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Kimberley Reynolds

Professor of Children's Literature
University of Newcastle upon Tyne, UK

Email: kim.reynolds@ncl.ac.uk
Address: School of English Literature, Language and Linguistics, Newcastle
University, Newcastle upon Tyne NE1 7RU

Kimberley Reynolds specialises in Children's Literature Studies and with her
colleague, Matthew Grenby, is developing a lively and productive research
ambience for doctoral students at the University of Newcastle. Students have the
opportunity to work in the unique collections of Seven Stories: The Centre for
Children's Books (www.sevenstories.org.uk), and are supported in all aspects of

research into children’s literature, past and present.
Kim is President of the International Research Society for Children's Literature
(www.irscl.ac.uk) and sits on a number of influential committees and boards

involved with developing the subject, its resources and its place in British culture.
She has published

Research Interests
Children's Literature Studies.

Other Expertise
Victorian Literature; Childhood Studies

Current Work

1) RADICAL CHILDREN'S LITERATURE: a study of the way innovative children's
literature through the ages has prepared the way for new developments in
literature and concepts of the book.

2) HIS DARK MATERIALS in Performance: chapters and presentations on the
National Theatre productions of Philip Pullman’'s HIS DARK MATERIALS.

3) 'The Pleasure’s in the Pain': an investigation of the relationship between
self-harming behaviour in adolecents and recent YA fiction dealing with the
subject/behaviour.

Selected Publications

Kimberley Reynolds. 'What are they reading? A comparison of the reading habits
of young people in Australia, Denmark, England and Ireland’. OCNOS 2006, 1(1),
19.




Kimberley Reynolds (ed). Modern Children's Literature: An Introduction. London:

Palgrave Macmillan, 2005.
Pinsent, Pat; Reynolds, Kimberley. Teaching Children's Literature at

Postgraduate Level. In: Butler, Charles, ed. Teaching the New English Curriculum.
London: Routledge, 2005.

Reynolds, Kimberley. Alchemy and Alcopops: Breaking the Ideology Trap. In:
Keenan, Celia; Thompson, Mary Shine, ed. Studies in Children's Literature 1500
- 2000. Dublin: Four Courts Press, 2004, pp. 138-147.

Kimberley Reynolds with Emer O'Sullivan and Rolf Romoren. Children's Literature

Global and Local: Social and Aesthetic Perspectives. In: Children's Literature:

Global and Local 2003, Kristiansand, Norway: Novus

Reynolds, Kimberley. Come Lads and Ladettes : Gendering Bodies and Gendering
Behaviors. In: JOHN STEPHENS, ed. WAYS OF BEING MALE : REPRESENTING
MASCULINITIES IN CHILDREN'S LITERATURE AND FILM. Sydney: Routledge,
2002, pp. 96-115.

More Publications

http://www.ncl.ac.uk/elll/research/publications/staff/kim.reynolds

Future Research
The life and work of Mary Martha Sherwood
Aspects of the Seven Stories Collections

Research Roles
Leadership in Children's Literature Studies; liaison with Seven Stories to develop
a national research resource and pathways for scholars of children's literature

Postgraduate Supervision

Currently working with 7 students on a range of projects including
respresentations of masculinity in Australian fiction for boys; a comparative
study of British and Greek periodicals for girls in the C19th and their construction
of adolescence; the development of multicultural children’s publishing in the UK
and USA; attitudes to technology in children's fiction; images of Hellenicity in
British and Greek fiction for children; a reappraisal of structuralist methodology
in relation to late-twentieth/early twenty-first century children's fantasy.

Funding
Awards from the Arts Council of England; Leverhulme; British Academy

Background

After completing her doctoral research in nineteenth-century juvenile fiction at
the University of Sussex, Kim took up a post at what is now the University of
Roehampton where she and a colleague developed the successful MA in

b



Children's Literature there. In 1991 she conceived and established the National
Centre for Research in Children's Literature (then called the Children's Literature
Research Centre) which, under her direction, was awarded a Queen's Prize for
Further and Higher Education 2000-2004. She conceived and led 4 national
studies of young people's reading habits; the Children's Literature International
Summer School, and conceived and obtained funding for the Marsh Award for
Children's Literature in Translation. She has organised a number of national and
international conferences. In 2000 she was made the UK's second Professor of
Children's Literature.

Roles and Responsibilities
Supervising research in Children's Literature Studies; liaising with Seven Stories.

