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Viera Anoskinova

Viera Anoskinova (Slovakia)
Coordinator of International Symposium BIB 2009

Foreword

She studied at Commenius University in Bratislava,
Philosophical Faculty, Department of Theory on Visual
Arts. Later a postgraduate study at Academia Istropoli-
tana in Bratislava. Since 2001 she was a gallery direc-
tor; the gallery focused first of all on graphic art works
and book illustrations. She worked as a curator of ex-
hibitions both in Slovakia and abroad and she wrote
number of articles. She is a jury member at The Most
Beautiful Book in Slovakia competition and a co-ordina-
tor of an International BIB Symposium since 2007. She
has been working with BIBIANA, International House
of Arts for Children, BIB Secretary since 2009.

Biennial of lllustrations Bratislava is an exhibition of
picture book illustrations. An illustration, how else, is
more or less connected with the text. The question
whether the illustration is only a depiction of the text or
vice-versa, whether it extends the text, was frequently
discussed by the experts — both experts on visual arts
or literature. From the point of view of book illustrati-
on history one can define two lines: the first one is the
matter-of-fact line — a realistic illustration, illustrating
the story of a book in a narrative way; the second is
the imaginative line that is not necessarily related to a
visual depiction of the contents but completes the story
of a book freely. The realistic illustration is based on the
idea of image story-telling, the aim of which is a didac-
tic one, i.e. to provide the reader with true picture of the
written word. This didactic aspect is significant especi-
ally with small children being in confrontation with the
real world for the first time just through education books
— A.B.C. books, atlases and encyclopaedias. Through
matter-of-fact illustrations of fictive literature, as for
example fairy tales, children get, on the other hand, an
idea about non-existing things, e.g. fantastic beings as
dragons, gnomes or wizards. The imaginative illustrati-
on, in contradiction to the matter-of-fact illustration, is
based on an abstract depiction of the book characters
with the purpose to develop the imagination of a child.

| think it shall be interesting to listen to the contributions
of this year's Symposium as the main topic is “Relation-
ship between lllustration and Text”. This topic is suppor-
ted also by one of the secondary title of the Symposium
“Example of Heuristic Illustration and Text Communica-
tion in a Book Selected by the Lecturer Him/Herself”.

The genres we today consider to be genres for children,
i.e. the myths, fairy-tales, parables and fables, were ori-
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Viera Anoskinova

ginally genres for the adults. Also those who collected
folk-tales and legends (e.g. Grimm brothers, or Pavol
Dobsinsky in Slovakia) did so for the adults. Because
when we think about stories for children, we often see
how many “not-for-children” moments there are. Only
later they became a literature for children. And therefo-
re it is not so special that the best human imagination
books that are at present connected with literature for
children, are in fact not very much for children. They
exceed the children age category through their com-
plexity and philosophical messages and they become
a property of all generations.

Also the book “Alice in Wonderland” is such a book.
The book was written by Charles Lutwidge Dodgson
(1852-1898), an English mathematician and lecturer at
the Oxford University, better known under the pseudo-
nym Lewis Carroll. We know that mathematicians are
often people with great creative imagination and sense
for admirable combinations, paradoxes and nonsense.
Also Lewis Carroll had sense for wonderful and crazy
nonsense — and his Alice has been travelling in that
fantastic nonsense world with childish certainty and
in a trouble-free way. Her experiences may entertain
not only children, but parents and grand-parents and
young people as well.

Alice is a book observing the world with childish optics.
At the same time it is a book full of contradictions — a
book full of fantasy that is built on strict logic sequence
at the same time. Carroll speaks there using puzzles,
ciphers and symbols, similarly as Exupéry do in his Lit-
tle Prince. You can find always something new, different
and unexplored when reading this book anew. The logic
of his world behind the mirror is logic of a dream, whe-

reas it was only a dream of the main character of the
stories, as we find out at the end.

I have not spoken about Alice incidentally for so long, as
the latter secondary title of the Symposium is a Com-
parison of strategies of illustrators of various editions of
Lewis Carroll’s Alice in Wonderland.



Barbara Brathova

Barbara Brathova (Slovakia)

Alice’s Relationships

She studied at Commenius University in Bratislava,
Department of History of Art and Aesthetics. Already
during her studies she begun to write not only about
visual arts but theatre and dance as well. She has
been working with BIBIANA since 1994, as a Head of
Biennial of lllustrations Bratislava Secretariat. She is a
member of various juries: The Most Beautiful Book in
Slovakia, Tripple Rose, Ludovit Fulla Prize, Internatio-
nal Jury at Bologna Book Fair, etc. She is a curator of
Slovak illustrator’s exhibition in Bologna in 2010, where
Slovakia was invited as honorary guest.

The phenomenon of relationship is an extremely super
temporal and eternal topic. A relationship of a man to
man, to the nature, environment, things, situations, life
and world, but also to ourselves. We have a relationship
(but we do not need to have it) to anything and to any-
body. Under specific circumstances and conditions. We
can have a relationship to a book (and we should have
it). There are both indifferent and mutual relationships,
separate relationships, but also relationships among
each other. The relationship of an illustration and a text
is of that kind. Do they function as partners? Are they in
harmony or in contradiction? Do they go side by side,
or against each other? Do they support each other or
are they in conflict? This year our international sympo-
sium should deal and confront with all these nuances
comparing the strategies of illustrators of various editi-
ons of L. Carroll’s Alice in Wonderland, or examples of
heuristic illustration and text communication in a book
selected by the lecturer.

Alice in Wonderland could be deemed to be a well-
trodden book and maybe even profaned to a certain
extend. But its repeated existence has always been
whispering us that the story is dangerously current and
may be applied to each period, each situation and each
of us. Alice also deals with her own relationships and
connections, her own watch and rabbits, mirrors and
miracles, sense and nonsense, simply the labyrinths
she gets lost in and she finds herself in, as well as we
do lost and find ourselves. She offers a large diapason
of options to an illustrator to present his fantasies and
fictions. How to visualize the text to an attractive visual
art form, how to potentiate it, to support it, or to conform
to it submissively, or vice versa to show the dominance.
In the illustrator’s work his personal relationship to the
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theme and its content is profiled subconsciously. In his
attitude to the visual character he clearly presents how
he feels the text, how he understands it and how he
shall make it understandable for the others. And maybe
not. Can we understand Alice? Can we understand her
relationships? Also we — adults — are often chaotic how
to answer these questions (better to say, it is especially
the case of adults). We meet Alice somewhere there
(also in the relationships), we are subconsciously the-
re, in a Babel of unexpected and crazy situations. We
have been living in our relationships (of whatever kinds
and types) and we resembile to Alice (whether we admit
it or not).

Let us confess there has still been something to won-
der about in this world, repeatedly and with the same
intensity as anytime before, to marvel at, to be surpri-
sed about and to be amazed at the same time. Often
we are able to live and accept so absurd situations that
we have to perceive Alice in Wonderland as, at least a
bit, lovable (whether we like it or not). | am curious - at
least as much as Alice was — how did the illustrators
and you cope with the topic of the symposium.

Let me thank the Co-ordinator of the International Sym-
posium Mgr. Viera AnoSkinova for preparing the sympo-
sium, thank you for your coming to share your profes-
sional opinions and confront them with the colleagues
from different countries in a creative atmosphere. | sup-
pose we shall analyse not only Alice’s relationships but
that there are many things we shall marvel at (hopefully
in a positive way) in these days.



Kirsten Bystrup

Kirsten Bystrup (Denmark)

Hanne Bartholin’s Children’s Book as an
Example of the Relationship between
lllustration and Text

She works as a librarian in the Danish Centre for Chil-
dren’s Literature in Kopenhagen. She has been dedi-
cating herself to book illustration from various points of
view, as a librarian, author of book reviews, editor and
a teacher.

I'd like to address this year’s theme by showing exam-
ples of the work by a recent Danish illustrator called
Hanne Bartholin. When we talk of the relationship
between illustration and text, we must mention Hanne
Bartholin. She demonstrates important aspects of the
picture book in Denmark today, and has created a high-
ly personal image-world for a whole range of picture
books, a selection of which will be examinated in the
following.

You can see one of the examples in the exhibition, The
Little Yellow Girl.

Hanne Bartholin was trained at The Danish Design
School in Kolding and worked for twelve years as a
newspaper cartoonist and graphic designer before she
made her first picture book in 1998. Alongside her work
with picture books, she has been, and still is an esti-
mated teacher at The Danish Design School in both
Kolding and Copenhagen.

It is characteristic of Hanne Bartholin’s work that she
always creates an integral whole from a narrative or a
book. She is not content merely to create the figures
and set the scene. Instead, she takes great pains to
make use of all the narrative possibilities that the medi-
um of the book puts at her disposal.

It is immaterial whether the story is created by her or
by someone else, for Hanne Bartholin makes any story
her own. She has taken a hand in the making of many
of her picture books, either by presenting an idea, or by
providing an author with visual inspiration.

The point is that Hanne Bartholin rather than merely
illustrating a story, aims to transform the text into pictu-
res. You might say that she works as a co-author, with
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Finn Herman, cover

her pictures as an essential part of the narrative. There is
a close relationship between illustration and text; the text
is not more important than the pictures, and the pictures
are not more important than the text. | can find no better
way to describe the picture books by Hanne Bartholin
than quoting the definition of a picture book made by
Barbara Bader when she sees the picture book “as an art
form that hinges on the interdependence of pictures and
words, on the simultaneous display of two facing pages
and on the drama of the turning of the page” and says
that a picture book is “text, illustration, total design”.

The two books

Hanne Bartholin has produced 20 picture books. The
two | have chosen to talk about are from 2001 and 2008
respectively. They represent two different examples of
the visual narratives of Hanne Barholin.

The title of the first one is Finn Herman. Finn and Her-
man are boys” names in Danish, and are a kind of old
fashioned and bear some odd connotations. It is defi-
nitely not a frequently used name, particularly not the
juxtaposition of the two names. However the picture
does not show some old-fashioned geezer: it is a cro-
codile. Not a wild crocodile, but a cute pet, belonging to
an upper-class looking lady, who is pointedly dressed
up all in pink — the fur is pink, the hair is pink, the gloves
have pink dots and the jewels is pink and blue, and also
the eye shadow is blue. This lady is a mighty fine lady!

This cover illustration gives the reader an expectation
of a wild and crazy story.

The second book is called The Little Yellow Girl and the
picture on the front page sends a rather different signal
than the former one. There is no irony in the narrative
style or the way the figures are drawn. In this picture,
colors carries message, the red colors which shows
three leaves of a poppy. You can image how big the

Den lille
gule pige

The Little Yellow Girl, &
cover F ;



Kirsten Bystrup

poppy must be compared to the little yellow girl who in
fact looks very small, drawn in medium shot.

The direction of her gaze and the expression on her
face convey the happy and expectant bond between
her and the flower. This picture is very plain and simple
and depicts a soft feeling compared to the first one.

Analysis

In the following analysis of these two books | will pose
the question: How does Hanne Bartholin use the possi-
bilities that the picture book offers as narrative tools?

Finn Herman eats a cat,

Finn Herman on one
footstool,
Frontispiece

FINN HERMAN

Finn Herman

The story about the crocodile Finn Herman is a wild
and crazy story about a very hungry crocodile which, on
a shopping trip to the butcher’s looking for something
tasty for dinner, manages to consume a duck, a cat, a
dog, a boy, an elephant and a man in a yellow hat. And
please note: the “mother” (the “lady” in the story) never
notices, so concerned is she about how dangerous it
is for crocodiles to go into town! See the picture on the
title page, and please note the size of the crocodile: it
is standing comfortably on one stool, almost the same
size as the crocodile himself.

So it doesn’t strike her as odd that the crocodile grows
significantly larger during the course of their shopping
trip. Every time Finn Herman devours one of the unwit-
ting creatures he meets on his journey, Hanne Bartholin
allows the reader to share in the secret of the atrocity at
the next turn of the page.

Thus, while the unsuspecting lady is telling the crocodi-
le to be careful, we as readers learn the meaning of the
word “Gulp”! In Danish “Haps!”.

The sixth time we witness the meaning of the word
“Gulp!” we are fully aware of what is happening,
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Finn Herman eats the man with the yellow hat,

- noticing the remarkable growth of Finn Herman.

“Then Finn Herman eats one ham, two chicken, three
hamburgers and twenty six small, delicious sausages.”
At the end of the story, the lady and the crocodile are
having a party -

- and we can clearly see how Finn Herman finally has
grown so big that his enormous size can’t even be con-
tained within the limits of the picture book — we have to
unfold a double-spread to see him in his full power and
glory. While at the beginning of the book he was able
to lie on just one stool, by the end no less than 7 stools
are needed to bear his weight.

Considering Barbara Bader’s comment of the nature
of the picture book, Hanne Bartholin is very conscious-
ly using all the tools the picture book offers the illustra-
tor. The way she involves the physical elements of the
book is remarkable. She allows the reader to share the
atrocity of the crocodile by using “the drama of the tur-
ning of the page” and she uses the physical form of the
book as a narrative element closely connected with the
content of the story too.

Party,

It should also be mentioned that she is acting as co-
author in making her own ending of the story. She tried
to convince the author to make an ending where all the
living creatures eaten by Finn Herman were having a
big party in his stomach. The author did not agree, so
Hanne Bartholin created her own happy ending as she
believes that a story for children should always contain
hope.

“If you feel sorry for a duck and a cat, a dog and a boy,
an elephant and the man with the yellow hat then here
you have a pair of crocodillescissors.

And if you feel sorry for _ P
a crocodile whose name ,,.7'}a

is Finn Herman then ;

here you have a crocodi- |

le needle and a crocodile

thread. Best wishes, The I
illustrator.”



Kirsten Bystrup

Den lille
. gule pige  The Little Yellow Girl,
gu cover

While the characters in Finn Herman are portrayed with
more slap-dash, provocative strokes of the pen, a style
developed by Hanne Bartholin during her career as a
newspaper cartoonist, The Little Yellow Girl is quite diff-
erent. It is more quiet and meditative and pretty.

| am going to read the book for you and | would ask you
to note two things:

1. One is the way Hanne Bartholin uses the color as a
narrative element

2. The second is how she includes the simultaneous
display of two facing pages to form a landscape, which
comes into existence when the reader opens the book

Flyleaf
Itis all yellow.

Ik
gule pige

Title page
Please remark the yellow sun.

The story begins, and | read:
»Once upon a time there was a little yellow girl and
a little red girl. They did not know each other.

The little yellow girl lived in a big yellow field.
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The little yellow girl planted a seed in the field. Every
day she watered her seed with a little yellow watering
can. One stem came up. It grew. It got leaves and a bud.
It became bigger than the little yellow girl. One day the
bud opened up and transformed into a red poppy. How
happy the little yellow girl was.

The little red girl lived in a red house in a big red field.

The little red girl played on her swing and baked soft
rolls and played ball with herself.

In the evening she lay in her bed listening to the cries
of the tawny owls and the foxes” munching before she
fell asleep.

The little yellow girl did not have a house. When the sun
was shining, the poppy was her sunshade and when it
rained she used it as an umbrella. At night she slept
beneath her poppy.

One night, however, it started blowing and she woke up
trembling and looked up at the stars. Then she understo-
od that the poppy had gone.

When the sun rose, she looked over the yellow field. Yellow
as far as the eye reached. The little yellow girl cried.



Kirsten Bystrup

As she stopped crying, she thought she saw a glimpse
of something red far, far away. Perhaps another poppy,
the little yellow girl thought and set out. She walked for
a long time. She could no longer see the thing that mi-
ght be another poppy. But she continued to walk for a
long, long time.

-,

And the she stopped. She could hardly believe her eyes.
She had come to a place with not one, and not ten,
and not a hundred but thousands and thousands of red
poppies. The poppies were everywhere. She walked up
and down beneath the rows. She shone as a sun. She
did not know it yet. But it was in this field of poppies the
little red girl lived in her little red house.

(The girl climbs the stem of a poppy — remark the swing.
And this is the last page of the book — one might think:
end of story)

(Watch however the flyleaf — yellow as in the beginning,
but this time with two pair of feet added.)

The story ends and the prelude to a meeting has been
told. But as readers we are not disappointed; the il-
lustrator assures us: yes, they have met and right now
they are playing together.

As you will have noticed, Hanne Bartholin uses co-
lor as a narrative element. Yellow glows with light and
power, while reddish orange is filled with inner warmth.
The colors’ themselves convey the mood and feeling,
regardless of whether they are used to create formal
backgrounds or take shape as hills and fields in the
landscape. The pictures facilitate for readers” emphatic
involvement.

As different as the two mentioned books are, they still
share important similitarities which | find significant
in the work of Hanne Bartholin. Her skills and crafts-
manship and her knowledge of the possibilities of the
picture book are impressive. For her, the picture book
is “text, illustration, total design”, it is an art form which
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she has chosen consciously as it offers her the greatest
amount of artistic freedom.

In her visual narratives she addresses children on equal
terms with adults. At the same time, you find a dual
address in her works. Finn Herman is not just another
entertaining story for children. It is also a story of what
you might call blind mother’s love and the impact on
the spoiled child. The story of the little yellow girl is not
just another didactic story of the importance of friend-
ship so common in picture books for children. Instead,
Hanne Bartholin focuses on the reality of feelings that
every child may recognize. At the same time she gives
life to the radiant moments of childhood that adults re-
member.



Matgorzata Cackowska

Matgorzata Cackowska (Poland)

The Relation between Text and Picture in
Picture Books in Poland, and its Potential
Socio-Political Implications.

She works as a pedagogue at Gdarisk University in the
Philosophy of Education and Cultural Studies Depart-
ment. Her interests are social and cultural contexts of
education in the area of picture book for children. She
is an author of plentiful articles devoted to artistic and
popular picture book for children in Poland and in the
world. She lectures the Knowledge about Children’s
Book and Methodology of Social Sciences.

In my presentation | discuss the idea of the relation
between picture and text in chosen picture books, but
| refer to the broader context of their interconnection
with social ideologies. The context to which | make re-
ference is Poland, as | am not only a researcher of its
culture, but also its ‘child’ — | grew up in Poland, | try
to understand its culture and have a feeling that | am
able to interpret its phenomena. Secondly, a strictly for-
mal analysis of the quality of relation between text and
picture is less interesting for me, as for a researcher wi-
thin social sciences, than the analysis of social implica-
tions of this relation. In my research | deal with a social
construction of meanings of picture books’ content and
form, so also with what kinds of discourse and ideology
determine the conditions of picture books’ production in
societies under analysis.

In the beginning let me mention that the idea of ‘picture
book’ is understood here, after Lawrence R. Sipe’, as
the unity, the synergy of words and pictures.

For my description | have chosen picture books which
deal with sexual education. This topic — in the sense of
not only the very sex, but, which is amazing, of sexual
education — has become taboo in Poland! | will attempt
to present this fact in my presentation. First, however, |
will say about the possibilities of picture-text relation in
chosen picture books connected with the problem | am
interested in.

1 Sipe. Lawrence, R., (2001). Picturebooks as Aesthetic Objects. In: Literacy Teaching and

Learning, Volume 6, Number 1, p. 23
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Matgorzata Cackowska

Example No. 1.
Mummy Laid an Egg. Babette Cole, Nasza Ksiegarnia,
20042

It is a picture book with a type of narrative illustrations.
Most often, illustrations, almost in every double page
spreads refer to the text very loosely. First of all, picture
narrative has been applied there, the one which is ac-
companied with a short, simple text (according to one
of Torbsen Gregersen’s criterion). The style typical for
Babette Cole consists of water paint and ink, irregular
shapes, specific mess (especially in case of presenting
a child’s style of life), box-method: presentation of the
happening story’s world here and now by tools other
than the presentation of child’s imagination (here: styli-
zing a child’s drawing with colored pencils).

The book deals with sexual education, but also touches
upon the problems of a generation gap. One day, pa-
rents of ca. 8-11 year olds decide to tell them where
children come from. They start with the differences of
boys and girls’ early life, and end with the way of their
conception by Mom, i.e. being hatched from egg which
their Mom laid on the sofa. B. Cole presents parents
on pictures as ‘elderly Hippies’, which possibly explains
their non-valid and even untrue knowledge about child’s
conception. She presents children as those who actu-
ally live in a Hippie style, accompanied by numerous
pets and in a monstrous mess. Children though, know
better and do not believe in these ‘gloomy bullshit’ told
by parents and provoked by them reinterpret the idea to

2 First Publisher by Jonathan Cape, one part of Random House Children’s Books UK
Ltd.1993

them. They use drawings to tell them their own version
of child’s conception and birth, the one which is true
but illustrates the children’s idea of these ‘things’. Both
visual and textual narrative leads to a culmination po-
int — as it shows being the most controversial and fiery
problem in Polish mentality — to a double page spread
where the text clearly shows that ‘there are many ways
in which Daddy’s tube should find a way to Mummy’s
whole’, whereas the illustration presents a children’s
imagining of these ways.

A book ends with the presentation of birth giving and
parents’ shame that children ‘know almost as much as
they do’, and that this is what reproduction in the world
of humans and animals is all about. The above mentio-
ned double page spreads made the whole Poland astir.
Text is short, simple and announces certain fact, does
not raise any suspicions, and it is exactly the illustra-
tions which present something that took on a political
dimension. It is exactly the four funny examples of chil-
dren’s’ imagination which have been labeled in Poland
a ‘Kamasutra for Kids’. In the opinion of exceptionally
conservative critique, this book, due to this illustration,
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constitutes a ‘promotion of sex and nothing else! There
is no word of love!’. The publisher was advised by many
to withdraw an edition for its own good. And this is what
happened. The edition had been sold out through the
Internet website Nasza Ksiegarnia dirt-cheap (6 Polish
zloty). Only a few books, distributed earlier, were left
out in some book stores. This fact exemplifies how a
picture loosely related to text may change the publis-
her’s policy.

Example 2.
Where do the children come from?Marcin Brykczyrski(-
text), Pawet Pawlak (il.), Nasza Ksiegarnia, 2004

The Publishing House Nasza Ksiegarnia, in order to
save face in this situation, published a book of Polish
writer illustrated by a famous from a few latest editions
BIB Pawet Pawlak ( a Winner of Ziote Jabtko (Golden
Apple) Reward in 2007). Artistic concept applied in this
book is similar to that of B. Cole: a world here and now
is presented in a different style (a painting technique
often used by Pawlak) than the world of children’s ima-

Where do the children come from?

gination (also, as by B.Cole, a style of child’s drawing).
Text is a rhymed lyric connected with the answer to
the question asked in a title. lllustrations are here also
narrative, but they are diversified: In parts which are
most essential for breaking a ‘taboo’ they take a style
of almost literary reference to text, are a specific tau-
tology and a visual empowering of text. Thus they are
— in comparison with B. Cole — very much politically
correct. Special attention should be paid, in the context
of the above discussed first example, to the picture of
parent’s ‘bed scene’.

