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A typical 
recipe often 
relies upon a 
steady, linear 
guide where 
the chosen cook 
can follow-along, 
line-by-line, to oversee 
a controlled experience 
of something new and scrumptious. We, the 
co-editors of this publication, wanted to experi-
ment towards a different kind of cooking together 
with Cooking up Collectivity. Using methods that 
worked with different configurations of being in 
the editorial ‘kitchen’ together; time, format, skill, 
and proximity, we set on a course to entrust one 
another with applying our different perspectives 
and approaches towards the shaping of this 

publication’s content. To then see what 
culinary magic would appear as a result. 

This style of cooking reflects, to an extent, not 
only the ingredients of this publication – the reci-
pes, essays, super subjective lexicon, interviews 
– that make up much more than the total sum 
of its parts, but also the methods in which they 
were assembled. From the very first ingredient 
– inviting collectives to share their practices and 
ways of working – to the organising and hosting 
of events at Roodkapje across 2023 and 2024, in 
which these practices could come to life – events 
which require a multitude of visible and invisible 
labour forms – to the literal, physical assemblage 
of these pages, which took place during a Book 
Assembly (as opposed to a Book Launch) 
event on May 01, 2025. Throughout this entire 
process, from the commissioning and selection 

of the book’s contents (written and visual), the 
slicing and dicing of the texts and images, the 
mixing and blending of the materials to form one 
cohesive plate, and the final dashes of season-
ing, it has all come together through a process of 
activating the collective hands, eyes, ears, and 
mouths of many, many, many people.

This book brings together many different written 
and visual contributions, with the hope that each 
can sit next to the other to continue to activate 
and situate the practices through critical, 
experiential, and reflective means. As a result, 
this book simultaneously speaks to a series of 
events that took place at a set place in a set time 
at Roodkapje, Rotterdam in 2023 and 2024, but 
also much more broadly to collective, self-organ-
ised, and autonomous practices we witness and 
participate in, more broadly, today. 

In order to blend these different elements togeth-
er, the co-editors of Cooking Up Collectivity 
met across a range of afternoons, mainly in a 
roasting-hot kitchen (Simon’s studio) during the 
spring and summer of 2024. We spent many  
further moments together online, in the 
in-between and aftermath of these sessions, 
separately and together, to dedicate our collec-
tive taste-buds to testing, tasting, shaping and 
snipping this publication into what you see and 
read now. Then came Iris, who brought these 
textual flavours even futher to life through 
colour, form, texture, typography, and 
much more. So that, much like a fine 
wine, she was able to expertly pair 
the texts with visual compo-
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at 

ha
s b

een co-organised, co-assembled, co-edited, co-designed, 
and co-produced by a plethora of hands, eyes, 
minds, visible and invisible labour, and collective 
forms and practices. The resulting dish: a 
banquet of self-organising practices, tips, tricks, 
modes, and models which we hope to keep 
simmering in our own work and practice, and to 
form useful recipes for your own. 

You may notice the beautiful, colourful rings 
which bring all of the contents of the publication 
together (quite literally). These rings can be 
opened and refastened in order for you to 
disassemble and reassemble the publication for 
yourself, to your own preference, in the hope 
that these small-scale self-organisational and 
autonomous elements can live on beyond our 
own direct input into the publication. 

We end this collective colophon now with a huge 
thank you to everyone who worked on making 
this publication come to life.

This book has been co-published by 
HumDrumPress, a commons-informed, collabo-
ration-based publisher. Roles and responsibilities 
have therefore been shared by all parties, 
within their capacities. The following persons 
contributed in a multitude of ways to making this 
publication possible: 

Alicia Breton Ferrer, Amy Gowen (HumDrumPress), 
Andromachi Arvaniti, Angeliek Vermonden, Art 
Worldbuilding, Bode Kaper, Carla Menas, Celine 
Caly, Chetana Pai, Chris Tam Nelck, Claudio Tola, 
Denise Hermsen, De Onkruidenier, Diana Putavet, 
Dorien de Vaal, Ellie McGuinness,  

Enrique Gomez de Salazar Martínez, Eric 
Wesemann, Eva Schelvis, Finnley van Wijnen, 
Florian Cramer, Gareth Prior, Garvan Corr, 
Guillermo Achúcarro, Hocus Bogus Publishing,  
Iris van Velzen (Droom.iris) Paul Smullenberg,  
 
Jackie Dijk, Jatiwangi art Factory, Jorrit Westendorp, 
Julia Vroegh, Katinka de Jonge, Kat Kalkman, Kaya 
Sliwinski, Kimberly de Looff, Kyra Nijskens, Lea 
Topolovec, Lisa Ünsever, Liselot Roijakkers, Lisette 
Calis, Lisette van Oostveen, Maaike Bul, Madara 
Sīmane, Marie-Louise van Mil, Marloes de Vries, 
Mila Toneva, Monique Hendriksen, Doe-Het-Zelf 
Werkplaats, Iconoclasistas, KraakSpreekUur, 
NonNativeNative, Papaya Kuir,  
 
Nadia van Osnabrugge, Nicole Jesse, Niels Werij, 
Nienke Simons, Noa van Woudenberg, One 
Field Fallow, Paul Mullenberg, Pip Roode, 
Precious-Lee Sontoikromo, Questions Collective, 
Reading Room Rotterdam, Robin de Haan, Robin 
Esschendal, Ruby Lam, Simon Kentgens, Singing- 
Club Rotterdam, SOUPSPOON Collective, Take-A-
Way, The Post Collective, Tommaso Passaro,  
Wibke Bramesfeld (HumDrumPress),  
Wan Ing Que, Ziggy Linders, Arvand Pourabbasi, 
Natalia Sorzano, Santiago Pinyol, Weronika 
Zielinska, reinaart vanhoe, Flo Verhulst, Zinzi Peters, 
Tessel Brühl, Karim Ouri, Viana Afoumou, NDMNK 
Solutions, Maja Simišić, Jip Piet, Emir Karyo, WdKA 
Autonomy Lab, Ciska Meister.
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In recent years, there has been a growing interest in 
collective practices in the arts. This is not surprising 

as increasing loneliness, individualisation, and 
social, ecological, economic, and political crises 
dramatically alter our society. Roodkapje finds 
these movements hopeful. Moreover, given the 
recent national election results and genocide 
in Gaza, collective practices that directly speak 
to our world and society are more important 
than ever. Engagement is a powerful antidote to 
populism and fascism. Through a multi-voiced 
conversation, the flattening of complex issues 
into one singular scapegoat becomes all the 
more difficult. That is why Roodkapje invites its 
diverse community into engaged citizenship. For 
us that means the right to shape your own life, 
but also the duty to stay in an active and curious 
connection with your environment. Roodkapje 
aims to be a place where perspectives come 
together and are exchanged, and where 
empathy is appealed to and space is made. 

To put this ambition into practice, last year we 
conducted a special study of collective practices. 
We asked artist and researcher Katinka de Jonge 
(University of Hasselt) and artist and teacher 
Simon Kentgens to guide us in this research for a 
year and to organise various guidelines, experi-
ments, and a public program from their expertise 
and network. In this, we initially focused on the 
Hamburger Community. From our preliminary 
discussions, however, it soon became clear that 
the residencies were part of a broader collec-

tive, the community of Roodkapje, and that 
the research and the methods we wanted 

to test must therefore focus mainly 

we have 
lost sight of that 
in recent years. 

Creating space 
for exchange in an 

organisation that, due to 
the high number of activi-

ties, has become focused on 
production, output, and forward-fac-

ing momentum, proves to be a challenge. This 
is also the case for the Hamburger Community, 
our residency collective who are made up of five 
different artists who form a temporary collective 
to together make a year-long programme, 
despite not directly choosing one another to 
work with. Roodkapje’s residency program has 
always aimed to foster artistic exchange in a 
collective manner as part of the experience of 
the residents.

Yet we noticed that during the residency the 
focus did not naturally shift towards collectivity 
and collaboration was often difficult next to the 
production pace of events and exhibitions. We 
needed time and guidance to break this pace and 
invite collectives to inspire us in how they collabo-
rate. The long-term presence and involvement of 
Katinka de Jonge and Simon Kentgens between 
2023 and 2024, as flies-on-the-wall, mediators, 
organisers, and participants in our program, 
forced us, as an organisation, back to the drawing 
board time and again. Together with them, and 
as a result of the experiences garnered in this pilot 
year, we have compiled reflections on conditions, 
methods, and recipes in this publication that serve as a 
guide for lasting change, both for ourselves and our readers. 

Artist collectives often arise out of necessity; for subsistence, artistic exchange, or peer support. A
l though Roodkapje started out in such a way, as an institution 
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Non-Western, multidisciplinary collectives that combine 
artistic, social, activist, and research work, and are 

made up of both artists and practitioners, and invite 
neighbors and other people to participate in their 
activities.

Throughout all of the different activities, food 
was such an integral part of the series that a 
compilation of the recipes that were created and 
shared into a publication format only seemed 
fitting. Especially as recipes can be interpreted 
differently depending on who executes it and can 
be considered as knowledge to be passed along 
to be (re)activated again and again. This form of 
activation and exchange provides inspiration and 
insight into new ways of approaching and doing 
things.

The past year was quite confronting for us as 
an organisation; this research forced us to take 
a critical look at ourselves and realise that if 
we want to function as a collective within which 
artistic exchange takes place, we must not only 
develop a working method. The organisational 
culture that has ensued must also change with 
us. So I want to express my thanks to all the artist 
collectives, Roodkapje community, Simon and 
Katinka and our residents for the insights, par-
ticipation, and patience they offered and shared. 
We have learned to put our conversations at the 
center, honoring this process while inviting many 
different perspectives to the drawing board. The 
necessary slowing down makes our program 

less rushed thus making collective time all 
the more possible. 

Collectivity is not something that 
can be researched and developed alone, 
we therefore decided to carry out this experi-
ment directly with our community, publics, and 
the many different artist collectives that were 
invited into this space. 

This took shape in a series of public activities 
where a diverse group of collectives were invited 
to share their different perspectives on artistic 
collaboration.We invited them for a series of 
public happenings on collectivity and being 
together centered around experimental cooking, 
eating, and digesting as a way of community 
building. Every event had a different theme and 
we invited collectives that offered an interesting 

perspective on each theme. 

We chose an interactive format with work-
shops, cooking, and field trips. Every event 

started with a smaller group of participants 
preparing the food served. Paul Smullenberg, 
Roodkapje's chef, would invent a new recipe 
fitting the theme and collectives of that evening. 
This food would also become part of some of 
the workshops offered by the collectives. It was 
very focused on learning by doing. 

Following directly from the So Happy 
Together event series, Willem de Kooning 
Academy (WdKA) organised sessions around 
Autonomous Practices as an elective curriculum 
for all students – including, for example, design, 
fashion and advertising students. But that demand-
ed a rethinking of what we understand and practice as  
autonomy, beyond fine art. We learned especially from 

on the (artistic) cross-connections that we facilitate internally, and the w
ay in w
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e can actively involve an audience in order to (tem
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terdam Warming up exercise (manual)	 reciperecipe

Singing Club Rotterdam
By: Tisa Wołyń in the name of  

song, that we carry with us out into the world long after.
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our interactions. warming up the voice has a cool 

earworm that kept on bugging us this whole time; 
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from our collective unconscious. (all this together, with 

the participants: grounding in the space and our 

further exchange (of ideas, knowledge, methods etc.).

walk), a storm catches up to us; we greet the sea & enter
 a
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At the symposium, we were tasked with warming up 

side-effect: it warms up our spirits too, for a fruitful 

to say goodbye.
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We find ourselves traversing a forest (a clouded 

voices.)

bodies, daring all to be open, silly and playful, honest in
 

on a sonic journey towards the meadow of the 

“so happy together” la la la la la la la la la la la la

After the day had been concluded, we embarked 

mysterious cabin where a radio receiver plays tunes 

la la la la la la la la la la la la la la la la la la la la la la la la la la la la la la la la

help but hearing the murmur and humming of our 
When we open our eyes and listen further to the chatter of the space that our bodies inhabit
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Singing club rotterdam is an anti-choir, 
sounds funny, is goofy and fun but also 

serious about welcoming all voices.

Embracing them to be loud and courageous,  
to explore the unknown, the uncertain…

We imaginatively play with composition,  
making-up structures for a collective liberation 
from our imposed normality, becoming child-like 
and unruly, improvising with sounds, (invented) 
language, movement, intuitive site-specific 
choreographies...

We are a test-ground for ideas. We borrow 
them, our voices and devotion, nurturing 
fragments, trusting and allowing insights to 

emerge. Different clubbers lead the sessions 
(every two weeks, on Tuesdays 19-21h at 

Roodkapje). Not one session is similar to 
another.

9

Not one voice is the same as another 
Everybody has a body and every choir has  
a voice...

Warming up to each other...

Being present with our bodies, celebrating it with 
our voices.

Resonating with one another, listening & voicing: 
all, at the same time.



PAACT (Paperless Art Alliance 
ContracT) is a document The Post 

Collective developed in order to negotiate 
with external parties. The PAACT was 

introduced to Roodkapje during the So Happy 
Together event series in September 2023 
and later an assembly was formed 
around it as part of the Sympa-
Symposium in March 
2024. That year TPC, 
supported by BNA-
bbot, organised five 
public assemblies, 
in Belgium and the 
Netherlands inviting 
audiences, artists, 
and cultural workers 

to reflect on the 
PAACT and how we 
can work together.  

 
To read the PAACT in full 
please visit page 21

The below transcribed conversation took 
place in La Loge Brussels in March 2024. A 
disruptive incident from the collaboration 
between the collective and Roodkapje 
curatorial team became a case study on how 
the PAACT can be applied in action and what 
difficulties both artists and cultural workers 
are facing in relation to the WE ARE NOT 
TOKENS clause of the PAACT.   

Clause
WE ARE NOT TOKENS. We 

are not here to fulfil specific 
narratives. If you work with 

us, you have to be in solidar-
ity with our causes and aware 

that you are an accomplice with 
the circumstances we live in. Pay 

us fairly, value our work as any other 
citizen, artist, or expert in their field. 

Please make the effort to be in dialogue 
with our cultures instead of asking us to 
adapt to the western, white supremacist, 
colonial, patriarchal and neo-liberal capital-
ist way of creating and validating work.

Discussion
Speaker 1 (So Happy Together organiser)	 
Yeah. Firstly, it’s rather strange for me to speak 
from the position of an institution, but in this sit-
uation, I was indeed inviting The Post Collective 
in an institutional context. So I was part of the 
spokespeople of the institution last Thursday. 
And actually what happened was a misunder-
standing, a miscommunication within our  
communication towards the Post Collective, and 

also within the institution itself. And I was in  
between the two things, which was actually 
based upon the first meeting that we had. We 
talked about The PoCo participating in our 
event, which is an event where we brought 
together a lot of different collectives with different 
backgrounds, to share their knowledge and their 
practices, and also to exchange between each 
other. 

The Post Collective was part of this exchange 
because they participated in another event 
before. I was explaining what the expectations 
were from the institutional side, which was that 
we divided the time into different time slots of 
1.5 hours, and each collective got 1.5 hours to 
present what they wanted to present. 

From this conversation I understood – or 
misunderstood, I don’t know – that it is difficult 
at this moment for The Post Collective to host 
a 1.5 hour session, and it would be mainly the 
focus for them to take part in meetings with other 
collectives in a more informal way.

But then in the following weeks I got really caught 
up in a rush because we had to finish this thing, 
and we had to pinpoint all the different elements 
of the program and make them solid somehow, 
to give them a form. So we sent an email to The 
Post Collective in which we actually were taking 
away some stress, I thought. We proposed to 
divide their time slot and share it with another 
collective and let someone from the institution 
host the time slot, that was the proposal in this 
email. 

But then, of course, I also realised this proposal 
went against a lot of things that are actually 
written in the PAACT. Propositions that are 
saying “no, let us speak for ourselves. We want 
to decide what we want to do with the time you 
are giving us.” towards a collective really a 
moment when I felt this contract working. And I 
was reading it again and just thinking, like, oh, 
shit, this is really the mistake that you make 
when you’re coming from an institutional side 
and trying to work towards a collective. It was a 
learning curve and very enriching moment for 
me, and I hope, well, I don’t know if it was for you 
as well.

It was about thinking through what power 
actually means in an institutional context. And 
I think that this is something that is often not 
talked about. It’s a very big taboo actually, 
I mean, of course, I’ve been, when working 
as an artist, also invited by institutions a lot 
of the time. So I’ve also stood in the position 
of The Post Collective a lot of the time. But it’s 
really about these power dynamics that are not 
fully discussed, and it’s always like a kind of 
pre-given when you are invited as an artist into 
an institution. So the PAACT was, for me, a very 
helpful tool, to feel like, okay, this is what these 
dynamics actually impose onto a group.