Qualifications
BA; MA; PhD, all from Sussex, all in English Literature/nineteenth-century

Previous Positions

Lecturer, Ealing College of Higher Education, Department of English
Lecturer/Reader/Professor, University of Roehampton, School of English and
Modern Literature

Memberships

International Research Society for Children’s Literature (President)
Nordic Children's Literature Network

Children's Literature Association

Children's Books History Society

Children's Book Circle

British IBBY

Book Trust Board (Chair from 2005)

Bookstart steering committee

Children's Laureate steering committee

Honours and Awards
Queen's Prize for Further and Higher Education awarded to National centre for
Research in Children's Literature

Languages
English

Informal Interests
Swimming, walking

ERELE : http://www.ncl.ac.uk/elll/staff/profile/kim.reynolds
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Matthew Grenby

Reader in Children's Literature
University of Newcastle upon Tyne, UK

Email: m.o.grenby@ncl.ac.uk

Research Interests

Children's Literature and culture in the eighteenth and early nineteenth centuries;
the Romantic-era novel in Britain.

I am especially interested in the political fiction of the 1790s and early 1800s,
particularly so-called 'anti-Jacobin® writing.

These two areas overlap considerably, many writers having produced both
children's books and political fiction. William Godwin, Maria Edgeworth, Hannah
More and Mary Wollstonecraft are good examples. | am particularly interested in
the work and contexts of neglected female writers such as Sarah Trimmer,
Charlotte Smith, Jane West, Amelia Opie and Priscilla Wakefield.

Current Work

The major project I'm working on now is a history of children's ownership and
reading habits in Britain before about 1840. By looking at inscriptions, marginalia,
letters, diaries, conduct books, visual depictions of book use and much other
written and graphic material, | am trying to build up a picture of how
eighteenth-century and Romantic-era children used their books, as well as how
they understood the new concept of children's literature.

Selected Publications

M. O. Grenby. Children’s Literature. Edinburgh: Edinburgh University Press,
2008.

M. O. Grenby, Julia Briggs and Dennis Butts. Popular Children's Literature in

Britain. Burlington, Vermont: Asghate Publishing, 2008.
M. O. Grenby. From Chapbooks to Children's Literature. In: M. O. Grenby, Julia

Briggs, Dennis Butts, ed. Popular Children's Literature in Britain. Burlington,
Vermont: Ashgate, 2008.

Grenby, M. O. THE ANTI-JACOBIN NOVEL : British Conservatism and the French
Revolution. Cambridge: Cambridge University Press, 2001.

M. O. Grenby. Chapbooks, Children, and Children's Literature. The Library:
Transactions of the Bibliographical Society 2007, 8(3), 277-303.

M. O. Grenby. Rebels Denied a Cause: Fiction, Anti-Jacobinism and the Irish
Rebellion. In: Ulrich Broich, H.T. Dickinson, Eckhart Hellmuth, Martin Schmidt,
ed. Reactions to Revolutions. The 1790s and their Aftermath. Munster, Germany:
Lit-Verlag, 2007.




More Publications

http://www.ncl.ac.uk/elll/research/publications/staff/m.o.grenby

Postgraduate Supervision

| supervise M.Litt. and Ph.D. work on both children's literature, especially
pre-Victorian material, and late eighteenth-century writing, especially the
political fiction of the 1790s.

Roles and Responsibilities

Director of Postgraduate Studies.

Member: School Management Committee, School Research Committee, School
Postgraduate Committee, School Postgraduate Staff-Student Committee,
Faculty Graduate School Committee.

Qualifications
M.A. University of Edinburgh, 1992
Ph.D. University of Edinburgh, 1997

Previous Positions

1998-1999: Fulbright-Robertson Professor of British History, Westminster
College, Fulton, Missouri, USA

1999-2004: Senior Research Fellow, Department of English, De Montfort
University, Leicester, UK.

Memberships

Reviews general editor for 'The British Journal for Eighteenth-Century Studies’.
Member of the executive committee of the British Society for Eighteenth-Century
Studies (BSECS).

ERER : http://www.ncl.ac.uk/elll/staff/profile/m.o.grenby
=T : E R Reader - s§E 5L Associate Professor



Pictures in an Exhibition

Kimberley Reynolds

It is notoriously difficult to display books effectively in museums, galleries and
other exhibition spaces. Picturebooks create particular problems as their very nature
means that elements such as the page turn and continuous narrative mean that when
artwork rather than books themselves is displayed - a strategy often used by those
wanting to devote exhibition space to picturebooks - the artist's conception is
significant affected. Seven Stories:The Centre for Children's Books has undertaken a
variety of experiments for the effective interpretation of picturebooks in gallery
spaces. This talk will summarise and discuss the efficacy of work to date as well as

look at some exciting future digital projects.
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Radical Radical Children's Literature: Future Visions and
Children’s Literature . . . . ..
FoeVions At Aesthetic Transformations in Juvenile Fiction

Tranaformations in juvenile Fiction

by Kimberley Reynolds (Author)

Publisher: Palgrave Macmillan; annotated edition edition (13 April 2007)
Language English

ISBN-10: 1403985618

ISBN-13: 978-1403985613

Chapter 2
Breaking the Frame: Picturebooks, modernism and new media

Radical experiments in the arts in the early modern period began in the books
which Lewis Carroll and his successors wrote for children’
(Juliet Dusinberre, Alice to the Lighthouse, 5)

