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Rewriting Histories: Art, Identity, and Resistance
For art and design historians, the Eurocentric and male-dominated narrative of histories has not only persisted, but has been upheld as the predominant history, significantly marginalizing women's contributions, contributions from the global majority, Indigenous Peoples and other minoritized groups. At this time, deconstructing this narrative is urgent and imperative to aid in creating a more representative and authentic recognition of creativity and culture. This exhibition captures the…to what these researchers are doing to formally intervene with the archival, oral histories and critical visual analysis of histories of art and design. The exhibition also engages with three important theoretical perspectives: feminist theory, postcolonial theory, and queer theory, which these researchers are applying to think through and utilise as resources in rethinking the historical canon. It is important to remember that deconstructing histories is not solely for reflection, it is also an active practice to reconstruct a more equitable and complex understanding of history. The exhibition also offers the case study of the activist art of the Guerrilla Girls and the UAL Decolonising the Arts Curriculum Zine, as examples of how we can assert agency by challenging historical representations about the past.
Historically, the construction of histories of art and design has reinforced a discourse of male and European artists while denying, appropriating or ignoring the creative and cultural contributions of all peoples who are not male or European (including women, non-European cultures and nations, and the LGBTQ+ community). This process established history as a hierarchy and denied potential histories as official histories. The process of deconstructing histories of art and design that are undertaken today are essential because they interrogate the authority of the scribe and decide who has the sovereign power to write and retain cultural memory.
Historically, when researchers conduct historical or archival research on art they not only interrogate conventional sources, but also begin to explore new lines of inquiry as well. Archives revealed to researchers what had been written as well as what was omitted. Archives have often been established or developed by the colonial system in addition to by elite institutions and they reflect a bias that ridged the worldview of the creator or builders. Tamar Garb observed that colonial collecting shaped how African art could be understood and any understanding of African art as a material - cultural represented in a metaphorically racialized system of belief.
Today, researchers employ a rigorous methodology and can question who devised the archive and in some cases they want to find new archives to make the missing voices visible. In that context, I cite the Black Archives in Amsterdam which was established to interrogate Eurocentric assumptions in a document orientation to historicize the histories of Black people and communities in the Netherlands.
[image: Effective Techniques for Video Recording Interviews | Fstoppers]Oral histories emerged as another vital source for counter-producing new histories, as a result of the power and influence of written history. Some communities have strong oral traditions that have never been acknowledged in formal written histories and agreed to contribute their firsthand experience. For example, the British Library's Recording Lives postcards reiterated that craft and design practitioners have been neglected in canon and a new process of knowledge-making was evident through the experience of living.Figure 1.

Critical visual analysis offered by Roland Barthes can also help researchers build the ability to understand what we can see in visual culture, and at the same time question us to interrogate what we don't see. Denotation and connotation encouraged researchers to explore how images construct social values about gender, race, and class. Critiques of artworks that go beyond expectation can reveal the structures of ideology, power, and immigration that are imbedded in forms of cultural production. Feminist theories, post-colonial theories, and queer theories provided comprehension of how histories have been produced through rationalized exclusion. For example, in 1971 Linda Nochlin wrote an essay entitled "Why Have There Been No Great Women Artists," in which she expounds on institutional barriers on path to a career as an artist. In addition, Griselda Pollock misplaced women’s art within radical spatiality of the domestic.
Postcolonial theorists like Edward Said have shaped critical discourse around how colonial powers represented the "Other." He critiqued representations of "Other" through Orientalist imagery. Rasheed Araeen's exhibition 'The Other Story' demonstrated how, in recognition of erased art histories, British art history could be rewritten by documenting African, Caribbean, and Asian artists.
[image: No photo description available.]Traditionally queer theory has disrupted assumptions that histories can be heteronormative and cisgender which has historically distanced studies from an inclusive historicity. For example, Amelia Jones has reinstated non-normative identities in art history through body art and performances. Keith Haring pushed queerness into popular visual culture through his work, and he moved public interventions into private domains that created colossal iconography.Figure 2.