Speaker 2 (Assembly participant)	I connect with 
this experience as I worked intimately with an 
institution last year about negotiating space for 
work. But when I say working with an institution, 
I was interfacing with one person. But she was 
extremely involved in the projects. So she saw 
it from the inside, like we were more or less on 
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this similar wavelength. But in the end we failed 
at the hosting, I think, because the technician 
was certainly not in on our agreements. The 
marketing people were not in on our agreements. 
The audience development department wasn’t 
in on this. So we (with this one person from the 
institution) had a very beautifully developed 
relationship that was truly supporting the work. 
But at the same time we had a production 
meeting from hell where we were asked: “But 
why are you here, at this moment? This meeting 
should have happened six months ago, why is 
it not communicated? No, you cannot build a 
structure like this in a month, because this is 
just not possible.” And then we were like, no, but 
we are three months too fast, actually, for our 
process. So we are really running, to catch some 

sort of logic of production. We lost our produc-
tion manager after that meeting. It just made 
us feel like terrible artists. But that wasn’t the 

case. And the institution knew that, but still, it 
became this strange – sorry, it’s a long story, 
but it’s just about: how do these differences get 
communicated to an institution that has eight 
contact people at any given time?  
How do you do that? 
 
Speaker 3 (Assembly participant)  
Okay. So, it’s really a good point that is being 
raised. And of course as a worker in an institution 
I also faced this because of the collectives I’m 
bringing, and the artists that I have conversations 
with, face the same problems that I face inside 
of the institution. So it’s like this thing that you’re 
talking about, having contact with one person. 
This is very correctly observed. There is such a 
capitalist logic and such a speed that is imposed 

upon us. I was thinking about the concrete 
implications, for example if you have to share 
everything with the whole team, and this takes 
such a long time that they are not willing to give. 
I will talk about myself initiating a project within 
my institution. Last year we launched  with a 
colleague of mine – so I do programming, and 
my colleague does public development – we 
launched a project for Ramadan and included 
people from Muslim communities to co-facilitate 
them coming to the theatre. We were not con-
sidered sufficiently by some coworkers. They 
were aware of our plans, but acted like it was not 
communicated to them clearly or quickly enough. 
Rather than engaging in a dialogue, asking 
questions or trying to make things work collec-
tively, they were pointing back to a system that 
is very structured, and that they’re not so willing 
to change. So even within the institution, if you’re 
not following the structure that has been imposed 
on you, it’s not going to work smoothly. This 
being said, I believe that somehow you can find a 
way. It will take some friction. A lot of headaches. 
So I really also personally relate to you, and I’m 
sorry to hear this.

Now to this question on collectives: where I work, 
we work a lot with collectives. There is even 20% 
of the program that is dedicated to this function-
ing. This was a policy that was established before 
me, but that I also support. I think it’s interesting. 
It’s collectives and people who don’t get enough 
support or funding that are invited by the institu-
tion. You talk about this trendiness of collectives. 
So, I’m 28, and I think I started hearing about 
it about ten years ago when I started going out 
and getting more into activism, artistic scenes, 

whatever. So for me, it’s not so new. But maybe 
I lack some wisdom and perspective. And I think 
what is interesting in collectives: it’s the promise 
of a community, you know, so as an institute 
you think: okay, this is greater than one person, 
these people have a network, and they are doing 
something that is a bit more relevant than just 
one voice. And then because you have this idea 
now that in theatres we should make space 
for communities and 
broader audiences, 
then, of course an 
easy way to achieve 
this – which is not 
easy, I’m a bit sar-
castic – is to invite 
a collective, and 
then this will fix your 
issue. Because they 
have a community, 
they’re welcome in 
the theatre. Then 
this poses all of the 
questions that have 
been raised! The reality of a collective 
of people who have day jobs is never 
the same as the realities [like temporal-
ities, realities, finances] of the people who are 
getting paid every day with their office jobs. 

This year we worked with a particular collective 
that is full of people who don’t receive a salary. 
And some adjustments are always needed to 
be made, especially around things that seem 
inevitable to the institution, but that require acts 
of negotiation. Often, in the end, they do let go of 
these things. But it takes so, so, so long.  

Only after a year and a half, they understood 
okay, these people are not answering my email 
six months in advance. I cannot ask this from 
them. So what is now being done is to create 
structure, to foresee the unforeseeable. For ex-
ample: the collective will ask you something last 
minute. So you know this by now, so maybe you 
can block this time in your schedule. Because 

you have nothing but time to schedule. 
They don’t have time to schedule. So 
please schedule that you will need to fix 
something last minute. So I think these 

very concrete things also come with 
concrete work.

To talk about practicalities 
is something extremely 
structural, that is 
addressed beforehand 
and that is discussed 
within production houses. 
Because so many produc-

tion houses work with so 
many collectives, and this is still 

not something that everyone  
really gave some thought about. How 

do you manage that these people were 
not funded, and you are funded, how is this 
addressed? How much time do you spend? 
Which communication or support do you pro-
vide? Now we’re at a point where we are not from 
ground zero, but it sometimes feels like we’re 
starting everything from scratch every time, you 
know? But I think an institution cannot always 
address everyone. So it creates some confusion. 
Basically clarity is good.
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The thing that I want to say is that I think writing 
the PAACT is valuable work. It’s important work, 
and it really highlights how institutions belong to 
us as well, our tax money funds them, and we 
should feel that these spaces are ours to inhabit.

Speaker 4 (The Post Collective member) 
I want to add something about being ungovern-
able and react to what you’re saying, because if 
you are being anti-hierarchical, you don’t have 
one person with whom the institution communi-
cates with. It’s messy because somebody from 
the institution speaks with one member and at 
the same time somebody else from the collective 
speaks with another person from the institution. If 
the institution doesn’t already know that this will 
happen, especially with decisions that have to 

be made on the spot, they get very frustrated. 
And then the problems start. They can 
become aggressive, or the communication 

ends badly. 

Somebody mentioned payments, I think for us, we 
are almost never paid well enough. Often we are 
paid for three people or something. I remember 
there were some moments that we were all paid, 
as individual artists, but it happened 3 or 4 times. 

On the trendiness of the collectives, I think 
whoever comes from activism, they were always 
in collectives. I think it’s just in the art world that 
it entered recently in this magnitude. It’s a good 
thing, but the institutions and the artists have to 
understand what they’re doing, because there is 
no education in the arts on how to build a collec-
tive or how to hold collective space. It’s more what 
you were saying, that you have the individual artist 

that says, I have a collective, but then they just 
have a group of people working for them.

Speaker 3 (Assembly participant)  
I want to react to your non-hierarchy. I think that 
time is so precious in these exchanges because 
it’s time that you’re not always so well paid for. 
And it’s time that the institution does not have 
or doesn’t think they have. So I don’t think that 
non-hierarchical means that there’s so many 
contact persons. I would perceive it as more 
interesting if you would say: one person is the 
contact for this, one person is contact for that. So 
there are less things that are lost in translation 
and less frustration. Because I think that a good 
distribution is also non-hierarchical, and much 
less confusing. I think that generally, things that 
make us lose time should be scrapped because 
then we have time for these important conver-
sations. I think that it’s much nicer, for example, 
for the whole team to read the PAACT, discuss it 
with the collective and ask questions. And then 
to keep mostly one contact person for practical 
aspects. I think this would be much more enrich-
ing than this idea of: “we are all the same, so you 
can talk to all of us”.

Speaker 5 (The Post Collective member) 
But I don’t believe that we lose time because 
when we are doing everything together, we are 
learning together. So I don’t believe that we are 
losing time at all. I mean I hear what you are 
saying, but it’s actually a learning process for 
everyone instead of only one person who would 
keep learning this skill or updating it. You have 
everyone that can engage.

Speaker 3 (Assembly member) 
But reporting is not the same as working. So 
I’m really talking about this communication 
because this is also a point of friction that was 
raised. So it’s about this communication that is 
problematic, not about working together 
and collectively engaging. There can also 
be moments of collective engagement 
that are thought about thoroughly and 
that then produce more than just saying 
that anyone will communicate. You know 
what I mean?

Speaker 4 (The Post Collective Member) 
But it’s important to allocate time for all 
this because I think that’s the biggest 
problem. In the PAACT we have the 
second clause: “We are not tokens.” 
Everybody wants to work with a collec-
tive but they want to work fast. It’s 
like: “Okay, you are invited, 
you have two hours to do 
your thing, and then you go.” 
But we are like: “Wait, you 
are asking for a collective of ten 
people to do something. So you have 
to take time, meet with us, talk, read the 
PAACT, think things through.” Because 
usually what happens, and 
I think that we are getting 
traumatised every time, is 
that we are invited because 
we are a collective and be-
cause we are people with 
limited rights, at least some 
of us. So it’s like two things 
that it draws institutions to work 

with us. But they don’t have the time to work with 
us. So then we are stuck again in reproducing 
the same trauma, like in another Flemish city, 
where there was no audience 
invited by the institution for our 
assembly. The peo- ple 
who came were 
doing a tour 

of 

the 
ex-

hi-
bition 

around 
us, 
and 
we 
were 
stand-

ing 
there 

in the 
middle, like a 

human zoo. And 
the curator pointed 

at us: “ah yes these 
are immigrants, they do 

this project.” Some of us 
understand Dutch, we could 

hear what they were saying. 
And I’m sure that the people from there 
had all the good intentions, but at the same 
time, they reproduced the same violence that 
we experience every time. Because they did 
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not think inviting us should also go together with 
developing an audience who was interested to 
hear what we had to say…

Speaker 6 (Assembly participant)  
But this also has to do with the conception of art 
nowadays. It cannot be just a collective who has 
this pressure of time. It’s also individual artists 
who face institutions. And there is always this 
time issue coming up. There is a mass produc-
tion of art. There is a saturation in Belgium, there 
is too much going on. Every evening there is a 
show. It’s brilliant, I love it.

Speaker 7 (Assembly participant) 
Have you come across institutions that have a 
similar manifesto? That work in similar ways? Or 
do you, before you work with institutions, actual-

ly ask how you work? And so you can make a 
choice if to step into that boat or not? Or does 

that just make it impossible to be working with 
institutions in the end?

Speaker 8 (Assembly participant) 
I think that’s a very good question because it’s 
really about protocols, isn’t it, that institutions 
have particular protocols, but they became 
normalised under the banner of professionalisa-
tion. And so they don’t really have to make them 
explicit, because that’s how things go. And the 
one that deviates from it needs to make their 
protocols known. Like: “This is how it works. This 
is how we work.” And if the protocols are not 
compatible, well, I find it normal that institutions 
have different protocols than a collective. But 
what is not normal is that they have – and I 
think that’s really the problem of the 80s and the 

90s – made it invisible or they have made it self 
obvious. I often have that moment when there’s a 
clash of protocols between, say, my work and an 
institution – it can happen very quickly – and I am 
put away as so unprofessional. That it’s like: “oh, 
this, don’t you know that?” There’s something 
about the pride of Flemish logic, or the history of 
institutionalisation and being successful at that. 
It’s a field that has expanded and has profes-
sionalised to the extent that it is normalised, 
and at the same time it has made it invisible that 
these are particular protocols that are not always 
compatible with someone who’s not a certain 
kind of artist or has a certain kind of system of 
operating. And that’s why I think it is very fruitful 
to have these clashes. I mean, they’re painful, but 
they’re really saying something. I try to think also: 
maybe we need to go back to a situation where 
institutions also need to make their protocols 
explicit. For example: “Do you know that our PR 
department is working like this?” Why not do 
that? I mean it’s really a matter of saying: how 
can we work? How can we work together on this 
sort of thing?

Speaker 9 (Assembly participant) 
I wanted to catch up on some things. And I 
always like in groups that you can share your 
own problems and then you get some answers. 
So I’m gonna just drop my own problems. The 
first problem with a code of conduct was the 
normativity it implies. And then I spoke to some 
groups, and some of them have a really interest-
ing way of looking at it. They call it guidelines of 
collaboration, and see it more as a document that 
can generate something that they don’t know is 
going to happen. The discussion here was like, 
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okay, this also generates something because 
you get confronted with something. I also like to 
think about collectives and conflicts. You don’t 
hear these words together often, and now we’re 
speaking about conflict between institution and 
collective, but you also have a lot of conflicts 
in collectives. So I like to think about: how are 
conflicts generative in collectives? Because the 
idea, and maybe that’s old school or something, 
it’s that everyone sees collectives as being 
“happy together” or something...?

Questions of equality and proper 
recognition of the collective and its 

members needed to be addressed within 
the “PAACT”. We hope that this document 

can become a tool for further dialogue and 
that it can be adoptable and adaptable for other 
collectives, groups or individuals, as we present 
it here as a prototype for formulating agreements 
along the same lines.

Since 2018, when our collective came into exist-
ence in Belgium, we have been invited to partic-
ipate in numerous events and exchanges with 
artists, institutions, and communities. Over these 
encounters, we generated disparate questions 
and addressed issues on participation, inclusion, 
collectivity, solidarity, integration, place-making, 
cultural activism & politics, and other aspects of 
artistic and cultural production.

After harvesting and reflecting on the experience 
of participating and showing up to various 
environments and contexts, the urgency arose 
to design a ‘PAACT’ that would offer a set of 
mutually agreed conditions from which we could 
work - within and beyond - the collective. Our 
intention is to ensure that we could enter a safer 
space, one that offers clear outlines of expec-
tations, and guidelines on how a collective of 
precarious people might engage with art making 
and collaborating with institutions and individuals.

https://voice.ThePostColle
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Paperless Art Alliance 
ContracT (PAACT)
between the parties:

WE: ................................................ 	collective/ 
artist 
YOU: ................................		artist / institution / 
group  
or other agreeing party  
please check the boxes on the paragraphs 
applicable to WE (the aforementioned party)

WE ARE A COLLECTIVE. As such, we seek to 
build and maintain a brave space for reflection 
through active listening, interdependence and 
open exchange. We invite you to join us in the 

spirit of collectivity.

	☼ WE ARE HERE Whatever is our current 
legal status, we stand here amongst you, 

claiming our right to exist equally in a society 
that excludes us as surplus. By this contract 
we claim our legal entity in the society of 
citizens.

	☼ WE SEEK ANOTHER WORLD We seek 
to discover and use new modes for artistic 
and social circulation, materialisation and 
output. Where the well-being of individuals, 
communities and the environment are valued 
over financial profit and cultural capitalism. 
This means creating greater equity, inclu-
siveness and sustainability both within our 
collective, in the institutions we work with 
and in the broader society. We would like to 

highlight this is not an attempt to only open 
up a window to the struggles of (paper-less) 
artists or cultural workers but this is a fight 
with ethical, cultural, and social implications 
that create an imagination for another world.

	☼ WE ARE ARTISTS While not fixated on what 
art is, we look to what it can bring about. We 
take artistic positions by engaging with all 
our senses for both human and non-human 
ecologies and futures.

	☼ WE ARE NOT TOKENS We are not here to 
fulfil specific narratives. If you work with us, 
you have to be in solidarity with our causes 
and aware that you are an accomplice in the 
circumstances we live in. Pay us fairly, value 
our work as any other citizen, artist or expert 
in their field. Please make the effort to be in 
dialogue with our cultures instead of asking 
us to adapt to the western, white suprem-
acist, colonial, patriarchal and neo-liberal 
capitalist way of creating and validating work.

	☼ WE ARE NON-HIERARCHICAL Refrain 
from dividing us or attempting to identify and 
assign a leader.

	☼ WE TAKE TIME We require more time to 
make decisions and come to agreements 
than usually allocated by most institutions 
or organisations, as it takes more time to 
arrive at truly collective and non-hierarchical 
decisions and solutions. Recognise the 
efforts we do and the nature of our work as 
more time and resource-consuming.

	☼ WE ARE POROUS As we aim to grow, con-
nect and expand into the world on multiple 
fronts and directions simultaneously.

	☼ WE EXPERIMENT Meetings and presenta-
tions aspire to be spontaneous, inclusive, 
and ultimately transformative. Our ways of 
conducting dialogue are under constant 
process of revision, observation and fluidity.  
We welcome polyphony and cacophony as 
tools that ensure maximum inclusion for 
everyone involved. We ask you to be open to 
such lateral and flexible modes of communi-
cation and participation.

	☼ WE USE ALTERNATIVE ECONOMIC 
SYSTEMS Solidarity in the collective means 
taking active responsibility for our interrela-
tionships on a glocal level. Join us in imagin-
ing and thinking about alternative modes of 
economy and access to common resources. 
Our way of working is as important as the 
outcomes. Payment should be calibrated 
on providing sufficient support for individual 
members of the collective.