Juliet Dusinberre’s identification of the indebtedness of modernism to children’s
literature is not reflected in studies of literary modernism, which pay no heed to
writing for children. Indeed, accounts of modernism in the broadest sense generally
ignore children’s literature, a fact underlined by the major exhibition ‘Modernism
1914-1939: Designing a new world’ at the Victoria and Albert Museum in 2006,
which failed to include any references to children’s literature and surprisingly few to
childhood. Even those working in the field of Children’s Literature Studies have done
little to advance knowledge in this area in the two decades since Dusinberre first
articulated her thesis. This chapter begins to address this silence by demonstrating that
far from turning its back on modernism in the way Jacqueline Rose claims, children’s
literature -- and particularly in the form of the picturebook — has actively explored its
concepts and styles, in the process providing precisely the kind of arena for radical
experiments Dusinberre describes.

Several of the writers most closely associated with literary modernism tried
their hands at writing for children. Though the short pieces I discuss briefly below
have received little acclaim or had any obviously enduring influence, they are
nevertheless useful indicators of how Virginia Woolf, James Joyce, and Gertrude
Stein conceived and addressed the child reader. They were not the only writers of
their generation to produce books for children, or even the most successful at
addressing a juvenile audience: e.e. cummings, Walter de la Mare, Graham Greene,
Aldous Huxley, D.H. Lawrence, and John Masefield, for instance, all wrote for
children at some point in their careers. However, the three writers | have selected
were leading figures in literary modernism and their work is often concerned with the
sensibilities of childhood. They thus provide a useful base for comparing how
modernist writers perceived children’s literature and how writers and illustrators who
concentrated on producing work for children responded to the modernist aesthetic and
ethos. Additionally, their children’s stories highlight distinctions between the
aesthetic appropriation of childhood as theme, inspiration, or perspective, and writing
for children.



Modernism for children

Virginia Woolf: Nurse Lugton’s Golden Thimble (1923-4)

Nurse Lugton’s Golden Thimble with illustrations by Duncan Grant was published in
1966 by the Hogarth Press, having been discovered, as Leonard Woolf recounts in his
foreword to the book, by Wallace Hildick in the manuscript pages of Mrs. Dalloway
the previous year. Hildick, himself a writer for both adults and children, was attracted
by a list of animal names on the back of one of the manuscript pages, and gradually
realised, as he wrote to Leonard Woolf, that ‘this 700-800-word passage ... is actually
a complete nursery story -- and an absolutely delightful one at that." In 1991 the book
was reissued as Nurse Lugton’s Curtain with illustrations by the Australian artist,
Julie Vivas.

Written for Woolf’s niece, Anna Stephenson, who stayed with them while
Virginia was writing Mrs. Dalloway (1923-4), the piece was not intended for
publication; however, as Wallace Hildick wrote to Leonard Woolf, together with ‘one
or two hints in Mrs. Woolf’s essays’ it shows that “she had an uncommonly
sympathetic grasp of the essentials of children’s fiction (in her piece on Carroll, for
instance).” (21 January, 1965)

The story takes an everyday subject: Nurse Lugton is making a curtain out of
fabric with an animal pattern. She falls asleep over her sewing, and as she dreams, the
animals -- who believe her to be an ogress who is imprisoning them through the act of
stitching -- temporarily escape from the material. The point of view shifts from
omniscient narration to animal characters, inviting the reader to reinterpret the events
and to see an alternative and vital world in what had previously been a mundane task.
But the shift is less simple then it first appears since the animals’ escape is entirely
dependent on Nurse Lugton: they are only free while she dreams, and she dreams
their freedom and autonomy.

Although a short piece, it contains traces of modernism in its setting, interests
and Woolf’s characteristic phrasing and saturated use of language. Lines such as,
‘Really it was a beautiful sight -- and to think of it all, lying across old Nurse
Lugton’s knees, as she snored, on her Windsor chair in the lamplight....” could come
straight from the pages of Mrs. Dalloway. The simple statement ‘Nurse Lugton was
asleep’ (4) is redolent with significance for the animals who are released from their
inert state by her dream, and for Nurse Lugton herself, whose interior reveals wild and
active emotions concealed by her stolid exterior.

The dream motif reflects the modernist concern with the inner world of the
self and the operation of the psyche, at the same time gesturing towards such typical
interests of literary modernism as the potential of narrative to convey the subjective
and shifting experience of time passing (how is dream time measured?), shifting and
unexpected points of view, and the possibility of representing the random and
simultaneous nature of events in writing. All of these concerns demand changes to
traditional ways of telling stories, and they are considerably enhanced by the
transformation of Woolf’s text into a picturebook, with the opportunities this provides
to accentuate and create gaps between word and image and to create ironic
counterpoints between what is said and what is shown. For instance, Vivas, working
at a time when modernist ideas had been widely assimilated, picks up on the
modernist interest in extending the remit of realism to include the reality of the inner
experience when she shows the animals breaking away from their fabric reality into
the more real world of the fantasy, where they visit watering holes and speculate



about the terrible Lugton’s powers. In the same way, a succession of illustrators have
done much to develop the modernist elements in James Joyce’s contribution to
children’s literature.