As authors and researchers bring all of these theories and practices together, they are actively deconstructing a rich interconnected and contradictory overarching history of art and design, that considers the creativity of diverse identities across cultures and recognizes their contribution to the experience of art and design.
Guerrilla Girls: Institutional Critique
Guerrilla Girls was founded in 1985 and employed art and activism to openly challenge sexism and racism in the art world. The gorilla group's 1989 poster Do Women Have To Be Naked To Get Into The Met Museum? reiterated a truth for women in 1989; women are present in museum collections as subjects, but not creators. The group's work is visual by design, employing bold graphic design, arresting statistics, and humor to underpin critique. In staying anonymous and wearing gorilla masks, the members use a single voice and deny individualism that aligns with feminist tactics of coalition building and resistance. While some student activists may just do activist work Guerrilla Girls augment action with research, with the aim of action-oriented scholarship recently called for in feminist theory.
Keith Haring: Public Queer Activism
Keith Haring's works emerged out of many influences including graffiti in the 1980s and highlighted issues of queerness, AIDS awareness, and social justice from a variety of perspectives. Haring's work was context specific and depended upon public art contexts like subway stations, which provided access to art. Haring's figures were often intimate and did not follow normative expectations of sexuality in a particular way. Haring's work exemplifies queer theory because they refuse limited interactions produced by heteronormative narratives while providing visibility to neglected identities. The political moment created by the AIDS epidemic contextualized Haring's work with specificity and urgency, while many of Haring's figures represented joy and poignant-bodied resistance and resilience.
The Black Archives: Reclaiming History
[image: About us - The Black Archives]The founding of The Black Archives in Amsterdam is a physical and conceptual challenge to the dominant historical narrative by putting Black histories at the forefront in the Netherlands. This archive, and its hosting of exhibitions, publications and events exploring the archival process in terms of challenging colonial silence of Black stories, takes a position with postcolonial thinking in creating sites of possibility to allow counter-histories to emerge, and reflects on Said’s text as a response to colonial representation, through self-representation and archival actions. The establishment of these archives is a part of a larger decolonising project happening in relation to arts institutions to intervene in the narrative of history to include the contributions of communities that have been positioned under history in the West.Figure 3.

UAL Decolonising the Arts Curriculum Zine
This zine is an activist publication created collectively by students and staff at the University of the Arts London. The zine interrogates the Eurocentric bias of art and design education. It contains essays, interviews, and examples of student artwork critiquing the canons of this traditional education and intervening in the pedagogies of this historically structured education system. It calls for not just the inclusion of diverse examples, but a deeper reconsideration of the fundamental values under which the curriculum has been historically structured. This process of reconsidering fundamental values and re-examining examples resonates with careful reflections of both postcolonial and feminist theories. Both approaches acknowledge that education must reflect on its own unquestioned biases to ensure genuine inclusivity.
Tamar Garb: Critically Reframing Colonial Collection
Through her analysis of colonial collections, Tamar Garb critically interrogates the role of Western museums in mediating our understanding of African art within colonial contexts. Through her scholarship, Garb has not only advocated for understanding collections through an uncritical lens, she has examined these collections through a form of "reading against the grain" where they consider inclusions, exclusions, displays and narratives being constructed. Garb often cites postcolonial theory to illustrate how colonial museums have worked to maintain and legitimize structures in which race was hierarchized and even civilizations themselves put on hierarchies. Garb’s scholarship can stimulate contemporary curators and scholars to think more reflexively about the contextualization and framing of objects today.
These artists, projects and archives situated together form an example of the power of rethinking and remaking art and design histories. Through active and critical research and theoretical practices, they show that history is always changing and never complete, and is therefore able to be rewritten to deepen the understanding of the vitality of human creativity.
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