	☼ WE SEEK TRANSPARENCY  We ask you to 
be transparent and open when declaring and 
promoting your ways of working, organising 
and making culture. This includes admitting 
blind spots, biases and failures as a part of 
establishing empathic collaborative modes 
of re-imagining the world and the place that 
art holds within it. This also means commu-
nicating your rules, strategies, affordances, 
sensitivities and audience specificities.

	☼ WE ARE ASYLUM SEEKERS AND  
REFUGEES The state can call us in at any 
time for an interview, discussion, or investi-
gation. These calls cannot be rescheduled; 
not showing up in these meetings could 
even be a reason for losing our case and 
being deported. We require understanding 
and flexibility when such issues may block 
or prohibit our planned meetings or even 
presentations.

	☼ WE ARE PAPERLESS The state has 
marked us as illegal or under process. It 
might be that we cannot work with legal 
contracts the same way you work with artists 
with full civil or employment rights. We need 
your help and advice to find the best way to 
create a fair payment for us all. In cases of 
unresolved legal status, an effort needs 
to be adapted to the specific situation 
and subjective conditions.

	☼ WE ARE TRAUMATISED You need our 
consent on how you communicate about us 
and in what way you program us in events. 
We refuse to be racialised, othered or made 
to relive our traumas in front of anybody. 
Please inform other participating artists of 
our presence as audience and contributors, 
so they can take care of their content and 
language. We appreciate trigger warnings. 
We ask you to check your privilege and 
take a stance of care and use positive 
discrimination.

	☼ WE ARE ANGRY Our response to injustice, 
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[...] is a living workshop that grows and is formed 
each time we give the workshop. Using the 
Matrix to map the systems we live in. Who has 
the power in this system? A system based on the 
exploitation of people, the land, and its resources 
in a huge web full of treaties, contradictions, and 
violence. In the workshop we look at this  
web/the Matrix together, in doing so, we immerse 
ourselves into the cracks.

Part of a system you don’t want to be part of.

What can we do to make things better in an 
unsustainable system that doesn’t have our best 
interest on the agenda?  
 
One of the most important things we’ve learned 
from this workshop is to remember that many, if 
not all the rights we have, exist because people 
fought for them. People fought against institu-
tions that were far more abundant in resources 
than them. Race rights, workers’ rights, the 
disassembling of colonisation, lgbtqi+ rights, 
women’s rights,  
differently abled rights: all claimed, not given. 
The power of the people and their determination 
for a dignified life also shapes this web we are in.

exclusion and discrimination is anger. Anger 
expressed and translated into action in 
the service of our vision is a liberating and 
strengthening act of clarification, for it is in 
the painful process of this translation that 
we identify who are our allies with whom we 
have grave differences, and who are our 
genuine enemies. Anger between peers 
births change, not destruction but a sign of 

growth.

	☼ WE ARE PARENTS Our children’s well 
being will always be our number one priority. 
As migrant parents, we lack the financial 
resources and network of family and friends 
to support us; not to mention the racism and 
degradation we experience in social servic-
es. Sometimes it is difficult to show up at 
events and planned residencies because of 
unexpected issues and obligations as there 
is no other structure to take care of us than 
ourselves.

	☼ WE ARE EXHAUSTED General precarious-
ness creates extremely fragile mental and 
physical states. From the difficulty to find 

housing, to battling PTSD, sometimes we 
just can’t.

	☼ WE NEED TO BE LOVED In a system 
that rejects us as human beings, refuses 
our rights to live and prosper, we need you 
to create together with us this microcosm 
where we are accepted, respected and 
loved. This is the only way to work together 
and change, little by little, this unfair world, 
so we can stand side by side as equals in art 
and in life.

	☼ WE HAVE SO MUCH (LOVE) TO GIVE We 
do not need charity, we know the immensity 
of the value we bring to the table. Because 
we have been excluded from the world of art 
and nation state, we take nothing for granted. 
We have the potential to radically rethink 
society, politics and art making in a world 
that is constantly unfolding. Sometimes you 
will feel we speak a different language, but 
please listen. There is so much love, hope 
and courage to give, be open to receive it 
and partake in it.

Any disputes shall be subject to the exclusive 
jurisdiction of the collective of peers and your 
own conscience.

Read and agreed on ........................................ date

Signed by: ................................................................. 
The Collective: .......................................................... 
The collaborating artist /  
institution / group: .....................................................

Papaya Kuir The Matrix, Contemporary intersectional philosophy 	
recipe
recipe	

 SYSTEM  
------------------------------ 

Armies 
Banks 

Big Business 
--------------------------------- 

Social media 
Puts people in a bubble 

Is made to polarise 
It’s hard to have productive discussions 

INDIVIDUAL 
Lost empathy, people don’t care 

Individual responsibility 
Feeling of uselessness, disempowerment 

SPACES 
RESOURCES 
RESISTENCIA 

History of resistance 
Colonisation 

Race, gender, class rights 
Hip Hop

I 
I 
ISOCIAL
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Papaya Kuir 
contribution to 
So Happy TogetherSo Happy Together
 
Reflection 
In April we took part in the symposium, How 
to continue self-organisation, at Roodkapje 
in Rotterdam. As Papaya Kuir, we have been 
engaged in this topic for the past four years, 
constantly improving and learning as a collective. 
During our workshops the participants were very 
open and curious about the different work we do. 
We discussed what we face as migrants in the 
Netherlands, how we collaborate with other 
groups, and how we create community. 
Participants were asked about their own 
communities and how they can start 

building new bridges and uniting 
forces. Through our exercises the 

participants connected using mu-
sic-based non-verbal communication, 
and were later encouraged to share 
their own cultural rituals, and imagine 
collectively what society might look 
like using our Matrix method. 

At the end of the day we shared 
our reflections with everyone in the 
symposium plenary. It was interesting to 
see some of the same struggles reappear, 
and to note which kinds of solutions each 
group had come up with. Regenerative 
self-organisation is a topic which could 
and needs to be processed and talked 
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about in depth with dedicated time. Hopefully, 
this symposium spreads rings in the water for all 
participants involved.

After the programme it was very valuable to talk 
to other collectives about how they navigate the 
different challenges their groups face, especially 
as they grow and are responsible for bigger 
communities. We came to the conclusion that the 
internal processes within the core group are very 
important, they are fractals that reflect back into 
our work and our communities. Thus, as collec-
tives we must be, and are, prioritising 
self- care in order to keep 

self-organising.
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Doe-Het-Zelf Werkplaats Getting down to the nuts and bolts of collective organising   	
   recipe

recipe	
‘Did you know that probably one of the 

first tools humanity created was some sort 
of bag?’ QC member Tessel came back from 

a lecture on design she attended and  enthusi-
astically spoke about how we, as a species, are 

limited when it comes to moving stuff around. 
Therefore humans crafted bags to carry items 
with us. Basically she gave a very short introduc-
tion into Ursula Le Guin’s Carrier Bag Theory of 
Fiction (1988). 
 
Maybe a collective also functions as a tool 
in itself, as some sort of bag. Being part of 
a collective means you do not have to carry 
the world, e.g. precarious working conditions, 
sexism, or racism by yourself. You carry it 
together. Questions Collective started from 
the need to meet up with other artists and to 

chat about aspirations and challenges. To 
share the workload as a self employed artist 

in post-fordist times (read: being a creative, a 
bookkeeper, a sales agent, a web developer, a 
manager, assistant and caterer – all by yourself). 
This way of working, of being a bag, is a way of 
dealing with Capitalism. Because you work from 
a base of collectiveness, trust, and sharing. 

But how about the tools we create as a collec-
tive? What are the qualities of those tools? 
 
Changeability like life in general, most probably 
things will change within your collective or 
your surroundings. A tool should change with 
you. Don’t get stuck into doing things that once 
worked for you, but don’t anymore. ‘That is how 
it was always done’ is a dangerous motivation. 

Helping you with things you are not good at  
Like we need a bag for carrying things. We 
need tools to be able to open up and talk about 
sensitive topics; we need tools to ask for help. 
 
Playfulness A tool should ideally make difficult 
things more fun. Playfulness helps. Gamification 
can help you in truly understanding that you can 
start over. Again and again. Go back to start! 
Furthermore, we think tools can be divided into 
categories. 

To understand ourselves as a collective being  
as a creature. How many hands does this 
creature have to create new work, to write mails 
to curators? How many stomachs need to be 
fed? What is important for it to stay alive? QC 
created a map to understand how we work and 
communicate. Warning: don’t get stuck in ‘fixed’ 
job descriptions and endless bureaucrazy. Don’t 
be the Belastingdienst (Dutch Tax Office).

To keep it together  
E.g. an agenda or a way to order your documents 
in the cloud. If no-one knows when your next 
meeting is, you won’t be able to meet one 
another. You need some rules and structure to 
hold you. 

To deal with stupid things  
Acknowledge what you don’t like and share those 
tasks, create a schedule. Create an alter ego for 
who might enjoy it. It is very easy! Just start with: 
‘Today my name is Dominic Swoefelbank.

Q
ue

st
io

ns Collective Some sort of bag	 reciperecipe
The Doe-Het-Zelf Werkplaats began humbly in 
2009 as a pair of green workbenches placed 
against the wall of a vacant former butcher’s 
shop on the Vlietlaan, Rotterdam. Initiated from 
the squatting movement, the activists were 
first interested in the belief that empty spaces 
should be put to community use. From this belief 
the formation of a pragmatic gathering space 
followed naturally; a resource that’s useful for the 
everyday life of a wide range of people: to build 
and repair bicycles. By working with this essential 
element of living in the Netherlands in both a 
practical way and a relational way – community 
repair – the expansive potential and definition of 
the space clicked with such a variety of people, 
for a variety of reasons. And this remains very 
true until today, 15 years later. Engaging enthu-
siastically and curiously with the ‘problem’ of an 
uneven-arrival was the topic of our workshop at 
Roodkapje. 

The following was not originally written as a rec-
ipe of our work per se. Yet through the process 
of writing this text, the core components that 
make Doe-Het-Zelf what it is – our basic tenets 
of organising, the values of our work, the rules of 
the space, our expectations and protocols around 
time, money, and contributions – emerged. 
Therefore, though not strictly a cooking guide, 
this text can be pieced together as an underlying 
how-to-of-sorts in getting down to the “nuts and 
bolts” of collective organising.

From the very beginnings of Doe-Het-Zelf, the 
growth of the people using and maintaining the 

space evolved and continued from the 
uneven paths of arriving into the space. 
Meaning that many neighbours got involved 
and invested in growing and defending the 
space because they found it so useful – while 
others became highly interested because they 
felt an affinity with real or perceived politics of 
reclaiming space, sharing economies, reuse 
and repair, knowledge exchange, etc.. Others 
still maybe found a space to meet new friends, 
or to give back their skills and expertise, or 
to learn something new. While the space 
formed around a few basic tenets of ‘free’ and 
‘autonomous’ (from government financing/
permission), most of any other values have 
never been written down or clearly stated. 
Even the few rules that were communicated, 
such as not lending out the tools and using the 
donated parts for repairs in the space only, 
have since been modified, albeit in a flexible 
way. Alongside this, the definition of who is ‘a 
part’ of the space – a volunteer – and who is 
a visitor, or who is a friend of the space within 
the wider community or network of concerned 
persons, is a perpetually blurred line that 
bleeds from one ‘generation’ to another. The 
contributions to the space come from many 
sources and in many ways, and it wouldn’t be 
inaccurate to express how difficult it would be 
to count the number of people who would feel 
personally invested in helping the space continue 
if (and when) it reaches a crisis. In this context 
the space is a fascinating experiment in a very 
long ongoing debt of reciprocal generosity, 
informally passing down (or forward) assistance, 
skills, knowledge and, whether consciously or 
not, values.

25



For this reason, we opened up the space of the 
workshop at Roodkapje as an opportunity for 
the current constellation of volunteers, along 
with participants both familiar and new to DHZ, 
to begin to map out the variety of values and 
depictions of what happens and what is impor-
tant about what happens at DHZ. This begins 
from the premise that the Doe-Het-Zelf is an 
important space for Rotterdam and the role it 
plays in the city; evident by the constant influx of 
people who pick up where the previous left off. 
The space then is intrinsically a commons with 
common issues – implicated in public concern, 
as if it were a civic infrastructure. So we intended 
to identify the tensions within the werkplaats that 
remain elusive to discuss, so that we can think 
together as a broader ‘communal politic’.

We began in response to the question posed 
by the symposium, “How do we continue 

self-organisation”. While the intensifying 
pressure on real estate and housing markets has 
led to many collective and autonomous spaces 
losing their ground or becoming increasingly 
reliant on commercial or subsidised financing, 
the Doe-Het-Zelf is unique in persisting as a 
physical space with no rent, operating entirely on 
volunteer efforts. The uniqueness of this ongoing 
a-financial persistence intrigues us (for the 
moment) to stave off stichting-ification as long as 
possible; to keep the debt unreconciled, to test 
the limits and duration of the gift economy, and 
challenge ourselves to learn and practise how 
to sustain self-managed infrastructure without 
a financial (contractual) imperative. And that is 
not to say that an organisation without financing 
is ‘better or worse’ as a political position, but it 

is relatively unique – in Rotterdam – to function 
for over 15 years as an informal shifting collage 
of persons willingly (re)generating an everyday 
accessible resource.

Leading from this conversation (and many 
more), we broke out into groups to work through 
our dilemmas; from transitioning between 
generations of volunteers, our relations to new 
neighbourhoods, which communities we serve, 
how to create continuity and visibility to a wide 
range of values and interests within the chang-
ing collective, if protocols are needed for the 
organisation of money, space etc. We called this 
“getting down to the nuts and bolts” of collective 
organising, since we simultaneously organised all 
of our misplaced nuts, bolts, spokes and nipple 
ends – as both a fidget device and meditative 
hands practice, reminiscent of political conversa-
tions over meticulous group work from sewing to 
sifting lentil grains. 

“How do we establish protocols when the 
collective is constantly in flux over time, and with 
very different interests for each person? How do 
we develop a collective understanding of how we 
approach certain situations, practices, etc: How 
do we decide how to operate the workshop? How 
do we even know what each other’s values and 
interests are?”

When we describe the manners of the workshop 
as ‘dilemmas’ or ‘tensions’, we mean to signify 
that it is not immediately apparent which path the 
collective should take in response to manners 
that have developed over the years. It is first a 
recognition that there are multiple possibilities, 

and various ways of working that might be in 
contradiction. Or simply put, they are tensions 
because the collective, as a collective, has not 
made its position clear. For instance, one begin-
ning observation is that typically rules, regula-
tions, and people practising them is what creates 
continuity – meanwhile the DHZ does not have 
such regulations, but it has nonetheless operated 
with some form of continuity for over 15 years 
with different people. This is at least interesting, 
but it also points to a potential tension: should it 
continue as it does, because that is interesting, 
or should this be addressed? Is it working? Or is 
it precariously on the edge of rot and combustion 
for 15 years? The current manner could be stud-
ied even, or looked at in ways that gives value 
to its operation. Perhaps it is an example of how 
regulation works otherwise; as an informal 
passing down of knowledge and values by 
performing them directly. In this manner 
the interests and ways of being in the 
space, the ways of engaging with visitors, 
of transferring and opening knowledge and 
skills, is not dictated, but it is shown directly, 
by doing. And the person that 
is new to the space sees 
that, experiences it, 
and makes their own 
decision about how to 
take that in, how to 
respond, and how 
to either follow or 
deviate. That could 
be studied to see 
if it is working in the 
way we hope for it to, or if the new 
person needs to be integrated by a ‘code of  

conduct’ or another such document in order to 
see the values being transferred in the act of do-
ing. This ‘dilemma’ is amplified by the magnitude 
of fluctuation and diversity within the collective 
and it would be tricky yet interesting to pin down 
a set of values that are being performed in the 
space, and to keep track of what volunteers and 
visitors have communicated to one another as 
values and expectations (a compiling work that 
would be done in spare time, might we add.) 
Altogether it suggests a balance exists between 
varied interests and something in the space that 
must be binding us together.