James Joyce: The Cat and the Devil (1936)

My dear Stevie,

I sent you a little cat filled with sweets a few days ago but perhaps you
do not know the story about the cat of Beaugency.
(James Joyce, letter to his grandson, 10 August, 1936 in Ellman: 384-5)

The letter from James Joyce to his four-year-old grandson Stephen, the beginning of
which that is quoted on the endpapers of The Cat and the Devil, offers the first of
several insights into the differences between work that is intensely informed by
recollected childhood experience and something by the same writer addressed
specifically to a child. Joyce and Stevie were close, and the fact that the letter is taken
up with telling a story suggests that like many writers, and, indeed, his father before
him, Joyce found telling stories a congenial way to interact with a beloved child (see
Coghlan, 2005: 1). We can only speculate about this, however, since The Cat and the
Devil is the only known example of a children’s story by Joyce although much of his
most famous work includes a child’s perspective and shows detailed knowledge of
childhood games and culture (see, for instance, Eckley, 1985; Gmuca, 2005).

Since The Cat and the Devil was written near the end of Joyce’s life and forms
part of a letter rather than a work intended for publication, it is clearly not an example
of the way children’s literature provides a space in which a writer experiments at a
formative stage with ideas and styles. Nonetheless, the way some characteristic
elements of Joyce’s best-known works are incorporated in the story make it relevant
for a discussion of the relationship between children’s literature and modernism. For
instance, although set in France, the story includes a thinly disguised version of Alfie
Byrne, who had been Lord Mayor of Dublin for six of his record nine years in that
office at the time the story was written. In this case, the devil, who has been reading
about the difficulty the town of Beaugency has had in trying to build a bridge over the
river Loire, ‘came to call on the lord mayor of Beaugency, who was named Monsieur
Alfred Byrne.” Byrne, who reputedly enjoyed appearing in his robes and chain of
office, is also evoked in Finnegan’s Wake (alfi byrni), while Leopold Bloom imagines
himself as decked out in the manner of Byrne, ‘imposing in mayoral scarlet, gold
chain and white silk tie’ (Coghlan, 2005: 2).

Joyce’s interest in traditional tales -- the myths, legends, folktales, nursery
rhymes and ballads that help bind his most complex novels together -- is evident in
his decision to retell a tale using a “long ago’ setting as well as in his devil, whose
character and behaviour are familiar from a number of similar tales. Perhaps most
redolent of Joyce’s adult style is the way the humour in this short piece arises from
idiosyncracies of language including in how it is spoken, the connections between
sound and sense, and the potential for and consequences of semantic slippages. The
opening passages of A Portrait of the Artist as a Young Man, where Stephen’s
thoughts come out as fragments of stories, songs, sounds and sensations, testify to the
fact that Joyce was a close observer of (and himself recalled) the young child’s
pleasure in responding to and playing with words, meanings and rhythm.

The Cat and the Devil exhibits the same pleasure in and ability to derive
humour and social observation from language. For instance, though the story ends



conventionally enough with the reassurance that ‘the bridge is there still and there are
boys walking and riding and playing upon it’, Joyce adds a PS which Roger Blachon,
one of the many illustrators who have turned the letter into a picturebook (Coghlan
lists four: Richard Erdoes (1964); Gerald Rose (1965); Jan de Tusch-Lec (1976);
Roger Balchon (1978); Péter Vladimir (1997)), places on the final end papers where it
balances the letter to Dear Stevie that appears on the inside front cover. The note
explains that

The devil mostly speaks a language of his own called Bellybabble [sic; in the
original it is Bellsybabble] which he makes up himself as he goes along but

when he is very angry he can speak bad French quite well, though some who
have heard him, say that he has a strong Dublin accent.

The devil would seem to be one of Joyce’s last self-portraits, and in this
simple story he gestures discretely at his own work: like Alfie Byrne, the devil’s
private, apparently nonsensical language, Bellsybabble, is also mentioned in
Finnegan’s Wake. In Stevie’s story it takes the form of a light-hearted allusion to the
way Joyce anticipated some critics would react to his own use of language in that text,
rejecting it as a stream of personal nonsense that he made up as he went along. This
joke in a children’s book, then, conveys awareness of the challenges his version of
modernism posed, and at the same time suggests Joyce’s conviction that like the
bridge, his work will be used for generations to come.

