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The Bloomsbury Research in Illustration Series welcomes topics from the full remit of illustration – from materiality, practice and technologies, through to history, theory and beyond. The series is designed to bring together global research within illustration to form a cohesive body of literature unique to this discipline. The series is the place for scholars, researchers, students and authors to turn to for high quality discussion of contemporary and historical issues within illustration, providing a base from which to further disseminate discourse within the field.

Dr Rachel Emily Taylor is an illustrator, researcher, and educator. She is from North Queensland, Australia, grew up in the North East of England, and is currently based in London.

Taylor is the Course Leader of BA (Hons) Illustration at Camberwell College of Arts, University of the Arts London, and an Associate Editor for the Journal of Illustration. Taylor has worked with numerous UK-based heritage sites, including: the Foundling Museum, the Horniman Museum, National Maritime Museum, the Wellcome Collection, the Brontë Parsonage Museum, the Barnados Archive, Bowes Museum, Bishops’ House, and the Museum of Witchcraft and Magic.
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Figure i. Tamsin Nagel, Hazelnut Token, 2022.



Engraved coins, swatches of fabric, items of jewellery, handwritten poems, small, everyday items such as a thimble and a hazelnut: I face a collection of small, hand-sized objects exhibited behind glass, tilting upwards, floating. I read the captions that tell me that they are ‘foundling tokens’.

The foundling tokens are exhibited in the Foundling Museum1 in London, and form part of the permanent collection, which tells the Foundling Hospital history. From 1741, upon entry of their child to the Foundling Hospital, a mother (or, in rare cases, a father) was asked to ‘affix on each child some particular writing, or other distinguishing mark or token, so that the children may be known thereafter if necessary’.2 The tokens were part of the admissions process to the hospital and, later, could be used as an identifier if a family member returned to reclaim their child. Each tokenwas attached to a billet that recorded information about the child, but it would not be opened unless the child was reclaimed.

In 1858, many years after the foundlings had been left in the care of the hospital, the Governors opened the billets containing the tokens, and several hundred were put on display at the South Kensington Museum (which is now the Victoria and Albert Museum).3 The exhibition ‘fuelled the public’s desire for the new and curious’4 and it was an opportunity to raise awareness of the hospital in the hope that it would bring more donations to the charity. But this act ‘orphaned’ the tokens, detaching them from their history. Twenty-first-century researchers have been striving to repair the severed link between tokens and children, but work is still ongoing. Some tokens may never be matched to the story of their child and the family who left them in the care of the hospital.
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Figure ii. The Foundling Tokens, The Foundling Museum, London. Photographed by GG Archard.



Looking at the display in the museum, I am drawn to the spaces in-between the tokens: the gap between the object and its shadow (an illusion created by plastic supports and spotlights in the museum display cabinet), and the distance between myself, the glass, and the object. I recall J. M. Barrie’s Peter Pan.5 In particular, the part when Peter loses his shadow,6 but, once found, Wendy stitches it back on to his feet. While housed in this display, the tokens are detached from their shadows and their individual owners; displayed in a grid format, like a collection of butterflies that have been pinned down, they become one rather than many. Butterfly collecting was popular in the Victorian age, and it was at this time that the foundling tokens were first exhibited. But, unlike the butterflies, the tokens are unified by their original purpose, rather than by any similarity in their material qualities (see Figure ii).

Beside the display of the tokens is a small LCD screen that presents a selection of digital captions. By swiping sideways, you can view the tokens (enlarged, with detail) while reading their accompanying narratives. I hesitate over an image of a ring with a red heart-shaped stone, inscribed with the words ‘qui me neglige me perd’. The words would have been pressed against the skin: ‘he who neglects me loses me’. It is miniature, to be worn on a child’s finger. According to the caption, this token was linked to Harriet Littleton, who was renamed Harriott Woodhall on admission, and was later recorded as ‘discharged’. The museum text suggests that the child might have been reclaimed, or, what researchers propose is more likely, she had a disability7 and could not find an apprenticeship.8 ‘Harriet’s fate is yet to be discovered’, the caption states.9

At that moment, I questioned if illustration practice could be used as a tool to close the gap between the objects and their stories, and this experience in the museum was the starting point for my doctoral research,10 which I began in 2014. Instinctively, I asked myself, could I repair what had been broken, like Wendy mending Peter Pan’s shadow? Could illustration practice be a tool to imaginatively mend this link? Although I discovered through making that I was not capable of doing so, I find these questions are often an underlying theme in an illustration practitioner’s response to heritage – they often place themselves within the narrative, rather than merely spectating as it unfolds.

It is this practice-based research that lays the foundations of this book. I sought to explore whether illustration practice might give a voice to historical figures. In particular, the under-represented voice of the foundling child – children like Harriott Woodhall. This has since led me to question how such methods and inquiries into voice and representation can be adopted and/or subverted by an illustration practitioner.

Consider the hazelnut11 in the museum display. When encased in the cabinet, placed alongside a caption, and held within a collection, it is surrounded by a narrative and perceived to have value. It is preserved and cared for by conservators and curators. It has a very different purpose now than it did in the eighteenth century. Without these layers of meaning, it would just be a hazelnut. I question the tangibility of the hazelnut and the intangibility of the story that encompasses it, and how both act collectively to communicate a story of the past; and this act is part of the process of heritage.

Heritage can be considered as a story, like the narrative of the hazelnut (who owned it, what became of them, and its journey into the collection), but it can also be one where knowledge and power become important factors. As Stuart Hall stated,

We should think of The Heritage as a discursive practice. It is one of the ways in which the nation slowly constructs for itself a sort of collective social memory. Just as individuals and families construct their identities by ‘storying’ the various random incidents and contingent turning points of their lives into a single, coherent, narrative, so nations construct identities by selectively binding their chosen high points and memorable achievements into an unfolding ‘national story’.12

The opening chapter, ‘Illustration and Heritage’, will examine the definitions of heritage and how comparisons can be drawn with illustration practice, asking, what are the similar functions of heritage and illustration? Illustration has a natural place in heritage - making, it is a method that can be used to communicate narratives of the past, and this chapter will set the foundation for this discussion. The following questions are each a starting point for a chapter in this book:


	How can an illustrator give voice to a historical person?

	How can an illustrator disrupt an archive or museum?

	How can an illustrator represent a historical landscape or site?



This book explores the different methods that illustrators can adopt when working with heritage. It also includes examples of illustration practice, positioned alongside works from other disciplines, such as art and literature, to contextualise illustration within a wider field of creative practitioners working with heritage. This is more prominent in the early chapters, as they form a reference point.

In chapter two, ‘Illustration and the Historical Voice’, the terms subject, author, and inventor are employed to allow for an exploration of roles that an illustrator may adopt when retelling and constructing historical narratives in their work. I do not argue these are the only roles, there are overlaps and nuances, but these provide a starting point from which to unpick the different approaches illustrators can take in their practice, and to examine where they situate themselves in their work.

In recognition of the fact that no one person can speak for
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