One example we discovered in our reflections is 
that one person might join the workshop because 
they have a lot of interest in repair and because 

it fights against consumerist disposable 
economy. While another person joins 
because they believe local communities 
should emancipate the land for common 

use to fight against real 
estate specu-
lation, and 

they 
might 

even think 
that the issue of repair/

anti-waste is not important at 
all! These two people would then 

describe the space entirely differ-
ently. And we could make a long list 

of intersecting and dissecting interests and views 
of what the space does (as with many spaces). 
But this difference shows up in how those two 
people approach new visitors to the space. The 
second person saw the primary role of the space 
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as making themselves welcoming and accessible 
to the neighbourhood, and made it a personal 
task to go out of their way anytime a neighbour 
came to visit for the first time, especially if they 
were of a migrant background. Whereas the first  
volunteer may not register this priority and is 
instead focused on making networks with other 
repair cafes to build an urban circularity econo-
my. Then a question arises: what role does the 
space play in the neighbourhood? How involved 
does it become with the lives of inhabitants, or in  
mediating fights between kids? Does it exist as a 
resource for the city that has to be somewhere, 
or is it an active force in forging relationships 
across social differences and against  
gentrification in the neighbourhood it is in? 
And so on.. These tensions become revealed 

when we see how the space is practised 
differently depending on the perceived aims 
of the persons involved. And it could have 

consequences in presenting different objectives 
at the same time, potentially to the detriment of 
the other. If one person sees interaction as a 
priority, is that person ok if other people are not 
explicitly making their body language accessible? 
Is this co-existing difference the beauty of an 
autonomous space? And yet, similarly to the 
terminology of ‘autonomy’, we might think we 
are all talking about the same thing, while we 
actually all mean something entirely different 
from one another without realising it, until we 
really commit to mapping out our differences. 
And even then we can still stay in the difficulty 
that such spaces are unique in all of the aspects 
that are perceived. The Doe-Het-Zelf is one of 
very few repair cafes, or collectives focused on 
bikes, or financially autonomous plots of land,so 

the competing definitions and their subsequent 
practices hold validity. 

Interestingly, we have made shared and agreed 
upon descriptions. And it’s not that hard to come 
to a consensus about what’s important, especial-
ly when it’s a common thread that clearly pulls us 
all to the space. And in our case it was having a 
safe place to learn. Somehow it became evident 
very easily that this is foundational to the space.

Otherwise, this example is just one ‘dilemma’ 
out of a long list of potential tensions that range 
from values, to how the space is practised on an 
everyday level, to how the space is organised as 
a structure. We used the workshop at Roodkapje 
as a call to begin this project of discussing and 
mapping all of these potential tensions which 
deserve our awareness and deliberation. Our 
heads are heavy with accumulated experience 
and observation and we very much hope to  
continue this task of externalising our potential 
into forms we all can enter and point at for refer-
ence. Perhaps this surprises us with what new 
forms of involvement it encourages, from people 
with new perspectives, or that engage through 
more clarified modes of organising. We are 
curious to see what practices and approaches it 
leads us towards, and we are especially excited 
about what kind of social infrastructures it can 
stabilise over the long term.

by Marloes de Vries

Create a PAKT together  
The Hamburger Community creates a new 
PAKT with Roodkapje’s community each year, 
it outlines five basic principles on which the 
collaboration is built. 

Soft Landing  
Start each residency period with a playful 
introduction day where Roodkapje’s community 
and residents get to know each other through 
playing and doing. 

Recognise and facilitate  
different forms of collectivity  
Collaborate where there is need, artistically, 
supportively, or collaboratively. 

Freedom of movement and movement  
responsibility  
Give makers freedom of movement, especial-
ly within the Hamburger Community and 
let them design the (internal) program 
and manage the budgets themselves, 
this also develops movement 
responsibility and 
promotes 
mutual 
trust. 

Soup 
Sessions 
and 
Citizen 
Councils 
Roodkapje’s 

community is our wealth and we must 
put conversation at the center of it all. To 
listen to different perspectives on a substan-
tive and artistic level, we facilitate moments 
where we exchange ideas with each other. We 
do this in a safe space, an environment where 
there is room for different voices. 

Create a program  
that requires collaboration  
Create the need to talk and meet because the 
program demands it of us. 

Create Collective Time  
Build in time for process, organise a monthly 
tangle day, give employees hours to spend as a 
collective outside of daily activities. Ensure we 
check in with each other regularly. 

Embrace the unexpected  
When you open up processes to 
different creators and audiences you 
relinquish direction. That way, the 
entire program becomes a tryout. 
We embrace that things may turn 
out differently than anticipated 

or expected, and accept our 
mistakes. 

Roodkapje Recommendations Create a PAKT together          recipe
recipe		

28 29



Reading Room Rotterdam Library as commons/connector 	
recipe
recipe	
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3. So autonomy...

CertaintiesCertainties

Where?Where? How?How? With whom?With whom? When?When?

UncertaintiesUncertainties

obstacles obstacles obstacles          obstacles

obstacles obstacles obstacles          obstacles

obstacles obstacles obstacles          obstacles

obstacles obstacles obstacles          obstacles

obstacles obstacle s obstacles         
     

  obstacle

obstacles obstacle s obstacles         
     

  obstacle

obstacles obstacles obstacles          
    o

bstacles

obstacles obstacles obstacles          
    o

bstacles

politi
cal & social
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3. So autonomy...

CertaintiesCertainties

Where?Where? How?How? With whom?With whom? When?When?

UncertaintiesUncertainties
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Enter autonomous 
practices into circle 2 
in the following  
segments: politics/
social, corporal/
biopolitics, individual /
lifechoice, technolog-
ical, economical, and 
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A recipe for a 
generative forum of 

‘minor gestures’ and 
‘micro politics’

Note: Before we jump into our recipe for a 
generative forum of minor gestures and micro 
politics, we’d like to give a shout-out to Non 
Native Native*, who generously invited us to an 
occasion that opened up a conversation around 
the conditions of self-organisation. Some of 
the ingredients below are the outcomes of the 
aforementioned collaborative effort. 

*NON NATIVE NATIVE (NNN) is a cultural 
platform which looks into the Asian creative 
landscape in The Netherlands through the lens 

of the outsiders from within. The platform 
serves as an alternative point of exchange 
for critical creative practitioners between 

the Asian and Dutch cultural landscape with 
the focus on contemporary visual culture. The 
initiative was formed in late 2018, and through a 
series of research and public activities, we aim 
to combine the contemporary work of Asian crea-
tives with the local diaspora narratives, bringing 
to the surface a nuanced representation of Asian 
visibility in popular culture. We aim to 
construct an alternative speculation – or 
rather – impression on the world’s 
future, through critical reflection of 
Asian actors who are part of the 
global cultural landscape.

Non Native Native is co-founded 
by designers and curators: Belle 

Phromchanya, Darunee Terdtoontaveedej,  
and Honey Kraiwee, and operates in  
collaboration with diverse professionals to 
celebrate the art of reclaiming the unclaimed

Existing condiments already in your cupboard 

Friendship / Shared responsibility and urgency 
/ Emotional support (and damage) / Learning / 
Growth / A sense of belonging / An available ear 
to listen to each other / Shared skill sets 

[Tasty stuff taking turns throwing themselves into 
the boiling broth] 

*Below are listed elements of a heated-up cook-
ing plate under a yuanyang pot* *The following 
rankings are not in particular order* 

   FAKE IT UNTIL YOU MAKE IT!   Budgeting    
   Unpaid/underpaid labor   Invoices “Working” 
on friendship   Friendship while working (since 
“working” doesn’t necessarily pay)   Admin     
   Emails Emails Emails    WhatsApp WhatsApp 
Whatsapp    Instagram Instagram Instagram 
GOOGLE DOCS GOOGLE DOCS GOOGLE 

DOCS    Scheduling shared calen-
dar Revising a proposal    What 
are we going to do with us the 
introverts?!!!!!!    

   Playing along while  
bitterly resisting 
underlying tokenisation 

S
O

U
PS

POON Collective Game Manual	 reciperecipe
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perceived as beautiful, sublime, or otherwise, 
without viewing it from a utilitarian perspective; 
first defined by Kant as “disinterested pleasure”), 
art for its own sake (as opposed to politically or 
socially engaged art), ‘free’ art versus ‘applied’ 
art (or fine art versus design), freedom of art and 
expression in general (versus censorship), art as 
free individualistic expression (versus conven-
tionality caused by conformity pressures),¹ also 
as open-ended experimentation in a systems 
theory view. It could be argued that ‘autonomy’ 
in Western art thus stands for a 
politics ex negativo.² 

This is 
at odds 
with the 
meaning 

of ‘autonomy’ in politics, where 
it stands for active struggles for 
self-determination: of populations, 
as in decolonial and separatist 
activism; in struggles for state-
hood for stateless populations 
such as Kurds, Palestinians, and 
Taiwanese; or in struggles for 
self-determination over specific 

areas of life, as in squatter housing activism and 
feminist struggles for abortion rights. Art that 
would actively promote and participate in such 
struggles would traditionally be considered non- 
or even anti-autonomous, unless one considers 
the romanticist concept of autonomy in art as 
part of an emancipation struggle of artists.³

¹ For all these definitions, see also 

Verso Books, 2018, pp. 64-67).

(Osborne, Peter. The Postconceptual  

Condition: Critical Essays. 

usually considered art and not just 
run-of-the-mill social work, or a food art 
project is different from ordinary catering 
if it has at least some of the previously listed 
types of autonomy, such as being non-utilitar-
ian, based on free expression, and done as an 
open-ended experiment, or, realistically, just by 

research group, an activist initiative, or any other 
self-organising project, collective, or community.

The fact that the workshop participants had no 
difficulty agreeing on such a broad mapping and 
concept of autonomy suggests that something 
has shifted in how autonomy is understood and 
lived in today’s art practices. While in recent 
years, the work of non-Western multidisciplinary 
artist collectives (organised in networks such as 
Arts Collaboratory and prominently involved in 
events such as the Jakarta Biennale 2015 and 
documenta fifteen 2022) has received more 
public attention, it seems that autonomy and 
self-organisation are understood and practiced 
in quite similar ways among younger generations 
of Western art practitioners. 

On a broader scale, this means that the notions 
of autonomy and self-organisation that have long 
existed in various subcultures and in political 
activism have trickled down to – at least some 
– artist communities and replaced traditional 
Western concepts of autonomy in relation to 
the arts. At the same time, they have become 
politically problematic: as neoliberal recipes for 
compensating for cuts in public welfare, shifting 
responsibility to the private initiative of citizens; 
as libertarian ideologies of cryptocurrencies 
and seasteading (= zero-tax settlements in 
high sea areas outside national jurisdictions); 
or as extreme-right “sovereign citizens” 
communities.

What we broke with

autonomy is collectivised

What happens when by Florian Cramer

But what are the traditional concepts of autono
my?
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he fact that an object or piece of nature can be What next? 
What remains outside 
the picture of nega-
tive-political autonomy 
in the arts is a core question 
of political struggles for autonomy: 
autonomy for whom, and from what? 
Especially when this ‘who’ is not the 
artist(s) themselves, but a larger group 
of people. How does art change when 
it creates autonomy for others, not just 
for itself? Why is ‘art’ still needed as a 
specific concept and practice?

Ironically, ‘autonomy’ – in its traditional Western, 
romanticist-modernist, negative-political meaning 
– is still the criterion that secures the status of 
Western art and prevents its disappearance 
into other forms of social and economic work 
(including that of the creative industries or, 
in the case of much social art and design, 
social work, the hospitality industry, etc.). Or, 
to put it differently and in a more contemporary 
language, ‘art’ today is a privileged position 
that gives a higher value to activities carried out 
under its name than to those labeled otherwise, 
even if they are (superficially or not) identical. 
‘Autonomy’ is the distinguishing feature of this 
privilege.
To illustrate this with an example, a social art project is 

essayessay
Mapping autonomy  
& self-organisation 
 
In November 2023, the Argentinean duo 
Iconoclasistas, consisting of the social scientist 
Julia Risler and the graphic artist Pablo Ares, 
led a group of about forty teachers and students 
of the Willem de Kooning Academy Rotterdam 
as well as visitors of Roodkapje to produce, 
over the course of an entire working day, a 
communal ‘counter-mapping’ of autonomous and 
self-organised practices. Based on the combined 

experiences of the participants – which 
included various forms of work in self-organ-
ised collectives – the resulting map identifies 

types of autonomy (‘biopolitical’, ‘technological’, 
‘political and social’, ‘individual and life choice’, 
‘economic’), certainties and uncertainties, 
obstacles (such as ‘precarity,’ ‘pressure to make 
money,’ ‘inclusivity versus security,’ ‘freerider 
problem,’ ‘personal conflicts,’who does the 
dishes’), and questions (autonomy ‘where,’  
‘for whom,’ ‘with whom,’ ‘why,’ and ‘when’).

The map ended up as a condensed, yet still 
experimental and open-ended body of knowl-
edge of today’s self-organisers, consisting of 
questions and issues that future self-organisers 
are also likely to face. Its questions and issues 
are as applicable to an artist or designer collec-
tive as they are to a neighborhood committee, a 

Zur Genese und Kritik einer bürgerlichen K
ategorie, edited by 

Bredekamp, Horst. “Autonomie und A
skese.” A

utonom
ie der K

unst:  
constraints has been emphatically em

phasised” – m
y translation of 

an invocation than a fact – especially where its freedom
 from

 heteronom
ous 

³ “What is supposed to be the ‘autonomy’ of art, its purposeless self-legislation, has 

therefore only existed seemingly; the ‘autonom
y’ of art has alw

ays been m
ore of 

Michael Müller, Suhrkamp Verlag, 1972, p. 92.
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1.	 Last 
year I 
trav-
elled 
almost 

every 
week from 

Brussels 
to Rotterdam 

to learn about an 
organisation that wished 

 to become a collective. They asked 
me to guide them in this process, and  
provide them with advice and support 
where problems arose. The organisation 
has existed for almost twenty years, and 
originated in Rotterdam’s underground 
scene, from a barbershop that had ambi-
tions of becoming  a concert venue. The 
original nature of the organisation was 
that of a group of people who wanted to 
organise a different kind of togetherness, 
and saw hairdressing and listening to live 
music as a business model that did not yet 
exist. Later, in addition to musicians, visual 
artists became involved through one-year 
residencies, and a small restaurant was 
established to function as an additional 
source of income. It became a success, 
leaving the collective spirit to become 
somewhat lost over the years due to growth, 
professionalisation and institutionalisation 
of the space, which happens with so many 
small initiatives. So I was puzzled by the 
question posed: can we reverse this  

39

It manifests itself mostly in the  
(low-budget) public art funding of the  
space and the program. One day, this  
remaining privilege may disappear completely, 
thanks to the simultaneous effects of the  
democratisation of art practice and the political 
questioning of the (ontological) status of art, by 
artists themselves, but also by populist govern-
ments. In the larger, non-Western parts of the 
world, the arts are not a privileged practice or 
space to begin with.

To date, non-white cube, self-organised, col-
lective, multidisciplinary practice – which often 
takes place as community events and can take 
forms as diverse as cooking and self-organised 

libraries – has mostly been seen as a devel-
opment within the arts, raising questions 
about how art should be understood, taught, 

and presented in the future. But perhaps 
the larger question (and one that was already 
virulent in the self-organised artist movements 
of the 20th century, including Dada, Russian 
productivism, Fluxus, and the Situationist 
International) is whether ‘art’ as a category and 
system should be sustained at all.

taking place in an art scene. All this applies to Roodkapje’s com
m

unity w
orkshop program

 docum
ented in this book. B

ut that’s privilege on a shoestring.  

movement, and recover something of our commonality? 
Can we learn to work as a collective? What would 

it take to do that? It sounds utopian, and the 
fact that the organisation is called Roodkapje 
(“Little Red Riding Hood”) underscores the 
somewhat fairy-tale nature of their request.

2.	 Nevertheless, my imagination was sparked, 
and during my first meetings at Roodkapje, I 
became struck by how informal and decisive 
the organisation was (and remains). The 
mentality of the staff is reminiscent of that of 
a catering team tasked with running a restau-
rant. Everyone has both feet on the ground 
and is direct and well attuned to each other. 
There is quick action, half a word is often 
enough. Soon I noticed that the hurriedness 
of the conversations is also reflected in 
the hurriedness of the daily business. 
Roodkapje is a place of improvisation, 
where all sorts of things are happening in 
the same space on the same day, yet each 
time with different people involved. The 
scenography of the space is constantly being 
built up and broken down. Every few hours 
it’s time for the next “change of scene,” where 
the set, props, and extras change completely.

3.	 Along the way, I have several formal and 
informal conversations with artists who have 
been involved, as well as with personnel 
and the director, the self-proclaimed ‘wolf’ in 
the Little Red Riding Hood story. I moderate 
those moments, using tools (especially to 
induce a slowdown, such as writing instead 
of speaking, drawing together, introducing 
certain conversation structures) to pull 

How to cook up
 C

ol
le

ct
iv

it
y

by Katinka de 
Jo

ng
e

A possible recipe (translated by Florian C
ram

er)

essayessay
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they mention moments of 
thinking and acting together and 
coming up with unique ideas: the group 
is more than the sum of its individual 
members; a collective voice emerges.  
It reminds of Helio Oiticica’s idea of         
"creleisure". Creleisure is brought up by him 

staff, in turn, find themselves with the hot 
breath of funding bodies down their necks, 
thinking: we promised to explore collectivity, 
but also to achieve a certain audience 
reach, and now we must deliver. In taking 
a closer look at these frustrations, I notice 
that both parties are actually caught in the 
same rushed logic of constantly producing, 
leaving no time to actually allow some form 
of collectivity.

