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Figure 20.4 Detail: Spread from the re-made Shelley, 2018, Mireille Fauchon).

rial. It is through ‘feeling,” the rhythms within our environment, that we configure mean-
ing (Tamboukou, 2016: 153). I was attuning to the vibrations emitted within the archive;
intuitively feeling for narratives, as illustrators are wont to do. Nor was it just the potential
storylines within Gliddon’s writing that reverberated. The environment in its fullness; the
physicality of the collection; the design of the room; the sounds of the building work out-
side; all interactions and encounters contributed. No detail I noted was arbitrary; the materi-
ality of the collections, the systems of organisation, the mark of her pen, the pressure of her
hand were all poignant to the investigation. Neither were the connections and associations I
found to be so serendipitous and uncanny, discovered by pure chance. They were arrived at
through a process of attuning. Intuitively filtering and editing were entirely necessary and led
me to locate information, comprehend and make decisions in reference to my own interests,
experience, and memories (Tamboukou, 2016). Preparations had begun long before I came
to the writings. I had entered the project with questions and ideas informed by previous
works. All that I had known and experienced had oriented me within the archive and paved
the way to realising my subject: a form of embodied feminist archival memory.

Imaginative Extension

Much of my time was spent simply imagining Gliddon. I tried to vividly conjure in my
mind what it was for Gliddon, a privileged upper-class woman, to be shut in that cell at
night. What were the smells, tastes, and textures of Holloway? What was happening beyond
the written words? I fantasised about her motives and feelings; and what would she think
of me and my assessment of her? Speculation is a common illustrative tool, allowing it
to inform; my interpretation felt obvious and instinctive. However, from Tamboukou’s
writing I understood a fantasy is a means to theorise; imagination allows us to extend
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Figure 20.6 Detail: Spread from Scrapbook, 2018, Mireille Fauchon).
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Figure 20.8 Detail: Spread from Scrapbook, 2018, Mireille Fauchon).
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Figure 20.9 ‘We shall miss the Spring,” 2018, Mireille Fauchon.

beyond the parameters of our knowing. My contemplation was a strategy in order to gain
empathy of something no longer existing. The process of imaginative extension enriches
perceptions; propositioning lures feelings that then become the component of experience
(Tamboukou, 2016). The emotions I felt whilst reading Gliddon’s writings were visceral.
I moved between laughter, tears, and exasperation. From Tamboukou I understood these
responses were not irrational but important in ‘facilitating access to meaning about the
social worlds and relations inscribed in the documents under scrutiny’ (Tamboukou, 2014:

624).

Stories Becoming

I had not discovered a narrative within the archives of The Women’s Library; I had become
entangled within one. Through my engagement with her collection I had become part of
an inextricable assemblage in which all components, including myself, had become mutually
dependent. I could never simply retell Gliddon’s story, I had become situated within it and
part of its development.

a story never ‘is’, but always ‘becomes’ [...] the story becomes in the process of being
narrated; it further ‘becomes’ as we perceive it, although what we narrate or feel can
never be the same story

(Tamboukou, 2016: 151)

274



The Illustrator in the Archive of Katie Gliddon

Figure 20.10 ‘Don’t believe the papers,” 2018, Mireille Fauchon.

Tamboukou (2008, 2010) argues narratives should be theorised as entities open to constant
becoming, urging the interest in narrative research should shift to consideration of process
rather than sequence. Tamboukou explains; ‘process as an organising plane in narrative ana-
lytics derives from a conception of time as simultaneity and duration, an immeasurable con-
cept of time where past, present and future co-exist” (Tamboukou, 2008: 284 ). This proposes
a ‘heretical’ rejection of more conventional narrative sequencing and a move towards a form
of representation that can acknowledge and facilitate how meanings evolve as stories develop.

While Gliddon’s writing formed the case study at the epicentre of this research, the sub-
ject continued to evolve long after the period of archival research. Creative responses were
made throughout the project documenting understandings at specific moments. These
illustrative expressions emerged mostly as a series of paper-based, mixed media, print, and
collages works. The compositions drew together my own and Gliddon’s words, visualised
imaginings, and imagery appropriate from various archival collections as new trajectories
were revealed. In a direct act of mimicry, I used my own copy of Shelley’s poetry as conduit
through which to remake Gliddon’s prison diary. Working directly onto the printed verse
as well as adding new pages, her testimony is replaced by my interpretive renderings. Other
desperate and fragmentary works were collated into a scrapbook that emulated those com-
piled by Gliddon. It was given the title Don’t Believe the Papersin reference to a line written
by Giddon in a letter to her mother from prison urging her not to trust the press.

As is the habit of my training, I have naturally considered how this work will be understood
and what it will now and eventually represent. Pollock reminds us ‘artworks ask to be read as
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cultural practices negotiating meanings shaped by both history and the unconscious ... artists
put ideas into culture’ (2007: 10). In offering a reading of the writings left by Katie Gliddon,
this work is undoubtably a commentary on the historical moment from which they have been
perceived. Describing the mechanisms of interpretation exposes a record of my own biogra-
phy and the partial perspective it informs. The interconnected threads made explicit chart the
becoming of a feminist practice. A critical lens has been forged and a developed awareness of
the markers, codes, and words we leave behind to evidence our experiences.
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