Gertrude Stein: The World is Round (1939)

Gertrude Stein’s The World is Round differs from the examples of Woolf and Joyce in
the way it deliberately incorporates a wide selection of the devices, ideas and interests
that drive and shape her work for adults. Indeed, Natov sees the story as embodying
‘the aesthetic principles of the modernist hybrid form in an extended children’s
nursery rhyme and picture book’ (2003: 5). Another important difference is that Stein
always intended for the work to be published.

The World is Round was written during the most active period in Gertrude
Stein’s career, and forms a recognised part of her oeuvre. Like Joyce, Stein employs
elements associated with a traditional form, the accumulative tale (Natov: 104), but
where he adopts the tone and style of the folktale for his young reader, rarely straying
outside its conventions, she makes few concessions to children and employs many of
the stylistic devices found in her writing for adults; indeed, at one level the text can be
seen as an elaborate game based on what has become her best-known line, ‘A rose is a
rose....”

Stein’s writing is informed by the modernists’ concern with recovering the
ability to see and experience the world with the freshness associated with childhood
imagination: what Baudelaire described as “all life in miniature, and much more vivid
in colour, cleaner and shinier than real life’ (in Warner, 2005: 4). This is no sweetly
innocent vision of childhood, however; Stein’s Rose inhabits a world of spontaneous
but uncontrolled emotions and events. It can be overwhelming and disturbing, unruly
and unsafe as well as delightful and vital.

In many ways Rose embodies the Surrealist concept of the child as ‘the ideal
alter ego of artists and poets, the medium of transgression, fantasy, sexuality,
inspiration and the chief banner-carrier in the mortal struggle against the bourgeoisie’
(Warner, 2005: 13), a symbol with which Stein would have been thoroughly familiar.



It is not surprising, therefore, that in her energetic engagement with what she saw as
the necessary revivification of the arts, Gertrude Stein recognised the importance of
addressing the future generation as well as those currently responsible for culture.
Doing so was not a simple investment in the future, but a recognition that children are
not outside culture, and that through their interactions with adults and institutions, and
in their roles as sons and daughters, pupils and consumers, they regard, respond to and
affect the world around them more than is often acknowledged in the fine arts.

Like many of the most active and influential modernist writers and artists,
many of whom she knew well and worked with in various capacities, Stein focused on
the child’s relationship with language, which she saw as enviably spontaneous and
free from the deadening accretions of meaning that contaminated adult speech and
writing. A central tenet of the literary modernist sensibility held that language is a
clumsy way of representing reality which, especially in classic realist novels, often
seduces readers into sharing the world view of the writer. In The World is Round,
Stein mobilises some of the characteristics of writing for children and children’s
experiments with language to suggest ways in which over-familiar, over-burdened
language and literary forms can be renewed and replenished. Her strategies include
unconventional phrasing, syntax and structure. (Rather ironically, Stein’s entirely
modernist view is very much in accordance with Rose’s argument that the child in
children’s literature stands for a time when language was pure.)

The story is not obviously orchestrated by an omniscient author or narrating
persona, the events often seem dreamlike and random, controlled almost entirely by
increasing patterns of sound, achieving an effect Stein strove for in all her writing:
‘shattering ...the notion of an *“organic” or “natural” or “necessary” connection
between signifier and signified’ (DeKoven in Natov, 104). While her linguistic
experimentation in itself was not new to this work, The World is Round shows clearly
the modernist interest in the ‘primitive’, unschooled and playful aspects of childhood,
and Stein enters new territory here by exploiting the potential of format and medium
through conceiving it as a visual text -- a text in which illustrations and design are part
of the overall conception.

Reading The World is Round is a synaesthetic experience: sounds and colours
contain and evoke each other and make up character (‘Rose knew that in Rose there
was an 0 and an o is round’, 106). The ‘round’ in the title is repeated in the
typography, design and phrasing, and the very structure of the narrative is circular as
it begins with a statement of what Rose knows and then follows her on a journey to
discover what she knows. She achieves this understanding over time and seemingly in
response to her initial series of questions about why she is a girl called Rose, when
and where she is Rose, ending with a ‘line” in which question is followed by answer
and answer by question so that it turns back on itself: ‘And which little girl am I am |
I the little girl named Rose which little girl named Rose.” (6)

Before she can recognise herself as Rose, she must struggle through a period
of confusion, when the understanding that language is arbitrary throws her sense of
self-identity into jeopardy (see the discussion of nonsense in Chapter 3). Emerging
from this chaos, she finally declares herself ‘Rose’. Her stable identity, achieved
through considerable effort and at a cost, the text implies, though it also
acknowledges that not to achieve it is intolerable, is given form when she carves a
circle made up of the words, ‘Rose is a Rose is a Rose is a Rose is a Rose’ on a tree.?
The endless circle signifies wholeness, so mentally it is a small step to “the top of
everything” where Rose chants the lines that stake her claim to self-knowledge and



her challenge to others to make this rite of passage: ‘| am Rose my eyes are blue/l am
Rose and who are you/l am Rose and when I sing/l am Rose like anything.” (136)