5.	 In my research on artist-run organisations 
and other collaborations, I found that some 
groups call themselves a collective, but 
don’t actually function as such. For example, 
they are more of a support structure that 
facilitates individual art practices or a shared 
workspace. Conversely, art organisations 
that do not call themselves a collective at 
all, can have moments of great openness 
and collaboration that are very close to 
the collective grasp of that organisation. I 
am beginning to realise that the notion of 
collectivity in my research is not necessarily 
consistent with how it is used by different 
groups, and that within my own framework 
it is more workable as a practice than as a 
fixed identity. Collectivity is something we 
do, not necessarily something we are. And 
as a consequence: we are a collective 
when we act as a collective. The question 
then becomes rather process-oriented: 
can we practise collectivity, and, if so, 
what do we need to do so?  
 
This way of dealing 
with collectivity strongly leans toward wha

t p
er

fo
rm

an
ce

 th
eo

ry
 d

es
cr

ib
es

 a
s 

em
bo

di
m

en
t.¹

 B
y 

pr
ac

tis
in

g 
co

lle
ct

iv
ity

, w
e 

ge
t a

 se
ns

e o
f th

e meaning of a concept, and it moves from theoretical was paid, which often blurred the lines 
between having fun and working. A parallel 
is drawn with collectives: in those collectives, 
there is also communal unpaid time, which 
is actually necessary for the collective to 
function. But this should not be confused 
with how companies use ‘play time’ to make 
their employees perform better. It should 
literally be free time, time not used to recover 
from work or to do other (unpaid) work 
such as maintenance tasks. There is also a 
comment about fair pay, fair practice, isn’t 
that something that gets in the way of this 
‘hanging-out time’? How can we consider 
fair pay while ensuring that a group also 
checks in with each other outside of this paid 
time? “The real plans are often made when 
everyone goes to a bar”, says one person, 
or “at the coffee machine, during break 
time”, says another. 
 
Collective time, on the contrary, is charac-
terised by a degree of unpredictability, being 
in the moment, not having a preconceived 
plan or deliberately deviating from the plan. 
Whereas institutional time is created within 
the institutional framework, collective time is 
where this framework is called into question 
and reflected upon together. When you ask 
existing collectives when they feel most like a collective, 

people somewhat out of their habitual roles; 
trying to fiddle a bit with the structure of 
the organisation in order to create space to 
question taken-for-granted assumptions. 
Together with Simon Kentgens, we also  
began to organise a public program (So 
Happy Together) in which external collec-
tives are brought in to share their knowledge, 
and create encounters between the organi-
sation and the public.

4.	 It proves difficult to truly change anything. 
It is chaotic to coordinate talks, the staff 
and resident artists do not have enough 
time to actually turn into actions the things 
they say during their talks. It also proves 
difficult to involve the personnel in the 

public program. The external collectives 
we invite only share their work with an 
external audience, disconnected from 

the organisation’s staff. At the same time, 
internal tensions arise between the resident 
artists and Roodkapje staff members. The 
former experience their residencies as far 
too heavily scheduled, with too little time off 
in which to produce their individual work. It is 
suggested from the residents to allow more 
unstructured time in their residency track.  
 
But the question remains if that is what 
is needed within Roodkapje, and I’m 
reminded of Jo Freeman’s text The Tyranny 
of Structurelessness, in which she writes 
about groups where there is supposedly no 
structure, but where there does appear to 
be an implicit structure, just not named (we’ll 
come back to this later). The Roodkapje 

discourse into our bodies, as it were.  

It becomes part of our  
actions, part of our daily 
routine. Theories around 
embodiment problematise the 
distinction between body and 
thinking: our thoughts and 
language shape how we feel, 
and our culture determines 
how we express it, so there is 

a constant interchange between abstract 
concepts and bodily experiences. Further 
along this line of thought, the question then 
becomes: how can we embody collectivity? 
How can we act collectively, feel as a 
collective, experience a collective moment? 
What are the requirements for this?

6.	 What Time? 
Back to Roodkapje.  
During one of the conversations with the 
organisation, the question comes up: what 
does collective time mean in contrast to 
Roodkapje’s institutional time? Institutional 
time is monetised time, someone says. It is 
productivity, there are people on 
the payroll, and work is done in the context 
of deadlines and projects. Haste is normal. 
Doing things more slowly is seen as lazi-
ness. In its early days, nobody at Roodkapje 
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layout of the space played an important role 
as each invited collective was asked how 
they wanted to design the space. In the 
preparations of the space these collectives 
got to know each other. Because of the 
concrete request to do something together, 
we deliberately chose not to spend too much 
time talking about what we would do. Several 
things turned out to be important for creating 
a collective space, for example: introducing 
furniture that could also become something 
else: wooden blocks that can function 
as benches, but stacked on top of each 
other turn into a table, and upright serve as 
standing tables. Carpets to sit, stand, and 
lie on, with the visitors deciding how to use 
and relate to these objects. Nothing should 
be too determinant of the arrangement of 
bodies in the space, so a conference table 
with chairs around it was out 
of the question.³ 
 
The Nautonomat Operation 
Manual by Raqs Media Collective is a 
text that keeps returning as an opening 
to think about a group’s use of space, 
and what hosting means. In this text, the 
collective describes what is needed in a 
space to facilitate a collective conversa-
tion: 
 
“A nautonomat is a craft of autonomy. It is a 
vehicle, a scenario, a loose, changing, evolv-
ing protocol of doing things together and 
sharing time, ideas and testing a few visions 
whenever necessary. (...) The nautonomat 

it. How do we get rid of that table?

trademark of the institutional space, preferably 

with a whiteboard or projection screen next to 

³ While that table with chairs around it seem
s to be the tacit of celebrities, stuffed animals, 

matryoshkas or other dolls. 
 
In relation to the space for collectivity, 
the Nautonomat is primarily a space to 
encourage a shared imagination, also called 
by them “the rediscovery of conversation 

“from person to person, a corpora; impro-
vised dialogue which can spread out into 
a whole chain creating a kind of biological 
ensemble or what I would call a crepractice. 
(...) establish a really growing communi-
cation on an open level. (...) No corrupted, 
interested ‘profit’ should be expected—the 
remarks of ‘it’s nothing’ or ‘what’s the point,’ 
etc., will pour out; (...)  
 
It is, in other words, a proposal for a differ-
ent behaviour, of a different way of being 
together. A different way of spending time, 
not production, not consumption, but time to 
be creative, to be in the moment, away from 
a project logic 
 
An important note to make here is that this 
form of spending time can only occur if basic 
needs are met, and everyone is sufficiently 
rested, fed, cared for, and feeling safe, 
which is not self-evident. This has to do with 
an increased (attention to) precarity, both of 
the participants in this time occupation and 
of the organisation as a whole. Stress is a 
creeping indicator of precarity. We become 
accustomed to uncertainty and constant 
alertness, which seems to greatly hamper 
the idea of creleisure. How can we organise 
ourselves in such a way that we can (at 
least temporarily) overcome this?

7.	 What Space? 
If we can think about (the prerequi-
sites of) collective time, we can 
also look at collective 
space. Which spaces lend themselve
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g back to the public moments of So Happy Together, the piloted by nau-
tonomonauts is 
itinerant and can 
‘pop up’ in different spaces,4 
and occupy different lengths of time 
in concordance with the increasingly 
mobile working lives of people in the 
arts, and their friends. (…)” 
 
They also clearly state what the 
Nautonomat should not be: 
 
“[...] the spatial echoes of a boardroom, 
a hotel or airport lounge, an office, a class-
room or a doctor’s waiting room. These are 
spaces that kill thought before it can even 
germinate. Remember, also, that the nau-
tonomat is neither a studio nor a gallery. 
If anything, it is more like an orbiting 
clubhouse or a common room, a space 
for conversation, repose, experiment, 
disagreement, observation, reflection, play, 
sleep and joy.” 
 
Again, this text praises objects that do not 
yet have a specific form, such as tools 
(paper, pens, string, clay) and natural objects 
(wood, stones, wool [“things to hold, weigh 
and consider”]), and it discourages working 

way to engage with that space?

a temporary nature within this, but again you w
onder if that is the right 

firm value to relate to as a group. Of course, the N
autonom

at can still be of 
4 Although I do not entirely agree with the focus on the “pop up,” especially since 

I often learn from collectives how important it is to have a settled space, as a 

with recognisable figures or icons, such as im
ages 

instead depend on the participant's em
bodim

ents, because they 

objects (...) [They] do not get their full sense on their ow
n but 

form of embodiment: “Besides the fact that C
lark created fascinating 

always relational to the viewer (participants). S
he also attributes this to a 

² Lygia Clark is interesting to explore further because in her art practice she focuses 

on the sensory experience rather than the understanding that the object is 

non-verbal experience.”

intend to access a bodily mem
ory through pre-verbal and 

and Lygia Clark² 
in 1969 within 
an unpublished 
text: The Senses 
Pointing Towards  
A New Transformation, as an 
attempt to bring art and everyday 
life closer together: “Creleisure is the 
non-repressive leisure, opposed to 
diverted oppressive leisure thinking: 
a new unconditioned way to battle 
oppressive systematic ways of life. 
Its practice, open-practice, is a way 
of taking hold of a process, a sympathetic 
creative process, where sense-apprehen-
sion is body-apprehension which generates 
behaviour-action, in a total organic process.” 

 
What I find so compelling about this term 
is that it is about a way of spending time 

that is not productive, but also differs from 
leisure time as it is framed in the Western 
world. It is (as Oiticica also explains later in 
his text) an intrinsically revolutionary term, 
a new way of spending time that is certainly 
creative but also problematises the art object 
as an expression of this creativity. 
 
In this, the work of art is something along the 
lines of: 
 
“an internal-growing proposing experience: 
proposing to propose. 
 
And in doing so, spending creleisure-time is 
something along the lines of 
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The more implicit the structure is in a group, 
the greater the risk of hidden power, called 
“elite formation” by Freeman. And this 
dynamic also makes collectivity inherently 
political; it is about power, decision-making, 
responsibility, and agency.

9.	 These ingredients are, of course, neither 
complete nor unambiguous. As with any 
recipe, there is room for improvisation and 
adjusting the portions to one’s own taste. It is 
up to the group itself to decide how collectivi-
ty is ultimately cooked. My only advice would 
be not to let the pot simmer on the stove for 
too long.

ingredient is related to the productivity men-
tioned before. Perhaps Roodkapje has too 
many balls rolling around, and it is necessary 
to focus a little less on the common projects, 
but more on the common structure?  
The rules with which the game is played? 
 
That brings us to the last crucial ingredient, 
which seems to connect all the conditions 
mentioned so far. Just as a new time must 
be invented, and the objects in space need 
to be both one thing and another, in order 
to allow for collectivity, there must be some 
form of transgression. Literally the possibility 
of questioning, transgressing, and redefining 
prior (named or unnamed) boundaries. This 
also relates to another concept floating 
around Roodkapje: porosity. Projects, 
moments, and interpersonal relationships 
are porous in a collective moment, in the 
sense that there is room for others to enter 
and change form through them; that there is 
room for growth, depth, and influence. 
 
In the context of collectivity, transgression 
and porosity are connected with each other, 
because transgression is about the right 
to decide on one’s own preconditions, in 
other words, to co-decide on the rules of 
the game, porosity is needed to allow this 
transgression. If everything is rigidly de-
fined, there is no room for transgression, 
and collectivity will disappear as well. 
 
But this is also where the 
aforementioned Tyranny 
of Structurelessness resurfaces. A str
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and collective learning as an art form”. 
Objects with an overly defined form obstruct 
this imagination.

8.	 Connecting The Dots 
Beyond the two artists-texts that unfolded 
their thoughts on the necessary conditions 
for shared time and space, I noticed during 
this year at Roodkapje that two other 
ingredients are needed to make collectivity 
possible. The first ingredient is a common 
goal, or a common project on which to work. 
Although that project can also be intrinsic 
purposelessness, or the goal as endurance: 
simply staying in existence. Moreover, 
collectives often arise out of a shared need: 
not having the right papers and assisting 

each other in that, not having access to 
good workspaces and opening a shared 
workspace, a common social purpose, 

etc. 
 
Someone from one of the collectives I work 
with compared it to a ball. You need a ball as 
a group, that’s the game – kicking that ball, 
getting it somewhere. If you take that ball out 
of the game, things quickly become personal 
and the group loses focus, and eventually 
falls apart. A ball is something that is shared: 
this can be an art form, an artistic practice, 
but also a common enemy or a common 
love. Who or what is Roodkapje’s ball? Is it 
their common projects? Is it the work being 
produced? Or is Roodkapje’s ball rather to 
keep playing? To keep going? How can we 
get the ball to be more at the centre of our 
attention? You’ll notice that this particular 

44 45



346



C
on

tr
ib

ut
io

ns
 b

y
O

ne
 F

ie
ld

 F
al

lo
w

, K
ra

ak
Sp

re
ek

U
ur

,  
Si

m
on

 K
en

tg
en

s 
so

 h
a

p
p

y
 t

o
g
et

he
r

ci
ti

ze
ns

hi
p



R
oo

dk
ap

je
 e

m
er

ge
d 

in
 th

e 
ea

rly
 2

00
0s

 fr
om

 a
 S

Q
U

AT
TI

N
G

 p
as

t. 
In

 n
am

in
g 

th
e 

d i
ffe

re
nt

 p
ar

ts 
of 

the organisation, they wanted to link the artistic operation w
ith the B

U
R

G
ER

 restaurant that contributes financially to that artistic 

op
er

at
io

n.
 T

he
 re

st
au

ra
nt

 w
as

 c
al

le
d 

‘B
U

R
G

ER
TR

U
T’

, a
nd

 ‘H
am

bu
rg

er
 C

om
m

un
ity

’ b
ec

am
e t

he
 name for the one-year residency program

m
e. R

oodkapje's philosophy plays w
ith the double m

eaning of B
U

R
G

ER
, w

hich in
 D

ut
ch

 m
ea

ns
 b

ot
h 

H
A

M
B

U
R

G
ER

 a
nd

 c
iv

ili
an

. W
ha

t d
oe

s 
it 

m
ea

n 
to

 b
e 

an
 a

ct
iv

e 
ci

tiz
en

? I
n what way do POLITICAL dim

ensions becom
e part of this? A

nd perhaps m
ost im

portant of all: as an organisation, 

ho
w

 d
o 

yo
u 

al
so

 d
o/

 w
ha

t y
ou

 s
ay

 y
ou

 a
re

 g
oi

ng
 to

 d
o?

B
U

R
G

ER
 - H

A
M

B
U

R
G

E
R

 - BURGERTRUT 
- S

Q
U

AT
TI

N
G

 - 
P

O
LI

TI
C

S

347

One Field Fallow 
Manifesto 

KraakSpreekUur /  
Squatting Info Hour
How to squat in brief 

Simon Kentgens 
Imagine me and you, I do

citizenship



5 6

one field fallow is a new socio-cultural 
project  in Brussels located in a disused 

night shop. its worker ants divide themselves 
into three groups: 

permaculture  
a neighbourhood laboratory for young and old 
folks from surrounding anthills  
 
compost 
 a place for collective social-artistic research that 
celebrates collaborative creation. think: work-
shops, film screenings, book clubs, poetry nights, 
crafty afternoons.  
 
beehive  
a shared space for collectives with wonderful 
ideas but no place to bring them into blossom 

these working groups flow side by side. how-
ever, the type of involvement of a given worker 
ant within a working group rotates...  
 
sowing  
preparing the upcoming season of the working 
group and taking care of administrative work. this 
includes finances, and applying for subsidies  
 
harvesting  
bringing the plans of the working group into 
reality and maintaining the space 

fallowing  
resting and making space for new ideas within  
themselves and within the working group. 

each month, the worker ants of OFF gather for 
a transfer meeting. during these meetings, the 
ants share what they’ve been doing in their field 
over the past month and what still needs to be 
done. each ant expresses their preference for 
which field they would like to work in next month.  
an ant can stay in the same field for a maximum 
of three months. although if the working groups 
request longer-term engagement, ants can still 
rotate within them.

…to integrate...

...rest

...rewilding and new 
energy in its work

...OFF follows the logic 
of agricultural cycles. 

HARVESTING  
 
ROTATING  
  
MONTHS
Compost  
Permaculture 
Beehive  
Fields 

SOWING  
Compost 
Permaculture 
Beehive

 
 
FALLOWING  
Compost 
Permaculture 
Working groups 
Long term engagement 
Beehive
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Where empty buildings coexist with 
housing shortages, squatting is a good 

solution. In short, the right to housing trumps 
the right to leave buildings uninhabited. It takes 
some effort and determination, but in return you 
get to take matters into your own hands. You 
might even save some money and time, or meet 
the right people to collaborate with on the things 
you actually care about.

