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Abstract 
Great Britain has a long and rich heritage in the design, production and manufacture 
of textiles. During a company’s commercial lifetime, many accumulate substantial 
design archives which are often used to inspire new collections based on the 
re-activated artwork of the past. A design archive acquired by or gifted to a University, 
for example, awaits activation. It now functions outside of the context of where it was 
created and can consequently be read in innovative ways that were not initially 
intended. This research examines potential readings of one such archive, 
The Gleneden Post-War Design Archive which is a collection of uncatalogued 
paintings and designs that were originally produced for commercial purposes.  
The designs were created to be manufactured as woven textiles and have now been 
selected over and above comparable resources as the artworks have not yet been 
documented or developed through practice academically. The Gleneden Post-War 
Design Archive has the potential to be fundamentally re-imagined through ‘making’. 
This research documents the design process utilising an A/R/Tographic methodology 
in order to develop creative responses from the archival imagery and it’s overlooked 
marginalia in order to answer the proposed question. Working independently and in 
collaboration, as an Artist, Researcher and Teacher this research documents attempts 
to re-activate this untapped design resource.

Introduction
Heritage Quay is the home to The Gleneden Post-War Design Archive. Situated at the 
University of Hudders�eld, West Yorkshire, Heritage Quay is the information, records 
management and archive service for the University and “acts as the o�cial archive for 
the University, as well as the guardian of the archives of other organisations, families 
and individuals dating back over 200 years” (Heritage Quay, 2017). First opened in 
October 2014 after an award of £1,585,000 by the Heritage Lottery Fund (HLF, 2014) 
its specialist collections are eclectic, preserving artefacts from British 20th century 
music, art and design, theatre, politics, nursing and sport. The Gleneden Post-War 
Design Archive is a collection of pattern design sheets that were produced to aid the 
construction of jacquard woven cloth intended for use in the furnishing industry. It is 
kept on permeant loan at the University, prior to donation the artworks had belonged 
to Courtaulds Textiles, Sundour Fabrics, Gleneden Textiles and more recently Collins 
and Aikman Automotive Fabric Ltd. it comprises of 900 – 1000 non-classi�ed designs 
in original artwork form. The artworks have been conceived using a variety of 
mediums and techniques, although the majority have been hand drawn in pencil 
before being painted in gouache. They vary in size, but many of the images are 
located on A1 (594 x 841 mm) sheets . They feature imagery of �owers and fauna, 
geometric and ornamental patterns, inspired by amongst other things, stained glass, 
illuminated manuscripts, renaissance and Elizabethan imagery similar to examples 
featured in The Grammar of Ornament (Jones, 1856). Many of the artworks are in a 
poor state of repair and the evidence that these artefacts have passed through many 
hands is visible through the annotation, stamps, stickers, sums and revisions that 
accumulate as marginalia proximal to the design border. This secondary information, 
�xtures of designs that have been worked, could be read as forgotten messages, or in 
lieu of a ledger of design origins, help plot the historical journey that a design has 
taken. They could, as is the authors proposition, be interpreted as part of or entirely 
as a re-imagined design seed from which new material could gestate.

Methods and Materials
My academic role sees me adopt the position of Artist, Researcher and Teacher and as 
a consequence of this I have chosen to use the qualitative and multimodal Arts 
education research methodology A/R/Tography. Irwin and Springgay describe this as 
a “self- re�ective research approach, where researchers identify themselves through 
the multiple identities of artist-researcher-teacher and investigate how those 
identities exist and relate to one another”. It is “a research methodology that 
entangles and performs what Gilles Deleuze and Felix Guattari (1987) refer to as a 
rhizome” (Irwin & Springgay 2008:xx).  Rhizomes as Elizabeth Grosz (2001) states can 
activate the in-between; they are an invitation to explore the interstitial spaces of art 
making, researching, and teaching and this methodology enables my practice led 
research to impact upon my teaching and vice versa. Outcomes from these 
artographic activities have been many and varied, but there are some common 
themes that appear to connect them which I refer to as Marginalia, The Trace and 
Collaboration.

A number of projects have run contiguously to the authors own research in order to 
provide data for subsequent art making research and teaching. The visual results 
produced during these events have provided evidence of outcomes that the author 
can replicate as part of a “constellation of pursuits” (Irwin, 2008:72), either as personal 
practice or in future collaborative events. 
  

