between us.
patterns.

on, reflection, and renewed action. It chal-

people, and people of colour, amongst others

/

Serves as the foundational epistemology of

participatory approach to pedagogy.

is considered beautiful is typically determined by '
dominant norms, imaginaries, and systems of power
(Ranciére, 2004). Disobedient Art School will work
to identify and resist oppressive aesthetics: those
that promote exclusion, conformity, or the erasure
of difference - such as sanitised depictions of climate
solutions that erase frontline, or cultural representa-
tions that reinforce racial, gender, or body stereo-
types. In contrast, we seek to nurture aesthetic
forms rooted in other ways of living, sensing, and
resisting. Inspired by traditions like the Theatre of
the Oppressed, this principle foregrounds aesthetics
that emerge from marginalised lives and insurgent
perspectives - such as those shaped by migrant ex-
perience, queer embodiment, anti-colonial struggle,
anti—patriarchal critique, or ecocentric worldviews.

=J15 a belief in pluralism and acces-
sibility. Art is not reserved for those with formal
training or institutional recognition. It is a collective
production of culture - a language of the people -
available to anyone who chooses to use it, reshape

it, or invent new forms entirely. At Disobedient Art
School, we wish to actively affirm a collective ethics
of making: one shaped through context, negotiation,
shared agreements, and ongoing listening - rather
than one dictated by rigid moral codes. This means
paying attention to the needs, desires, and stories
that emerge in each moment of creation - and allow-
ing them to guide how and why we make.

In this way, Disobedient Art School approaches

art as a transdisciplinary and insurgent practice -
one that blurs boundaries between disciplines and
between art and life, and where artistic methods are
understood not as specialised tools for the few, but
as shared resources for imagination, collective strug-
gles against injustice, and for transformation.

NL, Van Gogh
dam, 2018). 411 stained scallop

each marked
he invisible influ-
ship. Photos by Laura

VALUES IN FACILITATION:

ANTI-FASCISM:

Is understood not only as resis-
tance to authoritarianism, but also
as a proactive culture of vigilance,
refusal, and solidarity. Within
facilitation, this means noticing
the dynamics that might quietly
replicate domination - be they
racialised, gendered, ableist, or
class-based - and interrupting
them before they harden into

. PRAXIS
<~ KNOWLEDGE THROUGH ACTION

Function: Reframes learning as a continuoUgproces

This principle draws from the concept of praxis,
where education becomes a practice of freedom
through the ongoing interplay of reflection and
action (Freire, 1970). It also resonates with femi-
nist epistemologies that challenge the “view from
nowhere” in favour of embodied, partial perspectives

(Haraway, 1988).

. 0 M .. .

Praxis also disrupts the traditional hierarchy between
teacher and student. It fosters a collaborative
learning environment where everyone is both a
learner and a teacher. In this setting, critical thinking 5
is not abstract or detached, but grounded in doing

- emerging through shared actions, reflection, and
experimentation. For Disobedient Art School, praxis
is foundational: it asserts that knowledge will not be
passively received but actively co-created. Through
collective experience, insights will be systematised,
shared, and re-applied. '
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RESPECT, RESPONSIBILITY, ‘\\/

AND NON-JUDGMENT:

Form the interpersonal basis of
critical facilitation. Respect is
extended to all contributions
responsibility implies care For,
follow-through and accountabil-
ity, and non-judgment includes
creating learning environments
where risk and vulnerability are
not punished. These values work

and tr'ansform - without shame,
and without fear of exclusion.
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Function: Grounds the project in intersectional and
planetary responsibility, while acknowledging the
limits of its positionality in Europe.

Role: Provides ethical orientation for working across
asymmetries without appropriation. Cultivates
humility and long-term commitment.

Disobedient Art School commits to approaching
solidarity as an embodied, situated practice of ac-
countability and connection. A practice rooted in the
recognition of interdependence - between people,
places, species, and struggles - and a commitment to
nurturing relations across lines of difference.