By inhabiting a building and taking photographic 
evidence of your domestic activities, you can 
prove that you live there (‘house peace’). Take 
recognisable photos of the open front door with 
the house number as well as views from inside, 
particularly of recognisable points (buildings 
across the street, trees, etc.) and photos of 

domestic activities in the location (cooking, 
cleaning, using the crapper, etc). Post the 
photos on a photo-sharing site that includes 

the upload date, such as Instagram. 
After around two days get into contact 
with the police and the owner 
to let them know of your 
‘house peace’. Bring printouts 
of your squatting letter, your 
photographic evidence, and the 
relevant Dutch Supreme Court 
ruling (staatscourant nr. 19500) 
to show in case they visit the 
location.

The Supreme Court ruling 
states that the police cannot 
evict you without a court order. 
In other words, without a judge 
ruling that the interests of the 

squatters do not outweigh the interests of the 
property owner.

Squatting was banned in 2010 but still functions 
as a gray area within the law. You are in the 
building illegally, but because you established 
house peace no one can enter the property with-
out your permission. So, in principle, the police 
can only enter with a special warrant, which is 
usually difficult to get. But be beware, the police 
do not always obey the law.

If the owner wants to evict you, they must file a 
civil lawsuit and prove their plans in court.

Step-by-Step Action Plan

•	 Read the complete squatting manual on 
https://network23.org/ksurotterdam/home/

•	 Find a suitable building based on the func-
tion you want to use it for, the likelihood 

of being able to stay there for a while, and/
or the activist goals you want to 
accomplish

•	 Find out who the owner is, how 
long it has been vacant, what their 

plans are, and what utilities are 
available

•	 Make sure the building is not 
in use by monitoring it for 
some time.

•	 Put together a group of 

people you want to open and/or share the 
property with

•	 Work out a division of labour during the 
squatting and afterwards.

•	 Gather inventory

•	 Discuss your plans with the KSU 
(KraakSpreekUur / Squatting Info Hour).

•	 Get inside

•	 Document domestic activities

•	 Close and lock the door, possibly block the 
windows, etc.

•	 Occupy!

•	 Maintain communication with police, owner, 
and neighbors according to your strategy

•	 LIVE THERE! And take care of each other
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In three participatory workshop sessions, we 
dissected the hamburger into three parts: the bun, 
the burger, and the toppings; in the fourth session, 
we reassembled them into a collective hamburger. 
The bun – the foundation of the burger, is the 
starting point for working on the conditions of 
collectivity. What does it take to work collectively? 
How can you be hospitable? The second public 
session focuses on the citizen ('burger' in Dutch 
language), the core of the hamburger. How do we 
relate to each other in the collective? How can we 
break down implicit power structures? And how 
can we share the responsibility? In the third work-
shop, toppings are the starting point. Toppings 
give character to the burger. Who do we want to 
work with? How can we build communities with 
more than just humans, such as plants, microbes, 
or the ocean? Burgertrut chef Paul Smullenberg 
worked with the collectives to create new dishes 
that embodied their specific practice, such as 
a table covered with a variety of toppings that 
simply wouldn't fit on the tiny taco it was served 
with, mirroring Questions Collective's Motivational 
Club XL workshop on collective positioning and 
decision-making. 

So what is the appeal of collectivity? The art world 
seems to have increasingly embraced the term in 
recent years. The current pinnacle is documenta 
fifteen, which took place in 2022 and was curated 
by the Indonesian collective ruangrupa, involving 
mostly other collectives, many of them from the 
so-called ‘global south’. Collectivity seems to offer 
a way out of the capitalist, hyper-individualistic 
society based on growth and productivity. As such 
it is often presented as the answer and solution to 

in Jo Freeman's essay The Tyranny 
of Structurelessness. The (that term 
again) non-Western collectives we worked 
with in So Happy Together showed us that for 
them, collectivity is often not a choice at all. It 
is a way of supporting each other and surviving 
because there is a lack of infrastructure, and 

collectives has its own dynamics; there is often 
no established hierarchy or decision-making 
structure. The functioning of collectives is closely 
related to the number of members, their general 
well-being, their physical, emotional, and mental 
states, and other circumstances. There is no 
blueprint for how collectives work, no one-size-
fits-all way of functioning. The collectives involved 
in So Happy Together were invited to share 
their practices in order to provide insights and 
to learn about how they work and live together. 
Some collectives consist of a (more or less) fixed 
group of members, like SOUPSPOON collective 
or Questions Collective, others have an open 
structure that people can join, like Singing Club 
Rotterdam. Jatiwangi Art Factory is made up 
of a large group of people who form smaller 
groups within it, and so it is actually a collective 
of collectives. De Onkruidenier explores how 
we can live collectively with microbes and other 
more-than-human creatures. And Reading Room 
Rotterdam encourages collective reading and 
learning with(in) its nomadic library that pops up 
in locations around the city.

So Happy Together explores different forms of 
collectivity through a series of open workshops. 
The collectives take the audience through 
participatory sessions and share their practices 
with each other, with cooking and eating 
together as a way to create community at 
the very center. Echoing Roodkapje's core 
practice as both art space and hamburger 
restaurant (Burgertrut), the hamburger 
proves to be a somewhat uncon-
ventional yet fruitful starting 

Imagine me and you, I do

by Simon Kentgens

point for exploring these collective practice
s. 
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ur public sessions we explored different aspects of collectivity. the individualistic culture on which Western  

society is built that is plunging us into an 
ecological and socio-cultural abyss. This can 
be observed in the arts, but also in other fields. 
Collective entrepreneurship is 'in' and partic-
ipatory projects are popping up everywhere. 
However, seeing collectivity as a ‘solution’ to 
individualism is a continuation of this capitalist 
system, because it is based on thinking in terms 
of opposites, just as terms like ‘non-white’ or 
‘non-western’ still focus on the white, dominant 
West (by turning away from it). Collectivity as 
an answer to the deadlocked capitalist system 
suggests a quick fix, a form of solutionism that 
assumes the world can be socially engineered. 
But collectivism is not an answer, it is a way of 
working, a way that raises its own difficulties and 
questions, a way of working that has been less 
apparent in an art world that generally prefers 
end results over the processes that can 
lead to them. Working collectively raises other 
questions that the art world is less familiar with 
than, say, community initiatives or activist groups. 
Working in a collective requires a lot of communi-
cation, meetings, agreements, but also adapting 
and not putting one's own preferences first. Within 
seemingly horizontal social structures, power 
relations inevitably arise around gender, race, 
background, privilege, etc. In the early 1970s, for 
example, this was described within radical feminist groups 

essayessay
In the autumn of 2023, every 
Thursday evening at 6 pm, a sit-in 
takes place in the middle of Rotterdam 
Central Station. Each week, a few 
hundred people sit down on the cold floor of the 
central hall to peacefully demonstrate against 
the oppression of the Palestinian people and 
the violence experienced since October 7, 2023. 
The sit-in is one of many that take place every 
Thursday in major train stations across the coun-
try, all at the exact same hour. They are sponta-
neously organised and bring together people from 
very different backgrounds. They are not centrally 

managed, there is no leader or spokesperson, 
and they are open for anyone to join.

At the same time, and just a stone's throw away, 
a few hundred meters from the same Rotterdam 
Central Station, So Happy Together is unfolding, 
a program about collectivity in Roodkapje. 
So Happy Together is the title of a year-long 
investigation into how collective practices can be 
fostered and strengthened within the Roodkapje 
community. It consists of a regular schedule of 
weekly Thursday meetings with residents and 
staff that include conversations, exercises, and 
informal gatherings, as well as a public program 
of three open evenings, culminating in a Sympa-
Symposium where invited collectives share their 
ways of working in participatory workshops.  

Collectives often do not measure up well in terms 
of efficiency and productivity. Cooperation within 
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referred to as ‘toxic collectivity’ in one 
of the workshops. While not ignoring these 
toxic consequences of collectivism, where 
the individual is silenced and oppressed, So 
Happy Together sought to explore a collectivity 
where diverse, different individualities can meet, 
respect each other, and find common ground.

Many of the collectives participating in So Happy 
Together work with agreements or alternative 
contracts to ensure that different perspectives 
are heard and understood, and to allow space 
for vulnerability. One Field Fallow works around 
their 'seven values', a list of points that convey 
core values within the collective, which they 
offer to all visitors of their space in Brussels 

and ask them to reflect on. SOUPSPOON 
Collective challenges a capitalist linear and 
instrumental understanding of time and 

transforms it into rules for playful collaboration. 
The Post Collective (TPC), a group of people 
without 'official' identity papers, work with the 
PAACT they created, the Paperless Art Alliance 
ContracT, an agreement they make with all the 
people and organisations they work with. This 
PAACT grew out of the fact that members of 
the TPC were being used as tokens within an 
institutional diversity agenda, or were being 
subjected to discrimination and racism, some-
thing the agreement does not prevent, but rather 
exposes. Members of the Jatiwangi art Factory 
(JaF) use agreements to work with members of 
diverse communities in the village of Jatiwangi 
in West Java, Indonesia. JaF works with local 
farmers, factory workers, school children, as well as 
politicians, the military, and environmental organisations. 

there is therefore no other option. This collective way of w
orking and living opens up possibilities, but it can also som

etim
es im

pose stifling peer pressure. Something The Post Collective 

JaF's Sambal Geprek (mixed sambal) is both a 
recipe for making chilli sauce and for JaF's way 
of working, in which finding common ground and 
mixing people and groups is an essential element. 

In the midst of the So Happy Together program, 
it became clear once again that our climates are 
changing rapidly on political, social, economic 
and ecological levels. How to self-organise and 
collectivise? The genocide in Gaza prompted 
Roodkapje to ask itself how to collectively 
position itself as an organisation. For example, 
with a public statement, or none at all, that would 
represent the entire organisation, not just those at 
the top of the payroll. Which raised the question: 
how much room is there for dissenting voices or 
vulnerability? Roodkapje is a small organisation 
whose size and culture is somewhere between a 
collective and an institution. What happens when 
collective art practices are being hosted by large 
institutions? Can existing institutional structures 
be truly hospitable to, and supportive of collective 
practices, or are entirely new types of institutions 
needed? How will collective practices develop 
in the near future, under the pressure of fascist 
geopolitics and planetary destruction? Will they 
become even more vulnerable, or will they be our 
mode of survival? And to what extent are collec-
tive practices dependent on institutional support? 
And will they be able to sustain themselves in 
even greater precarity once the funding ceases to 
exist? 
 

So Happy Together?  
And how is the weather?
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Sambal Geprek 
 

5-10 Fresh chillis (usually super red and 
spicy chilli, but can replace with any kind of 

chilli based on your spice tolerance level)

	☼ 3-5 cloves of garlic
	☼ pinch of salt
	☼ pinch of brown sugar
	☼ 3-5 tablespoons cooking oil
	☼ *Sambal friends serving suggestion:  

Fried chicken / tempeh  
tofu / egg / mushroom / etc.

	☼ Warm rice 

Smash all the ingredients together in pestle and 
mortar roughly, don’t be too smooth. Heat the 

oil then immediately pour it on the chilli until the 
chilli is processed. Sambel Geprek is done!

While it’s hot (warm), put the sambal friends 
like fried chicken; or you can replace with fried 
tempeh, tofu, egg, mushroom, or any vegetables 
to the mortar then smash them all. Serve with hot 
rice, and eat with a spoon. Enjoy… 

Kapsalon Geprek Brotherfood

Various sources state that Sambal Geprek orig-
inated from the initiative of a woman who sold 
Fried Chicken in the Yogyakarta area around 
2003. She smashed her Fried Chicken and 
added a Sambal (chili sauce) consisting of red 
chilli and garlic poured over it with hot oil. After 
that, Sambal Geprek gradually became more 
popular, and spread with all its developments and 
recipe experiments throughout Indonesia. Until 
early 2019, a multinational company famous for 
its “Indomie” product released the Ayam Geprek 
edition as one of its variants.

In Indonesia, we can see the cultural phe-
nomenon of the spread of this “Geprek” 
symptom (Geprek literally means smashed). 
Unconsciously, this is one of the many 
lower-class cultural movements that not only in-
fluence today’s popular culture; but even become 
a new culture based on community consensus. 
When I discussed this phenomenon with Simon 
Kentgens from Roodkapje in Rotterdam, he said 
that there was a similar phenomenon to Geprek 
in the Netherlands; known as the “Kapsalon” 
phenomenon.

Coincidentally, also in 2003, a hairdresser 
(Kapsalon) always ordered a variety of his 
favorite ingredients in one dish, consisting of 
layers of French fries, pieces of meat or shoar-
ma, lettuce, and covered with gouda cheese, 
and baked until melted, then sprinkled with garlic 
sauce and chilli sauce. Because this hairdresser 
always ordered the same dish, other customers 
were interested in trying it and ordered it at the 
snack bar until it went viral and spread through-
out the Netherlands 
 
More or less, this methodology is often used 
by Jatiwangi art Factory, mainstreaming culture 
through various anatomies of society in the 
tendencies of each of their works. As respect and 
homage to these initiators, we initiated the broth-
erfood movement “Food as a language of unity”. 
In collaboration with Roodkapje Rotterdam, we 
try to strengthen the paradiplomatic relationship 
between Indonesia and the Netherlands through 
collaboration of community recipes; between 
Sambal Geprek and Kapsalon as citizen diploma-
cy within cultural food initiatives.
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you are in, but you can also think of non-hu-
man collaborators like plants, microorgan-
isms, a landscape, or a material.  Why do 
you wish to establish this collective?   

2.	 Imagine what this collaboration looks 
like as foam. What kind of bubbles fit this 
collaboration? Big bubbles or small and are 
there many bubbles or only a few? Are the 
bubbles close or do they need space? How 
are these bubbles connected?  Draw this 
constellation.  

3.	 What are the conditions that enabled this 
foam to exist? When will the foam collapse? 
Can you write down some words in and 
around the bubbles that highlight these 
conditions as well as what makes this 
collaboration fruitful.  

4.	 What does this foam leave behind? If we see 
foam as a fertile ground for new life, bringing 
seeds, bacteria, ideas, or projects to land, 
what does your foam collective bring into the 
world? Draw or write what this foam 
leaves be- hind. 

5.	 Make a 
round 
and 
explore 
everyone’s 
foam 
collective.
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Explore new relationships between  
humans and non humans, plant and 

product, body and landscape. 

FOAM 

	☼ Foam is delicate and volatile. 
	☼ Foam can be a fertiliser bringing new life to 
land. 

	☼ Foam can carry bacteria, seeds, and bring 
them into contact with soil or sand. 

	☼ Foam can contribute to creating new 
ecosystems. 

	☼ At the same time, foam can pose a serious 
threat to plants, animals and people. It 
multiplies rapidly, taking away oxygen, and 
appearing or disappearing as soon as the 

wind changes. 
	☼ Foam can be the bi-product of agricultural 

intensification, a direct indication of how 
our economy and ecology are intertwined. 

	☼ Foam moves through landscapes, connect-
ing economic, social, and cultural systems.

	☼ Foam is volatile and worthless on its own, 
but can it guide our attention towards new 
systems of value and currency?

	☼ How is foam a shapeshifter between worlds 
and a multitude in itself?  

Many bubbles make foam. Too much foam 
takes away oxygen from other species, so 
when does foam find ecological balance? How 
are the individual bubbles of foam connected, 
forming constellations so a stable collective foam 
will emerge, as a fertilizer for new life, for new 
ideas or projects – a composition of different 
components that together make a foam culture. 

Can we see foam as a metaphor for connection, 
collectivity, and collaboration?  Do these floating 
specks carry instructions? 

1.    Instruction: How to make collective foam  
       by building communities with human and  
       more than human collaborators? 

Prepare for foamy encounters and insights by 
making beetroot kvass. 

Beetroot kvass is a fermented salt and sugary 
drink connecting the sweet beetroot family with 
its salty origin. The beetroot family has been 
cultivated from a salty ancestor: the sea beet. 
Plants on the coastline often have silver colored, 
leathery, or hairy leaves to protect themselves 
against sun, wind, or salt. The seeds of these 
plants have been brought to land by foam and 
have settled on the coastline. They are able to 
adapt to the challenging circumstances of the 
sea or riverside. 

Beetroot Kvass Recipe 
 
Ingredients for 1 big collective (+- 10 humans) 

	☼ 2 beetroots 
	☼ 2 teaspoons of salt 
	☼ 2 literes of water
	☼ Big clean jar  

Peel the skin of the beetroot. You can feed 
these skins to the bacteria and species on the 
compost. Cut the beetroot into chunks. Put them 
in the jar. Add the salt and then add water until 
the whole jar is filled. Shake or stir your beetroot 

kvass every day. After a few days little bubbles 
will start to appear. Taste the kvass and season 
according to your own taste preference. Let 
the beetroot kvass ferment for up to one week. 
Afterwards you can keep the kvass in your fridge. 
 