Visual Research, 2013 – Present
Students are introduced to the design archive and asked them to complete a formal 
translation task to help them analyse colour and design composition. The precision 
with which the patterns have been plotted and the accuracy with which the repeats 
are painted when weighed against the task set deliberately place the students 
somewhere back in time, in a pre-digital age where skill, patience and craftsmanship 
were common currency. Re�ecting on their output it was observed that techniques 
they had used included tracing, accurate measured drawing, abstractions changed 
through material or process selection, close ups presented out of context, patterns 
clashing, pages presented as working documents where hand written notes became 
part of the image and versions where the focus shifted from the main image to the 
margins. There was work produced with accuracy and skill as well as poor, rushed or 
un�nished e�orts. I developed samples from unsuccessful, unintentionally ‘bad’ or 
un�nished studies, prompting the question; Is respect for the source material 
important when developing an archival interpretation? Subjective notions of what is 
and is not quality are open to debate and contemporary readings of historical 
imagery can and should lead to non-traditional outcomes. The concept that the 
marginalia found on these documents could provide the basis for new work is an 
expansion of that thought.

Professional Practice, 2015 – 2017
This group project brought together second year students who would normally work 
independently in their own specialism areas, who come from di�erent social 
backgrounds and who were inexperienced in collaboration. The groups were asked to 
formulate a new response from The Gleneden Post-War Design Archive. After 
analysing the task, sharing roles and responsibilities some students settled into a 
method of working which was connected through social media and shared �le 
management resources. There is a link between connectivity and creativity, “it can be 
connecting materials or media in a traditional craft sense of ‘making’, as well as the 
creativity of connecting in a social sense.” Simon Order suggests that “Taking this 
social sense further, one can share acts of making in the world”(Order, 2016:433). The 
conclusions of each group have been unique. One group curated an exhibition that 
linked the designs produced at the original Gleneden Mill with a company that 
currently works from the site, who manufacture hijabs. Working together in a 
community gallery space and documenting their research and actions online they 
produced ideas for a collection of headscarves inspired by the patterns and 
marginalia found in the archive.    
   
Trace Elements, 2017 – Present
Trace Elements is a workshop that uses drawing as a research tool in order to bring 
people together in the production of images which may be developed later as an 
alternative creative response to an archival image. A pattern from the archive is 
enlarged and placed on a table. Tracing paper is then �xed over the top and drawing 
materials are made available. It is hoped that over the duration of the workshop a 
new image will emerge that re�ects the collective vision of multiple participants. The 
workshop is suitable for all ages and abilities and a lack of skill is equally desirable as 
a lifetime of practice. This collaborative drawing activity revealed that it is through the 
process of ‘making’ a drawing that all participants can become actively involved in a 
‘manufacturing process’. This suggests that a group activity such as tracing or adding 
gra�ti marginalia to a design, over time, may become the design itself. Stephen Knott 
describes similar results as “an awareness that production depends on everyone else 
as well as the individual. Through such tactics, and operating under the freedom that 
collaborative authorship provides, artists, designers and non-makers alike might reap 
further bene�ts from collaborative craft practice” (Knott, 2013:139).

I am here and there is nothing to say, 2018
In Visual Research, some students painted extreme close up fragments of the samples. 
These inspired in me a “transition-thought” that led to photographs taken with 
extreme magni�cation. Under magni�cation the pencil marks of the annotation 
combined with the gouache produced still images that resembled lunar landscapes 
or industrial materials such as asphalt. Later I used magni�cation to record a series of 
short �lms as a collaboration with musician Sebastien Lavoie. I visited the archive 
armed with an iPhone and a lens that could capture imagery at 400 times 
magni�cation. I selected imagery that was damaged, where the paint was cracked 
and worn, artwork that was heavily annotated. Over the next couple of days, we 
produced 3 short �lms, each of the archive but also removed from it. The �lms 
revealed hidden qualities and new meaning. Now the markings on the paper could 
suggest rolling waves or turbulent paint in motion. As my lens traced the contours of 
an image, following an annotated graphite line and travelling the surface of the paint, 
it shifted in and out of focus following a path across time. Balkenhol states that 
“following a trace is a movement in time—someone or something left a trace in the 
past, and following it means getting in touch with that past. Of course, since one also 
moves forward, the trace, by leading into the other’s past, leads into the follower’s 
future” (Balkenhol, 2015:109). 
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