This principle holds space for planetary thinking
while remaining grounded in the specificities of being
located in Europe. Disobedient Art School does not
claim to speak from or for the Global Majority (the
peoples and nations who have borne the brunt of
colonial domination and who together make up most
of the world’s population). At the same time, we rec-
ognise that hegemonic™ European culture itself has
been constituted through colonialism, and that our
own position is inseparable from these histories. In
this sense, solidarity means listening across asymme-
tries, acting with awareness of colonial and extractive
systems, and building forms of collaboration that are
reciprocal, critical, and non-appropriative.

VALUING THE UNSEEN

OLIDARITY ——"
INTERDEPENDENCE ACROSS DIFFER

L

It draws from intersectional feminist thought, which
understands that systems of oppression are inter-
linked and must be addressed together (Crenshaw,
1989). Solidarity, in this frame, is not charity or
sameness - it is a way of standing with, of acting in
relation, and of remaining open to correction and re-

orientation. It affirms connectedness while resisting
flattening of differences.

It’s important for us to note that, Indigenous com-
munities have long been the primary protectors of
biodiversity through lifeways rooted in interdepen-
dence, care, and resistance. The planetary crisis at
hand is not intrinsically borne of humanity or human
numbers, but of the violent systems that dominate
it: capitalism, imperialism, white supremacy, and
(colonial) extractivism. Solidarity means centering
those most impacted - not as symbols, but as holders
of vital knowledge for survival and transformation.

Whether expressed through shared action, resource
redistribution, co-learning, aesthetic exchange,

or other forms that emerge in relation to context,
solidarity is held as a continuous practice - not a
fixed position but a way of moving together through
uncertainty and care.

WE WANT TO BUILD AND DISCOV
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unction: Reframes invisible and non-material con-
tributions - such as time, emotional labour, intuition,
and lived experience - as shared, collective energies

caregiving, emotional regulation, informal mentoring,
or even the labour of imagining alternatives tend to
be dismissed as secondary, despite being essential to

Function: De-centres the hu

multispeciesjustice and

Indigenous knowl

man. Embraces
This approach resonates

interconnected thinking

edge systems rooted in other lands.
with currents of land-based
persist at the margins of

vital to sustaining creative and communal work.

Role: Challenges dominant systems that ignore

the life of any community or movement. Yet these
often-invisible commons are central to sustaining
collective and creative work, particularly in settings
that refuse extractive or hierarchical models.

Disobedient Art School will emphasise the need

to actively recognise, protect, and redistribute

these energies - not only among humans but also in
relation to non-human actors and environments. This
approach resists the extractive logic that demands
endless output, and instead cultivates a culture of
reciprocity where care, pause, and presence are seen
as contributions in their own right.

Yaluing these intangible commons invites a rethink-
ing of what counts as contribution, capacity, or
success. It challenges systems that privilege speed,
productivity, and visibility over process, vulnerability,
and sustainability. In doing so, it expands the field

of who gets to be seen as a contributor, what forms

. l’iypocris f
in s Sholl saene
Ponchel,

of labour are worthy of acknowledgement, and how

WOULD YOU DRAW OTHER
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RESONANCES

ABOLITION & MOVEMENT PRAXIS

Angela Y. Davis (2016), Freedom Is a Con-
stant Struggle: Ferguson, Palestine, and the
Foundations of a Movement — a collection of
speeches and essays linking struggles against
racism, state violence, and colonialism across
contexts, highlighting the necessity of global
solidarity and collective resistance.

ART & AESTHETICS OF RESISTANCE

Augusto Boal (1974), Theatre of the Op-
pressed - a foundational work in political
theatre that develops participatory methods
where audiences become “spect-actors,”
using performance as rehearsal for social and
political transformation.

Ludger van Dijk & Erik Rietveld (2025), Situ-
ated Imagination - reframes imagination as an
embodied, context-bound process that arises
through engagement with the environment,
rather than as a detached mental act.