2.    Instruction: Digesting the past,  
       consuming the future.

By drinking beetroot kvass we activate the mouth 
as a test environment and we cultivate a fruitful  
collaboration with the plants in the kvass and 
with the microorganisms on our tongue, in our 
mouth, and in our digestive system.  

Get to know each other via an opening question. 

Can you introduce yourself shortly and name 
1 type of foam you like or that pops up in 
your mind? To which landscape is this foam 
connected? 

3.    Instruction: Establish, activate,  
       and reflect on foamy collectives

Ingredients:

	☼ Pencils / markers / chalk / paint 
	☼ Paper (can be big piece that fills the whole 
	☼ table or one sheet of A4 per person) 
	☼ Yourself or a group of people  

1.	 Choose a pencil / marker / piece of chalk or 
paint. Think of who you want to become a 
collective foam with. You can depart from 
either an existing collaboration or collective 
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Pineapple chutney 
Ingredients:

	☼ 2 tbsp sunflower oil
	☼ 3 red onions, finely chopped

	☼ 1 tbsp yellow mustard seeds
	☼ 1 tsp turmeric
	☼ 2 pineapples peeled, cored, and chopped 
into small chunks

	☼ 1 red chilli, deseeded and finely chopped
	☼ thumb-sized piece ginger, finely chopped
	☼ 250g soft light brown sugar
	☼ 175ml cider vinegar 

Heat the oil in a large heavy-based pan. Tip in 
the onions and spices and cook for 5 mins until 
fragrant. Add the rest of the ingredients plus 1 

tsp salt and simmer for 1 hr until dark golden and 
thick. Pour into sterilised jars and allow to cool 
before covering. 

Mexican Mushrooms 
Ingredients:

	☼ Champignon/mushroom
	☼ 2 tablespoon Smoked paprika
	☼ 1 bunch koriander
	☼ 3 tablespoon cumin
	☼ 3 limes
	☼ pepper and salt 

1.	 Thinly slice the mushrooms
2.	 Add the smoked paprika and cumin
3.	 Bake it til caramelised
4.	 Add lime juice and koriander

 
Mango and Coconut Sunny side  up eggs 
Ingredients: 

	☼ Coconut egg white
	☼ 600 ml coconut milk
	☼ 24 cardamom
	☼ 1 bottle vanilla extract (38 ml)
	☼ 72 grams agar agar
	☼ Handful of lime leaves
	☼ 10 tablespoon agave syrup

1.	 Break the cardamom seeds
2.	 Add cardamom seeds, 3 liter coconut milk 

and 10 tablespoon agave syrup and bring to 
a boil

3.	 Add 72 grams of agar agar
4.	 Simmer for 1 minute
5.	 Sift everything into measuring cup
6.	 Call Paul (important)
7.	 Add three liter of coconut milk and leave to 

cool
8.	 At the right time pour into the round molds on 

the mirror 

Make alginate solution
1.	 Mix 4 gram sodium alginate in 920 ml water 

Stick Blend and wait half an hour 

Mango egg yolks 
Ingredients: 

	☼ 1 kg frozen mango
	☼ 100 gram sugar
	☼ 300 liter water
	☼ 13 gram calcium lactate 

1.	 Cook 1 kg frozen mango, 100 gram sugar 
and 300 liter water

2.	 Stick Blend 13 gram of calcium lactate
3.	 Divide the mango coulis over the molds and 

freeze them
4.	 Get them out of the mold 
5.	 put them for 3 minutes in the alginate 

solution
6.	 Take them out and let them drain
7.	 Put it on the pannacotta in the middle, so it 

looks like a sunny side up egg
8.	 Put it on the pannacotta in the middle, so it 

looks like a sunny side up egg 
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Corn Salsa Recipe 
Ingredients:

	☼ 1 can of sweet yellow corn kernels
	☼ 6 ripe tomatoes, diced
	☼ 3 bosui/spring onions
	☼ 3 jalapeño, diced (remove seeds for a milder 

flavor)
	☼ 6 tbsp chopped cilantro
	☼ 3 fresh lime, juice of
	☼ salt and fresh pepper to taste 

1.	 Open the can of corn and drain it
2.	 Cut the tomatoes in cubes
3.	 Slice the bosui/spring onion 
4.	 Cube the jalapeños
5.	 chop the cilantro
6.	 Add everything together, season it, and add 

lime juice
 



Pico de Gallo  
Ingredients:  

	☼ 3 small finely chopped red onions
	☼ 3 medium jalapeño or serrano peppers, 

ribs and seeds removed, finely chopped 
(decrease or omit if sensitive to spice, or add 
another if you love heat)

	☼ lime juice
	☼ 2 ¼ teaspoon fine sea salt, more to taste
	☼ 12 ripe red tomatoes, chopped
	☼ 3 bunch finely chopped fresh cilantro 

1.	 In a medium serving bowl, combine the 
chopped onion, jalapeño, lime juice, and salt. 
Let it marinate for about 5 minutes while you 
chop the tomatoes and cilantro.

2.	 Add the chopped tomatoes and cilantro to 
the bowl and stir to combine. Taste, and 
add more salt if the flavors don’t quite 

sing.
3.	 For the best flavor, let the mixture marinate 

for 15 minutes or up to several hours in the 
refrigerator. Serve as a dip, or with a slotted 
spoon or large serving fork to avoid trans-
ferring too much watery tomato juice with 
your pico. Pico de gallo keeps well in the 
refrigerator, covered, for up to 4 days 

Pickled chipotle onions 
Ingredients: 

	☼ 10 large red onions, peeled and very thinly 
sliced* – for best effect, use a mandolin

	☼ 1 liter vinegar
	☼ 2500 ml water
	☼ 3 teaspoon fine sea salt
	☼ 8 tablespoons sugar
	☼ chipotle peppers 

1.	 Heat the vinegar mixture. In a small sauce-
pan, stir together the vinegar, water, salt, 
and your desired amount of sweetener. Cook 
over medium-high heat until the mixture 
reaches a simmer. (Or alternately, you can 
heat the mixture in the microwave.)

2.	 Combine in a jar. Place the thinly-sliced 
onions and chipotle in a jar. Pour the hot 
vinegar mixture over the onions, screw on 
the lid, and shake the onions briefly until they 
are evenly coated with the vinegar mixture

3.	 Marinate. Let the onions marinate for 30 
minutes. (You may need to press the onions 
down with a spoon so that they are all 
submerged under the vinegar mixture.) 
 
Radish salad 
Ingredients: 

	☼ radish
	☼ 2 red onion, diced
	☼ dressing 

1.	 Slice the radishes as thin as possible  
dice the onion add the dressing

2.	 2. dice the onion
3.	 Add the dressing 
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was not sure what the goal was. What should 
happen? What should change in the space? If 
it was to move the Hamburger Community from 
individual work to collective practice, great – you 
succeeded, and thank you, it’s very nice to work 
like that.

The organisation itself however is already very 
community-based. It’s not an anarchist space. 
There is a lot of self-organisation, but we have 
a director, we have these existing hierarchies, 
there are the volunteers and then there is a floor 
manager. And there’s the question of who gets 
paid. But I am not sure if that was the intention, 
or if they wanted to break certain hierarchies, 
as one example, or to collectivise decision 
making and programming beyond the Hamburger 
Community, as another.

Capitalist pressures
Katinka: Collective practice is very, very different 
from institutional practice, for example, from 
the perspective of how time is approached. 
But what exactly is this difference? How can 
we pinpoint it? But also help each other to find 
common ground? I am not sure what we did 
for the organisation, but I think we asked some 
questions, looking for a kind of friction between 
collective and institutional practice, and how this 
could also be played out within Roodkapje as an 
organisation.

Ying: What you said about the violence between 
institutional time and community time, and how 
to find common ground in that – that’s a big 
question. I have a lot of these discussions, like 

the same jobs in different 
institutions…

Ying: Exactly. Why do these volunteers 
come and want to spend their time in this 
space? What brings you together? What binds 
you? There is a common ground that brings 

71

Community at 
Roodkapje
Simon & Katinka: To talk about our part of the 
story…When we created our program around 
collectivity at Roodkapje, we initially focused on 
the Hamburger Community. Later, we opened 
that up further to see the entirety of Roodkapje, 
with its larger body of volunteers and affiliates, 
as a collective, in order to see what’s already 
happening there, too… 

Ying: For me, it was great to enter a space that 
was so focused on collective practice, because 
I really think this is something that we need 
to do. Although I have my reservations about 
this trend, as I tend to be a little suspicious of 
anything that becomes a trend in the art world. 
Still, I think it’s necessary that we move from the 
individualist, sole author artist to community and 
collective practice.

Maybe one of my reservations about the 
residency was that the artists were made into 
a collective. At our first meeting I said to them: 
“Look, I know you all come from collective 
practice, but I don’t think this is how a collective 
is formed. You have been curated, selected by 
a jury. So this is an unnatural collective. In my 
experience, that’s not how a collective forms”.

I feel that Roodkapje as an organisation 
has a very DIY (do-it-yourself) or DIT 
(do-it-together) attitude. It’s quite 
underground, coming from punk 
and queer scenes, and has 

Find the fertile ground

with Wan Ing Que
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was necessary to bring collectivity into Roodkapje, and I with the young artists who work in the Burgertrut 

and the bar, etc., because they say, “Yes, the 
institution, and this and that…!” Roodkapje, of 
course, is an institution. But if you compare it 
to, say, a museum or a white cube, I think that 
barely applies to us. In Roodkapje there is an art 
program, but it doesn’t compare to a highbrow art 
institution. The level of institutional pressure is of 
course high, because we are under capitalism. It 
is an institutional problem, like the funding cycle.

Katinka: That’s exactly what came out of our 
work. That Roodkapje itself is caught in a logic of 
production.

Simon: The pressure to produce in Roodkapje 
also became a pressure on the community. 
That meant that after the events, including the 
community events, there was no time for 
reflection processes.

Common Ground
Ying: I don’t think that is only Roodkapje’s 
problem. It’s an institutional problem because of 
the economy we live in. I don’t know how to solve 
it. The real question is about what we have in 
common…

Katinka: What actually connects us, even if we have 

InterviewInterview
A conversation with Ying (Wan Ing 
Que), curator Happenings & Anarchive 
at Roodkapje, Katinka de Jonge, and 
Simon Kentgens, organisers of the So 
Happy Together public programme.

Transcription & light linguistic editing of  
conversation by Florian Cramer & Wan Ing Que.

This conversation, between Ying, Simon,  
and Katinka, took place in November 2024,  
at Simon’s studio in Rotterdam, seven 
months after the final, collective moment of 
the So Happy Together programme in April 

2024, and ten months into Ying’s new role 
at Roodkapje as curator Happenings & 

Anarchive. 

The conversation looked at how some of 
the questions and propositions that had 
emerged from the So Happy Together  
programme had (or hadn’t) been embedded 
into the Roodkapje programme and  
community, as well as Ying’s broader  
perspectives on collective practice and 
community organising. 
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Ying: One thing I really appreciated from that 
conversation, which I still use now to check 
myself, is that they said you have to be aware of 
where the fertile ground is. Which is so obvious, 
but when they said it, it just stayed with me: If 
you want to flourish, you need to find the fertile 
ground. If you are not feeling energised, if you 
are not feeling appreciated, if you are feeling 
disappointed, then the ground is toxic and you 
need to leave. That totally stuck with me, like: 
YES, check your soil, it’s real… That said, one 
of my mentors recently emphasised how the 
detoxification of institutional soil is also very 
important and necessary work.

After 12 years of community organising as part 
of several collectives, I feel it is important to 
address the romanticisation of collective practice.

A lot of people who want to become a collective 
forget that there are a lot of structures and 
strategies and methods. Coming from anarchist 
organising myself, our trainings were filled with 
things like, “How do you facilitate a meeting”? It 
really goes into super-basic things like: how do 
you make a good agenda? What are the roles? 
How do you rotate? How do you build commit-
ment? When you think about the consensus 
process, how do you make sure everyone is 
heard? How do you make decisions?

There are a host of methods and structures 
that are super-basic that I think art has skipped 
over. When I was teaching in an art academy, 
the Dutch Art Institute, I also noticed that it 
was skipped, this basic method of how to run a 

then posts it on Instagram. I’m more interested in 
the organising part, where there’s a clear goal of 
politicising people, a bringing together of people 
for political struggle, engaging in political educa-
tion, and activating people to become part of the 
fight against oppression and exploitation.

So in these two areas I think Roodkapje has an 
interesting role to play. Because within art and 
culture there’s the potential for a radical imagina-
tion necessary to prefigure these alternatives by 
experimenting with what they could be.

How can we learn from each other through this 
exchange of knowledge and also implement 
it infrastructurally? I think the commons is an 
important approach, especially when it comes to 
economics, that there are alternative economies. 
And I think an art institution can be a commons. 
 
Romanticising  
collectivity and  
Toxicity 
Simon: In one of our previous conversations, I 
remember that you brought up the term “toxic 
collectivity”…

Ying: Really?!?

Katinka: I think you were responding to two 
members from The Post Collective, one from 
Libya and one from Egypt, who used that 
term when talking about the collectivist 
societies they come from.  
In their interpretation  
of the term, a collective can also mean that y

ou
 ar

e 
no

t f
re

e 
an

d 
th

at
 th

e 
w

ho
le

 g
ro

up
 d

ec
id

es
 w

ha
t y

ou
 c

an
 a

nd
 c

an
’t 

do
. T

hi
s 

ha
s 

be
en

 described by them as “toxic”. meeting, you know? I’ve seen it so many times 
that a project is started and a great conversation 
is going on but it’s not recorded and there’s no 
note taking and there’s no process afterwards 
like “hey, what did we talk about”…

Simon: Yes…

Ying: That’s one part that I think is missing from 
collective practice in art, a lot. The other part is 
toxic collectivity. It’s not just in art, there is always 
a reproduction of what has been imposed on 
us. We have internalised oppressive behaviors, 
ways of thinking and power structures. Without a 
conscious, collective practice of unlearning and 
dismantling those things, without conflict media-
tion, our collectivity will remain toxic.

Lastly, there’s the question for any community 
organiser who’s building collective practice 
and bringing communities together: how to 
practice sustainably, in a way that the work 
continues even when you leave, and in a sense 
that no individual is irreplaceable? 

people there. So what is it that the volunteers 
want to do together?

The question of lacking time for reflection is a 
general problem of capitalism. I always try to 
slow the f… down. It’s difficult. But I think there 
are loopholes.

It’s not just the funding cycles that trap us. 
We have a lot of super passionate, committed 
people, and there is a lack of space in the city to 
organise things, so the demand for Roodkapje as 
a space from the outside is also really high. And 
there are great people who come to us and want 
to do amazing things. So you want to help them 
all, until you realise: oh wait, now I’ve planned 
five events a week, but we actually don’t have the 

capacity. And then people start grinding, not 
because there is pressure from the funding 
bodies, but because they want to give people 

space to do amazing things. Now I've put a 
sticker in the office that says: “If you feel no, say 
no” (laughs). 
 
Social Practice 
Katinka: There’s also a question about 
Roodkapje’s responsibility as a cultural 
organisation…

Ying: I think that cultural and arts institutions 
and organisations have a great responsibility to 
facilitate activism. One part I’m interested in is 
building and experimenting with an alternative to 
capitalism. And then there’s another part, which 
is organising. Organising, I think, has a more 
collective purpose than activism. Activism can be 
any person who goes to a protest with a sign and 
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& Hamburger Community HumDrumPress

De Onkruidenier

Do
e-

Het-
Zelf W

erkplaats

Dro

om-iri
s

R
oo

dk
ap

je
 is

   
   

   
R

ot
te

rd
am

’s
 lo

ca
l l

ab
or

at
or

y 
fo

r A
RT

 X
 LI

VE X FOOD, and everything in between.  We come from a long background of self- HumDrumPress approaches publishing as an expanded practice and w
orks w

ith a         purpose-built, com
m

ons-inform
ed publishing 

Artist collective de Onkruidenier was founded in 2013 and the team
 consists of Jonm

ar van V
lijm

en, R
osanne van W

ijk 

Th
e 

‘D
oe

-H
et

-Z
el

f W
er

kp

laa
ts’ 

is a free-to-use, collectively-run autonomous (squatted) workshop Iri
s 

va
n 

Ve
lz

en
, k

no
w

n 
as

 D
ro

om
.ir

is
, i

s 
a 

fre
el

an
ce
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ra

ph
ic 

de
sig

ne
r, v

isual artist and fulltime letter lover 
or

ga
ni

si
ng

 a
nd

 re
se

tti
ng

 d
ef

in
iti

on
s,

 w
i th

 a
 s

tro
ng

 D
IT

-m

en
tality instilled in everything we do. Roodkapje really becomes Roodkapje when everything model to create all of their publications. As part of their publishing m

odel, H
um

D
rum

Press have revised each stage of the 

and Ronald Boer. The collective investigates historical, cultural and potential transform
ations of nature and its 

sp
ac

e  
an

d 
co

m
m

un
ity

 ga
rden in Rotterdam Noord operated by volunteers. Visitors to 

lo
ca

te
d 

in
 R

ot
te

rd
am

, t
he

 N
et

he
rla

nd
s.