The text says that Mom and Dad ‘want to be together,
hugged tight in the night, as when they hug each other,
they feel greatest delight .The picture shows Mom and
Dad in a position most close to classical, lying in bed,
certainly in the night, as part of the Moon is visible in
the dark-blue sky out of the window. | believe that such
visualization is to empower the unity of expression, the
coherent perception of the world in this sphere pre-
sented by the text, author and illustrator. This situation,
the only one appropriate and the only one accepted
by conservative Polish opinion, referring to presenting
the conception, an illustrator enhances by another ele-
ment: a book is situated on a night table and thus, by
its shape and a book-mark sticking out, suggests being
a Holy Bible. What strikes in this situation is showing
parents naked, not covered by a blanket, but, first of all,
having there a child in the front — a girl sitting in front of
the bed, curled up. However, it is obvious from the very
beginning that she is a narrator, and, as a half — fictiti-
ous creature, may appear wherever she wants. In this
particular situation she crosses her mouth with a finger
suggesting that persons other than a couple of parents
must remain silent.
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Examples of free interpretations made by illustrators are
to be found everywhere, where there are no controver-
sial moments, ex. a girl is chosen for a narrator, sper-
matozoids and egg cells are personified on endpaper,
various nice comments are made, situations mentioned
in text are contextualized, or the very drastic moment of
birth-giving is presented in a beautiful scenery of roses
(maybe they are to symbolize beauty and pain?)

The world presented both in text and in pictures is an
idyllic. This book has been perceived with warmth by
the recipients. Internet forums about books for children
and youth were full of positive posts without a sign of
criticism. All that was shown in there was accepted by
the evaluators. What was particularly emphasized was
the overwhelming love present both in text and illustra-
tions, which emanated mainly from pictures, and which
was non-existent, as it was pinpointed, by Babette Cole.
Here the promotion of love was observed, there — only
sex. The publishing house could not afford the next
scandal, so it acted very properly, politically correctly
and the book has sold well till today. | will only mention
here that since 2005 the Polish political scene has been
dominated by right-wing parties and extreme right-wing
parties headed by Liga Polskich Rodzin (League of Po-
lish Families), strongly supported by a Catholic Church
represented by an opinion-forming station Radio Maryja
(Radio of Maria). The year 2004, the time of publishing
of the two books in question, was also the time of left-
wing government’s collapse and strengthening of right-
wing forces fighting for power in the society.

Example No3.
Graine de Bebe, Editions Nathan, 2003 Thierry Lenain
(text), Serge Bloch (il.)

| decided to quote one more example which comes from
a different culture, from France. | want to call for this con-
text in order to show that in some way the editor and
author’s freedom, especially in the field of picture books
for children, is dependant on ideological acceptance or
rejection observable in societies. The book ‘Graine de
Bebe' was published a year before the two examples
quoted above and presents the same issue of sexual
education, and also from a child’s perspective. Here a
girl starts asking questions on the two sides of cover
of the book, the questions which mix in her head: on
the one hand those concerning the birth-giving and co-
ming to the world, and on the other: those connected
with the ways Daddy’s seed reaches Mummy’s egg cell,
so the very moment of conception. These questions get
together in the central double page spreads. The con-
vention preserved here is such that the following pictu-
res illustrate every appearing doubt (in girl’s mind), so
the relation between text and picture is complementary.
Among these questions (ex. Does Daddy give the seed
to Mom in a packet? Maybe Mummy eats it in a sand-
wich? Does Mummy possibly drink it with a huge glass
of juice?) and their adequate representations, there is
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one which | want to focus on. This question appears after
the former presupposition, having a character of a state-
ment, that It is Dad who, with his penis leaves this little
seed in Mom’s vagina®, and constitutes a serious doubt:
‘or maybe it is the doctor who puts this Dad’s seed into
Mom, first mixing it in test-tubes? lts illustrations on one
page shows a gynecological situation, in which a doctor,
assisted by Dad, inserts in between Mom’s legs some-
thing resembling pipette and then, on the second page,
a doctor in a surgical mask getting ready to mix the se-
eds in one test-tube. | want to draw attention exactly to
the visual presentation of this situation.

With a typical for him, irregular, feather-like, quite ide-
ographic line, Serge Bloch undoubtedly illustrates the
scene, which due to the presence of specialist devices,
illumination, computers, a sterile surgery mask of a do-
ctor and various other medical utensils (sometimes as
photographed objects) and so on, a conscious Mom and
Dad accompanying her, resembles the situation of in vi-
tro conception or, maybe insemination. Here, similarly
to B. Cole, the illustration responds to text with its own
narration and focuses the viewer’s attention on the thing
only provoked by the text. It is again the example of a
politically incorrect illustration, which this time relates
not so much to the imaginary world of child’s imaginati-
on, but to the contemporary reality — still more popular
methods of extra somatic conception. In this way, the
illustration is awareness-raising, and it accustoms with

3 | have not written a word in Polish in order not to use a vulgarism or a medical term. The
problem of the Polish language is such that names of intimate parts of the body are very
much vulgarized, and if one does not want to use such terms ( it is still a book for kids!),
we are destined to use mainly medial language. | do not know, if the problem in foreign

languages is the same.

an image which it depicts. Hence, it plays a different role
from text in a book about conception — it educates, it
makes such devices familiar...

Honestly, | am not even able to imagine what respon-
se such a book would evoke in Poland, especially in a
present situation of political clashes taking place around
the bill about in vitro conception. It depicts only doubts
expressed by children. But it is just because they are so
exhibited in a book for children, | am pretty much sure
that the book would bring about a moral upheaval. In my
opinion, the book will not be published in Poland for a
long, long time to go.

Conclusions

Concept, form, aesthetic tools, especially the relation
between picture and text, applied by the artist, author
and illustrator in a picture book, does not remain witho-
ut social implications and meaning. It refers particularly
to picture books touching upon taboo topics. In case of
Babette Cole and her book, a purposeful, ironic mani-
pulation with the picture relating to text (using an unli-
mited children’s interpretation of all phenomena) results
in a scandal in a conservative society. A similar effect
might be caused by the book ‘Graine de Béb€', due to
its illustrative interpretation of text and its educational
function. However, in case the illustration is subordina-
te to text and books concept and specially empowering
a ‘mannerly’ text with equally ‘mannerly’ picture like in
case of a book Skad sig biorg dzieci? (Where do the
children come from?) (in the same society), there are
no actions undertaken, which would result in a strategy
‘ad usum delphini applied towards the whole edition of
a book! It is even friendlily accepted. It is a means to
preserve the society.
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Salmo Dansa (Brazil)
Alice through the Looking Glass:
An Inverted Version

AN ==l M

He is a visual artist and designer. He used to work as
an Art Director advertisement agencies. He illustrated
more than 50 books and since 1992 he has been fo-
cusing on literature for children and young people. His
illustrations are exhibited on BIB 2009.

Introduction

Time is the essence of narrative. In the same way, the
visual narratives are strongly influenced by that con-
cept and usually are radically involved into questions
of linearity, simultaneity, fluency and rhythm. Becau-
se of those similarities, Children and Youth Literature
is a field where, more than any other, the relationship
between text and illustrations takes effect. We agree
that in children books illustrations are as important as
the text itself despite of which one came first in the cre-
ative process.

lllustrations can be seen as a combination of three
mean elements: conceptual thought, narrative ima-
gination and technical resources. On one hand, each
illustrator will focus in a different order of priority. | am
convinced that that order of priority exert a great influ-
ence in the illustration’s character. On the other hand,
we can see the publishing environment as another in-
fluence on that character.

An example of that influence is that there are very few
moments when we can see illustrations as a really star-
ting point of the creative process of children books. As
a matter of fact, illustrations are made in a restricted
time to fill pre-stipulated spaces on the book pages,
sometimes because of the publishing process, some-
times because of the illustrator's methodology. Thus,
with some exceptions, illustations use to be always a
second stage of the publishing process.

Creativity in art works is somehow related to a capacity
of changing points of view and of giving up of our most
used methods, especially those that we master. The
main problem of mastering techniques in visual arts is



Salmo Dansa

not to know how to control the tools but to be able to
create new possibilities and get surprised with oursel-
ves. It is not an easy task.

Sometimes technical resources use to dominate illustra-
tors in the name of beauty or creativity. The understan-
ding of apollinean and dionysian’s duplicity applied in
our daily work can help us to perceive how that oppositi-
on is the essence of creativity and beauty’s relationship.
This aesthetical concept is perfectly defined in the He-
raclite’s phrase: “The harmony is a result of the tension
between contraries like the bow and the lyre”.

| link this concept of oppositions and complementarities
to the idea of the mirror and | followed it in my experi-
ment to create a version of “Alice through the looking
glass”. That experience was really unusual for me in
some aspects like time of work and material in the
different stages of the illustrating process. This report
describes each stage of the depicting process, explai-
ning the motivations and purposes, including the con-
cept, development, methodology and some publishing
adaptations of finish.

An inverted process

The creative process is divided in three stages: sculp-
tures, text and illustrations. | can’t hide that the visual
identity and the narrative’s capacities of my version was
defined by the quotation of John Tenniel’s work, but the
relation between the text and images in that version
was completely changed from the original Tenniel’s il-
lustrations and here | will show it to exemplify how this
relation is a result of the creative process where those
so narrative images from Tenniel was re-elaborated in
another technique to play a more symbolic role as a

opening chapters illustrations.

The beginning point of this work is the conceptual ap-
proach and | considered the inversion as the concept
from where everything comes. The visual identity of my
work is closely related to John Tenniel's draws and |
underline it as an undissociable part of the Alice’s story
and the illustration history as well, but to describe that
process | have to take the first stage of this process
as a first inversion: a creative process of children book
illustration that starts not from the text but from the ima-
ges, actually sculptures.

First stage

Some of those begginig images | made cutting sequen-
ces of pages and gluing then in a inverted order on the
third cover of the book. Those works made me think
about that inversion. Then, | looked for a “Alice through
the looking glass’ to make this work using exactly a
published Alice’s book. Those “sculptures” were really
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beginning illustrations for me; | was convinced to pur-
sue a way to make it suitable to an “Alice” children book
but | didn’t know how to do it in that moment and that
searching took me a long eight years.

Those sculptures and low reliefs were made in the fol-
lowing process:

a - Model a virtual image in computer using the 3D
Studio package.

b - Slice that image with the illumination tool in as
many slices as the pages of the book | intended
to sculpt.

¢ - Print all slices to use as a guide to cut each book’s
page in the format of the slice printed in a linear
sequence.

d - Cut and take out the inside part or outside part of
the book’s page depending on the sculpture inten-
ded.

The result of that stage was a half face of “Alice” used
on the cover, “Tweedledee and Tweedledum” page 25,
“Humpty Dumpty” not used in the final version, “The mi-
rror” pages 6/7, two low reliefs used in the original form
on the second end third covers and the lateral colun on
the right side of the pages 23, 32, 40, 49, 57, 71.

Second stage
The second stage was to find out a new version to the
text.

Because of my belief in the project and the story had
been so well known | allowed myself to work on that
idea of retelling the story by images, but, as time went
by, publishers didn’t demonstrate interest on it and |
should take some publishing decisions.

The idea of retelling the story by rhymes came after re-
peated reads of the text. | saw that there are in the ori-
ginal story some parts told by rhymes, like the Jabber-
wocky part. Thus, the writer and my mother, Lecticia
Dansa, decided to make a style inversion by telling the
story in rhymes and [the poems]those parts in prose.
This inversion brought a light and simplified form direc-
ted to a tender age group audience.

That idea of text’s inversion influenced definitely in the
following stages making me thing about how to trans-
form the images. Until that stage in black and white and
extremely symbolic, in colored and more narrative il-
lustrations to be suitable to the children. As the new
text has been made | chose some Tenniel’'s images to
amplify and remake it by collage and after some time
combine it with the sculptures.
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Third stage

The challenge during the third stage was to conciliate
the idea of using the book sculptures with the quotation
of John illustrations. To combine the two kind of ima-
ges, | took photos of the sculptures to use it as a parts
of scene compositions. Some of them were completely
changed, loosing the original form of Tenniel’s illustra-
tions.

I amplified the Tenniel's draws by a craft system and
started a collage over that base, summarizing the sce-
ne focusing the most important elements and taking
into account the influence of new elements like techni-
que, material, and colors on the compositions.

There are two sculptures in original shape on the second
and third covers; four illustrations mixing the sculptures
with collages on the cover, the lateral colun, a double
(pages 6/7) and a simple (page 25); and a vignete and
the nine other illustrations based on the structure of
John Tenniel images. Two illustrations | made were not
used because of the size of the book.

Conclusions

To describe a creative process is something that we can
do just by memory. Sometimes that description sounds
longer, sometimes shorter than that the process really
was. By the way, this is always made in a narrative way
and it is a frame of time.

If, on one hand, most illustrations use to be made in a
restricted time to fill pre-stipulated spaces on the book
pages, on the other, the pursue of an authorial process
can take a long time specialy in an empirical process.
| am strongly convinced that associate Art history and
empirical process is a way to keep the harmonic tensi-
on between contraries.

The idea of oppositions and complementarities and the
mirror of “Alice through the looking glass’ is present at the
comentary of Joyce Whalley, and Tessa Cester in their
book A history of children’s book illustration: “all morality
and learning were turned up side down, giving an aspect
of reality to those images of dreams” and it is a perfect
image of how special is the Lewis Carrol and John Tenni-
el work. Whalley and Cester end that paragraph this way:
“Both had others published works, but neither of both had
the same success as in the Alice’s books where both sto-
ries and images are part of our memory”.
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Janine Despinette (France)

Alice

She has been working as literary critic in the field of
literature for children and young people. She wrote
number of critiques on books for children and young
people published both in French and foreign journals.
She was member of selection committees and juries
for awarding literary and graphic prizes and awards in
France and abroad.

We are in this Symposium to talk about Relationship
between lllustration and Text and to compare the stra-
tegies of illustrators of various editions of Carroll Lewis
book: t. And | am here, today, | suppose, because, in
1983, | had the privilege to dream, to think and to write
about this relationship between this text and its illustra-
tions...with in my hands quite all essential editions pub-
lishes in the world at this date....since the Lewis Carroll
facsimile (MacMillan London 1886) and the John Ten-
niel first edition (MacMillan 1885) to the DuSan Kallay
(Mladé Leta 1981) the last published. Quite fifty books
with illustrations by fifty artists from everywhere in Ex-
hibition during an exceptional Event organized by the
British Council and the National Center of Art and Cul-
ture Georges Pompidou in Paris to celebrate the 150
birthday of the author: Visages D’alice (to remember
see the book Visages d’Alice, Gallimard 1983). It was
25 years ago...l am here, also, because | remember an
other Symposium on Pictures of Alice by Lewis Carroll
in Bratislava at the Slovak Film Institute in 1989. Like
topic, for the first time, Picture in book and animated
film for children...

But we are in 2009. | am not one Lewis Carroll exe-
gete but | am a critic and founder of the CIELJ and in
the cyberspace the site RICOCHET: on the net we can
see more business than Art. Today like yesterday arrive
in my hands Alice’s new books or new projects. Then,
today like yesterday, | ask myself about the special re-
lationship between this TEXT and its illustrations on the
line of TIME. If we start to analyze why ALICE is so im-
portant in the History of our modern culture and not just
in History of children’s literature we must start, today
like yesterday, from the first version manuscript with the
sketches by Lewis Carroll himself and we don’t forget
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The Family of
Lewis Carroll,

that the oxfordian professor of mathematics Dodgson
have seven sisters, don’t forget also than he draw like
he write, all the time since his childhood and he was
still one of the best portrait photographers of his time
in England.

Alice in wonderland, this book writing for an teenager
of the Oxfordian Society very intellectual and sophis-
ticated (now we know her by the photography and we
know than it is herself ALICE who ask to have a writing
copy with sketches of this “story” like Christmas’ gift....
this book stay like Lewis Carroll wishes it: always old
fashion and up to date blending. Like Peter Hunt wro-
te “in history of children’s literature Alice’s Adventures
marked “the first unapologetic appearance in print, for
readers who surely needed it, of liberty of thought in
children’s books”. Subversive liberty of thought, for that,
the book is also a work of children’s literature that in
the course of Time enters the literary field assigned for
adults more and more assertively like said the profes-
sor Frantisek HoleSovsky. And | think than DuSan Kal-
lay said today like yesterday “if in case of other texts it
is possible to speak even less about the author it is not
possible in the given case, due to some sort of strong
and deep connection existing between CARROLL and
his work, between him and ALICE and the children as
such.

Listen : “Espace TEXTE® Alice was beginning to get
very tired of sitting by her sister on the bank, and of
having nothing to do... on or twice she had peeped into
the book her sister was reading, but it had no pictures
or conversations in it and “what is the use of a book”
thought Alice, without pictures or conversations? She
was considering in her own mind (as well as she could,
for the hot day mad her feel very sleepy and stupid)
whether the pleasure of making a daisy chain would be
worth the trouble of getting up and picking the daisies,
when suddenly a White rabbit with pink eyes ran close
by her.

Since the first line ALICE on the surface is clearly not
true to ordinary experience. But waking life, as most
of you know it must function as if they are unreal, as if
chaos is amusing non sense and for artists illustrators
the book is certainly true like an extraordinary but fami-
liar experiment, the dream before the work.

But you know the TEXT and everyone, here, know that
also : regularly new exegetes, psychologies, psychoana-
lysts, sociologies or poets tried to explain why the ALICE
dream is always seen from « ALICE'’s point of view, and
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Alica u zemlji cudesa,
Zagreb, 2002
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for what, after all, the dream is Alice’s dream and not
CARROLL dream... In fact CARROLs thoughts on his
creation provided important keys which took ALICE in
interesting visual directions because He is also DODG-
SON the photographer: in the book’s evolution in both
images and design to be mindful of the Text. Its spirit, its
language and ‘it is calculated pandemonium” he said.
Graham Owenden wrote in his ILLUSTRATORS OF ALI-
CE (1971) “his photographic work is gentle but profound
comment upon the fleeting moments of that precious
Time of transience between the reality and the dreams of
childhood”. Today The Adventures are always the same,
words are always the same, but the sense of words in the
ALICE’S graphics commentary can be different in subje-
ctive interpretation by the illustrator who choose dream
on this text. The IMAGE, the concept of childhood has
changed but the myth of the CHILD is always questions
and challenge. Why we are in this symposium? Certainly
because a WHITE RABBIT in velvet jacket escape from
the Lewis Caroll and Andrea Petrlik Huseinovic dreams
captured our own interest about new form of cultural ex-
pression in the world. We can see with this poster there
are no limits for artistic imagination, when the reference
is so universal than Alice’s adventure. And we can see
also: to work for an illustrator is always deconstructing

and reconstructing words to give a personal touch at
these questions. | appreciate the wonderful B.1.B. joke to
pass the GLOBALISATION PHENOMENON IN ARTS at
the Carrollian ALICE’S Adventures in the WORLD of il-
lustration books. In France, in 2006, when the Centre de
Promotion du Livre de Montreuil who organize FIGURE
FUTUR Competition had offered up to the imagination
of young illustrators to illustrate, again, ALICE or PE-
TER PAN....1416 young artists from 54 Country of 5
Continents had participate.

There is illustrators will apply visual metaphor to literal
texts mainly with the intention of increasing their impact
to make an idea more mad, more funny or more concre-
te for the reader. If he is an artist, a graphics illustrator
is conscious of his work must take care to announce his
own accent since the cover of the book. It is my critic point
of view: one problem modern illustrators have when they
choose their own personal variations, is how to break
away from the commonplace to avoid the self evident...
when they treat subjects that have already been illustra-
ted by the others more and more before. It is important to
hear and understand Barbara Horvatova when she said:
“the marginal space offered to young artists now ...and
also certain re-understanding of the book as an artifact
and gradual return to the book as piece of Art that has
been sold at the same time (and this is important) gives
at least a symbolic anticipation of profiling positive facts
rediscovered again...) With new techniques, new visions
and new names are there, today” May | have also new
generation of readers who read directly English or Ame-
rican version to discover the “Wonder-World”.

Today like yesterday Alice’s approach is question and
challenge.
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Klaus Doderer (Germany)

Different Ways to lllustrate Nonsense
Poems

About nonsense poems and the difficulty to
illustrate them

He is a Professor Emeritus of Literature at Johann Wolf-
gang Goethe University in Frankfurt am Main. He foun-
ded the first research institute of children and youth lite-
rature. He wrote theoretical books about some literary
genres like fable, short story and fairy tale, about the
history of picture books in Germany and about modern
children theater. He is also the initiator and editor of the
first encyclopedia of children literature. He was founder
and first president of the International Research Society
of Children Literature.

If an artist has to illustrate a story in a realistic style,
then the facts, figures and events, which are described
in the text, are the models and give the intention. The
text offers the characters, their environment and the
moments of the events. All these parts are parts of the
reality.

And if an artist has to illustrate a fantastic story, then
she or he can also take the themes and ideas out of the
text. It is the narrator, who has described in his way the
surreal subjects, for instance monsters or robots, also
the science fictional scenery, in which the events go
on. It is the writer, who has created and performed his
world. And the illustrator has the opportunity to decide,
which moments he wants to illustrate, to which figures
he wants to give his special accent and also in how
many pictures he wants to show the run of the story.
The illustrators are the stage designers and the visual
dramatists of the author’s text.

But what about to illustrate nonsense poems? Nonsen-
se poems often have no consequent story. They are
funny and delightful playgrounds for words and rhyth-
ms, but now and then not full of sense. A look into the
new ,Oxford Encyclopedia of Children‘s Literature” of-
fers under the item ,literary nonsense” a desc ription of
that literary genre.

What literary nonsense“ means? There is to find disor-
der. The text is full of inconsequence’s, pointlessness,
senselessness, absurdity and incongruity.

1 The Oxford Encyclopedia of Children’s Literature. Jack Zipes, editor in chief. Oxford
2006. Volume llI, 165-168. Entry ,Nonsense*, revised by Kimberly Reynolds.
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I may give you a very short example.2 The words are in
German language, but they seem very odd.

Von Dideldum nach Butzlabee

Ich hdng den Mantel um und geh
Von Dideldum nach Butzlabee.
Ich geh (und hédng den Mantel um)
Von Butzlabee nach Dideldum,
Von Belabutz nach Dumdeldi,
Von Beladum nach Dumlabee,
nach Dum

La-

Bee.

There is a mixture of words. There are no real places
named ,Dideldum®, ,Butzlabee®, ,BelabutZ‘, ,Dum-
deldr, ,Beladum® and ,Dumlabee”. It s just a fantasy
world, in which we have to plunge. Every reader knows
that there is no way from one to the other place. But
every reader likes the rhythm and the sound of this cir-
cus of words. It is funny to be in such a senseless, cha-
otic and animated mood.

The Text of ,Von Dideldum nach Butzlabee" is compo-
sed by James Kruess. From now on | will stay to the
texts of this author. All examples, which | have chosen
to present here, are published in books of James Kru-
ess and are illustrating and interpreting nonsense po-
ems of this famous German writer. So only the illustra-
tors are different, not the author.

2 James Kruss: Der kleine Leierkasten. Illustrationen von Eberhard Binder-StaBfurt.

Ravensburger Taschenbuch (Maier), 0.J. Seite 17.

Some words about James Kruess. He was born 1926
on the small Island Helgoland in the North Sea and died
1997 on another island: on Gran Canaria, westward of
Africa in the Atlantic sea, where he lived for a long time.
Many novels - for instance ,, Timm Thaler oder das ver-
kaufte Lachen* and many poems of him, like ,Der Sén-
gerkrieg der Heidehasen", ,Der Zauberer Korinthe“ or
~Henriette Bimmelbahn“ are translated in many foreign
languages. He was 1968 the winner of the Hans Chris-
tian Andersen award. | believe, more than hundred ar-
tists have tried to give his poems a special visual at-
traction in hundreds of editions. James Kruess poems,
fables or stories are texts of many picture books which
are illustrated by completely different artists. Only some
of their illustrations we will see now.