José Esteban Murioz (2009), Cruising Uto-
pia, The Then and There Di Queer Futurity - a
groundbreaking work that envisions queer-
ness as a horizon of possibility, where art and
performance prefigure worlds beyond the
limits of the present.

Jacques Ranciére (2004), The Politics of
Aesthetics - a key text that argues aesthetics
is inseparable from politics, framing art as the
“distribution of the sensible,” which shapes
what can be seen, said, and thought within a
soclety.

DECOLONIAL
& ANTICOLONIAL THOUGHT

Vanessa Andreotti (2021), Hospicing Mo-
dernity - invites us to “hospice” dominant
modern frameworks by grieving what no
longer serves collective life, while nurturing
capacities for humility, responsibility, and
radical unlearning.

Anibal Quijano (2000), On Coloniality of
Power - introduces the concept of coloniality
as the ongoing global matrix of power born
from colonialism, which continues to struc-
ture knowledge, labour, and social hierarchies.

Walter Mignolo (2011), The Darker Side of
Western Modernity - exposes how Western
modernity is inseparable from colonial vio-
lence, and calls for “epistemic disobedience”
and pluriversal options beyond Eurocentric
frameworks.

Maria Lugones (2007), The Coloniality of
Gender - shows how colonialism imposed

a modern/colonial gender system that
intertwined racial and gender hierarchies,
reshaping relations of power in ways that still
persist.

DISOBEDIENCE & POLITICAL THEORY

Henry David Thoreau (1849), Civil Disobedi-
ence - a seminal essay arguing for the moral
duty to resist unjust laws and governments,
laying the groundwork for later traditions of
nonviolent resistance and civil disobedience.

ECOLOGY &
MORE-THAN- HUMAN WORLDS

Carolyn Merchant (1980), The Death of
Nature - a groundbreaking ecofeminist
history tracing how the Scientific Revolution
reshaped Western views of nature from a liv-
ing organism to a machine, legitimising both
ecological exploitation and the subordination
of women.

Val Plumwood (1993), Feminism and the Mas-
tery of Nature - a key ecofeminist text that
critiques Western dualisms (man/woman,
culture/nature, reason/emotion) and exposes
how these hierarchies underpin both the
domination of women and the exploitation of
the natural world.

Donna Haraway (2016), Staying with the
Trouble - a seminal work that challenges
human exceptionalism and calls for multi-
species alliances, proposing “making kin” as a
way to navigate ecological crisis through care,
entanglement, and shared survival.

Eva N\eijer (2017), Political Animal Voices - a
pioneering philosophical study that argues
nonhuman animals are political actors with

voices, perspectlves, and capamtles for
participation, challenging anthropocentric
notions of democracy and agency.

FEMINIST ECONOMICS & CARE

Silvia Federici (2004), Caliban and the Witch:
Women, the Body and Primitive Accumulation

- traces how the rise of capitalism was built
on the violent control of women’s bodies and
reproductive labour, revealing witch hunts

as central to processes of enclosure and
exploitation.

Silvia Federici (2012), Revolution at Point
Zero - a collection of essays that foregrounds
reproductive labour and care work as central
sites of capitalist exploitation and as terrains
of feminist resistance.

Leah Lakshmi Piepzna-Samarasinha (2018),
Care Work: Dreaming Disability Justice - a vital
text that develops the framework of disability
Justice, centering interdependence, access
intimacy, and collective care as practices of
survival and transformation.

Audre Lorde (1988), A Burst of Light - a
collection of essays and journal entries in
which Lorde reflects on illness, survival, and
activism, insisting that self-care is not self-in-
dulgence but an act of political warfare.
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This publication grew
from many conversations,
but also from books,
essays, and manifestos
that shaped our thinking.
We do not treat them

as authorities, but as
interlocutors - texts that —
raise questions, unsettle o
our assumptions, and walk %
with us in the practice of
disobedience.
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FEMINIST PEDAGOGIES  wma,
& COLLECTIVE LEARNING A

bell hooks (1994), Teaching to Transgress - a
foundational work in critical pedagogy where
hooks argues for education as a practice of
freedom, centering love, dialogue, and trans-
gression as tools to challenge domination and
create liberatory learning spaces.