 S
he

 fo
cu

se
s 

on
 th

e 
de
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n of visual identities, and all kinds 

cl
um

ps
 to

ge
th

er
, w

he
n 

bo
un

da
rie

s 
be

tw
ee

n 
pr

es
en

tat
ion

 forms, audience groups, genres and disciplines disappear, when artist and visitor traditional publishing cycle to (re)make the processes to be as com
m

unal, open-access, and m
ultivocal as possible. 

potential to evolve humans. They do fieldwork  –  often in conjunction w
ith audiences  –  collecting plants, the 

th
e 

w
or

ks
ho

p 
co

m
e t

o f
ix t

heir own bikes with tools and spare parts that have been 

of
 p

rin
te

d 
m

at
te

r, 
su

ch
 a

s 
bo

ok
s 

or
 p

ub
lic

at
io

ns
. H

er
 a

rti
sti

c p
ractice includes experimenting 

co
m

e 
fa

ce
 to

 fa
ce

 w
ith

 e
ac

h 
ot

he
r. 

W
e  

ar
e 

at
tra

cte
d t

o collectivity, because we believe it facilitates thrilling, unpredictable and necessary They work with tools and methods such as open book events, collective editing, collaborative design, logbooks, and 

stories and histories associated with them. As ecosystem futurists, they speculate on aquatic culture to 

do
na

te
d.

 C
en

te
re

d a
round Learning Together and anti-judgement, previous 

w
ith

 b
ol

d 
ty

po
gr

ap
hy

, c
ol

ou
rf

ul
 s

ha
pe

s 
&

 p
r in

tin
g 

te
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niq
ue

s s
uch as Riso-print & screen-

fo
rm

s 
of

 to
ge

th
er
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ss

. A
s 

su
ch

, w
e 

pr
ov

id
e 

fe
rti

le 
ground for wild experimentation and loud encounters where the program comes open-access publishing, and are com

m
itted to activating the know

ledge contained in a publication far before and 

arrive at new interpretations of the relationship between hum
ans and (urban) nature, both above and 

kn
ow

le
dg

e 
of

 bi

ke
s o

r tools are not at all necessary and the volunteers 

pr
in

tin
g.

 S
he

’s
 a
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o 

an
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ng
 s
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f-p
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lis
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r u
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ng

 R
iso

-print as medium.
bo
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ng

 h
ot

 fr
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 th
e 

de
ep

 fr
ye

r. 
R

oo
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je

 ru
ns

 a 10 month artist residency focused on interdisciplinary collaboration called the long after it takes on material form
. 

below sea level. An important role is played here by questioning system
s that are usually taken 

ar
e 

al
w

ay
s 

th
ere

 to work together with visitors; building new relations 

S
he

 c
re

at
es

 s
tri

ki
ng

 v
is

ua
l c
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ce
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s 

us
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g 
ty
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gr
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hy

, s
hapes and colour, 

H
am

bu
rg

er
 C

om
m

un
ity

. I
n 

th
is

 re
si

de
nc

y,
 w

e e
mphasize the collective over the individual which requires a letting go of the HumDrumPress was co-founded in 2021 and continues to be co-run 

for granted. In the development of their work, interactions w
ith the public and experts such as 

by
 s

ha
rin

g 
in 

problem solving, reciprocal generosity and mutual 

ea
ch

 u
ni
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e 

fo
r t

he
 p

ro
je

ct
 th
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 w
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e 
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Iris
 is also very interested 
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o 
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d 
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 u
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ea
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in

g 
of

 c
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ss
ic

 a
rt 

pr
ac

tic
es and training. Rather than static productions, we are excited to give space to by Amy Gowen (Rotterdam) & W

ibke B
ram

esfeld (B
erlin).

farmers, residents and scientists create new stories.

em
po

w
er

ment. The 'Garden of Learning' hosts many herbs free 

in
 e
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er

im
en

tin
g 

w
ith

 ru
le

s 
an

d 
gr
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s 
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d rethinking these 
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d,

 a
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re

s 
w
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 th
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re
 dynamic, surprising and playful. To do so, Roodkapje offers the Hamburger 

to
 h

ar
ve

st for the neighborhood; and through relating to 

el
em

en
ts

, b
e 

it 
in

 ty
po

gr
ap

hy
, t

yp
e-

de
si

gn
, p

rin

t or other materials.
re

si
de

nt
s 

th
e 

or
ga

ni
sa

tio
na

l s
up

po
rt 

an
d financial capacity to realise a collectively envisioned public program in 

on
e 

another, holds the ability for different desires and 

th
e 

sh
ap

e 
of

 H
ap

pe
ni

ng
s,

 g
ui

de
d 

by
 and in collaboration with mentors and Roodkapje’s team.

ba

ckgrounds towards plants and soil.

bio
s

Iconoclasistas 
Iconoclasistas is a duo formed by Julia Risler (PhD in Social Sciences) and 
Pablo Ares (self-taught graphic artist) in May 2006 and based in Argentina, which 
began as a social communication laboratory from which they produce graphics 
(posters, publications, cartographies, etc.) and urban interventions. At present, its 
activity unfolds in three dimensions of knowledge and practices: artistic (poetics 
of production and graphic devices), political (territorial activism and institutional 
drifts) and academic (critical pedagogies and participatory research). It is part of a 
dynamic network of affinity and solidarity dispersed in different parts of the world 
map, participating assiduously in talks, meetings and exhibitions in museums, 
festivals, symposiums, biennials and congresses both nationally and internationally.

SOUPSPOON COLLECTIVE 
SOUPSPOON COLLECTIVE is based in 
Rotterdam, and consist of Raffia Li (CN), 
Maoyi Qiu (CN), Miyoung Chang (KR), Dakota 
Guo (CN), Avita Maheen(BD), and Pitchaya 
Ngamcharoen (TH). Attempting to cultivate a 
common, Asian contextualised space for the 
particularities that elude translation, it aims 
to convene a generative forum of  “minor 
gestures” and “micro politics”
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Jatiwangi art Factory
O

ne
 F

ie
ld

 Fa
llo

w
Founded in 2005, Jatiwangi art Factory (JaF) is a com

m
unity that em

braces contem
porary art and cultural practices as part of the 

O
ne

 F
ie

ld
 F

al
lo

w
 is

 a
 s

oc
io

-c
ul

tu
ra

l p
ro

jec
t a

nd organisation located in Brussels. Sprouted from a disused night shop, OFF serves 
local discourse of life in a rural area of W

est Java, Indonesia. JaF's diverse activities, alw
ays involving the local public, include a 

as
 a

 w
or

ks
pa

ce
 fo

r s
oc

ia
l-a

rti
st

ic 
re

se
arc

h, a neighbourhood laboratory, and a meeting point for external individuals, collectives, 
video festival, a music festival, a residency program

, a m
onthly discussion, and a radio station.

or
ga

ni
sa

tio
ns

, a
nd

 n
ei

gh
bo

ur
ho

od
 co

hesion. Their organisation and its participants operate horizontally, inspired by the 
At the beginning of the twentieth century, Jatiw

angi's clay industry m
ade it the largest producer of roof tiles in 

rh
yt

hm
 o

f t
he

 s
ea

so
ns

 a
nd

 a
gr

icu
ltu

ral cycles. The work of OFF aligns with the logic of the 'drieslagstelsel' (three-field 
Southeast Asia. One hundred years later, in 2005, using the sam

e clay, JaF encouraged the people of Jatiw
angi 

sy
st

em
) t

ha
t c

irc
ul

a t
es

 b
et

we
en

 harvesting, sowing, and fallowing. The ability to rest and be rewilded is integral to 
to create a collective awareness and identity for their region through arts and cultural activities. In doing so, 

w
ha

t t
he

y 
in

te
nd

 w
ith

 th
is

 s
pa

ce
. Harvesting and sowing each focus on a different temporality 

JaF seeks to cultivate clay with greater dignity and increase the collective happiness of the com
m

unity.
of

 th
e 

or
ga

ni
sa

tio
n.

The Kota Terrakota (Terracotta C
ity) project thus m

arks the beginning of a new
 clay culture for 

Jatiwangi, one that redesigns the city based on the w
ishes of its people and their collective 

agreement. In this sense, Kota Terrakota addresses 'terra' not only as a m
aterial, but also 

as territory, or idea (in B
ahasa Indonesia; bahan, lahan, dan gagasan).

Am
y G

owen
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 a
 w

rit
er
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 e
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 p
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sed practices across the mediums of 
w
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, a

nd
 c
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pu
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um

D
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m
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 the bi-monthly radio show Off 
M
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xt 
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major issues of power dynamics are invariably translated into pl
ay

fu
l a
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n.

tours, publications... Dialogue and performativity are recurrin

g s
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, a
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l s
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She captures these dynamics in different media: in text, i
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, r
el
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na
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s,

 a
ud

io
 

artistic practice. Starting from a keen observationa
l c

ap
ac

ity
, s

he
 d

ev
el

op
s 

ac
tio

ns
 

on the tension between everyday reality and the invisib
le 

po
we

r r
el

at
io

ns
 a

t p
la

y 
in

 th
is
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ity
. 

context - a neighbourhood, a specific professional grou
p, 

an
 a
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.. 
an
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and nonprofessional contexts, and combines th
is 
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al
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w
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er

 

role of collectivity, polyphony and authority with
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 d
iff
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t p
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io
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and performances on specific sites. She enters into 
a d
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gu
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w
ith

 a
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l-c
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n 

Katinka de Jonge is a Brussels based a

rt
is

t a
nd

 re
se

ar
ch

er
. 

Katinka de Jonge

KraakSpreekUurNeed a house? Sick of spending all your money on rent? S
quatting Info H

our R
otterdam

 w
ill help you to realise your 

wildest squatting dreams. If you look around the city you’ll see m
any em

pty vacancies. They could be yours! 

We’ll help you think of ways to break and enter through loopholes in the law
. W

e are N
O

T an anti-squat 

corporation. We are NOT a corporation or secret society. W
e M

IG
H

T be A
N

TIFA
. B

ut really w
e are just 

a bunch of freaks who like to have a roof over our heads. A
nd if w

e can’t have it, then w
e’re taking 

it.

system
s of control and exclusion they are facing. This m

eans facilitating the position where they do not struggle to be 

assim
ilated but rethink and re-conceptualise critically a future together as community. 

production and education due to their legal status. It introduces a range of artistic, cultural and 

experiential approaches to art and design. They aim
 to develop creative alternatives beyond the dominant 

G
enerative m

odes of kinship, solidarity, dialogue and storyte lling form
 the basis of their speculative and 

Elli Vassalou; artists, activists and researchers w
ith different m

eans and access to artistic 

The Post C
ollective (2018, B

E) is an autonom
ous platform

 for co-creation, co-learning 

and cultural activism
. It is initiated by M

arcus B
ergner, S

aw
san, M

irra Markhaeva and 

em
ploym

ent opportunities, and provides a com
m

oning environm
ent for its members and their kin. 

The Post C
ollective

Papaya Kuir 
Papaya Kuir is an  
independent 
intersectional 
collective for and 
by Trans & Queer 
Latinx immigrants 
and asylum seekers. Marloes de Vries 

Roodkapje's director Marloes de 
Vriaes has been at the helm of 
Roodkapje for 4 years. With a 
degree in teaching, she started 
her work life as an editor at 
VPRO Dorst, progressed from 
there to curating at MaMA and 
teaching computer science, and 
in 2021 returned to the central 
thread of her life: working with 
interdisciplinary artists in an open 
source way.

Often working through collaborative struct u
re
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Questions Collective
Questions Collective is a colourful, energetic and socially engaged entity that m

akes m
ultidisciplinary art to question the status 

quo. With self-mockery, we rebel against the rules of the art w
orld to break it open and m

ake it m
ore inclusive: W

e do not 
pretend to hold the truth, but dare to ask questions and experim

ent. W
e encourage others to be curious, question the 

rules and claim their own place in the (art) w
orld. R

eality is a construction w
e can build ourselves, step by step. 

Collaboration is essential in this. Q
C

 w
as born from

 a group of artist friends w
ho felt the need to support each 

other in their individual practice, and this led to artistic collaborations. W
e com

bine our diverse backgrounds 
in design, music, theater and visual arts in creating cross-disciplinary w

ork. Q
C

 starts a project from
 a 

topic and then looks for the m
ost appropriate art form

 to tell that story.

rotating pool of facilitators, artists, m
overs and sounders, the Singing Club has developed into a space for exploration of facilitation and artistic development 

installation H
um

ores H
um

or at R
oodkapje; S

ing W
ith Your M

outhful at O. Festival 2024 in Rotterdam; Flipchart series at iii in Den Haag.

out of the club’s hom
e-base at R

oodkapje (previously W
O

R
M

): they have recorded a tape, have performed in a number of performances, such as: Simon Keizer’s 

a bit cult-y at tim
es. S

ince 2019, m
em

bers of the group m
ee t on a bi-weekly basis for a club-based, member-led sonic experience. Together with a 

S
inging C

lub R
otterdam

 is the anti-choir for all voices. 
E

xcerpts from
 the co-created m

anif esto read: Learning not to give a fuck; (Not rehearsing, not getting better); Listening to all my voices; Can be 

(on the part of the session leaders); and the positioning and strengthening of a community of vocal explorers in Rotterdam. There have been several forays 

Singing C
lub R

otterdam
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er

 w
ith

 o
th

er
s.

  H
e 

is
 p

ar
t o

f S
un

flo
w

er
 S

ou
p,

 a
n 

ar
tis

t c
ol

le
ct

ive
 th

at 
focuses on horizontal and 

co
lla

bo
ra

tiv
e 

w
ay

s 
of

 m
ak

in
g 

th
at

 c
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elcome a multitude of voices. 
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toes, an experiment in how to 

co
lle

ct
iv

el
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lf-
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ni
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d 
co

m
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nd
 c
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to
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multiple art dinners over the years. He is also invo
lve

d 
in

 c
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es
 

Paul Smullenberg. Paul is the chef of the Burger
tru

t. 
Fo

r R
oo

dk
ap

je
 h

e 
di

d 

Paul Smullenberg 

like Goblin Feast.

 

on anti-oppressive and consensus based m
ethodology. Currently she is curator of Happenings and 

practice, w
ith story, radio and program

 as her usual mediums. As a facilitator she is focused 
W

an Ing Q
ue, or Y

ing, is a cultural w
orker, educator and facilitator with a background 

in anarchist anthropology and action-research. Her work manifests in social and collective 

A
narchive at cultural center R

oodkapje in Rotterdam and a guide for the Traces of Slavery walks in Utrecht.

W
an Ing Q

ue 

Hocus  
Bogus Print 
Hocus Bogus is a 

publishing project 
initiated and run by 

Dennis Muñoz Espadiña, 
in 2015. Hocus Bogus was created to share artistic 
“B-side” material in the form of printed matter.   
 
Muñoz’s own artistic practice would often incorporate 
print, connecting to performative interventions or larger 
projects. In its early years HBP dealt mostly with the 
distribution of zines and fringe artistic content. In 2021 
we decided to take matters into our own hands; buying 
a secondhand RZ 1070 E stencil duplicating machine, 
and other printing and bookmaking equipment. HBP 
approaches printed matter as a vehicle of resistance, 
un-censoring and an opportunity to work together on 
process driven projects.

Reading Room Rotterdam
Reading Room Rotterdam is a nomadic roaming library traveling throughout the city. R

R
R

 w
orks in partnership w

ith London 

based publisher Pluto Press, and is a part of a larger netw
ork of R

eading R
oom

s located in cities across the U
K

. The 

collection features radical leftist books, artist books, and self-published books and zines. The library functions 

as a gathering agent for communities to entangle w
ith one another and for know

ledge to be dissem
inated. 

Through public events and the library service, the R
R

R
 offers an exchange of m

edium
s of know

ledge, 

be it through shared dinners, workshops, gardens, or text. R
eading R

oom
 R

otterdam
 is organised, 

facilitated, and ever-transformed by M
arika Vandekraats, an artist and part-tim

e librarian 

based in Rotterdam. 
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