But how can an illustrator do his work in front of such a
surrealistic verbal model? My first example is very sim-
ple. It shows a man being in a hurry, turning from verse
to verse his direction:

Der kleine Leierkasten
illustrations: Eberhard
Binder-StalBfurt



Klaus Doderer

Some different ways to illustrate nonsense poems

The question, which | am interested in as follows, is
not first of all the special artistic style of the special
illustrator, but the strategy how texts and pictures work
together. Or with other words: which way does the il-
lustration find helping to understand, to interpret or also
to enrich the contents of the poem?

| may distinguish different types of joining the text and
its illustration.

1. lllustrations, which spend reserved details, are by-
products, are matter of secondary importance

In the poet's song of the walk from ,Diddeldum® to
~Butzlabee“ are only two points of evidence, which are
worthwhile to bring them in front of our eyes with the
help of the illustrations. The first is the walker - a being,
a human one or not, nobody knows it. We are told that
he is in a hurry from one place to the other. And the
second point is, this being is clothed with an overcoat.
It is good to see the same figure going to and fro, back
and forth several times.

| show you a second example.®

You see here another figure flitting away, clothed also
with a coat, here made like a cut-a-way, and surroun-
ded by music notes, which are symbolizing that this be-
ing - here with a bear‘s head - is in good mood, more
or less dancing from ,Diddeldum® to ,Butzlabee“ and to
the other places.

3 Ein Eisbar ist kein Pinguin. Das groBe James-Kriiss-Buch. Hrsg.: Renate Raecke. Mit
Bildern von Verena Ballhaus. KoIn (Boje) 2007. Seite 65.

,Von Dideldum...”
illustrations: Verena
Ballhaus

It is, | think, in this second version too, a very reserved
kind of combination between text and pictures. The in-
terpretation of the text-contents within the pictures re-
mains in suspense and is very little concrete, is floating
between the rare recognizable objects, that is to say:
the wandering ,|I“ as an unknown being, his coat and
the different nonsense places.

The reserved combination of text and illustration leads
to a side by side position in the layout of the book-page:
Here the printed verses, there the modest illustration.
In general: | believe that this is the usual way to add
some pictures to the words.

II. Balance between texts and illustrations

There are other examples in which the illustrator gives
his own fantasy to interpret visually the words of the au-
thor. Here the artist is on the way to free himself more
or less from the words, but not from the contents.

A very common poem of James Kruess is ,Der Zaube-
rer Korinthe®- A magician called Korinthe, who is living
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Der Zauberer Korinthe
illustrations: Rotraut Susanne Berner

in an inkpot and is changing texts which someone has
formulated and written with the ink of this pot.*

You see - left - this magic enchanter, looking out of an
inkpot. On the right side you can read the text.

Es lebte einst der Zauberer
Kori, Kora, Korinthe.

Der saf3 in einem Tintenfass
Und zauberte mit Tinte.

You can find on two double-pages further on - in this
picture book - the inky footsteps, which bring your at-
tention to the right side. And there you see merchant
Steenebarg writing a letter to his son. You see, too, the
ink magician. He is changing the bitter earnest, reproa-
chful text - ,Du solltest dich was schdmen® - in a char-
ming one.

4 James Kriss, Rotraut Susanne Berner: Der Zauberer Korinthe. KéIn (Boje) 2008.

Der Zauberer Korinthe
illustrations: Rotraut Susanne Berner

Einst schrieb der Kaufmann Steenebarg
Aus Bri, aus Bra, aus Bremen

An seinen Sohn in Ddénemark:

,Du solltest dich was schdmen!*

You have only to turn the page and will find - in words,
sentences and lines on the left, in a picture on the right
- what the ink magician ,Korinthe* has come up: The
son, reading with his girl friend the charming message,
the sun is shining, a bottle, two glasses, a lucky hour.

Doch als der Brief geschrieben war
Mit Schwi, mit Schwa, mit Schwunge,
da stand im Brief: ,Mein lieber Sohn,
du bist ein guter Junge!”

The structure of the layout in this book is simple: on
one side the text, on the other the illustration. Both de-
monstrations are a unity in itself. It is a simple form of
balance.

Still two examples which may demonstrate, how the
balance between the poem and its visual interpreta-
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»,Der Auerhahn hélt viel von der Verlobung...”
illustrations: Sabine Wilharm

tion can be also produced. They are taken from ,Ja-
mes Tierleben®, a book of James Kruess, in which he
makes many jokes about the life of animals, seen in a
anthropoid way, like fabulous creatures. The illustrator
is Sabine Wilharm.® She - by the way - has also given
Rowling's ,Harry Potter” his German image.

The first example is presenting the engagement party
of a capercaillie. There is music in the air, flags and
pennants are demonstrating good humor, two birds are
marching, others dancing:

And the second example is called , Es sprach die Maus
zum Floh“

That poem has six verses. In each of them one ani-
mal declared to be stronger then the smaller one. The

5 James Kriiss: James Tierleben. Mit reichem Bildschmuck versehen von Sabine Wilharm.
Hamburg (Carlsen) 2003.

-
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~,ES sprach die Maus zum Floh*
illustrations: Sabine Wilharm

mouse shows off in front of the flee, a cat in front of the
mouse, a calf in front of the cat, an ox in front of a calf
and so on. At last, spoken with a smart voice, an atom,
much smaller than a flee, informs that itself is stronger
as the elephant, as all the big talking animals.

Sabine Wilharm needs two pages to demonstrate the
message: be careful with showing off. She begins - on
the left side - showing the super mouse in the boxing
ring and she ends - on the right side - pretty below -
a small point. That is the atom.

In this case the verses are more or less surrounded with
funny animal figures, are printed in form of steps in a
staircase, are fit in the room which is still open in the mid-
dle and are ending as a bubble text pointing at the atom.

| think, here on these double pages we have wonderful
examples, which show, how effective the combination
between writer and illustrator is. Here is a real balance
between the meaning of the words and the meaning
of the pictures. The sense of the poem has put on the
stage of paper in perfect way.
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Il lllustrations, which uses the text to produce own ideas

This is a third form to surround the words and phrases
of a funny poem by developing a independent visible
world. One of such poems of James Kruess, one of
the most famous, is titled ,,Wenn die Mdpse Schnépse
trinken“. In German are the rhymes all okay, but the
contents are nonsense. Pug-dogs are drinking spirits,
hedgehogs standing in front of a mirror, pines waving
bears and so on. All these happens there, only becau-
se the words are rhyming: ,Mépse“ and ,Schnapse®,
slgel“ and ,Spiegel“, ,Féhren“ und ,Baren*.

What can an illustrator do in such a situation? There
are examples which look like to be on strike.®

Here Verena Ballhaus spend the Text only a snake and
a glass. The text has 55 short lines, but consists of one
sentence only, beginning ,,Wenn die Mépse Schnépse.
. .“ and ending ,,dann entsteht zwar ein Gedicht, aber
sinnvoll ist es nicht, i. e.: there are rhymes but not sen-

r =

,Wenn die Mépse Schnépse...“
illustrations: Verena Ballhaus

6 Ein Eisbér ist kein Pinguin. Das groBe James-Kriiss-Buch. A. a. O. Seite 48.

,Wenn die Mépse Schnépse trinken...”
illustrations: Verena Ballhaus

se - That's all. And that is okay. Because the joke is
lying in the sound of words and they all are not interrup-
ted. Almost every word has his own line, but there are
- until the end - no brakes. You must hold the line and
stay through. Here only a snake and a glass, that’s all.
A totally other strategy to illustrate this poem you may
find in the large sized new picture book, which is devo-
ted only to this small nonsense poem of James Kruess.
The pictures have created Alexandra Junge.”

Here it last fourteen pages to bring the whole text, which
is divided in sense-units, two lines long. The illustrator‘s
intensive pictorial interpretation exists in fourteen color-
ful sceneries, which all need full double-pages. | show
you three of them now.

7 James Kriiss: Wenn die Mépse Schnépse trinken. Mit lllustrationen von Alexandra

Junge. Berlin 2007.
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,Wenn die Ochsen boxen gehen...“
illustrations: Sabine Wilharm

»,Wenn der Bieber Fieber kriegt...“
illustrations: Sabine Wilharm

The first picture shows six crazy dogs. The two-line-text
is inscribed into the colored picture. The two lines are
the first part of the only and very long sentence of the
poem.

We need time to bring all details of this picture in our
consciousness. There are six dogs dancing as a ballet-
group, singing and in a crazy mood. Bottles are placed
here and there.

Another double page is illustrating the five words ,Wenn
die Ochsen boxen gehen®. That means: When two oxes
starting a boxing-match. Alexandra Junge creates a
whole scenery which told us a separate own story. We
see two oxes in a fighting position, a very small referee,
and an enthusiastic spectatorship in the background. In
viewing this double-page-picture you will forget the poem
of James Kruess. It is speaking its own language.

The same in the next picture where you can observe a
sick-bed-situation in beaver's home. In the foreground
mama beaver on the cooking-stove shocked because
of reading the thermometer, baby beaver in the backg-
round lying in the bed. Here nonsense was transformed
in fantastic scenery which told us a lot of things and
introduces us in the home of a beaver child.

In this picture book the poem of James Kruess is lost.
The remembrance on the word-and-sound-unit, the
rhymed lines and the structure of the one sentence
long poem is blown away. We can see on the pages of
Alexandra Junge's picture book in a fictional world con-
structed around the catchwords ,beaver” and ,fever or
~,Mopse“ and ,,Schnapse” or ,Oxen“ und ,,Boxen”.

The connection between text and picture has the same
intention, to make fun in building crazy scenery. It re-
mains the general mood - as in the poem as in the
pictures -: let's see the world as a funny playground.
But we have two works.
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Conclusion

| showed some variations of illustrating nonsense po-
ems. All the texts, which | selected, wrote James Kruss.
All poems have humor, fantasy and are full of rhythm.
But the visual interpretations of the lines, verses and
words are created of various modern outstanding il-
lustrators.

It is to see, that the kind of communication between the
authors words and the illustrators work in each case
was very individual and very different. The text and the
pictures are always in relationship, but organized in se-
veral forms. Perhaps we should discriminate.

Firstly: Sometimes the pictures are a plain addition, an
extra without a function, more or less an appendage.
Secondly. Sometimes, vice versa, the text or parts of it
are only valuable and suitable stimulations for develo-
ping works of visual art.

Thirdly: There are some examples of suitable integra-
tions of text and illustration. Then it works as if actor's
and author‘s work build together a perfect performan-
ce.

Shall we find rules what is right, what is wrong? | think,
it is not fair to press the art in a system of laws. But the
best illustrated nonsense poems should be composed
in such a way that the recipient meet a unit which you
can read, see and hear at the same time. Than we have
a total art work, what we call in German ,Gesamtkun-
stwerk® en miniature at a piece of paper.



Manorama Jafa

Manorama Jafa (India)

Examples of Discovering Communication
of an lllustrator and Accompanying Text in
Picture Book

'||r . N

1I %
T
She is author of 65 children books, and over 600, sto-
ries, articles and research papers on children literature.
She directed writers’ workshops for different age groups
and for children with special needs in English and Hin-

di. She was awarded many times for her contribution to
children literature both in India and abroad, as well.

Today, | would like to speak about two picture books,
TIGER CALL and THE LADYBIRD AND THE BUTTER-
FLY. | have selected these picture books as examples
of discovering communication of an illustration and ac-
companying text in picture books.

Picture books are the most important books in chil-
dren’s literature. They introduce books to children who
later become book readers and book lovers. Since chil-
dren recognize pictures before they can read, it is more
important that the illustration in picture books for the
very young should lend itself for easy understanding by
the child. The importance of the picture book lies in the
fact that the child should understand the story by see-
ing the pictures by him self. Besides, the pictures have
to have a child’s appeal. Children also grow from year
to year and the level of their understanding changes
also, hence the importance of picture books for diffe-
rent ages of children. A successful picture book is a
good combination of text and accompanying illustration
which can be loved by children and also remain in the
mind of reader forever.

Let me first take TIGER CALL which was selected for
IBBY Honour book from India for illustrations in 2002. |
quote the text published in the IBBY Honor list,

“The book is a stark account of the decimation of tigers
in India, depicted from the victim’s perspective. The po-
ignancy of the tiger’s plight is highlighted by the ani-
mal’s expressive eyes as well as in the use of brown
and green colors, which give a grim aura. The constant
use of these somber colors and the mixed media tech-
nique express a cry for help from these endangered
animals. The artist feels strongly about the plight of
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tigers in India and has tried to convey their trauma in
the book.”

Ms. Ajanta Guhathakurta is a young, observant and
imaginative artist. This powerful picture book shows
the deep involvement of artist understands of the text.
Since | am the author of the text of this book I recall my
several meetings with the artist conveying to her how
the seed idea of the text developed in my own mind.

Long ago, as a child | had gone to visit the zoo in the city
of Jaipur in Rajasthan in India. | stood close to the cage of
the Royal Bengal Tiger and kept watching the animal. He
too watched me, then, of a sudden, it stood up and star-
ted walking in the cage, his eyes showing his helplessne-
ss. This image of the tiger stayed in my mind. Much later,
| had occasion to visit the Corbett National Park located in
the foothills of Himalayan Mountains. Early in the morning
| took a ride on the back of an elephant. These elephants
are trained to carry tourists for sighting animals in the wild.
As we entered deep inside the thick forest we were asked
to observe total silence. | was looking for a tiger with eyes
wide open and ears totally alert for any sound. This was
a memorable experience. Suddenly, the elephant stop-
ped and his alert ears shook a bit as if he sensed the
presence of a tiger. Some movement on dry leaves, and
the mahaut (elephant driver) signaled to us to look in a
certain direction and whispered “Tiger”. Soon a full-grown
Royal Bengal Tiger with dark brown stripes on its shining
golden coat looked sharply at the elephant, and the next
moment it took a long jump across the nearby stream and
disappeared in the thick jungle. The birds and animals
around gave a silent ovation to the king of the jungle. This
magnificent sight and the earlier image of tiger in the zoo
have remained vivid in my mind.

On return from the Corbett Park, | read about the con-
servation of tigers and started thinking how | could
contribute to the conservation effort. Being an author
myself, | decided to raise the consciousness about
the plight of the tiger in the mind and heart of the very
young and wrote the text for this picture book. The text
was written and re-written several times. Meanwhile |
also started looking for a suitable artist. | looked at the
artwork of several artists and finally selected Ajanta.
| discussed my ideas and the text with her and she
agreed to make a try. She examined several books
containing pictures of tiger and also visited the Delhi
z00 many times and observed the tigers. As she pre-
pared the line illustrations, we often sat down together
and discussed how these would fit the picture book. At
every stage we communicated with each other and an
excellent rapport was formed between us- the writer
and the illustrator.

The text in the book starts with a picture of a tiger be-
hind the cage in a zoo, watching the children standing
on the other side. His silent eyes seem to say the line
addressing the children:

‘Oh dear children, please give ear to our call’
In the accompanying picture, three children look curi-
ous and shocked as if listening the call of the tiger. The

tiger continues,

‘We are homeless because men have destroyed fo-
rest - our home’'.

The emphasis on larger font of ‘homeless and destroyed’
is designed to leave an impact on a book viewer’s mind.
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After the book was published, one day | found a child
sitting with the book in the library. She was engrossed
in watching the first picture for quite sometime. The text
and the accompanying illustration had already caught
her attention and after some time, as if she had under-
stood the tiger’s call, she read loudly,

‘Oh! Dear children of men, please give ear to our
Call’

And her eyes got fixed on the accompanying illustration
that carries three children watching the tiger in the zoo
cage. The young reader got curious and turned to the
next page to know more about the tiger’s plight.

Then she again turned the next page and read loudly,

‘We remain hungry because men have killed wild ani-
mals — our food.’

The accompanying picture shows the men carrying
a dead goat.

The illustration on the next page shows two thirsty
tigers lying near a dried pool while the accompanying
text reads,

‘We are thirsty...because our water holes are dried up!’
The two page spread illustration, a hand holding a gun
and the other showing three dead tigers and a dim
picture of the fourth live tiger walking away at a distan-
ce. The text reads,

‘We are lonely...because men have killed our mothers,

fathers, brothers, sisters and Cubs I’

As the young reader turned the next page, she looked
intently at the picture of a tiger sitting on a mound insi-
de a cage and the accompanying text reads,

‘We are suffocated because men have caged us in
Z00s - to make you happy!’

The accompanying illustration shows a grown up girl
with three children watching the tiger sitting inside the
cage. Different expressions on the faces of children in
the illustration left an impact on the reader.

She turned the page again and read the text with con-
cern,

‘They are killing us... because they want to have our
skin to wear and to show off!’

And she showed me the picture of a lady wearing a
tiger skin long coat. On my part, | quietly watched her
expressions. As she moved to the next page she got
engrossed in the picture of a boy wearing a necklace
made from tiger teeth and a man using a grinding sto-
ne. She again read the text:

‘They use our bones because they want to get strength.’
Then she went to the next page and she looked intently
at a tigress followed by a cub on a mound and just be-

low the picture saw the text and read it aloud,

‘We beg of you, do not let men destroy us. Oh! Dear
children, please help Us!l’
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Then she looked at the inside back cover that carries
the message in large print,

‘SAVE TIGERS!

SAY ‘NO’ TO THE KILLINGS!

She then looked at the word ‘HELP’ printed in dark
brown shade, along with pug markings of the tiger. The
girl closed the book and looked at the face of the tiger,
spread partly on the back cover and the other part on
the front cover. She looked at the pictures of the author
and the illustrator. She looked at me and asked, “Oh!
Have you written this book?”

“Yes.” | said.

Then she commented,

“What a book! | will always remember it. | like the pictu-
res and the text and | will show it to my teacher and
friends.”

The young reader's comments were very heartening
and | felt really nice.

Now, | would also like to mention another book THE
LADYBIRD AND THE BUTTERFLY. This title has been
included in the catalogue of 50 Outstanding Books for
Young People with Disabilities, for the year 2009. This
catalogue has been prepared by the IBBY Documenta-
tion Centre in Oslo.

The catalogue contains the following narration:

‘A ladybird is very thirsty but she cannot find water.
Butterfly comes along and tells her about the spring on
the other side of the hill. Ladybird starts climbing but
the hill is so steep that she almost gives up. Butterfly
encourages her and soon she is trotting away to the

Mantra, | Can and | Will , | Can and | Will | At last she
reaches the top and is rewarded with a refreshing drink
of water.

This charming little picture book teaches children about
friendship and perseverance.’

When | received the following letter from Ms Heidi Cort-
ner Boiesen, Director, IBBY Documentation Centre,
| just could not believe my eyes.

‘Dear Ms. Jafa,

The committee selecting the books has chosen ‘The
Ladybird and the Butterfly’ for the next Outstanding
Books catalogue, which will be launched as a traveling
exhibition at the Bologna Children’s Book Fair in March!
Due to the increased interest in hosting the selection,
we have decided to make two identical exhibitions, so
I must be so bold as to ask you for two additional copies
of the title. | also ask your permission to reproduce one
illustration from the book in the catalogue.

Best Regards,

Heidi Cortner Boiesen

The text and the accompanying artwork compliment
each other very well. The colorful ladybird and the but-
terfly immediately catch the eyes. In all, there are eight
spread illustrations (covering two pages at a time). And
the simple text reads,

“A ladybird and a butterfly were good friends.
One day the sun was shining bright.
It was very hot.
The ladybird was thirsty and tired.
She sat at the foot of a hill“... and the story goes on.
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Sanjay Sarkar has done full justice to all illustrations.
| would add that the book is really meant to rub out the
negative thinking and the reader is encouraged to think
in a positive manner. What do we want in life — only to
move on without getting bogged down?

As the author of this book, let me share my secret fee-
lings with you. This book is my most favorite book. | like
to keep it with me and love to see it again and again.
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Ranka Javor (Croatia)

IN HIS WAY
or the Relationship between Picture and
Text in the Books of Svjetlan Junakovi¢

She has been working as a librarian. She has been
dedicating to publications for children and youth, and
children book illustrations, too. She is the Director of
the Croatian IBBY Section. She is involved in internati-
onal co-operation and presentation of Croatian artists
out of Croatia. He is an author of many texts related to
illustrations and literature for children.

The artist Svjetlan Junakovi¢ (born in 1961 in Zagreb,
graduated sculpture at the Accademia di Belle Arti di
Brera in Milan) has been present in the world of illustra-
tion for twenty years. He has shown his work at many
prestigious world exhibitions, during two decades he
has published more than 300 illustrated books and
picture books and won more than twenty Croatian and
foreign awards. In 2008 he was one of the four finalists
for the Andersen Award and Croatia is nominating him
again for 2010.

He had greatest success with books of which he was
the sole author, for which he with equal skill wrote the
texts and created the pictures. It is thus not strange that
many art theorists and historians wrote about Junako-
vi¢ as both an illustrator and a story-teller. Svjetlan Ju-
nakovi¢ approaches every book he creates as a new
and unique project.

In this article we shall try to discover more about Jun-
akovi¢’s methods of designing and story-telling on the
example of three of his very different books: Amo la mu-
sica (Mystery Musicians), Great Book of Animals Port-
raits and Love Saves Lives (Ljubav spasava zivote).

These three books show three different but original ap-
proaches to illustration and story-telling and thus also
three different relationships between picture and text.

What they share, as does most of Junakovi¢’s work,
can be seen in a quotation from an interview publis-
hed in 2006 in Kontura Art Magazin (interview by Nikola
Albaneze) in which Junakovi¢ says: | am not in the
least interested in the type of illustration that merely
illustrates the text, either by others or my own, all | am



Ranka Javor

interested in is the personal view and individual artistic
expression, but also that through which a certain situa-
tion is described...

On the example of three books for which Junakovi¢ did
both pictures and text we will show that his approach to
his “own way” or his “personal view” differs from project
to project.

The book Amo Ia
Musica (Mystery
Musicians, Bohem
Press ltalia) was pu-
blished in German in
Zirich in 1999 and
then in Finnish, Spa-
nish, ltalian, Japane-
se and English. It be-
longs to Junakovic’s
famous book series
about animals, which
made him famous in
the world of illustra-
tion and which have
been translated to
many world langua-
ges. These are ori-
ginal picture books,
books/toys, with
pages that fold over
and open up and
in which Junakovi¢

PAZZQO
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Svjetlan junakovic
Amo la Musica

plays and amuses himself in a special way by thinking
up and designing artistic jokes. It won the Plaque BIB
2001.

Amo la musica is a picture book without a text, all the
narration is in pictures. Junakovi¢ achieved what is
usually the point in a story by having the viewer/reader
open up hidden pages, after which follows a surprise.
The book is collection of artistic jokes. Although books
of this kind do not need any text and the author supplied
them with perhaps just a word or two, some publishers,
such as the Italian one, for commercial reasons orde-
red a short text or verses to accompany the pictures.
This is only to enable adults to read some funny little
poem to children as they leaf through the book, to the
book itself these verses add nothing but a little more
fun. In the educational sense, however, they encourage
the experiencing of language and verbal expression as
all good texts in books do.

Although told exclusively in pictures, in content the
book Amo la musica is educational and has many me-
anings. It is a picture book about musical instruments
and about animals, a collection of short witty stories
each occupying three leafs of the book. Its original ap-
proach lies in the way in which the artist connected two
subjects that are at first glance impossible to link. For
example, we see an accordion on a page and when we
open the folded leaf of the book we see that the accor-
dion is part of the body of a big fat caterpillar, which
as it moves stretches and pulls together its body like
an accordion. Original and interesting links of this kind
follow us all through the book: bagpipes are linked with
way in which a frog blows itself up to croak, a piano with
a centipede, associating the virtuoso musician’s play of
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Svjetlan junakovic
Amo la Musica

fingers on the piano keys. The belly of the hippopota-
mus is a large drum.