Paulo Freire (1970), Pedagogy of the Op-
pressed a landmark in critical pedagogy that
critiques banking models of education and
advances dialogue, consciousness-raising, and
praxis as tools for collective liberation.

Jo Freeman (1970), The Tyranny of Structure-
lessness - a seminal feminist essay exposing
how the absence of formal structures often
conceals informal hierarchies, arguing for
transparent, accountable forms of collective
organisation.

Nira Yuval-Davis & Marcel Stoetzler (2002),
Standpoint theory, situated knowledge and

the situated imagination - expands feminist
standpoint theory to include imagination as
socially and politically situated, showing how
both knowledge and imaginative work are
shaped by power relations and positionality.

INTERSECTIONALITY
& STRUCTURAL ANALYSIS

Kimberlé Crenshaw (1991), Mapping the
Margins: Intersectionality, Identity Politics, and
Violence against Women of Color - introduces
the concept of mtersectlonallty, showmg how
systems of oppression such as racism and
sexism overlap, producing forms of marginali-
sation invisible when viewed in isolation.

QUEER FEMINIST THEORY

Judith Butler (1990), Gender Trouble - chal-
lenges fixed notions of gender by theorlsmg it
as performatwe opening space for resistance
against normative binaries and heteropatriar-
chal power.

Sara Ahmed (2017), Living a Feminist Life -
weaves theory with lived experience to show
feminism as an everyday practice of resis-
tance, making visible the structures of power
that shape personal and collective life.

RIGHTS OF NATURE & ECOCIDE

StopEcocide (2022), Mar Menor lagoon:

the first ecosystem in Europe to be granted
legal status - documents the recognition of
Spain’s Mar Menor lagoon as a legal entity,
a landmark case in Europe that advances the
struggle for the rights of nature and chal-
lenges extractivist frameworks.

TIME, RISK & CLIMATE NARRATIVES

Barbara Adam (1998), Timescapes of Moder-
nity, The Environment and Invisible Hazards - a
foundational work that examines how modern
societies construct and experience time,
showing how linear, accelerated notions of
temporality obscure slow, invisible environ-
mental harms and risks.

Elizabeth Boulton (2016), Climate change

as a ‘hyperobject’: a critical review of Timo-

thy Morton’s reframing narrative - a critical
engagement with Timothy Morton’s concept
of the hyperobject, arguing that framing
climate change in this way highlights its vast,
entangled, and often overwhelming scale,
while also raising questions about how artists,
policymakers, and activists can meaningfully
respond.

Elizabeth Boulton (2016), It’s Time for a New
Age of Enlightenment: Why Climate Change
Needs 60,000 Atrtists to Tell Its Story - a call
for mobilising the creative and imaginative
capacities of artists at scale, arguing that
climate change is not only a scientific or
political issue but also a cultural and narrative
one that requires new forms of storytelling to
shift collective consciousness.

DUTCH CONTEXT & CASE STUDIES

Maria Inés Cubides Kovacsics, Waleri Santos
& Karin Astrid Siegmann (2023), Sex Work-
ers’ Everyday Security in the Netherlands and
the Impact of COVID-19 - The COVID-19
pandemic has laid bare and exacerbates the
existing insecurities of sex workers. This paper
asks: What are sex workers’ everyday expe-
riences of (in)security? And: How has the

COVID-19 pandemic influenced these?

Charlotte Roosen (2022), Tata Steel and Wijk
aan Zee, creating a citizenship out of the battle
between Health and Economy - An exploration
of the perceptions of risk to health that is
caused by the pollution of Tata Steel.

REFERENCE TOOLS

Etymonline, “school” https://www.etymonline.
com/search?type=all&q= school - etymology of
0X0An, tracing “school” to time for learning
and reflection.
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