Natov makes a satisfying reading of the story as an exploration of the
movement from the inarticulacy of infancy through the acquisition of identity and
subjectivity via language through gendered socialization (Rose’s story is
complemented by the adventures of the boy, Willie). | am more concerned with the
modernist characteristics of the prose, and the contribution of the illustrators, Clement
Hurd (1939) and Roberta Arenson (1993). The extent to which The World is Round
was conceived as a visual text is evident in the way the words, images and design
echo and extend each other. Roberta Arenson’s updating of the book makes use of
simple images that look as if they have been printed with blocks, while the book’s
tiny format gives it an attractive, toy-like quality that sits well with the modernist
interest in the objects of childhood -- an interest that was fully explored in Marina
Warner’s ‘Only make believe’ exhibition and accompanying catalogue (2005).

Stein’s illustrated story is a fully fledged example of modernist children’s
literature written nearly half a century before Rose proclaimed that children’s
literature rejected modernism. Since Stein and Woolf both briefly taught illustrator
and editor Margaret Wise Brown, one of the most loved and influential figures in the
history of publishing for children in the USA and who commissioned Stein to write
The World is Round, the book can be regarded as the beginning of a strong modernist
vein in twentieth-century children’s publishing in that country. Outside the USA even
greater modernist activity was taking place in the creation of books for children;
especially among some of the most progressive artists and writers, collectively known
as the ‘avante-garde’.

Avant-Garde influences

The avant-garde harps on the theme of the child. It has created a kind of
religion for his sensibilities and imaginative powers, into which it reads its
own better moods. It believes that the dreamlike state of mind in which it
specializes and which it interprets with primitive graphic signs, is part and
parcel of the child’s daily routine. In creating for the child it has trusted in his
being all prehistoric art plasma, and nothing of a bloodthirsty young savage.
(Awerill, 1930: 89)

The centrality of the child to the modernist sensibility has been discussed at some
length; the work of avant-garde artists stands apart because it was not merely
interested in childhood but also in creating work specifically for the young. The result
is what Esther Averill, writing about French avant-garde illustrations for children in
1930, recognised as ‘a blending of fine literature and fine art’ resulting in *‘milestones
in aesthetics’ (90).

Averill had in mind the one-off productions by artists such as Joan Miro,
whose illustrations in the Surrealist style for Il était une Petite Pie (1928) ‘are
springboards into a dream state, where the private imagination, supposed to be
functioning at top speed with the child, weaves in whatever anecdote the individual
may require.” (89) While much of the most important work in this area was done by
European writers and artists, the circulation of artists in the first four decades of that
century -- particularly in the years leading up to and during the Second World War --
was such that many eventually ended up working in the USA and publishing in
English.



Among the most dynamic centres of avant-garde activity for children was
post-Revolutionary Russia. Under Lenin, Soviet avant-garde artists participated with
enthusiasm in projects which promoted the goals and aspirations of what they hoped
would be a new world order. This activity reached its peak in the Okna Rosta, a huge
publicity campaign which used posters to educate the public by disseminating and
winning approval for the ideas emanating from the government and its institutions.
The Okna Rosta combined striking graphic images and very short pieces of text so
that they could be understood by every member of society, including those who were
effectively illiterate or preliterate. A related area of publishing activity was the
creation of picturebooks for the children of the USSR.

Both the Okna Rosta and the children’s picturebooks of this period share the
characteristics of being mass-produced yet exemplifying some of the best in
contemporary art and design. Their success owed much to the contributions of the
artists, but the production process itself was also instrumental in generating books that
had popular appeal as well as artistic merit. As Averill observed at the time that ‘the
fitful brilliance’ of French avant-garde artists might have made a greater impression if
it had been subject to the Soviet production regime in which,

the most modern of artists are working out the problems of the children’s book,
but before projects are worked up for actual publication, they are submitted to
groups of ten children — sometimes as many as thirty such groups — for
criticism. (90)

Early Soviet children’s books clearly show how comfortably modernist styles
and ideas could be directed at the young. Because the books were produced in huge
numbers, they were highly affordable, and many survive in private and institutional
collections making it relatively easy to find striking examples of books that applaud
the new Soviet philosophy and aspirations: workers are celebrated as are everyday
activities and organised groups (rather than heroic individuals). The splendour of
machines, industrialisation, the military, and urban life are captured in images and
text that variously draw on styles and theories derived from Futurism, Cubism,
Suprematism, and Expressionism to evoke impressions of the sounds, patterns and
rhythms of modern life -- all in an energetic and approving manner. Dockyards and
theatres, marching armies and factory floors, women builders and mighty cranes are
juxtaposed to create a sense of vision, purpose and collective enterprise.