This book plays on the effect of surprise and is also
unusually witty and amusing. Educational in a funny
way, there can hardly be a better recommendation for a
good book for children.

The second book | want to use to illustrate the creati-
ve relationship between text and picture in the work of
Svjetlan Junakovic is the Great Book of Animal Portraits
(Pontevedra, OQO Editora) published in 2006 in Spa-
nish and in 2007 in English. Its original approach and
excellence won it many awards: award of the Spanish
Ministry of Culture for the Best-Edited Book in Spain,
Grand Prix for illustration at the First Croatian Biennial
of lllustration, the Sheep in a Box prize given by a chil-
dren’s jury for the best Croatian picture book and the
Bologna Ragazzi Award 2008.

This is a special book in every way, an album of pain-
tings inspired by portraits in famous world museums
and galleries. It is the award given by children which the
author treasures as one of the most precious. When the
book appeared in Croatia (published by Algoritam, Za-

greb) many people asked who it had been written for,
and many said that this was not a book for children.

This book has a completely new and singular artistic
approach for Junakovi¢ found inspiration in art, in the
great portraits of world art.

Through text and picture, in a way that is just his own,
in the Great Book of Animal Portraits Junakovi¢ tou-
ched on (and prompted) our relationship to art, but also
to animals and to the world that we live in, in general.
The pictures are a reinterpretation of famous portraits
featuring animals instead of people, while the accom-
panying texts are usually a parody on the texts that art
historians write in manuals and art books. Some texts

Svjetlan junakovic
Great Book
of Animal Portraits
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make us think about art but also about our attitude to
animals and to ourselves in the world that surrounds us.
In this book too Junakovié included marked elements of
surprise and humour.

Another aspect is Junakovi¢’s need to try himself, to
show himself, to compete in painting or drawing with
the great masters, and also to observe and understand
better, to explore art techniques and procedures, to en-
ter into the essence of art.

| will quote part of Junakovié’s introductory text:

Quite often when visiting a museum, art gallery, exhi-
bition or turning the pages in a book, we find kings,
queens, knights, counts, widows, misers, merchants,
artists, writers and ordinary people.

From inside their portraits, painted by some more and
some less celebrated authors, they look at us, observe
us, sometimes smiling at us, eager to remain for ever
present in the memory of posterity.

As for the animals, it is thought no portraits of the specie
exist. This can not be further from the truth. The book
you have in your hands was conceived with the precise
wish to drive away these convictions... etc.

Here the author expresses the wish for art to be eter-
nal, the need to know the great works of various peri-
ods, the diversity of people and of artworks, but he also
plays with all the above.

In the painting Lion, for example, he reinterprets Du-
rer’s famous portrait and in the text he writes about the
king of artists and the king of animals.

Svjetlan junakovic
Great Book
of Animal Portraits

Here is Junakovié’s text:

The king of the animals and of the portraits! A noble
work. The composition is rigorously frontal and a trian-
gular scheme. The intrepid animal flaunts strength and
confidence, concentrated and thoughtful, observing us
with a penetrating, fixed gaze.

The painter is king of artists: while painting Lion or
Rabbit heads, the knights of the apocalypse are also
represented. Always confident, magnificent in the work
conception, skilful in the technique...

An essential picture in art history.

As we see, he plays with real data about the artwork
and artist in the texts but also gives his own witty re-
marks and comments. The texts accompanying the
pictures are humorous and often ironic comments on
artists, people and animals. He also gives a parody
of David’s painting the Death of Marat, showing Marat
as a dead plucked chicken. He shows Duke Federico
de Montelfeltro by Piero della Francesca as a penguin.
And the Lady with an Ermine by Leonardo as an er-
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mine with its young (in the book in English this was
translated as stoat).

The relationship between picture and text is very com-
plex here. Sometimes the text describes the picture,
sometimes it denies and ironizes it, most often it adds
a wealth of interesting remarks and thoughts that mi-
rror Junakovi¢’s personal approach to some painters
and paintings, customs of certain historical periods, our
attitude to animals and people. It is almost impossible
to list all the meanings and contents that these short
texts abound in.

Commenting the painting Goose, Duck and two Birds
he expressed an interesting though about illustration:
But how to define the painting from an era but as a
most beautifully illustrated statement?

This reflects Junakovi¢’s opinion, stated several times,
that today it is illustration that is the closest to classical
painting.

The third picture book from Junakovi¢’s art workshop is
Love Saves Lives. It was published in Croatia in 2007,
and this year in ltaly as well. It is a real picture book
for children with a simple story from contemporary
everyday life. In text and picture Junakovic tells us about
a Daddy who goes fishing and takes his small daughter
Ela with him. Ela is a curious and lively little girl so the
fishing trip turns into many funny adventures in which
Ela releases the worms, Daddy’s bait, from the box,
Daddy’s hat becomes a boat, and a ram unexpectedly
enters the story so they end up on atree... The highpoint
is when Ela jumps into the water although she cannot

IWIATLAE fUBNAESwIE

Svjetlan junakovic
Love Saves Lives

Lrusay seafavs ivoTte

swim. The book ends in a hug between Daddy and the
little girl and a message of love, and also the message
that fish prefer us not to catch them. The text and the
pictures are equally amusing. Besides the witty story
and excellent illustrations, the picture book Love Saves
Lives is very interesting as concept. It in fact consists of
two books, a smaller and a larger one bound together
as a single book, in which the same story is told from
two different angles: by the Daddy and by the little girl.
Of course, Daddy and Ela speak and think about the
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Svjetlan junakovic
Illustration

same events in different ways, so the drawings and the
texts are different.

Since they are read and looked at together they blend
into a single whole. This is one book made up of two,
which finally merge ending in the basic message from
the title, Love Saves Lives.

Analysis of the examples described above shows that
the artist Svjetlan Junakovi¢ approaches each new
book as a separate project.

As he said himself in an interview entitled /t is Lovely to
lllustrate Poetry, published on 15 May this year in Vjes-
nik: ...Since illustrators have very often begun to create
their own projects, writing texts and creating books ac-
cording to their own ideas, work on the illustrated book
has come close to a concept, become nearer to the
art we find in galleries and museums. Only illustrators
decide to publish their work in book form, while some
concepts only remain as exhibits of a given moment.

Therefore we can rightly say that Svjetlan Junakovi¢’s
books and picture books are original and new, or always
created IN HIS WAY.
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Mary Korompili-Kritikou (Greece)

The Interrelation between Words and
Pictures: Children and being Different,
in the Pages of a Book

She used to work with the Association for the Psycho-
social Health of Children and Adolescents (A.PH.C.A.)
as a person responsible for communications, organi-
zing events for children. She coordinated, edited and
presented books published by this association.

Association for the Psychosocial Health of Children and
Adolescents (APHCA) is publisher of four books, which
were all created by well-known writers and illustrators,
recognized in their field. | will speak about two of the
books, analysing the stories and the way they are en-
hanced by the illustrations.

IN THE GARDEN OF FAIRY TALES was first published
in December 2004 and is now in its fourth edition, with
a total of 12,000 copies, which is not at all a small num-
ber under Greek conditions.

It consists of four stories and a poem, all about being
different, combining the skills of five writers and five il-
lustrators who approach the subject of being different
from a variety of angles, either through the world of dre-
ams and fantasy, or with an account of everyday life,
as in the first story, and in each case the illustrations
augment and reinforce the message of the words.

In ‘So this is why we need fairy tales’ by Angeliki Varel-
la, the heroine is little Christina, a small, slightly-built
girl, sensitive and vulnerable. At school she is teased
because of her shortness by her classmates and in
particular by Sotiris the tallest and most aggressive boy
in the class.

Little Christina’s deliverance comes with the visit to the
school of the children’s favourite author, who also turns
out to be very short, just like Christina. Sotiris is ‘taught
his lesson’ by the author, who, realizing Christina’s pro-
blem offers a solution through Hans Christian Ander-
sen’s story “The Ugly Duckling”.

The illustrator, Lida Varvaroussi, manages to create an
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So this is why we need
fairy tales

lllustration: Lida
Varvaroussi

unforgettable impression of the tyranny that the bully
Sotiris exerts over Christina with her inspired picture
of him towering threateningly over her as he taunts her
“Did you grow at all in your sleep last night, Chrissie?”

The image of little Christina’s long plait is also impres-
sive.

The next illustration shows Christina with her morale
raised to the heights and Sotiris with his mouth tightly
closed.

The ugly duckling has worked... a miracle. The symbo-
lism of fairy tales has lasting influence, on a world wide
scale — this indeed is why we need fairy tales.

In his story ‘In the secret garden with the petrified fai-
ry’ Vangelis lliopoulos tells us about the cycle of life!
A grandmother who lives surrounded by nature tea-
ches her granddaughter about the circle of life through
observation of the plants and creatures in her garden.
She tells the girl about the butterflies that flutter from

flower to flower looking for the pollen of happiness. The
little girl collects some butterflies in a box. When her
grandmother gets ill she opens the box to ask the but-
terflies for the pollen of happiness to make her grand-
mother well. But the butterflies in the box are still.

When the grandmother dies the little girl “turns to sto-
ne” — she stops speaking and shuts herself away in her
grandmother’s garden. Everybody talks of the petrified
fairy that lives in her secret garden.

Only the power of love will make her speak again and
in the end sing her grandmother’s song to her own dau-
ghter:

‘Life in a circular dance

goes spinning, spinning.

It never misses any chance,

then starts again from the beginning.”

In the secret garden with the petrified fairy
lllustration: Christos Dimos

Wl

Aue|9os

eAe|speig 110BASN]| djRUld "2Z

eAe|sijeag suoljeJisnj|| Jo [eluualg puzg




22nd Biennial of lllustrations Bratislava

22. Bienale ilustracii Bratislava

llany

)
3]
A
S

Mary Korompili-Kritikou

Christos Dimos has illustrated this story in a way that
reflects the circle of life in the song. Looking at the
picture, starting from the leafless tree on the left and
making a circle, the eyes end up on a tree full of fruit
— such is the circle of life. In the centre the girl chasing
a butterfly is moving towards the tree with the fruit — to-
wards maturation. The butterfly is scattering the pollen
of happiness which gives the girl life. Where the pollen
falls on the ground, at the roots of the bare tree, a sing-
le flower blooms. In the middle, in contrast to the girl so
full of life is the bench where her grandmother used to
sit, empty now. On the bench is the box where the girl
collected the butterflies, open and empty. The artist has
created a spiralling impression of the circle of life — a
visual rendering of the grandmother’s song.

‘Marguerite and the Sun’is a fairy tale written by Loti
Petrovits Androutsopulu, a story of the love between
the Sun “that heavenly striking young man” and the
beautiful Marguerite.

&

Marguerite and the Sun
= /llustration: Filomila Vakali
- Syrogiannopoulou

Their eyes met and they fell in love. And he invited her
to join him in his fiery chariot. But the wicked witch
whispered the bitter truth — if he took Marguerite with
him she would be burned up by the flames of his chari-
ot. So the sun had the idea of meeting Marguerite in the
evening when the chariot was cooler. The wicked witch
again tried to foil their union by transforming Margue-
rite into a Marguerite flower Even among all the other
flowers, the Sun recognized her and because he could
not bear to live without her, he became a flower, him-
self, as well as a giver of light. The Sunflower stayed on
earth, and the Sun-light-giver circled the sky, because
“in those olden days, those fairy-tale days, more-or-
less anything was possible”. So — they found a different
way of being together.

Filomila Vakali-Syrogiannopoulou, wishing to draw us
even deeper into the atmosphere of this fairy tale, has
used warm, bright colours to emphasize the radian-
ce of the young couple in love, and the initial distan-
ce separating them. The dark presence of the wicked
witch makes a startling contrast, offset by the crown
of flowers in the young girl’s hair, and the final glowing
triumph of sunflower and marguerite, side by side in the
happy end of the fairy tale.

In his humorous poem ‘A very, very slow stork’ Eugeni-
os Trivizas introduces us to a completely different stork
— laggardly, slothful, lazy, very, very slow and unconcer-
ned about his mission, which was to deliver babies to
their parents. As a result, by the time he handed over
the babies at their destination they had become little
old grandfathers and grannies!
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lllustration: Vassilis
Papatsarouchas

Vassilis Papatsarouchas with his minimalist illustrations
perfectly captures the sluggish, irresponsible character
of this slow stork, enhancing the reader’s feelings of in-
dignation at the bird’s laziness and lack of concern. The
sight of the stork reclining in an armchair on the cloud,
sipping orange juice through an enormous straw tell
the full story. Nothing bothers him, nothing upsets him.
Even when he is flying his movements convey a sense
of time suspended — a complete lack of urgency.

One feels sympathy for the prospective parents who
are depending on him!!

‘The crane and his friends’is both written and illustrated
by Vasso Psaraki, who tells us the story of a company
of birds playing together in the forest. Among them is
the crane. Because of his height the crane stands out
from the others, and gradually becomes isolated be-
cause he “spoils the fun”. With his long, long legs he

The crane and
his friends
lllustration:
Vasso Psara-
kis

catches all the others in “tag”, but in “hide—and-seek” it
is impossible for him to hide — he is always found first.
At the instigation of the butterfly, who opens his eyes
to the capabilities of his wide strong wings, he flies far
away on a journey to discover the world — and himself.

The illustrations of Vasso Psaraki for her story create
the forest for us. There are all the little forest creatures
— the tiny animals, the dainty birds and the butterflies —
and there in the middle is the crane with his long, long
legs, his long thin beak and his huge wings. This picture
emphasizes the differences between the crane and the
others, while that of him flying embodies his strength
and his freedom from the stifling atmosphere of the fo-
rest when he discovers the boundless skies.

There is a place for every one of us in this life — all it
needs is for us to look around and claim it!
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The second book that | am going to present is entit-
led SPEAK OUT, DON'T BE AFRAID — 3 STORIES
ABOUT VIOLENCE AT SCHOOL. It was published by
APHCA in March 2008 and its second edition came out
in November of that year.

This book was created following an international Euro-
pean research programme on bullying in schools, coor-
dinated by APHCA. Although specific guidelines were
not suggested to the 3 authors and 4 illustrators, their
resulting stories cover a wide variety of aspects of bul-
lies and their “victims”. Here we can talk in terms of a
different kind of children’s book as it sets about to raise
the awareness of children, parents and teachers about
the issues of bullying and contributes in the increasing
of the recognition, management and prevention of the
phenomenon of violence and intimidation at school.

The three stories illustrate graphically the psychology
of the child-bully, and also that of the child-victim. They
even cover the role of children who witness the bul-
lying, teachers and the parents on both sides.

In the story written by Eleni Dikaiou, ‘Froxylanthe’s flag
we meet all the people involved. Nasty Elina who plays
the leader of the gang, whom nobody dares challenge;
Isidora, the victim of the story, who is victimized and
humiliated by Elina; their classmate, who although she
sees the unfairness of what is going on does not report
Elina’s behaviour, but feels guilty about this; the parents
of the girls and their different reactions to the episode;
the teacher and the way she handles the situation.

With her colourful illustrations, Lida Varvaroussi mana-
ges to heighten the tensions of the incident and empha-
size the feelings of the children through their posture
and expressions. The emotionally charged atmosphere
created by the combination of words and pictures is
tangibly disturbing.

Vangelis lliopoulos turns story-telling upside down in
‘In Niko’s nest by giving the role of narrator to a pair of
blue spectacles that “get lost”.... The spectacles with a
blue frame, belonging to Giorgo, who is a new boy in
grade 3, end up in a box with a lot of strange objects
in an Indian wigwam in Niko’s room. Niko has taken
the spectacles, even though he knows that Giorgo can’t
see to read without them.

In this story oppression is symbolized by colour. The
bully compels his classmates to support the ‘mauve’
team and victimize the ‘blues’. The illustrator Diatsenta
Parissi emphasizes the colour antagonism. The tensi-
on, transferred to Niko’s house where his father is tele-
phoned by the school about the theft. “Tell me, did you
take the spectacles?” — the picture exudes drama!
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In Niko’s Nest
illustration Diatsenta Parissi

COLOURS - LETTERING - IMAGE

The illustrator is well aware of the tension that colour
gives to the atmosphere of the story — and the tension
is emphasized by a change in lettering. The tension re-
aches a climax with Niko defending his Indian wigwam.
He does no let ANYBODY enter his “nest”. His “nest” is
his secret world! In the end, is Niko the child-victimizer
or the child-bully? Because in bullying both participants
suffer. The illustrations make this perfectly clear.

Niko’s confession to the one person he trusts, his te-
acher, about being victimized himself in his previous
school, explains the root of his attitude, and illustrates
one of the causes of bullying. With the help of his tea-
cher, Niko is able to understand, repent and make up
for his antisocial behaviour.

The expressionistic pictures give the story wings.

In “The diary of a “ baddy” Jemi Tasakou opens the pa-
ges of the diary kept by a troubled young boy, in which

he bares his feelings, judges the others, expresses his
anger and disappointment, and reveals his distressful
family situation (the preference his parents show for his
“clever” older sister who is a pupil at the same school).
This unhappy child/victim describes how his experien-
ces and his efforts to gain attention gradually lead him
to bullying.

For this story, the artist Vasso Psaraki chooses to aban-
don the form of a separate text, and makes the diary
part of the illustration. She presents the whole text as
a handwritten diary, with the writing of 9 year-old boy.
She even uses drawings made by schoolchildren, sup-
plemented by her own in the same style. The children’s
drawings add an extra dimension with their record of
real-life personal experiences. Other children who read
the book and see the drawings are introduced in this
way to the dynamics of bullying.

In addition to the three illustrated stories, the book con-
tains a strip cartoon designed by Christos Zoidis, who
has left the space for dialogue blank, for the children
to write their own words for the story. This technique
can also be a starting place for discussion about the
phenomenon of bullying, and role-playing activities in
the classroom.

We should remember that the cover of a book sends
an important message. The cover and overall design of
these two books were the work of the illustrator Diat-
senta Parissi, who deserves our congratulations; she is
a candidate for the Andersen Prize 2010.
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Miroslav Kudrna (Czech Republic)

An Example of Style-making
Communication in lllustration Work
of Eva Sediva

He is a graphic artist and visual arts theoretician. He
dedicates himself to gallery and exhibition activities. He
is a member of the Association of Czech artists and
graphic artists Hollar. He was a member of BIB Interna-
tional Jury and participated in BIB International Sympo-
sium for four times.

The text in a book does not need necessarily to be a ba-
sis to understand a picture, nor a conjunction to interpret
words by reading or listening to sounds. Although the
visual accompaniment recalls an emotional experience,
it does not mean affection to books is immediately born
with a child. A picture may have a purifying function, but
only in a synthesis of the respective elements; first it
evokes a state of non-concentricity, although the pictu-
re may be composed on the whole page and it should
stimulate a complete experience (what is expected from
a post-teenager). But a child does not have a priori ex-
periences, as restless mind is a characteristic feature
of a child. His/her attention is called more by a detail —
in a mix of other elements, no matter what the child is
looking at. Explanation of parents in words (or adoptive
parents) would only disturb a membrane of the inceptive
perception just made ring.

Eva Sediva became aware of it when working for chil-
dren through journals and she put her pictures as
storytelling in colours into simple lettering typography
(also in a set of postcards) when she expressed the
symbolism of a calendar by detailed drawings (chorea
of strings in April); she knew that a picture radiating
an atmosphere typical for a certain season — althou-
gh made in a suggestive way in aquarelle — would be
possibly acceptable only for adults and that she could
not separate herself from children only due to her wish
to remain constant in her style. The given lettering calls
for more simple perception — namely by more detailed
elaboration of visual description of the work by localisa-
tion of the visual element. A figure of a person (animal)
is depicted in a way not to turn away from eyes of a
small reader and to offer him more perfidious explana-
tion in brush-stroke. A figure is in motion, e.g. by fear
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(a girl running the street because of a dog); her hands
as if luxated, she is not able to speak, benddowned,
possibly full of mistakes, although very kind (her eyes
look astonished to the cloud trying to find the soluti-
on); creepy, her legs together when sitting or standing,
her face rigid, not speaking; defensive pose with hand
crossed at chest hesitating over dazzling architecture
of the world capitols; and suddenly she says: “But we
are happy in our Beskydy mountains.”

Human features are reflected in face of a child even
more clearly. A sad face — but a mysterious smile tells
us about a good intention; happy face may hide an in-
ner pain and a cry starts — a child is able to percei-
ve (a number of fine dressed women possibly evokes
a question of a boy “but how children are dressed?”.
Eyes full of impatience — in contrary to eyes looking
directly to us; eyes turning aside — help that a child
thinks about what would come; eyes of a magician (it is
a goat bowing down and inviting for a performance with
its hat); bewitching eyes — awakening both fear and
respect for magic (a snail reincarnated to a man who
turns a car from road). All this can be reached by using
traditional procedures (painted original made by hands
of a visual artists closely connected to graphic editor —
typographer in form of a maquette to be printed) as the
generation of Eva Sediva makes it.

The graphic editor is recently an irreplaceable authority
in the publishing production system. If we accept the
position of Eva Sediva, we have to mention her most
important works. She accepted the choice of type of
letters, drawn or derived, and also the size proposed by
Bohuslav Blazej, who corrected first of all work of prin-
ters in Cesky Tésin (1987) — graphic layout to poems of

Gustav Sajdek, and she accepted the approach of en-
cyclopaedic texture in Liberec Printing House (the book
Nas svet by Eva Veberova — 1989), but she prescribed
Univers lettering and she made the graphic layout her-
self also paying respect to her husband Ivo Sedivy who

llona Borska: Vypravy s pani Klominkovou
lllustrations: Eva Sedivé
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passed away and who was at the beginning of the ar-
tistic idea. Later she identified herself with the work of
Pavel Rajsky in stories in the book Auticko Tydyt /The
Car Too-too/ written by Jifi Kahoun (Albatros — 1998).
She liked his unconventional typographic composition
with letters crossing the whole page with onomatopo-
etic interjection Trr, Trr, Trr taperwisely (a car tooting on
a forgetful squirrel). Also Zdenék Hraba could manager
with the book Pohadky kouzelné hromaddky — namely
with blafl and white ink and colourful drawings separa-
ting double pages. Alexandra Horova could keep the
moderate character of her work in the book written by
Marie KSajtova (Ze Zivota rodiny Horackovy — 2003) in
spite of her generous graphic attitude. The person who
as graphic editor helped the books made in a courage-
ous way to be printed during the legendary period in
the publishing house Albatros and gathered professio-
nals as Zdenék Mi¢och, was aware of the talent of Eva
Sediva. It was Jindfich Kovafik.

Each improved technology has a significant influence
on the relationship between the illustration and text,
especially in case of scanning. Because, although it is
not its aim, it tries how resistant is the print in traditio-
nal book towards the allurements of a rationalization
aggression, mainly the laboratory one. For example a
playful composite of free paper sheets out of compact
folio in form of a tape with letters, with the communica-
tion role missing, or a book as an aesthetising artefact
made by hands of a book-binder does not help the little
reader, disoriented anyhow, very much. But at least it
keeps the form of a book.