What is perhaps most striking is the complementary -- even symbiotic --
relationship between people, animals and technology. In Alexander Deineka’s Parad
Krasnoi Armii, [The Parade of the Red Army, 1931], for instance, women are shown
striding out on a sunny day in their gasmasks (the sun itself looks as if it has been
lifted from a child’s drawing, while the women resemble both television aliens and
elephants) on one page; on others, men and tanks are placed together in images
designed to underscore the impressiveness of each. Speeding motorcyclists and
cheering crowds convey energy and movement on the ground, while overhead,
messenger pigeons and an airplane circle. Because birds and plane are shown as much
the same size, with wings nearly touching, the intended message of harmonious
symbiosis between nature and machine is unmistakable.

The cover of Boris Pkrovskii’s 1928 Dikovinki [Wonderful Things] is
characteristic of illustrations of the period with it buildings in bright colours that look
as if they could have been assembled using a Meccano or other child’s construction
set. Despite their modernist credentials and their references to toys, little play or



playfulness is evident in most of these post-Revolutionary works. They may be
dynamic visually, but overall these books are earnest in tone and committed to
showing the collective engagement by all members of society in creating the new
Union.

When disillusionment about the Soviet project began to set in among those
artists who continued to live and work in the USSR, their use of objects and styles
associated with children became highly political. At this point the writers and artists
associated with the avant-garde set out to expose the illogic and excesses of
contemporary society, including by exploiting the opportunities for humour and social
critique provided by picturebooks. In her doctoral thesis ‘in fant mon sens: The
Infantilist Aesthetic of the Russian Avant-Garde’, Sara Pankenier argues that the
avant-garde and childhood are linked through their interest in play and exploration
(2005: 1) and that this led some writers, among them Daniil Kharms and other
members of the avant-garde group known as OBERIU (Union of Real Art), to write
‘almost exclusively for children for the final period of their activity.” (1)

Significantly, while equally committed to the principles of contemporary art as
those involved in the mass-produced, officially approved books for children published
in the decade after the Revolution,® Kharms and his set seem to have used the implied
audience of children as a shield behind which to voice their most severe criticisms.
Pankenier suggests that their interest in play was a response to increasing levels of
repression in Soviet Russia, though this interpretation does not take into account the
extent to which other branches of modernism also embraced play and childhood.

The members of OBERIU wrote and performed for adults as well as for
children, but their living came from the children’s books they produced -- when
openly addressing adults they were accused of ‘counter revolutionary activities’ by
those who saw “The illogic of their work ... as a deliberate attempt to confuse the
proletariat.” (Ostashevsky, 3) Whether or not this was their political aim, as avant-
garde artists the group certainly set out, if not to confuse, at least to confound those
who relied on well-trodden paths for interpreting the arts.* The avant-garde as a
movement deliberately refused connections between the elements in their work and
tried to eliminate obvious themes and meaning, even (or particularly) at the level of
language. Words are not always attached to the things they are normally agreed to
represent: the signifier and the signified are set loose in what can seem like
meaningless creations and providing a glimpse into a communication void (these
practises have much in common with the work of nonsense makers discussed in the
next chapter).

Jean-Francois Lyotard, by contrast, suggests that the focus on avant-garde
activity as anarchic obscures the fact that avant-garde artists were not merely
iconoclasts attempting to dismantle the habits of tradition and alerting other artists and
spectators to the false promises of ‘truth’ made in the name of realism; they also
uncovered and put in place new rules. Precisely because the avant-garde by definition
pushes back the boundaries of the known and understood, however, these rules tend
not to be recognised at the time, so that it is only with hindsight that their influence on
subsequent generations becomes clear.’

Perhaps the Soviet authorities of the time objected to the aesthetic vision
implicit in the first phase of avant-garde activity and which they could not fathom;
perhaps it was the irreverent attitude to established institutions and their
representatives that grated, or perhaps they objected to the lifestyle associated with
the avant-garde. Whatever the reason, eventually Kharms and all the other members
of the group died prematurely in ways that seem connected to official disapproval.®



Before this happened, however, Kharms in particular had produced a number of
picturebooks that exhibit modernist concerns. For instance, through their nonsense
games, which involve repeating and recombining words, and their privileging of
rhythm over obvious sense, his books eschew linearity and test ideas of consequence
and sequence. Kharms also destabilises perspective and credibility when, for instance,
he shows young children being accepted as adults through the ludicrous “disguise’ of
wearing a false beard, though in every other sense they are clearly recognisable as
children. His books present a Gogol-like world of self-interested, self-deluding
characters who have little grasp on any of the key events taking place around them.

Importantly for child readers, Kharms’s work displays respect for and
enjoyment of the modes of childhood interaction and understanding, and a
determination to provoke readers of all ages to think about what it means to use
language (as opposed to, say, mime, puppets, dance, or illustrations) to tell a story.
The uses and abuses of language are very clear in Kharms’s tales, and in this way he
alerts child readers to ‘the autonomy and artificiality of the artistic text’ (7), and
beyond that, to the way language can be manipulated by those in positions of power
and authority.