If it does not fulfil its emotional meaning any more,
then it definitely brings a problem — a current problem

related to the phenomena of PC digitalization skills in
the production of high costs books. Because it allows a
speedy communication. Those magicians who put the
book in internet as a product, after editing it not into
detail, believing that the book shall be read — without
a guarantee of developing the education of children to
emotionality, one can expect at the very most a boo-
merang-like literacy. Or is it a calculation to improve the
existing and tomorrow already dead crypto-climate of
so-called chat sides? Yes, it is possible, but the questi-
ons remain. Each lover of a beautiful handmade book,
and not only a bibliophilist, raises his voice against the
innovators in the name of children. He/she defends in-
dividual work based on pure creativity for which it is
characteristic that the creative process is a synonym of
slowness in the middle of original inspirations, i.e. wi-
thout using the eclectic derivations. Loosing these va-
lues would be an abdication of the birth of an authentic
drawing and illustration.

Eva Sediva (1934) reached an interconnection of text
and drawing in all her work. She studied at School of
Applied Arts in Prague (1954) with Richard Lander at
the department of stage setting and puppet play. First
she devoted herself to children animated film (awarded
at festivals in Cannes, Torino and Zlin, 1064-66). Sin-
ce 1975, when her first illustration of the book written
by Daniela Fischerova was published, she has been
active in the area of book production for children; also
here awarded by prestigious prizes (annual prizes and
honorary mentions of the publishing house Albatros, in
competition The Most Beautiful Book of the Year, The
Golden Ribbon (twice) and the third Golden Ribbon in
2003 for her life-work.) Her daughter Lucia and grand-
daughter Mariana are her followers.
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The style of Eva Sediva could be seen right in the
books Oblacek pro radost by Alena Ostra (1978), Smrt
kmotricka by Jifi Horak (1979), Pohddky z bilého py-
Zamka by Ludmila Pelcova (1979), where in the chap-
ter On Wild Wing she made a view on a house through
a window by the piano or she made the horizont divided
between the pigeons at the court and the gooses mar-
ching from the village to the heaven, and in this way
she reached that the animals involved were not alone
in that double space together with the connecting text.
And similarly she made it also in the book Vodni bubli-
cek by Alena Vostra. Vypravy s pani Klominkovou by
llona Borska (1985) made the artist to study legends
from Prague — (the statue of Vitava from the legends,
the popular Terezka over the well in a niche is a symbol
of running life water). And the child enters an inventory
of the adult world; there is school handwriting at dou-

Jan Cervenka:
Byl jeden domecek
lllustrations: Eva Sedivé

Gustdv Sajdok:
Zazracny mlynek
lllustrations: Eva Sediva

ble pages and the terminology as well: a postal stamp
and a rubber stamp from the postal office to the book
Our world — 1989. Monochrome drawings were used
with the poems of Gustav Sajdek, writing in Polish, in
the book called Zazracny mlynek published by Profil in
Ostrava to arrange short metaphors more clearly. In the
90-ties it was the book By! jeden domedek by Jan Cer-
venka (1995), with sun shining on shortened wings of a
bird and a cuckoo-clock cut at the bottom of the page.
These illustrations became popular and so the style
of Eva Sediva was copied, including some rare ele-
ments. Before this book there was a task related to the
poem by Karel Vijtek (Nds kopec ma kytku za klobou-
kem — 1991) to subordinate the rhythm of typography
by permeation of pictures to declining stairs of words,
because a snake comes from an ink-pot and leaves
an ink blot; typography of letters makes curves toge-
ther with movements of kind of a Gin. These mutually
completive intentions from the period of last four years
document how laboriously and precisely the faces may
be painted to touch the child. Even more convincing
stress on realistic places can be found in Pohadky by
Jakob and Wilhelm Grimm published by the publishing
house Grand in Paris (2001) — from the Czech versi-
on published in Prague publishing house Aventinum
translated to French by Elizabeth de Galbert (imprimé
was published also in the Slovak language). There is
an interesting motif of a figure called Pistivratek used
with ragged notes at the final double page. His figure is
also situated over the masthead in lettering composé
en Garamond reeling slowly out the ribbon of the story
from a ball of ribbon. The artists started to work with
the journal Sluni¢ko in those days (2003); repeating
her method of involving less irritating elements (mirror,
washing machine) in bravura of aquarelle breakaway
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in other direction as offered by book orders. This acti-
vity had been still going on in confrontation with other
artists using her endless imaginativeness in various
projects made by the publishing house Albatros in the
period of 2004-06. This is also the case of Pohadkova

abeceda by Katefina Zavadova, the book To nejlepsi

z vecernicku by Marie KSajtova or the book To nejlep-
i pro nejmensi by Vaclav Ctvrtek. Complex approach
working with one illustrator was fruitful again. Eva Sedi-
va worked with Marie KSajtova again (Ze Zivota vdovy
Horackovy — 2004) on a natural science textbook with
describing pictures made with high artistic quality (fish
in an aquarium) and well done small pictures from a
labyrinth of out-of-school curriculum (personification of
a turtle in a twisted “tape measure” when mother was
adjusting Anna’s skirt making it much more shorter).
Similar was the case of up-dated Bramborova Bara by
Ivona Brezinova (2005): small woodchopper fell asleep
under a tree and a verticalised set of acorns resemb-
ling to elves was closed by abundant typography.

In the very best book called Malované cteni (Jifi Havel,
Albatros — 2008) with a subtitle ,Co kdo déla“ /What
is done by whom/ the permeation of pictures made by
Eva Sediva in the text was fully achieved. This second
meeting with literary invention of the writer brought
a creative co-operation with Jindfich Kovarik and his
drawn letters. The system of gaps among the words
was used by the artist reflecting colourful miniatures re-
specting the letters jumping in a common language (a
snake as a housekeeper twisted to number 4; yawning
mouth with extraordinary mimics or couple of carps
fighting for a drop of water). Barely visible backstops in-
stead of pagination — other number would only disturb
the image — only confirm it.

At the end we need to say that the example of the il-
lustrator Eva Sediva, who was able to harmonize an
idea on the unity of drawing with lettering in a mutual
duality of joining both in one whole, was reached by
merging verbality with non-verbality. This is the way
how to face up the simplified production and to keep
the relation of the text to illustration in its educational
objective, and at the same time it is an exclusive mess-
age of the artist to question the trend of separating text
from the illustration in a book, that makes the commu-
nication with children readers more difficult. Eva Sediva
proves that by her life-long way without diverting from
the inner continuity of her works made up to now.
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Horst Kiinnemann (Germany)

,Alice“— Girl with many Faces

He studied German literature, history, visual arts and
French at the University of Pedagogy. He worked for
more than 30 years at schools in Hamburg. He was ac-
tive as a critic, writer and translator. Since 2000 he is
Honorary Professor at Carl von Ossitzky University in
Oldenburg, Department of Aesthetics and Visual Com-
munication.

“Alice's” first publication in England 1865 was spectacu-
lar: A Math-Professor Charles Dodgson, of Oxford, has
written the story under his later world famous pseudo-
nym Lewis Carroll. In more time than nearly a century
and a half the title became a “classic” around the world,
a “all-age-reader”, that survived up to our time.

Carroll remained unmarried, but loved little girls. He
invited them for boat trips on the River Thames, orga-
nized little tea and garden parties with surprising toys,
inventions and gadgets. He produced early photogra-
phs of the girls, the best in their category of Victorian
times. Those activities were scandalized under old time
norms and standards. These moral standards are still
alive and the meaning and disputes of the “Lolita-Effect”
never ended. Finally Carroll’s connection with Alice Ple-
asance Liddell, daughter, then 10, of his Oxford colle-
ague, was interrupted by the parents of the girl. Their
correspondence was burned. The same happened to
his personal diaries and letters, which were destroyed
by members of his own family, his heirs / inheritance.

First time the author told his original story between
awake and dreaming time during a common boat trip
with a colleague and three girls. After that Alice Ple-
asance demanded Dodgson / Carroll, the tale to be
written and may be printed. The story was fixed, publis-
hed and became a big success, never ending until our
times. Soon it was translated and from the very begin-
ning ILLUSTRATED. First with own sketches by he au-
thor, very soon followed by pictures of John TENNIEL.
Author and artist worked together very intensive and
meticulous, sometimes interrupted and later one reani-
mated, when a second sequential book by Carroll was
finished, “Behind the looking glass’(1832 and 1923).
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Up to now and our time “Alice” was transformed to all
mass media and sorts of visualization, plays, cartoons,
comics, operas, mangas, musical, pop-ups and for sure
regular BOOK ILLUSTRATIONS.

Subiject of the story:

Reading a book in the garden, Alice fells asleep and
meets a rabbit, dressed up and with watch. She is in-
vited to take a drink that makes her shrink. Deep she
sinks into a rabbit hole and meets a lot of funny per-
sons, human, animal and fantastic creatures. Other
drinks make her enlarge at the end. Alice talks to all
these personalities, though, frequently she doesn’t un-
derstand the meaning and double meanings of their
sayings. From here derive many influences to modern
literature, telling the disturbed communication between
different characters, sexes, children and adults, youn-
ger and older. These troubles and mischief’s are also

Alice in Wonderland
lllustration: Lewis Carroll

Alice in Wonderland
lllustration: John Tenniel

L " P

the source of humor, ironical and sarcastically laughter.
Psychoanalysis, modern literature and art between Da-
daism, Surrealism, Breton, James Joyce, Beckett, and
Salvador Dali are more or less influenced by Carroll’'s
attitude.

Aspects of the text and illustration:

Mainly fantastic mixture between reality and the se-
cond “reality” of falling asleep, dreaming; many motives
of national and international fairy tales, nonsense and
turning ratio upside down ( “verkehrte Welt”) no more
force of gravity, endless talking’s and babblings, trans-
formation, speed and action, fear and cruelty, humor
and laughter, mutations and consequently endless im-
pulses of INVENTING PICTURES.

About movie pictures and TV-Serials productions we
know by parts the process of creating and deliverance,
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called “the making of...” Compared to the case of book
- illustration this is impossible with artists, who faded
away. As for living persons we are lucky and still have
the chance of asking: “How did you manage to illustrate
Alice?”

From the very beginning Carrols’s “Alice” was very, very

British. But in the following time illustrators came from
America, Scandinavia, Germany, Austria, Czechoslo-
vakia, Russia and Japan. Were they obliged, to change
their stile in English, very, very British way or did they
change / transformed the original in a “international”,
“verfremdende” manner?

“Alice and ...?
“Alice” — or what? That is the question!

Other aspects:

“Alice” was analyzed by linguists, literary and art critics,
by semantics and corporatists. For more than a century
the different interpretations by artists, draftswomen and
draftsmen, painters were subject of criticism, expositi-
ons and changing aspect of perception. “Alice” touches
many aspects of narration, thrill, entertainment, humor,
being threatened and endangering. There is much of
development of the girls’ character.

Looking towards younger readers and consumers:
Just listening or reading the naked text without any
other additions or influences creates very personal,
subjective pictures in their — and our -minds, imaginati-
ons. Single pictures composed to sequences create a
running story board, a picture gallery, a film, a comical
sequence.

Maybe the artistic process of illustration is similar to
this creation and production of picture. We cannot ask
anymore the artists of the past. But we can interview
hose living persons, women and man (with much more
male contributors than female...)

Alice in Wonderland
lllustration: Rod Espinosa
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Alice in Wonderland
lllustration: Helen Oxenbury

Alice in Wonderland
lllustration: Dusan Kallay

Wl

Aue|9os

eAe|sijeag suoljeJisnj|| Jo [eluualg puzg

eAe|speig 110BASN]| djRUld "2Z




22nd Biennial of lllustrations Bratislava

22. Bienale ilustracii Bratislava

llany

)
3]
A
S

Vesna Lakicevi¢ Pavicevicé

Vesna Lakicevic¢ Pavicevi¢ (Serbia)

Alice in Wonderland

She graduated from the Department of Art History at
the Faculty of Philosophy of Belgrade University. She
worked as a curator of the Association of Applied Artists
of Serbia. She took part in BIB Symposium for several
times, she contributes regularly to various periodicals
and newspapers. She published over 200 exhibition
reviews, catalogue forewords and articles. She is the
member of exhibition councils, selection and nominati-
on juries for exhibitions in Belgrade.

The illustrator’s attitude towards the text

Alice in Wonderland is one of the rare novels-fairy ta-
les for children dealing with the events occurring as an
eleven-year-old girl travels through the world of imagi-
nation.

The character of Alice is the most characteristic and
dominant one ever created in the category of fairy ta-
les for children. It is one of the most widely read books
in the world, precisely because of its power to make
the young identify with the heroine, because it was not
written in the manner of other fairy tales. Actually, what
Lewis Carroll did was transfer the role of fairy tale cre-
ator onto Alice. Hence the realistic nature of his fairy
tale and the identification of children with Alice, for the
world of children’s imagination is realized through Ali-
ce’s dream.

Alice is a true representative of young children, with all
their characteristics, which is evident from the very be-
ginning of the book, while her sister reads to her. Alice,
like any other child, thinks: “What is the use of a book
without pictures or conversation?!”

That is why she starts thinking of quite different mat-
ters. She sees White Rabbit with a watch, who mes-
merizes her and whom she follows into the underworld,
embarking on an adventure in the unknown. What Alice
experiences there are strange and crazy things turned
into a dream.

The book Alice in Wonderland is realistically-unreal,
entertaining and edifying. In terms of genre, it is a no-
vel consisting of 12 chapters, whose structure involves
a fairy tale and a fable. The plot unfolds as if in a dream.
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The dream can be understood as a phantasmagoria
and as a personal mythology. Essentially, the dream
leads her into another world, where her daydream is
realized. The events in her dream are a kind of adven-
ture and a fulfillment of suppressed wishes standing on
the edge of everyday activities. On her path towards
maturity and acceptance of the totality of her EGO,
Alice expresses the striving of the individual to project
herself into another being, that is, to put herself in the
position of others. Hence the metamorphosis of the girl
into a snake and a transformation in height. The magic
potion with the labels saying “Eat me” or “Drink me” si-
mulates Alice’s wish for a change and mental activity
that is connected with the maturation of her personality.
In Alice’s dream there is a feeling of tension, of things
slipping beyond her will and of uncontrolled, spontane-
ous action.

The ability to transform, the magic potion and her ad-
ventures bring the heroine close to some mythical be-
ings that have superhuman powers. Her microcosm is
poeticized and “at the bottom of the well”, in the secret
chamber of the labyrinth of hidden wishes.

Alice’s bestiary

Alice’s underground travels are an expression of a wish
for an inner change, the need for new experiences and
adventures. In search of something unknown, she ex-
changes her identity for another being, which symboli-
cally represents an aspect of her complex nature, her
wild and tamed instincts. Her sexual preoccupations
are expressed by means of symbols that designate
maturation.

The heroes of Alice’s bestiary are representatives of

the underground and the above-ground world, as well
as exotic (flamingo) and mythical beings (gryphon).
These beings symbolized the fulfilment of her wish
for communication and getting new experiences. Also,
they are an allusion to some persons from her imme-
diate surroundings. Thus, for example, the Dodo bird is
the equivalent of Lewis Carroll.

In Alice’s bestiary, Cheshire Cat undoubtedly occupies
an exclusive position. It dazzles with its appearance,
the role of a visible-invisible being and with its broad
grin. Certainly, a cat’s grin without a cat has eidetic cha-
racteristics.

The novel about Alice contains, in hidden form, a lot
of details that illustrate the social status of this girl and
her education and upbringing. Alice’s dialogues with
animals contain references to mathematics, logic, nu-
merical systems, inversion and the semantic values of
a sentence.

Alice in Wonderland
lllustration: Ida Ciric
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Alice in Wonderland is unquestionably an international
novel for all times. Just as Tenniel first presented Alice
(in cooperation with Lewis Carroll) as a typical girl of
the Victorian age, so contemporary illustrators place
her within the social framework and the atmosphere in
which they live and work, in keeping with their artistic
poetics.

Alice’s dream is on the verge of the imaginary and the
pictorial as an integral part of the unconscious being.
Thus she dreams of herself through herself. To put it
in Jungian terms, Alice’s dream is similar to a theatri-
cal play in which the dreamer has the role of the pro-
tagonist, the author of the text, the audience and the
critics.

Placement of illustrations

In recent years about a dozen different editions of Alice
in Wonderland have been published in Serbia. | single
out three that represent various attitudes towards the
text on the part of the illustrators. First of all, it should
be pointed out that in all three cases the pictorial visu-
alization of the text about Alice has been influenced by
the following factors:

¢ the attitude of the illustrator towards the text;

 his/her vision of the text, imagination, inspiration;

* the placement of illustrations;

* the poetics of the illustrator;

» the type of edition (luxury edition, school edition,
etc.).

The illustrator Ida Ciri¢ (1932-2007) did 8 black-and-
white illustrations. Her illustrations have no direct me-
diatory relationship to the text; they are small-scale

Alice in Wonderland
lllustration: Dragana
Jovcic

drawings whose realization was influenced by the text.
Thus they can exist independently of the text. In Ida’s
illustrations, Alice is a modest girl “from the neighbor-
hood”. She is dressed simply, in accordance with the
local fashion. The form is stylized and naive-looking,
because children like it that way.

Dragana Jovc¢i¢ (1951) has published around fifty il-
lustrations that function on the emotional, educational
and aesthetic level. They correspond to the text. They
are a marked example of a mediator between the text
and the reader. Very perspicaciously, they reveal de-
tails, the psychological nuances of emotional experien-
ces. The volume of the figures and the realistic manner
of presentation, as well as the gracefulness of move-
ments that are in keeping with the logic of the situati-
on, elicit sensory reactions. They are characterized by
picturesqueness and a literal approach when it comes
to imitating reality, typical of the Western-European tra-
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Alice in Wonderland
llustration:
Milos Aleksic

dition. Experiences from the level of contemporaneity
are visible in the visual aesthetisation of the text. The
book’s format is ambitious, fully colored, and has the
characteristics of gift books.

The illustrations made by Milo$ Aleksi¢ (1980), of which
there are only 6, represent an authorial, subjective se-
lection of motifs by the illustrator. They are more than
mediators, removed from literalness and reality, while
at the same time approaching them, for the author pla-
yed with the relations between the real and the ima-
ginary. These are microcosms dominated by subdued
colors and a Gothic atmosphere. They elicit a sensory
reaction through a pictorial and a psychological char-

ge. They give the text a contemporary character. In his
imagination, the text gets modified, and in his own way
he builds upon it through a different atmosphere and
color range.

The attitude of the illustrator towards the text unques-
tionably depends on his/her affinity and inspiration. Of
equal importance are the breadth of his/her imagination,
the stylistic orientation and the skill of illustration. The
determination of the illustrator to place his/her illustra-
tions outside the text, that is, outside the framework of
the book and in other media, constitutes a challenge to
both the illustrator and the writer, and also to one who
experiences them in another context.
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Tanja Mastnak

Tanja Mastnak (Slovenia)

UT PICTURA POESIS

Visual Interpretations of Poetry in
Contemporary lllustration

Dedicated to Maria Jose Sottomayor who
thought me to see behind

She studied art history in Ljubljana. In her works she
dedicated to interaction of arts and politics, what brou-
ght her to gender issues studies, especially in the area
of art history and visual perception. She has been wri-
ting on works of contemporary illustrators and takes
part in international congresses on illustration.

In contemporary art we are witnessing major changes
in the filed of visual interpretations of textual (narrative).
The art of late ninetieth century and twentieth century
was mostly submitted to the rules of modernism and
some of its aspects were especially important for the
relationship between visual and textual:

* hierarchy of different art expressions (painting —
especially abstract painting was considered as the
highest form of visual art expression)

* leading role of visual context, art should be expres-
sed by visual means without using the textual (lite-
ral, symbolic etc.) context

» forming a wide gap between high art and popular
art

 artist’'s autonomy (being liberated of any influence,
p.ex. of writer or editor)

All these reasons were forming the particular status of
the book illustration in the context of visual arts, consi-
dering it more the part of design industry than part of
the high art. In this article we are explaining how the
status of illustration in the context of contemporary art
has changed in last decades.

By the spreading of postmodernism in the seventies
of the 20th century the general attitude towards the
relationship between visual and textual has changed.
Strong theoretical background influenced also visual
arts. Context and concept became more and more im-
portant. High art is not necessarily separated from po-
pular art any more. Some of the forms in the contempo-
rary art are strongly connected with the questioning of
relationship between textual and visual. Among others
these are: conceptual art, livre d’artiste (book of artist),
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work in progress, artistic comic books (we are noticing
its incredible rise of popularity), cartoons etc.

The field of our main interest is book illustration. Being
marginalized and connected with design this particular
visual expression formed its own world, a bit separated
from other visual languages and more connected with
literary worlds. Only in the last years book illustration ri-
ses more and more interest among theoreticians, cura-
tors and also contemporary artists, because it is most
elaborated way of communication between textual and
visual which survived all the changes through the his-
tory of art.

Now we are witnessing the tendencies of galleries of
contemporary art to make exhibitions of illustrations,
comics and other forms of visual — textual intersecti-
ons. The prizes of original drawings are rising and also
in theory book-illustration is more and more integrated
into other forms of contemporary art.

In Ljubljana in 2007, a group of young artists and cura-
tors organized very interesting exhibition titled: The Bi-
ennial of independents — the first promoter of Slovene
contemporary illustration, its authors and contexts. The
main idea was that illustration is “any visual commenta-
ry of the world around us” and it should not be limited to
the book illustration only. It should be understood in the
brother sense as contextual commentary with visual
means. Such approach is especially important nowa-
days, because we are surrounded with visual messa-
ges (propaganda industry) and people lack visual edu-
cation to make a selection among them. The slogan of
the exhibition was: “Look around with the eyes to/not
to/ see.” The role of illustration in contemporary world

should be to teach us (children as well as adults) to see
what we really wish to see.’

There are many ways how to present these tendenci-
es in contemporary book illustration and in this article
only a small part among possibilities will be presented:
the relationship between poetry and visual. Poetry and
illustration are both very classical forms of art, but they
can still teach us a lot about our understanding of the
world. Already in antique times the relationship between
poetry and painting was noticed and became immorta-
lized with the expression by Horac: “Ut picture poesis”,
meaning that these are two most abstract forms of art
are forcing viewer to include his or her individual story
(knowledge, expectations, experiences) to the higher
extend than some other forms of art which are more
narrative. Such creative processes are explained in the
reader response theory.?

Especially because of the forceful character of both of
these art forms they are particularly interesting to inter-
face. Visual interpretations of poetry can be the most
challenging among book illustrations.

One of definitions of illustration in The Dictionary of Slo-
vene language is: “something that contributes to better
understanding of the context”. Mostly we understand
the book illustration as something that was created to
interpret and follow the literary text, but there are also
interesting examples where illustration became more

1 Tanja Mastnak: Drugi hrvatski bienale ilustracije, Zagreb 2008, pp. 232-237.
2 Maria Nikolayeva: http:/webcut.utu.fi/SCRIPT/nikolayeva2/skripts/student/button_bar /
nikolayeva2/unit5.htm 24.1.2006
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interesting and forceful as text itself. Famous example
is “The Vitruvian man” by Leonardo da Vinci. Vinci was
drawing his visual commentaries to his reading of the
Vitruvius’s writings, but nowadays his drawing is much
more famous than the text which it illustrates.

There is an interesting example of such reverse also in
Slovene illustration of poetry. Alenka Sottler got an as-
signment to illustrate the poetry of the famous Slovene
poet Niko Grafenauer. After completing her work, the
poet did not agree to publish his poetry with her illustra-
tions, because he understood that in some cases the
visual commentary of his ideas enlarged his initial idea
to the extend that he did not feel comfortable with it any
more. So, he suggested that he will write new poems
which will illustrate Alenka Sottler’s illustrations. It was
most interesting reversal, first illustrator illustrated poet-
ry, and afterwards the poet illustrated illustrations®. This
case ‘“illustrates” very well the relationship between vi-
sual and narrative, because we could also stated in a
simplified way that all the literature is actually to the
great extend the “illustration” of the visual around us.

Some visual interpretations of the poetry in the
work of contemporary artists

Among many other examples of visual interpretations
of poetry | choose work of five illustrators who each
from their particular point of view create parallel experi-
ence, with deep search into unconsciousness of poem,
themselves and of the viewer. The most important pro-

3 The event was described by Alenka Sottler in her public interview in Cankarjevdom in
Ljubljana during the Biennial of Slovene lllustrations (2007). Above mentioned illustrations

were not published yet, A.Sottler printed some of them and sells them as grafic art pieces.

Andrej Brvar:
Three poems
lllustration:

Alenka Sotler

cess in illustrating poetry is leaving the white spots for
reader and viewer where he or she can form the world
of their own. Poetry is the literary form which leaves the
reader to expand the imagination and illustration of the
poetry must have the same power.

Pedro Sousa Periera

First time that | was overwhelmed by the power of visual
interpretations of poetry was in Bratislava in 2007 when
| listened to the contribution of Marie Jose Sottomayor
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and her presentation of the illustration of poetry by Fer-
nando Pesoa in the work of Pedro Sousa Periera.*

The presented book was Mensagem (Messages)®, the
epic glorification of the Portugal, everything Portugue-
se and the passionate urge of this nation to explore the
new worlds. Those poems are very patriotic and they
mostly talk about Portuguese history. | do not speak
Portuguese, | do not know much about the history of
Portugal and Pessoa was never translated to Slove-
ne, so | first met his poetry through this illustrations.
It was very interesting experience, because by seeing
the visual interpretation | wanted to know all about that
poet and | found his poetry in English and enjoyed very
much in reading it.

Itis well known fact that this poet was publishing his po-
etry under four different pseudonyms (or heteronyms),
like creating four personalities within single person®.
This particular characteristic of this unique poet is also
visible in illustrations by Periera. The illustrator used
the same visual principle through all the collection of
poetry, but his style is composed of diverse levels of
understanding and diverse visual techniques. Mostly
he is combining the ink drawing and aquarelle painting,
penetrating into deeper and deeper levels of unders-
tanding. The quality of ink drawing combined with the
loose quality of aquarelle painting forms the sense of
voyage into the secrets of history and unknown. Perie-

4 Maria Jose Sottomayor: Erasing differeces, but being different, Biennial of lllustrations,
Bratislava 2007, pp-37-40.

5 Fernando Pessoa: Mensagem, Oficina do Livro, Cruz Quebrada, 2006. (lllustrated by
Pedro Sousa Peireira)

6 http:/pintopc.home.cern.ch/pintopc/WWW/FPessoa/Introduction.html, 12.4.2009

Fernando Pesoa:
Messagem
lllustration: Pedro
Sousa Periera

ra’s illustrations give us impression that they are unfi-
nished works, the path to immensity of our imagination,
never ending story of search and longing.

Alenka Sottler

If we compare the work of Periera with illustrations of
Alenka Sottler, the first obvious difference is in techni-
que. Both authors rely very strongly on the technique of
their drawings. The technique itself is very unique and
the expression of the final work is the result of the me-
ditating procedure of creating which gives those works
the magical component. Alenka Sottler developed in-
novative way of using several pencils, holding them in
a hand and leading them on the paper in the compas-
sionate dance, which can remind us of Pollock’s action
painting — only the results are very different, because
Sottler's image brings out recognizable objects. They
seem to be brought out of nothingness with magical un-
consciousness procedure of automatism. Other techni-
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Barbara Gregori¢: Navodila za randi
lllustration: Andreja Gregoric

que that she is using is similar — stamping. She uses
the stamp and with frenetic stamping all over the empty
paper the emptiness and density of stamped sentences
form faces and realties in firm stability. Her illustrations
seem like from parallel world. We know its existence but
it is only rarely that we can connect with it.

It is not strange that she mostly illustrates fairy tales
and poetry - the worlds of deeper and secret meanings.
She illustrates in black and white and in colors.

Her latest illustrations of poetry are in the book of An-
drej Brvar: Three poems. Her way of penetrating into
text, deconstructing it and reconstructing it in a com-
pletely new quality is really unique. In illustrating those
poems she used the stamping technique to expose the

importance of the word, repetition of sentences and
rhythm in poetry, the textual background of all the acti-
ons by young heroes of the poem — like using a map of
the local area where the two boys were moving during
the event.

Andreja Gregori¢

Andreja Gregori¢ approaches illustrations from another
angle. She is constructing the new reality of a poem by
adding details in emotional collages. She is mostly il-
lustrating poetry of her sister and these particular books
are filled with emotional and intimate interplay between
two sisters and this forms very interesting visual story of
love and dedication. Her knowledge of visual commu-
nications and painting is united in her visual language
which expresses passion of abstract painting, searching
of unconsciousness in the depths of human consci-
ousness, notation, tenderness, intimacy, the knowledge
of modernist tradition, the collector’s collages of intima-
te events exposed by seemingly non important details.

In the world of rushing we hardly notice the small pi-
eces of everyday’s life, which are reminding us of the
existence of others with their own intimate worlds. The
images of Andreja Gregori¢ are leading us into these
words to feel their warmth, uniqueness and meaning.

Most of her illustrations, like in the book Instructions for
dating’, are dedicated to teenagers. Their world of par-
ticular worries, which are so often not understandable
to us and we tend to ignore them, she takes very seri-
ously. With detective accuracy she reveals secrets writ-
ten at the margin of the paper, particulars from diaries,
little drops of every day’s life which compose in front

7 Barbara Gregori¢ Gorenc: Navodila za randi, Viharnik, Ljubljana 2008.
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of the viewer the worries and hopes, fear and warmth,
longing and anxieties of this particular time, when child
becomes adult.

Matjaz Schmidt

Matjaz Schmidt is the author who has immense opus
in illustration working in very diverse fields. He is not
typical illustrator of poetry, but his latest work, the il-
lustrations of Ervin Fritz’s Crows® has surprised with
the power of its visual expression. The whole poetry
collection is dedicated to diverse behaviors and events
of crows. These crows reflect human behavior, but
illustrator Matjaz Schmidt succeeded to build up all
the situations and events with very realistic black and
white drawings, in endless variations of communication
among crows, trees, wires and other elements of crew

£ o

Ervin Fritz: Vrane
lllustration:
Matjaz Schmidt

8 Ervin Fritz: Vrane, Mladinska knjiga, Ljubljana 2009.

universe. His ability to draw crows in so many positions,
compositions and relations leads the reader deep into
the world of crows, so similar to ours in its simplicity
of basic needs. Here we can remember the words of
Franz Kafka in a paraphrased version: “Just observe
the detail. If you will observe it long enough the whole
universe will be revealed in front of you”. That is what
happened to the viewer of this incredible crew world.
The repetition and detail help the viewer to understand
the white spots of his or her own consciousness.

Kostja Gatnik

Kostja Gatnik is a legend among Slovene artists. He
is designer, author of comic books, photographer, pa-
inter and great illustrator. His knowledge of practically
all forms of contemporary art helps him to develop the
way of drawing which reveals incredible accuracy in all
forms of visual expressions. His drawings are studies
of visual relationships in empty space on one hand and
very precise studies of human relationships on the other.
His black and white illustrations of the poetry of Sasa
Vuga are wonderful example of understanding the tee-
nagers. Gatnik’s drawings are relaxed, reminding us of
comic books because of strong facial expressions, but
his solutions are never quick or easy. Each drawing is
the study of details where each brick and stone stands
on its own particular spot and could not be anywhere
else if the composition remains as perfect as it is.

Conclusion:

Ut picutra poesis, ut poesis pictura (poem is like pictu-
re, picture is like poem) — two most ancient forms of ar-
tistic expression have always been in firm relationship.
Sometimes paintings almost lost the touch with words,
and words can function without visual help, but mostly
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Sasa Vuga: Those are not poems for children
lllustration: Kostja Gatnik

visual and textual are in active interaction which forms
the most creative solutions in arts. lllustrating poetry
shows us most directly how abstract ideas can be pre-
sented in two ways, with two artistic means. lllustration

usually follows poetry, but nevertheless good illustrati-
ons of poetry form the parallel worlds, leading the rea-
der/viewer even deeper into the secrets of immensity of
human imagination.
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Michiko Matsukata (Japan)

Alice in Wonderland through Japanese
lllustrators™ Eyes

She studied at the University in Sofia and Jagiellonian
University. Currently she is working in Chihiro Art Muse-
um Azumino in Japan.

It has been 101 years since Alice in Wonderland (which
hereinafter will be referred to as Alice) was first intro-
duced in Japan. Since then, a new Alice book is pub-
lished at least once per year. At present, over 30 diffe-
rent Alice books can be seen in Japanese bookstores.
Among them, John Tenniel’s illustrated version is still
very popular and sells well. At the same time, a number
of translations of Alice with illustrations by foreign con-
temporary illustrators are available - Lizbeth Zwerger,
Tove Jansson, Jan Svankamjer, Helen Oxenbury, to
name a few. DuSan Kallay’s Alice was published some
years ago but is no longer in print. Robert Sabuda’s po-
p-up version of Alice is also well known. But how about
versions by Japanese illustrators?

In this text, | would like to briefly introduce how Japane-
se illustrators have illustrated Alice over the years.

The First Alice in Japan

In 1899, about 30 years after the publication of Alice in
Great Britain, the first Alice text was introduced in Japan.
The title was The World of Mirrors (Kagamisekai) and
was published in the magazine for youngsters Shou-
nensekai (Boy’s World) (Pict. 1) So in Japan, Through
the Looking-Glass and What Alice Found There was
translated before Alice in Wonderland. In the text, Ali-
ce’s name was changed into the Japanese girl's name
“Miyo”, bread with butter was changed into a Japanese
rice cookie, for Japanese readers were still unfamiliar
with Western customs. But the illustrations themsel-
ves were seemingly a traced picture of John Tenniel’'s
illustrations. (Pict. 2) The first Alice in Wonderland with
Japanese illustrations was Alice Story, which was pub-
lished in the children’s magazine Shoujo no tomo (Girl’'s
companion) as a series from 1908 to 1909. (Pict. 3)
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Alice in the 1920’s — m___
Printing technology and the circulation of goods saw '3

great improvements in the 1920’s in Japan, and chil- i %{ qInﬁ i’
dren's picture magazines of a greater quality were pu-
blished by various publishing houses. The new educa-
tional movement led many artists to create magazines
and books of high artistic value for the children.

Through the World of Mirrors, which appeared as a
series from 1921 in the picture magazine Kinnnofune Pict. 6
(Golden boat) was done by a renowned illustrator for In Underground World
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this magazine, Kiichi Okamoto. He depicts Alice as an
active child with an expressive face. (Pict. 5) In that
same year, In Underground World started its serial in
the picture magazine Akaitori (Red bird). The illustrator
was Yoshio Shimizu, whose works were characterized
by a decorative style. (Pict. 6)

A Garden of Wonder, Mari’s Travels Through the Coun-
try of Dreams was published in 1925 with illustrations
by Takashi Saida. (Pict. 7) He was also a playwright
as well as an illustrator. His illustrations of Alice here
are somewhat sophisticated and playful. In 1928, a ta-
lented illustrator Shigeru Hatsuyama produced a few
illustrations for Alice. However they were not published,
because Tenniel’s illustrations were used instead. His
lines drawn by ink create a humorous and merry atmo-
sphere. (Pict. 8)

Also around this time, the publication industry targeted
a mass audience, and produced collected works of chil-

Pict. 7, A Garden of Wonder Pict. 8
Takashi Saida Shigeru Hatsuyama

dren’s literature in sets that could be purchased by mail
order for an affordable price. In these volumes, Alice
was often included. The Alice Story published in 1927
was also one of the Collected Works for Elementary
School Children. The illustrator was Bunkichi Hirasawa.
(Pict. 9) The thin lines are very graceful.

Alice until the Present Day

Since 1945 until today, Alice has continued to be pub-
lished in various forms. A 1952 version of Alice, transla-
ted by Yukio Mishima, was illustrated by Goro Kumada.
26 His illustrations are characterized by fine lines. Ku-
mada, who died last month at the age of 98, continued
to draw true-to-life illustrations of insects and plants for
picture books. In this picture, the illustration clearly fo-
cuses more on the worm than Alice. (Pict. 10)

In August 1953, Walt Disney’s motion picture “Alice in
Wonderland” premiered in Japan. Since then, Alice has
become better known to the general public and many

Pict. 9, The Alice Story
Bunkichi Hirasawa

Pict. 10, Alice
Goro Kumada
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Pict. 11, Alice
Daihaci Ota

Pict. 12, Alice
Sho Nakao

Pict. 13, Alice
Makoto Wada

Disney Alice picture books were published. In 1955 Dai-
hachi Ota illustrated Alice. (Pict. 11) He is an illustrator
known for changing his style in each of his books. Here,
his Alice seems to be influenced by Disney’s character.
Sho Nakao did the illustrations for an Alice published in
1956. 29 He is known for his oil paintings as well as his
picture books. The thick outlines give the impression
of a somewhat naive Alice.(Pict. 12) Makoto Wada, an
illustrator still active in picture books as well as book
design, illustrated his Alice in 1975. (Pict. 13) The il-
lustrations consist of simple lines, and both the animals
and humans are very humorous. Kuniyoshi Kaneko’s
Alice does not look like a child but more of a grown up.
Alice appears conscious of the reader’s gaze.

| have briefly introduced 11 different Japanese illustra-
tors’ Alice. According to survey by T. Sakakibara of
2005, since Alice in Wonderland was first introduced
in Japan, around 200 different Alice books have been
published. For these books, more than 50 Japanese
illustrators have drawn their Alices. Anonymous au-
thors and comics are not included in this number. Are
there any common characteristics to be found in these
“made-in Japan” Alices? Some exceptions exist, but
| found it impossible to point out specific Japanese cha-
racteristics appearing in these Alice illustrations. Like
many other children’s literature classics, like H.C. An-
dersen’s stories or Grimm’s fables, Alice in Wonderland
is a medium in which illustrators can enjoy and explore
their artistic expression freely, without worrying about
author’s comments.

Yoko Yamamoto’s Alice in Wonderland
Lastly, | would like to introduce one of the newest and
more interesting interpretations of Alice. It was publis-
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Pict. 14, Alice
Yoko Yamamoto

hed in 2005 by a minor publishing house and, unfor-
tunately, is no longer in print. Here, Alice is not pret-
ty or cute. Her clothes may be old fashioned, but her
mind seems to be that of a contemporary girl. She is
someone who has a will of her own and even a strong
personality. Is she the artist herself? Maybe, maybe
not. On certain pages, different times are shown on
just one page. On another page, text is shown with the
illustrations. Here, the artist translated the Japanese
text into her own words in English and included them
in the picture, overwhelming the text of the book. From
beginning to end, the book has a playful character like
jazz music. The lines done by etching with color give
the illustrations a very light atmosphere. The illustrator
is Yoko Yamamoto, who mainly works with etching. Her
new and more complete Alice was published this year,
but in black and white. She has even created a large
stained-glass window and a mural in a subway station

with the theme of Alice in Wonderland! Yamamoto says
she was fascinated by the little girl Alice and tried to find
similar girls in Japanese classic literature. (Pict. 14)

Alice in Wonderland is a story that has been enjoyed by
both children and adults for over a century. It will almost
certainly continue to be read in the future. Nowadays in
Japan, images of Alice can be found not just in picture
books, but also in goods, from lunch boxes to cell phone
charms, and seem to overwhelm the book itself. This is
a photo from an exhibition of Alice in Wonderland held
in a city in Japan this summer. The venue was filled
with visitors. In the exhibition, along with rare editions of
Alice from a university’s collection, there were life-size
models from the book where visitors could freely take
pictures with Alice. And here, if you payed extra you
could even dress up as Alice and have a photo taken!

The presence of Tenniel’s unforgettable illustrations of
Alice in Wonderland, which still survive after all these
years, pose a challenge for many illustrators. It may be
the task of us readers, publishers, museum etc. to sup-
port the illustrators who will become the next Tenniel.
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Riitta Oittinen (Finland)

The Verbal, Visual and Aural in Picture
Books

She works at the University of Tampere and Helsinki
where she dedicates herself to literary translation and
translation theory. She is writer, translator and illustra-
tor. She wrote several articles and books in translation
studies, picturebooks, and the verbal and the visual
arts.

My presentation today is based on my versatile experi-
ences in picture books. From the angle of this biennale,
translation of picture books is of great importance as
many of the books presented here will be translated
into other languages, and often printed as co-prints.

Change

Writing, illustrating and translating picture books always
carries along change. lllustration in a picture book chan-
ges the verbal text and the other way around. Transla-
ting picture books is re-looking at them and rewriting
them for new audiences and new cultures in new lan-
guages.

Children’s literature

Picture books are often written and illustrated for chil-
dren. But what is a picture book and who defines it?
The author, illustrator, publisher or the librarian?

Children’s literature has its own special features: it is
usually illustrated and meant to be read aloud. Chil-
dren’s literature also has a dual audience: the child
reading the book and the adult writing, illustrating, tran-
slating, choosing, and buying the book for the child.
Children’s literature is thus influenced by the child ima-
ges of illustrators, authors, publishers, translators, rea-
ders, parents...

Yet all picture books share one thing: they are illustra-
ted. | have here an example of the power of the visual:
three visual excerpts from Lewis Carroll’s story of Alice
from the year 1865.

The verbal text goes like this:
The Mock Turtle sighed deeply, and drew the back of
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one flapper across his eyes. He looked at Alice and
tried to speak, but, for a minute or two, sobs choked
his voice. "Same as if he had a bone in his throat,” said
the Gryphon; and it set to work shaking him and pun-
ching him in the back. At last the Mock Turtle recovered
his voice, and, with tears running down his cheeks, he

went on again... ... (sad story goes on... then Lobster-
Quadrille...) "It must be a very pretty dance,” Alice said
timidly.

"Would you like to see a little of it?” said the Mock Turtle
to the gryphon.

"Very much indeed,” said Alice. (...) So they began so-
lemnly dancing round and round Alice, every now and
then treading on her toes when they passed too close,
and waving their fore-paws to mark the time, while the
Mock Turtle sang this, very slowly and sadly...

The three illustrations presented in the following depict
the same verbal text by John Tenniel, Helen Oxenbury
and Riitta Oittinen. Tenniel’s picture is serious and still
depicting nervous Alice with crossed fingers, impatient
Gryphon and weaping Mock Turtle. Oxenbury’s pictu-

re is very much alive and Alice is having a good time.
She’s wearing tennis shoes, which makes Alice a pre-
sent-day little girl. Both Tenniel’s and Oxenbury’s pictu-
res place the story on some southers shores of England
with fine sand and big boulders of stones. Oittinen’s
picture depicts Finnish countryside with dark autumn
skies and the moon. Alice, Gryphon and the Mock Turt-
le are certainly standing on a lake with Finnish fir trees
at the background. In the Finnish translation Oittinen’s
picture domesticates the story for Finnish child readers
by taking it away from England. On the other hand, with
the English original for English-language child readers,
Oittinen’s illustration gives the story a foreign flavor.

Picture books

But what is a picture book? There are several definiti-
ons paying attention to the basic elements of the ver-
bal, visual, aural, tactile, and olfactory information.

One way or the other, picture books are created for per-
formance, sharing the story to be read aloud and liste-
ned to by the child. Picture books are also defined as

John Tenniel

Helen Oxenbury

Riitta Qittinen

Auejloosiw

eAejsnelg 11oeASN|| djeuald ‘22

eAe|sijelg suoljeJisnj|| Jo [eluualg puzg

179




22nd Biennial of lllustrations Bratislava

22. Bienale ilustracii Bratislava

llany

)
3]
A
S

Riitta Oittinen

iconotexts (icon + word) including pictures and words.
Picture books could also be compared with comics and
films: they are all based on a series of images. Instead
of frames, picture books have the turnings of the pages.
In picture books, illustrations show how the characters
and their backgrounds (time, place, and culture) look
like. In film, the setting, actors, clothes, and make-up do
the same thing. Both of the art forms have sound: films
have sound-tracks; picture books are read aloud.

Moreover, their purpose is to create an illusion of being
plausible, even though the information were impossi-
ble. For example, Ingrid Vang Nyman presents parallel
perspectives in one picture by showing, e.g., what is on
and under the table.

Picture books are often defined as having 32—48 pa-
ges, which is based on how the paper is cut. Picture
books are usually aimed for children below school-age,
and their purpose is to be used in read-aloud situations.

Picture books are often multi-color and narrative en-
tities. They may be story books, fairytale books, ABC
books, lift-a-flap books, toy books...

Some scholars, such as Uri Shulevitz, make a clear sepa-
ration between illustrated stories and real picture books.
He writes: “Real picture books tell stories with both the
verbal and the visual; if the visual is removed, the text in
writing is impossible to be properly understood.”

Yet | find a picture book more complicated and more
difficult to define. David Lewis discusses postmodern
picture books: “Canons and boundaries have faded,
and there is ,mixing of forms ... parody and pastiche.”

He writes about the ecology of picture books, where
words and pictures are each others’ contexts.

For Barbara Bader: ,A picture book is a text, illustrati-
ons, total design; an item of manufacture and commer-
cial product; a social, cultural, historical document; and,
foremost, an experience for a child.”

My definition would be somewhere in between: pictu-
re book is a polyphonic form of art with many different
voices to be heard and seen.

Dialogue

Mikhail Bakhtin has written about a reading experience
as being dialogic and consisting of the different voices
of writers, readers, and contexts, and the past, present
and future. Human words never come out of nothing but
are always born in a dialogue.

He speaks about heteroglossia, a situation that is uni-
que every time: “At any given time, in any given pla-
ce, there will be a set of conditions — social, historical,
meteorological, physiological — that will ensure that a
word uttered in that place and at that time will have a
meaning different than it would have under any other
conditions.”

If we change the words (like in translation) or the pictu-
res or the readers, the text to be understood becomes
different.

Semiotics

Picture books could also be defined through semiotics.
Charles Sanders Peirce has written about three orders
of signs: icon, index, and symbol. An icon is a sign of
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likeness; like a photograph, it resembles the thing it is
referring to. An index is something that is in a causal
relationship to its referent, like smoke implying fire.
A symbol is an artificial sign: words are symbols refer-
ring to things in the real world just by agreement. The-
re is always an indexical relationship between the two:
a picture is a reason for the word and the word a reason
for the picture. So translating picture books could be
called intersemiotic translation.

A word alone is not the same word as a word along
with a picture. In my example of the wolf, the bear and
the fox, the character are strongly characterized by the
visual, the icons of the words "wolf”, "bear” and "fox”. In
my example, the characters are depicted as being close
friends sleeping together under the same blanket. The
picture also shows that they have a visitor, a worm.

Visual grammar

The relationship of the verbal and the visual could also
be described through the means of the visual grammar
by Glnther Kress and Theo van Leeuwen (1996). Their

views are based on M. A. K. Halliday’s grammar) and
the idea of pictures having same kind of regularities
and liabilities as words.

Using the visual grammar, it is possible to analyze ima-
ges and their relationships to words. Pictures visuali-
ze and conceptualize the story: they include activities,
which have a certain purpose; they also give informa-
tion about the relationship of the characters or things
appearing in stories.

Conventions

As John Spink has pointed out, there are also seve-
ral conventions we need to be aware of when reading
pictures, auch as “scaling down” (a picture is smaller
than the thing in itself), “indicating three dimensional
objects in a two dimensional medium®, and ,indicating
color in monochrome*.

lllustrations contain colors and lines, the actual print
and headings, symbols, metaphors, composition and
picture sequence, as well as layout and typography.
And they are all culture-bound...

Colors and lines

Colors are always culture-bound and individual, cre-
ating atmosphere, feelings, and movement in picture
books. There are several associations that we do not
necessarily always notice, such as natural associa-
tions (red like fire); conventions (black for sorrow and
funerals, white for purity and weddings, cf. Finland and
India); ritual colors (holy colors, church).

Even through lines illustrators create atmospheres, be-
lievability, and feelings. Creates chapes, three-dimenti-
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Anthony Browne
Voices in the Park
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ality (light and shadow), and movement. Lines are also
used for characterization: for example, firm lines refer
to firm characters and uncertain thin lines to uncertain,
vague characters. A good example of a fine technique
of using lines for characterization is Langston and Gar-
diner's Mile-High Apple Pie.

Functions of the visual & verbal

There are several ways of how the verbal and visual
information relate to each other. Stories may be based
more on pictures than on words, or more on words than
on pictures. There may be collaboration (congruency)
of the verbal and the visual; or deviation, where the ver-
bal and the visual may tell two different stories.

Authors and illustrators may make the reader pay atten-
tion to certain incidents in the story. For example, au-
thors may use focal points to underline certain parts of
the storytelling. Anthony Browne often uses this techni-
que; for example on the first page-opening of Voices in
the Park he shows a big house, which, in the end, has
no role in the storytelling. With a few words, referring to
one small corner of the picture depicting a gorilla lady

with her son and dog, the reader is taken to follow what
happens to the three characters.

Movement

Ulla Rhedin defines a picture book as a road movie,
where characters are often moving from one place to
another, from safety to danger and back to the safe set-
ting. This also gives movement to the storytelling, whe-
re rhythm is created through alternating panoramas
and close-ups. There is also concrete movement: while
reading, the reader turns the pages.

Picture book and sound

Picture books are not soundless either, but they are
performed, read aloud, which creates togetherness
between the child and the adult. There are all sorts of
sounds: machine sounds (engines) and natural sounds:
wind, cry, laughter). Human speech is a powerful tool: it
has tone and intonation, which again have an influence
on how the entity is received. Like illustration, sound
may either contradict or corroborate the story.

Domestication and foreignization

The verbal, the visual and the auditive may domesti-
cate or foreignize the storytelling (like in my illustrated
version of Alice). As Lawrence venuti has pointed out,
foreignization is a method (or strategy) of illustration,
translation etc. whereby some significant trace of the
original “foreign“ text is retained.

On the other hand, domestication assimilates a text to
target cultural and linguistic values. Through domes-
tication, illustrations may add to a smooth entity and
bring the story closer to the target-language reader.

By telling a different story than the words, illustrations
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may also foreignize: they bring along intrusion of fo-
reign, something unclear, and something maybe diffi-
cult to understand.

When books travel from one culture to another, visual
problems may sometimes be impossible to explain due
to co-prints. When co-prints are taken, it is usually im-
possible or undesirable (expensive) to alter anything in
the visual.

For example, the change in the reading direction may
cause great problems (cf. Japanese mangas). Yet Je-
han Zitawi gives a different example about translating
Disney into Arabic, where there are no capitalized let-
ters or cursive, which is often replaced by bolding or
quotation marks.

The change of the reading direction also makes the
pictures reversed, which causes, e.g., changes in the
use the of left and right hands. In the Ismal religion, the
right hand is the holy hand to be used, e.g., for eating,
while the left hand is used for more everyday things.
All this is shown in the illustration. The illustration also
shows unholy animals like pigs and lightly dressed la-
dies, which are all manipulated in the pictures.

Censorship

This may very well be called censorship, which was
the case with the Finnish picture book creator Kristiina
Louhi and her Aino series. The cover of the first Aino
book shows the little girl Aino‘s little brother is going
out and about to get dressed. Yet the child escapes and
runs naked outside to the snow wearing only a cap on
his head.

This scene may be experienced in many different ways
in different cultures. In Italy, Spain and Rumania, this
picture has been considered as not quite proper, or
even obscene, while in Scandinavia it is found simply
funny.

Co-prints

As mentioned above, picture books often appear as co-
prints, where the illustrations cannot be changed. This
often makes the translator’s task difficult, because the
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illustrations cannot be altered. By showing details, the
illustrator often makes the translator’s task very diffi-
cult.

Intertextuality

Intertextuality too, may make the translator’s task very
difficult. A picture book is always an entity, where part
supports the whole and the other way around. There
are often allusions and references to the other parts of
the text itself or the world outside it.

Understanding is also always intertextual: while reading
picture books, we combine what we have seen, heard,
or read before with what there is in the book.

As a whole, picture books are difficult to read and diff-
icult to translate. The translators of picture books need
knowledge of different styles and techniques, periods
and epochs of time and mental history, typography, sty-
les, lines and colors, shapes and sizes, sound effects,
verbal, visual and aural citations and allusions... you
name it.

Translating picture books is translating multimedial texts
for all the different senses of the target-culture readers.
This means that translators need to be able to relate
the verbal, visual and aural information within the frame
of different cultures as well as to find ways of retelling
the stories with respect to the originals in translation as
well as the target-audiences living in different parts of
the world.



Dragana Palavestra

Dragana Palavestra (Serbia)

The Relationship between the lllustrations
and the Text in Books lllustrated
by Dusan Petrici¢

She studied the history of art at Faculty of Philosophy
in Belgrade. She has been dedicating to visual arts and
design. She works as visual arts Co-ordinator in Secre-
tariat of Culture, City of Belgrade — City Government.
She was the curator in the Serbian Association of Ap-
plied Arts and Designers and the organiser of many
international and domestic exhibitions. She was the Art
Director of the national selection for Bratislava Biennial
of lllustrations many times.

lllustration is, by definition, an explanation of one work
of art by means of another. Most often, it is a pictural
interpretation of a text to be found in books, magazi-
nes, newspapers and other publications. It explains and
supplements the text. Sometimes it is solely connected
to the text, realistic, declaratively understandable and
recognisable; other times it is almost completely sepa-
rate from the text, thus becoming unrecognisable, self-
sufficient and free-form lyrical expression. lllustration is
a notion that can hardly be delimitated and defined to-
day. In times of great technological achievements, which
make it possible to perform tricks almost like those per-
formed by an illusionist, the real becomes intermingled
with the unreal in the sphere of fine arts. Even though it
is still inseparable from the written and the printed word,
illustration has imposed itself as an independent fine
arts value, determined by all the inner laws of fine arts.

DuSan Petri¢i¢ (born in 1946 in Belgrade) is one of the
most prolific and prominent illustrators in this country.
He graduated from the Department of Graphics of the
Academy of Applied Arts in 1969, in the class of Pro-
fessor Krsic¢. In 1969, he got employed as a caricatu-
rist with the Vecernje novosti (Evening News) Belgrade
daily. In 1986 he was elected Associate Lecturer at the
Faculty of Applied Arts, where he remained until 1991.
From 1991 to 1993 he worked as the Art Director with
the “Pilar” company from Monte Carlo. Since 1993, he
has been living and working in Toronto, Canada. From
1996 to 1997 he worked as a lecturer in illustration and
animation at the Sheridan College in Oakville, Canada.

During his stay in Toronto, he published illustrations
and caricatures in leading world dailies and magazines:
The New York Times Book Review, The Washington
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Post, The Toronto Star, The Globe and Mail, Saturday
Night, Scientific American, Yomiuri Shimbun, Canadian
Geographic, Canadian Living, Owl. His professional ex-
perience encompasses several different areas of visual
and applied arts: caricature, illustration, book design,
cartoons, graphic communications.

The most important area of Dusan Petri€i¢’s artistic
practice is precisely illustration, specifically, illustration
of children’s books. He began his very fruitful work in
this area while still in the final year of studies at the
Academy of Applied Arts, and has continued at it to
the present day. He has illustrated around thirty books
for children and adults. From the very start, PetriCi¢’s
illustrations for children have been the result of coo-
peration between the illustrator and the author of the
text. This cooperation was not of an ordinary kind, but
originated from great mutual trust, companionship and
understanding between the illustrator and the author of
the text. That is the nature of his cooperation, while he
lived in Serbia, with Dusko Radovi¢ (the Poletarac ma-
gazine, Nikola Tesla — Story of Childhood) or with Lju-
bivoje RSumovi¢ (Dragons — Just What We Need, The
Invisible Bird), and also with the Canadian and Ameri-
can authors whose books Petri€i¢ has illustrated since
he started living there. Mutual understanding and trust
between the writer of the text and the illustrator is the
essential element of a successful work. The illustration
must follow the text, and it depends on the illustrator’s
skill to what extent and in what way the text will be vi-
sually memorised. Lewis Carroll’s Alice is often quoted
as asking, “What is the use of a book without pictures
or conversation?”. lllustrations often speak more con-
vincingly, simply, interestingly and directly than words.
Sometimes pictures can even replace words and can

enable communication between various linguistic are-
as.

PetriCi¢ has maintained this well-balanced relationship
between the illustrator, his illustration and the author of
the text in children’s books in the course of his prolific
cooperation with a number of foreign writers. He him-
self searched for ideas and books that he could create
and illustrate. One such idea, initiated in Belgrade, was
realised in Canada with the help of the writer Camilla
Gryski and the Kids Can Press publishing house. As a
result of their cooperation the book Let’s Play — Tradi-
tional Games of Childhood was published in Toronto

Traditional Games of Childhood
L ’ | .- .1:.
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Camilla Gryski: Lets Play — Traditional Games of Childhood
lllustrations: Dusan Petricic
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in 1995. This is the first in a series of books to have
been published in Canada. This theme of international
interest was equally successfully dealt with through
the text and the illustrations. What was achieved is the
ideal integration of pictures and words, characteristic
of PetriCi¢’s projects. This project came about prima-
rily through the initiative of the illustrator, from whom
the idea of the actual text of the book originated, so
that the illustrations initiate, follow and describe the
text in the best possible way, making an integral whole
together. One could not survive without the other. The
entire book was thought up as very entertaining and
witty literature. Camilla Gryski made the effort to collect
as many children’s games as possible, games played
throughout history from the ancient era to the present
day. On the first page of the book, Petri€i¢ provided a
very imaginative and witty survey of games, drawing
boys and girls from the stone age to the present day,
variously dressed and of various nationalities. The figu-
res are in motion and the entire composition is in a whirl
and hurried, as if in a cartoon. This impression is inten-
sified owing to another invention of Petrii¢’s, namely,
that a part of a figure appears on the next page as well,
thus producing a feeling of continuity, as if annulling the
limitations of book pages. These little figures, restless
and full of energy, are characters in themselves and
each one of them carries a certain story. One of them
stands out: a boy dressed in an old-time sailor’s suit,
which had already featured in Petri€i¢’s illustrations

Petricic

for children. This character links the earlier, Belgrade
phase with the Canadian one.

The book is conceived so that on each page, apart from
the text setting out the rules of the game in question,
there is at least one illustration visually explaining the
text. The illustrations are no mere schematic interpre-
tation of the text but artistic creations building upon the
text and introducing us to the unreal imaginary world of
children’s imagination. Composition is varied, someti-
mes diffuse and with few characters, other times almost
swamped with the multitude of objects, figures and de-
tails that the author uses in order to describe the ac-
companying text in the best possible way. Petri¢i¢ often
introduces details and quite unrelated scenes, which
occasionally have no direct connection with the text, for
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Gryski: Let’s
Play — Traditional
Games of
Childhood
lllustrations:
Dusan Petricic
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the purpose of better conjuring up the atmosphere and
the poetics of the place and the game he is describing.
In his compositions, he often resorts to cross-hatching
figures or the background, thus achieving interplay of
light and shadow. The reader goes through the book
easily, for one game follows another in a meaningful
manner. In the end, Petrici¢ joins all the games toge-
ther in a final illustration, wherein all the characters are
very busily engaged. The boundaries between the big
and the small are erased. Everybody is enchanted by
this strange magic that points to fun, companionship,
togetherness. What emerges out of the multitude of de-
tails, the whirl of motion, the varied colours, is a mer-

S
Vivienne Shalom
lllustrations: Dusan Petricic

ry, joyous atmosphere evoking the loveliest memories
from childhood. To PetriCi¢, this theme was quite sui-
table, for it fitted in perfectly with his vision of children’s
perspicacity. He is a witty, imaginative and exceptional
connoisseur of child psychology and behaviour.

Petri€i¢’s inventiveness and dedication to every detail
can also be perceived in the inside cover of the book,
where he depicted two separate figures in motion,
a boy pushing a circle and a girl jumping a rope, appro-
aching each other diagonally at great speed, which is
again reminiscent of a cartoon. They inevitably collided
at one point. Their toys remained there, while the two of
them walked away contentedly, holding hands.

Another book, The Colour of Things, created in coope-
ration with Vivienne Shalom and published in New York
in 1995 and contains a highly interesting story. One
day, in the town of Monroe all colours disappear. Gene-
ral hopelessness and greyness ensue, quite faithfully
presented in the illustrations. The miscreants behind all
this are two evil, maniacal persons who have drained
all things of colour entirely and poured colours into the
ocean. The nine-year-old Jill, who lives in this town,
realises the seriousness of the situation and decides
to bring colours back into the town. She manages to
hide in a box bottles containing colours of the rainbow
that she gathered and preserved before the rainbow,
too, disappeared. She brings colours back into the town
and invites all the inhabitants to come out, armed with
brushes, and repaint their town. This gives rise to a wild
atmosphere where everyone participates in the action.
Armed with brushes, the townspeople paint the hou-
ses, objects, one another, so that colour slowly returns
to the lives and the surroundings of these people. Very
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wisely and in a carefully thought-out manner, PetriCi¢
makes a perfect gradation from the previously prevalent
greyness, gradually introducing colour into the picture.
One half of the picture is coloured, faithfully showing
things the way they really are, while greyness reigns
in the other half, with colour appearing shyly here and
there. The bustle, whirl, action and joyousness of the
atmosphere spreads, for the most part, to those who
strive to infuse the scene with as much colour as possi-
ble. Finally, an atmosphere of celebration is created,
wherein colour dominates to such an extent that it
now overflows, spilling and dripping everywhere. The
miscreants get a fitting punishment and Jill sleeps pea-
cefully, content on account of having done a good thing
for her town.

The theme of this book is intriguing and interesting
enough to allow Petrici¢ to let his talent soar to unpre-
cedented heights. As the story unfolds, the illustrator
obeys the text, at the same time building upon it throu-
gh his own observations. Proceeding from the melan-
choly, cramped atmosphere emphasised by the mo-
nochrome, black-and-white image of the town and the
figures in it, the composition is enriched by a gradual
introduction of colour, which eventually escalates to an
unprecedented degree. Joyousness and zeal emana-
te from the characters and from every move that they
make. In his compositions, Petri€i¢ is a master of the
quick stroke. His instruments are a diverse collection of
characters and expressions, the bustling atmosphere,
abrupt movements. In this way, he creates an unusual
atmosphere wherein all the characters participate in
the same task, and yet each one of them can be viewed
separately. Details are of exceptional importance to Pe-
trici¢, as much as the whole. With colour or without it,

his compositions are meticulously studied and organi-
sed, representing real miniature works of art.

The book Scary Science by Sylvia Funston, published
by Owl Books in Toronto in 1996, is somewhat diffe-
rently conceived compared to the previous two. The il-
lustrations in the book are varied. Apart from Petrici¢’s
original illustrations, the book also incorporates photo-
graphs, as well as documentary material. As such, this
book is more serious and multi-layered, but Petri€ic’s
restless spirit and understanding of child psychology
are more manifest on account of this new concept. In
a book that attempts to rationalise the supernatural, to
reduce it to a more comprehensible and acceptable me-
asure, PetriCi¢’s sense of humour is invaluable, giving
some terrifying topics a new, milder twist. Very simple
illustrations demonstrate this beautifully: for example,
one scene features adults and children walking under
the light of the moon in its various phases, with one boy
“going crazy” under a full moon while other participants
watch him with great interest, which is the best proof of
PetriCi¢’s deep understanding of the situation the ha-
pless boy finds himself in. Thus Petrii¢ achieves his
goal; this manner of presentation, irrespective of the
seriousness of the topic, entertains children and does
not scare them, it makes them laugh and be merry. On
the other hand, his postmodernist playing with tradition
makes his work contemporary, provocative and topical,
thus satisfying even the strictest of critics.

All the books that Petri¢i¢ has illustrated, including the
three mentioned above, are recognisable, manifesting
a similar authorial handwriting, but are organised and
thought out in various ways. Each book is conceived dif-
ferently and represents a small masterpiece. Petri€i¢’s
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Sylvia Funstone: Scary Science
lllustrations: Dusan Petri¢i¢

illustrations for children and about children manifest
precisely those characteristics that make illustrations
great works of art: dedication to the text, imaginative-
ness, harmonious composition, a rich colour range and
great mastery. This requires a special kind of talent,
which Du$an Petri¢i¢ has developed through sensory
perception of life and nature, children and their growing
up, and also owing to his knowledge and application of
psychology. And all of the above with a huge dose of
imagination and humour.



Hamid Reza Shahabadi

Hamid Reza Shahabadi (Iran)

A Journey to the Heavens

The story of a journey that Prophet
Mohammad took to the Heavens (Mi'raj)
Looking into the Book illustration of Mi'raj -
Name

He is writer and editor. He works as a Director of publi-
cation department in the Institute for Intellectual Develo-
pment of Children and Young Adults.

According to ,Koran“, Gabriel appeared to Mohammed,
the Prophet of Islam in the eleventh year of his prophe-
cy in the year 620, to prepare him for a Night Journey
through paradise that came to be known as the Ascen-
sion, or ,Mi'raj.

Mohammad mounted a divine creature called Boragh
and rode from Masjedolharaam in Mecca to Jerusa-
lem.

In his journey, he first visited Al-agsa Mosque, the bir-
thplace of prophet Jesus Christ and also other prophets’
birthplaces and in each he said his prayers. He met
the angles and divine Prophets, Jesus and Moses and
said his prayers with them. After that the God's prophet
traveled to the Seventh Heaven where he was brought
into the light of God's presence himself. After that he
returned to Al-agsa Mosque and then to Mecca.

The story of the Prophet‘s Ascension has been an in-
spiration to create artistic works for Muslim artists and
liberator for many centuries. Many books on Ascension
have been written by writers and poets. Many of them
have been put into paintings by famous painters. And
the Iranian paintings which for a long time had been
dedicated to book decoration had this story as the main
topic in their works.

Paying attention to the other world has a long history in
different nations' literary works.

The book with the name of Al-ghofran by Abolala Moar-
ryis one of the important works in Arab literature which
has been created with the view of looking into the story
of the Prophet‘s Ascension.
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Divine Comedy by Dante Alighieri shows the special
view of Europeans of Renaissance era about the other
world. The view may want to overcome the other world.
In Iran before Islam, the book Arda Viraf —name (a Zo-
roastrian religious text of Sassanid era in Middle Persi-
an language) is an example of works which have been
done on the other world. Arda Viraf —ndme is a Zoroas-
trian religious text which tells about the observation
of a priest with the name of Viraf who after drinking a
special wine named ,Hoom" and doing some religious
performances, travels to the other world and sees the
predestined people who went to heaven or to hell.

The other example is in the ,Kardir (kartir)*“ inscription
which has been left from the period of Sassanid’s (222-
652) and is the words of a known priest who claims that
he has seen the other world.

The Kardirinscription was written in the early period of
the Sassanid’s era and the main aim of writing it, was
to renew the Iranian Zoroastrians’ faith after the fall of
Achaemenids era by Alexander and spreading Helle-
nism civilization in Iran which had made them forget
their ancestral religion and became exposed to disbeli-
efs. And the book of Arda Viraf-name had been written
around the end of Sassanid's era, in the period which
Iranians were losing their faith in Zoroastrian priests
due to their bad functions.

Our hard search for finding other older samples of sto-
ries about the journey to the other world takes us to the
Babylonian myth, ,The Inanna’s Journey to Hell*, and
in the modern era in Iran we witness the book ,,A Jour-
ney to West“by Agha Najafi Ghoochani in 1933 which
tells a story of a man who dies and describes what he

has experienced after he has died based on Islamic
Narratives.

Surely, in Iran as well as other nations’ literature, there
exist many more samples of journey to the other world.
But what has distinguished the story of Prophet’s Night
Journey from other similar stories is its religious and
holly nature. Other stories have been written with social
or sometimes political aims more than having religious
basis. In Muslims’ beliefs, the Mi'raj event was a true
Journey which happened in the real world and it hap-
pened quite logically and it is completely different from
dreams or ecstasy. Therefore we should see this book
comparing with other religious books like Apocalyps in
the Bible, in quite different way.

Mi'raj- Name:

The special literary charisma of the story of Prophet’s
journey to the other world and its religious outstanding
points, have attracted many poets and writers during
and also after the History of Islam which was the rea-
son for creation of many works, most of them are men-
tioned as Mi'raj-Name. Among these, we can name the
poems which are created by poets like Sanaaee, Kha-
ghaani, Nezaami, Vahshi — e — Baafghi and Amir Kho-
sro Dehlavi. Most important parts of these works are
based on the creators imaginations, but what is written
in Koran about Mi'rajis a short description in two sura’s,
al-Isra and al-Najm.

lllustration of Mi‘'raj — Name

Iranian painting in the period after Islam was at servi-
ce of book making. Because of this, the transition of
Iranian paintings should not be found in their paintings
remained or not on the walls of the palaces but in their
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books. The artistic and literary works were down beau-
tifully by calligraphists and skillful painters whom had
painted and decorated them with beautiful margins on
the pages of the books.

Some great literary works like Shahnameh, Leili-va-Maj-
noon, Khavaran-nameh, Panchatantra and Samak Ayar
were painted by different painters many times and even
some non-literary books like Jame-ol-Tavarikh or some
chemistry and medical books were painted by Iranian pa-
inters. Only in the sixteenth century and in the Safavid s
era, because of the relations between the Iranians and
the European painters, Iranian paintings were taken out
of the books and were used in palaces and glamorous
mansions.

At this time, Mi'ra- Name became pictorial and their
pictures because of the painters’ creativity was always
interesting. Among many books of Mi'rdi-Name, the
Mi'réj-Name by Mir Haydar, has outstanding characteris-
tics. Its distinction is so high that made it remain forever.

Mir Haydar’s Mi'raj- Name:

Mir Haydar’s Mi'r4j-Name which its hand written copy is
kept in The International Library in Paris was painted by
Shahrokh, the son of Taymour Goorkani in 1435. The
writer of the book is Mir Haydar who has translated the
main part of its content from Arabic to Turkish and Mali-
k-e-Bakhshi has written part of it in Turkish uighur. This
book has 265 pages and its size is in 22 X 34 cm. The
paintings in the book are not only by one painter but
each of the 61 pictures is created by different painters
with regard to their differences, has kept the characte-
ristics of the Harat paintings and also its order in using
each picture.

Harat School:

The name of Amir Taymoar Goorkani in Iranian and
many other countries’ history brings back the memory
of war, bloodshed and destruction but the truth is, the
children didn’t follow their father’s foot step. They had
done many developments and cultivations and have
left many historical monuments. Shahrokh, Taymoar’s
son, work hard for the development of east of Iran and
his wise wife Goharshad Khatoon was his encourager
in this project. Nowadays, Goharshad mosque in Ma-
shhad which has been built on her memory is being
visited by a huge crowd every day. This painting school
was established at the time of Shahrokh. He and his
son, Baysonghor Mirza, brought many artists from diff-
erent cities like Shiraz, Tabriz and Esfahan to Harat.

By establishing a book design center in Harat, he made
a great revelation in arts like calligraphy, illumination
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and painting. Valuable works have been created in the-
se great centers which are going to remain in the his-
tory forever. Works like Shahnaameh by Ferdosi, Leili
va Majnoon by Nezaami and Boostan and Golestan
by Saadi are some of those outstanding masterpieces
which because of having the same design characteris-
tics and showing different design of school in Iran are
introducing Harat school.

The use of lively, bright colors, drawing of human cha-
racters with fine lines and also lively pictures full of acti-
ons are the outstanding characteristics of Harat school.
This is at the time when paintings in other school were
dull and lifeless. Also painters of this era with their spe-
cial skills were paying more attention in drawings to
show the depth of various acts. Blue and green were
the dominant colors of the back ground of the most Ha-
rat school paintings. And on this back ground, red, gre-

Pict. 4

Pict. 3

en, white and purple were used quite often. The usage
of golden ink is quite often seen in Harat paintings. In
drawings of religious scenes specially in Mi‘rdj-Name,
the usage of golden ink is more. The other special cha-
racteristic of Harat school is the influence of Chinese
paintings in it. With the invasion of Mongols and Turks
to Iran and the settlement of Mongols’ and Turks’ lea-
ders, The Asian paintings became quite popular and
the Iranian drawings were influenced by Chinese mini-
atures. In the peak of Harat school era, the Harat artists
through their social and political intercourse to Khan-
balegh (Beijing) transferred Chinese painting motifs to
Iran. The influence of the Harat school was so deep
that after many years of the fall of Taymour’s sibiling in
the beginning of Safavid’s , it can still be witnessed. In
some future eras after that, two other painting schools
formed in Iran, i.e. Tabriz school and Esfahan school
which were both on the basis of Harat school‘s expe-
riences.

Mi'raj-Name by Mir Haydar, One of the Great Work
of Haraat School:

Among the important works in Harat school, Shahnaa-
meh Baysonghori may be is the other drawing book in
this school which is more famous and after that, without
any doubts, Mi'rdj-Name is the best.

61 Pictures which are presented in a special order in
this book show the Islamic Prophet’s holy journey. In
these pictures, blue and gold created dazzling effects
which emphasize the mystery of Mi'r4j. The frameworks
unlike usual ones are square and are completely sepa-
rated from the text. The faces of the angels are round
and their eyes are small and puffy in a way that one can
see the effect of Chinese art.
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But all the painters while drawing the Prophet’s face
have tried to draw a long face with medium black beard
and Arabic overall and turban to make his face simi-
lar to Arabs. Boragh, the prophet’s heavenly creature
has a body similar to a horse and a face like a beau-
tiful woman which wears a crown like an angel on its
head. The role of the crown on the Boragh's head came
from the divine world and belongs to the angel‘s group.
Also where Boragh is placed which in many pictures is
on the right in a way that half of its body is out of fra-
mework, shows Boragh’s movements and its journey in
different stages.

The picture of the light halo around Prophet Moham-
mad and other holly Prophets looks like flames in this
book and in a way tells the story of warm holly excite-
ment and charisma of the prophet.

In the beginning of this holly trip, The Prophet riding
Boragh with Gabriel the angle who is close to God with
a banner in hand moves towards Al-aghsa mosque and
sees other Prophets.(Pict. 1) And in the next picture
say his prayers with them.(Pict. 2) In the middle of this
picture, Prophet sat on his prayer carpet which is de-
corated with beautiful designs and a halo light around
his head. Three Prophets are sitting on his left side and
three prophets are sitting on his right.

In the next pictures (Pict. 3,4), respectively the Prophet
meets Prophet Adam and Gabriel, the death angle, le-
aning to a golden step with a green, blue and golden
clothing. The interesting point is that the angle of de-
ath doesn’t have a frightening face in this picture but
the drawing in the comparatively large scale shows the
magnificence and the greatness of death.

Pict. 5

@e
b B

In Pict. 5, The Prophet visits with two other Muslim
groups. A group which as a symbol of goodness and
cleanness have white cloth on and the other group who
are the Muslims who are sinful and have the black and
white strips clothes on, are seen. The black and white
clothe is the symbol which shows the sinful group are
not completely bad and along the sins they have good
deeds, too. But the Prophet is saying his prayers with
the Muslims who have white clothes on.

The influence of Mi'raj- Name:

The pictorial characters used in Mi'rdj-Name are so
interesting and noticeable that nowadays, some of
the Iranian painters in drawings in religious children’s
books get their ideas from. Among them Parviz Hase-
li's and Parviz Eghbali’s works can be named. Also the
American writer and painter Charlotte Du Marks Hunt
(Demi) in drawings in the book of Mohammad clearly
took models from Mi'raj-Name.
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Andrej Svec (Slovakia)

When a Squirrel “Playcats*“

He is art historian and visual art critic. He dedicates
to the visual art of the 20th century and recently to
children literature illustrations in particular. He wrote
reviews on many exhibitions of illustrations and prepa-
red several individual exhibitions in this field himself. He
participated in theoretical preparation works for several
BIB symposiums.

The relation between illustration and text belongs to
key aspects of illustration. The more in case of children
book illustration as we cannot imagine the majority of
children books without illustrations, especially those
made for lower age categories. If we highly apprecia-
te such book illustration we immediately include also
the heuristic character of the communication between
illustration and text in our evaluation, as we expect the
illustration not only to be the reflection of what we learn
from the text. We also do not expect the illustration to
be only a picture parallel of the text. Good illustration
means a surprise for the reader and it creates a tensi-
on between text and picture that multiplies the effect of
the book content both from artistic and communication
points of view. It is difficult to describe in words how
truly good illustrators surprise and raise astonishment.
What is so difficult to define verbally is to be found so-
mewhere in intersection of magnetic lines — a heuris-
tic communication of illustration and text, visual poetry
and expression, technical skills and personal style of
author’s illustration. And last but not least it is humour
the illustrator mixed into his illustration, because we
want our children to be healthy and cheerful.

The works made by a Slovak illustrator Peter Cisarik
(born in 1958) belong to this kind of illustrations. His
works were exhibited at BIB for several times. “Peter
Cisérik is an illustrator in whose works we can see very
clearly his study of stage setting and his theatre-like
vision of the picture.”" “His illustrations have their own
strictly defined composition order and architecture into
which gently stylized figures with an odour of human

1 B.Brathova, In: Slovenska detska kniha, zostavovaterl L. Kepstova, Bratislava 2008, s. 106.
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humorous touch-tingle are situated. The backgrounds
are of deep colours, clean and full, having their own
compactness and pictorial character. He “inserts” the
scene on the paper; the scene has its depth, mystery
and an amiable wit in the characters of the respective fi-
gures and in the details which he gives to his figures as
theatre props ... His illustration gets characteristic fea-
tures of theatre-visual expression ...“2 A typical examp-
le of such a “stage setting illustration” from early period
of Cisarik’s work is a book called Veronka, the Squirrel
(Vevericka Veronka by J. Uli¢Giansky, NONA 1996).

This fairy-take is “a story on a squirrel and a boy in a
wheel-chair who become close friends. It is a poetic
report on a friendship and relationship based on mutual

2 B.Brathova, In: Slovenska detska kniha, zostavovatel L. Kepstova, Bratislava 2008, s. 106.

J. Uliciansky
Mame Emu,
lllustration:
P, Cisérik:

confidence and free help in misery and need.”® From
the point of the topic we follow, this book is an examp-
le of a heuristic communication of illustration and text,
especially due to reasons | have already mentioned.
Cisarik appeared in the Slovak illustration at the begin-
ning of the 90-ties of the 20th century; after the unpub-
lished book Small Theatre (Divadielko, 1990%) and an
illustrated book Islands of Snowmen (Snehuliacke ost-
rovy by J. Uli¢iansky, Mladé leta 1990, IBBY Award) he
entered the Slovak illustration scene with high speed
co-operating on the book We Have Emma (Mame Emu

3 Z. Stanislavova, In: Slovenska detska kniha, zostavovatel L. Kepstova, Bratislava 2008, s. 218
4 Kniha nevysla z dévodov redukcie kniznych titulov vydavatelstva Mladé leta. Zaujimavy text
a zaujimavé ilustracie boli netradiénym spésobom predstavené verejnosti formovou ,insce-
novanej“ knihy v roku 1992, v Bibiane, medzinarodnom dome deti —. Porovn. J. Lenhart: Tri

najkrajsie knihy Petra Cisérika, Bibiana, ro¢. 2, 1994, &. 3, s. 68.
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by J. Ulic¢iansky, Buvik 1993) making a significant con-
tribution as an illustrator. He contributed prolifically also
to interpretation possibilities and illustration novelties
with his extraordinary illustration poetics in relation to
the text.

J. Lenhartt characterised Cisarik’s illustrations as
“truly pictorial theatre“ already in 1994 and he un-
derlined their moderation, well-thought selection of
visual art means and their playfulness. Cisarok fully
developed his ideas in his book on a squirrel (1996).
One of the illustrations at the beginning of the book
refers the reader to part of the text where the squir-
rel dreams a wonderful dream about “living on the 33*
floor of a very high house... it means a tree. And the
tree was fully empty from inside, you know, in that air
hole there was a lift... But it is not so important. Impor-
tant is that it was not an ordinary tree, but the tree with
a doughnut shop, shop with nuts and fruits-vegetables
shop, all under one roof.”

As L. Lenhart pointed out, Cisarik’s pictures generously
“arranged as a stage” (an interesting motif of trees as
theatre set-pieces) are able to cope even with a natura-
lizing typifying detail (the motif of a squirrel). Because
the artist wants to call the attention of child’s emoti-
ons and he is not interested in an emotional fatigue of

5 In the story We Have Emma (Mame Emu, 1993) the children play and fantasy is personified
by a teacher called Emma created by children from a kinder-garden by painting her on a
pavement with piece of chalk. An imaginary Emma represents a contrast to actual teachers
influenced by the routine. She is able to change banal things to magic things and to escape
with children from everyday grey reality to the world full of adventure. The story confirms the
right of children to play and free fantasy. Compare with: Z. Stanislavova, c.d.

6 J.Lenhart, c.d.

J. Uliciansky: Vevericka Veronika
lllustration: Peter Cisdrik

a child due to stylized grimaces of animals, the other
children books are full of (see Disney books).” Ciséarik’s
illustration exceptionality how he used the inspirations
from his previous job — theatre — in his works, were
appreciated also by experts when awarding him Ludo-
vit Fulla Prize in 1997, the most important Slovak pri-
ze for children book illustrations, although the number
of books illustrated by him was not very high in those
days.®

How does the story of our squirrel go on? We could
ask: “What kind of theatre does she play again?” What
does she do?

7 A.Svec: llustracia ako obrazové divadio — Cena Ludovita Fullu za rok 1997 Petrovi Cisarikovi
(Illustration as a Theatre with Images — Prize of Ludovit Fulla 1997 goes to Peter Cisérik) . In:
Bibiana, year 5, 1997, no. 2, p. 60.

8 Ibid.
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~SWAP! BUMP! BANG!!! “Oh, my squirrel, what’s hap-
pened”, Veronka screamed. She suddenly awoke from
her dream, as when we have a feeling we are falling
down somewhere in a depth. Veronka was falling, but
not from her bed, she was falling down from a fir pe-
ople were just sawing down®. They recommended the
squirrel in a shock to go to spa and to relax there. And
so she comes to Nut Spa where she gets accommoda-
tion in a white garden pavilion with a small roof and a
small tower. The squirrels have a very good time in spa
because it seems as if the spa guests have nothing
else to do as to feed the squirrels. And spa would not
be spa without promenade concerts. “The green-grass
around the pavilion was full of fold-out chairs and the
spa guests began to come together. And then the con-
ductor came. Applause, the baton up, silence and...
Tra-la-laa...”

A boy on a wheel-chair who observed her enters in Ve-
ronka’s life in spa. Later they became friends, but it took
some time. First our squirrel found a statue at the end
of the spa park with name written on the footstall: Earl
Alfons von Nut — the founder of world-known spa. This
is why the spa is called Nut Spa!

“Each summer has it end and so the spa season as
well. Spa guests left and forgot about the squirrels wai-
ting at benches in the park. Suddenly there was nobody
to offer them at least one nut!”

The end of the season was very unpleasant for the
squirrels. One has to be prepared for the winter and to
search for stock.

What about visiting a wooden kiosk and to use it as a

~Self-service*? But the menthol candies, one could eat
during the winter, became a fatal mistake to Veronka.
“l have got you, you red thief!” - a robust voice said.
A tin box fell down and the squirrel was in a trap!”

Our squirrel spent the whole winter captured. Fortuna-
tely the spring came and new spa guests as well. The
owner of the kiosk opened his little shop again and this
time the name was REFRESMENTS BY THE SQUIR-
REL! He put Veronka in the cage behind the shop-win-
dow. What an attraction! Besides the refreshments he
sold also plush toy squirrels. Veronka started to cry:
“That is my end.” That cannot be the end of the story,
you think. No, it is not. Suddenly a boy in his wheel-
chair appears in front of the kiosk; he knows our squir-
rel also by name and he persuades the kiosk-owner to
give her freedom for his savings. The boy snatched the
cage and full of happiness he opened it immediately
and the squirrel — trip — and she has gone!

New guests sitting on benches were feeding the squir-
rels again and the squirrels took nuts, candies and bi-
scuits directly from their hands with no hesitation. The
boy could not look at it.

“That should be all? This cannot be the end of a story
from fairy-tale nut! Definitely not... Veronka was happy
to be free again and she ran to the statue at the end
of the park waiting till her small friend arrived. When
they met again, they both stood there full of tension as
when they met for the first time. It was not necessary to
say what they felt at that moment. And how did the sto-
ry go on? The cured boy did not need the wheel-chair
anymore and he made a bike of it. And Veronka went
back to her forest. Well, she did if people did not cut the
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Jan Uli¢iansky: Vevericka Veronika
lllustration: Peter Cisérik

whole forest during the time she spent in spa...

Our story, or better to say our search after the heuris-
tic character of the communication between illustration
and text, is naturally not at the end. Also describing the
theatre or stage-like character of Cisarik’s illustrations
is not sufficient in our search after what is so heuris-
tic in his works from the point of view of the polarity
illustration — text. The artist has been developing and
elaborating his illustration strategy, as can be seen in
other books illustrated by him: Savings book of fairy-
tales and small poems (Vkladna knizka rozpravok a
basniciek, J. Mokos, Vydavatelstvo Spolku slovenskych
spisovatelov, 2000), Mr First Class Teacher (Pan Prva-
gik, J. Uligiansky, Buvik, 2002), Magic Boy ), (Carovny
chlapec, J. Ulic¢iansky, Perfekt 2005), Three Puzzles on
Puppet Theatre (Tri hadanky o babkovom divadle, J.

Uligiansky, Perfekt, VSVU, 2007).

Questions of adequacy or non-adequacy rate of illustra-
tion from the point of view of the polarity text — illustra-
tion were more indicated as answered by our example.
Because according to L. Petransky® also a tendency
to adequacy (towards the content of the text) and also
to autonomous character (as an independent kind of
visual art) belong to paradoxes of illustration. In respect
to the children book illustration it is worth to mention
the ideas of M. Vaross™ that the co-existence of a vi-
sual work and literary work in a book is not automatic,
unless we do not spend time with the child, unless we
do not speak about the illustration with the child. Who
knows what do children think about Cisarik’s illustrati-
ons in relation to the text?

9 L. Petransky: K paradoxom ilustracie. In: Vytvarny Zivot, year 19, 1974, no. 1,p. 14-16.
10 M. Vaross: O suziti vytvarného a literarneho prejavu v detskej knihe. In: Zlaty maj, year 6,

1962, no. 4, pp. 184-188.
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Regina Yolanda (Brazil)
Reading Images

She is a writer and an illustrator. She worked with Bra-
zilian IBBY Section, also in the position of its Vice-Pre-
sident. She was awarded many times for her illustration
works. She is a permanent member of the jury “Espace
Enfants” in the Biennials of International Young and Chil-
dren’s Literature in Geneva.

Introduction

Throughout my career as educator, author, illustrator
and image reading specialist, | had the opportunity to
work with professionals in literacy, literature and ,crea-
tive expression.“ However, it has always been through
literature that | established a close connection to tea-
chers.

Over the last few decades, there has been an incre-
asing improvement in the quality of editorial producti-
on geared toward children and youth in Brazil. Due to
ample government support and incentives, books are
getting the attention they deserve from authors, illustra-
tors, editors and readers.

Verbal communication, either spoken or written, is the
predominant ,model“ in most schools. In spite of this,
Brazil remains a country with high illiteracy levels. In se-
veral parts of the country, a child goes to school to stu-
dy, but often does not become literate because of a lack
of verbal written communication. There is also a lack of
daily contact with texts, books and newspapers.

To make matters worse, the vocabulary used in schools
differs from that used in the different regions of a coun-
try with continental dimensions. This leads to the deve-
lopment of “functional illiterates,” or in other words, they
know how to read, but do not understand the meaning
and content of the words.

Text books without illustration in our country reach a
limited range of readers, or the ones for whom reading
is a habit. However, a well illustrated book stimulates
perception, helps develop observation and allows the
reader to filter the constant flow of visual stimulation.
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With its direct language, a book with images permits a
certain level of intimacy with the illiterate reader, who
can absorb the information at his or her own pace. By
promoting personal interpretations, the illustrated book
introduces the reader to the written learning process
and also speeds up its full comprehension.

Aside from enhancing perception, the illustrated book
contributes to the enrichment of ethical and aesthetic
senses by developing comprehension and opening a
space for multiple points of view. Finally, the illustrated
book enhances the individual’s imagination, thus foste-
ring the development of creative expression.

Although we continue to see an increasing emphasis on
image and sound in our communication system, whe-

yCE

Lewis Carroll

Alice in Wonderland
lllustration:

g Darcy Penteado

NO PAIS DGBMEAVILHAS
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re we must absorb so much in so little time, it seems
books become more important by allowing readers to
absorb information and reflect on it at their own pace.

It was through my experience throughout the years
as educator and illustrator, in Brazil and abroad, that
| developed extensive research on the importance of
smage reading.”

For more than four decades as representative of the
Brazilian Section of International Board on Books for
Young People (IBBY), and for a period of time as Vice
President of IBBY, | had the opportunity to explore the
rich universe of works by different authors and illustra-
tors from various countries and cultures.

| am greatly pleased to be here once again at BIB, whe-
re | have worked as Member of the Jury specialized
in illustration for literature for young people since the
1970s.

Comparing the strategies of the illustrators from the
different editions of Lewis Carroll, | was never able to
separate the two works: Alice in Wonderland and Alice
Through the Looking Glass. | worked on these two sto-
ries nearly together, or better said, at the same time. It
was not hard to picture the “Wonderland” characters in
Through the Looking Glass. In my work as educator,
| noticed that the children themselves were able to see
this ,back and forth.

The Relationship between Illlustration and Text

It is easier to begin a project on the illustrators of Alice,
for which we had several different experiences through
our work reading literature, in our case, with children.
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Lewis Carroll
= Alice in Wonderland

lllustration:
Jo de Oliveira

When | serve as the principal at public school with pro-
fessors and students, | used the best children‘s and
youth stories (universal texts and images).

The Portuguese language in literature and also ima-
ges of these stories helped many students, and us pro-
fessors, in all of the schools | worked achieving in our
school experience what we called a profound literacy
process - one that leads to a comprehension of the text,
or in other words, the interpreted reading of text and
image. When we use books with foreign languages that
we do not know, we work with image reading. Accordin-
gly, we create other texts. It is an individual or collective
creation, one that is not published. Not everyone gets
there, but it is one of the richest paths in learning to
read. And rewarding!

John Tenniel

John Tenniel was the illustrator of Alice who | have
most observed until today and who was always most
frequently depicted in our publications in Brazil.

Whenever | had the opportunity to research the publica-
tions at the Munich International Library, | found other
Alices and | focused more on those studies that | found
most pleasing and which enriched my research.

The increased size of Alice’s face and the reduced size
of her feet, Alice’s game of crossing through the loo-
king glass and the dynamically lifelike lines are factors
that make Tenniel one of the best illustrators of Lewis
Carroll’s work.

Brazilian lllustrators of Alice
There were not many Brazilian illustrators of Alice.
At least, few were published.

In this presentation, we will show certain interpreters
who, through the characteristics of their work, caught
my attention with their Alice illustrations: Darcy Pen-
teado, Helena Alexandrino, J6 de Oliveira and Salmo
Dansa.

| focused on the works of these illustrators when | wor-
ked with children on separate occasions.

Darcy Penteado

The first Brazilian illustrator who | decided to mention
in this work is Darcy Penteado. | met this professional
in the 1970s, already doing the illustrations for Alice in
Wonderland. Since then, | have followed the success of
his work with its colorful and seductive images.

Wl

Aue|9os

eAe|sijeag suoljeJisnj|| Jo [eluualg puzg

eAe|speig 110BASN]| djRUld "2Z



22nd Biennial of lllustrations Bratislava

22. Bienale ilustracii Bratislava

llany

)
3]
@
S

Regina Yolanda

It was interesting to observe that, despite the strength
of John Tenniel’s illustrations, which are quite distinguis-
hed in many countries, Darcy Penteado’s work in Brazil
stood out due to the delicateness of his illustrations.

Jo de Oliveira

Later, a young illustrator had the opportunity to study
in Hungary. His illustrations are characterized for their
strong graphic work. | refer to J6 de Oliveira.

J6 de Oliveira brought the strength of his Northeas-
tern roots to his Alice illustrations. His work resembles
the technique of wood engraving, heavily used in the
Cordel literature (popular poetry printed in small pamp-
hlets) of Brazil's Northeastern region.

Helena Alenxandrino

| selected the illustrations by Helena Alexandrino that
| find to be quite playful, brimming with movement and
color.

| would even say that, as it fills out the entire illustration
field, it almost plays with the movements and touches
on the other elements mentioned in the story.

Salmo Dansa

Finally, | have selected perhaps the youngest of the il-
lustrators mentioned: Salmo Dansa. | met this profes-
sional through his work, which | found fascinating for
its extreme originality. Salmo Dansa has used different
techniques for each of his works. Salmo Dansa decided
to illustrate Alice Through the Looking Glass, since he
found richness in the continuation of Lewis Carroll’s Ali-
ce. They are twin works — as | was able to clearly see in
my work with the children.

| was impressed with Salmo Dansa’s capacity to pro-
duce unimaginable solutions through a remarkable col-
lage of elements. Accordingly, we see details such as:
the selection of hands, the care with the movement of
different elements (including the hair of the characters)
and the strength of their eye expressions.

In Alice, Salmo Dansa was able to present the cha-
racters through his collage technique, which poses a
major challenge when it comes to keeping the same
features and expressions of characters.

With astonishing ability and impeccable techniques,
this illustrator delved into the essence of the very work
of Lewis Carroll — an endless “back and forth” of situ-
ations and a bold playing of different realities — all of
this representing a stunning diversity and complexity in
Salmo Dansa’s illustrations.
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Lewis Carroll: Alice
in Wonderland
lllustration:
Salmo Dansa

Lewis Carroll: Alice
in Wonderland
lllustration:

Helena Alexandrino