Daniil Kharms was one of those literary figures whose work was published in
the USA in the 1960s. Another writer associated with the avant-garde beyond the
USSR, who shares Kharms’s focus on language and whose work has was transformed
into wonderfully inventive picturebooks at that time is Eugene lonesco.” While his
stories are discussed in detail in Chapter 3, it is worth noting here that he had a life-
time interest in the condition of childhood and this directly fed his later, more
celebrated writing for adults. lonesco’s first published work was a collection of poetry
for children, (Elegii pentru finite mici [Elegies for small beings], written in 1931
when he was just 19, and his little-known paintings and lithographs depict ‘little
crooked manikins -- vividly coloured, or simply reduced to dark silhouettes -- who
dance and play, take a walk with their family, fight (purposelessly), go to school,
engage in sports, run’ in an obviously child-like style (Debattista, 2005: 20-21).2

Elegii pentru finite mici, shows lonesco working out themes and ideas that are
fully realised in his later work including ‘man as marionette, death, nostalgia for the
lost paradise of childhood, and language’ (19). Here is an excellent example of an
artist who finds his voice through writing for children and for whom the domain of
children’s literature acts as both a reservoir into which he can dip for material, and a
crucible in which ideas, jokes, images and formal ideas about style and structure can
be mingled so that they take on new properties and react differently when set on the
page. Dipping into the reservoir of children’s literature often takes the form of
drawing inspiration from the objects and culture of childhood in which children’s
books have traditionally held a central position.

Children’s books and childhood culture

The role and nature of the book in the culture of childhood took on new significance
in the hands of those whose interest in modernist ideas were primarily directed to
creating books for children rather than with drawing on childhood as part of an
evolving modernist aesthetic. A book is not a toy, yet there are many ways in which
books function as toys. Major historical collections of children’s books recognise this
fact when they include toys, cards, paper dolls and theatres and games; often the
boundaries between books and such items are very unclear. With this in mind it is



worth thinking about the accusations levelled against toys by Roland Barthes in his
essay on the subject before moving on to look at some examples of picturebooks that
fuse the interests and needs of modernism and children’s literature.

Although “Toys” was written more than thirty years ago and much has
changed in Western toy industries since then, nevertheless certain of the charges it
contains continue to have force. | am thinking specifically of Barthes’s claim that toys
which faithfully reproduce the adult world reduce the child to a mere owner-user who
can never take up the position of creator-inventor (1972: 55). There are untold
numbers of children’s books that function like the toys Barthes condemns; even an
active, experienced reader is likely to accept the premises, settle into the conventions,
and develop empathic relationships with characters in those books that make up the
mainstream of writing for children -- indeed doing so may be a source of pleasure and
satisfaction for readers of any age, though doing so makes the reader highly
susceptible to a books’ world view. Positioning young readers in ways that encourage
acceptance of generally approved ways of thinking about how society is organised
and operates contributes to the process of acculturation. But this reading position is
not inevitable, and there are many outstanding examples of picturebooks in particular
that not only invite but require readers to join forces with the author and illustrator (or
author-illustrator) to make meaning; in other words, readers of such books are not
mere users of the kind Barthes deplores but creators, interpreters and innovators. A
particularly good example of such a book is Tove Jansson’s The Book about Moomin,
Mymble and Little My (1952).

The Book about Moomin, Mymble and Little My was Finnish author-illustrator
Tove Jansson’s first picturebook, but by the time it appeared, she was already well
established as the author of the Moomin books. It is regarded as a significant
contribution to children’s literature in all the Nordic countries, and has recently been
reissued in the UK as a “children’s classic’. While Joyce, Woolf and Stein were
instrumental in shaping literary modernism, Jansson was working at a time when its
precepts were well established, some even to the point of being popularised and
parodied. Nevertheless, in 1952 the modernist aesthetic was still firmly associated
with an intellectual elite, and perhaps because many of its proponents were associated
with bohemian lifestyles -- characterised as immoderate and unstable in their
relationships, sexualities, political opinions and affiliations; erratic in their parenting
and unconventional in their fashions, tastes and attitudes to domestic life -- they
tended to be kept apart from the world of childhood. In fact, the best-known
association between modernism and childhood was the charge frequently levelled at
extreme examples of modernist art and letters, that ‘any child could do it’.

Jansson’s book is an unapologetic -- indeed a playful and celebratory --
response to modernism for children. This is evident in such things as the emphasis on
the act of telling the story through the medium of the book -- how it is told is much
more important than what actually happens. Jansson calls attention to the fabric of the
text and its status as fiction through witty use of peritetxtual elements and by
exploring the natures of paper and handheld books as media. For example, the
endpaper (recto) carries a drawing of a publisher with a large pair of scissors in one
hand, pointing at an actual hole cut into the paper under the announcement ‘The holes
are cut at Schildts!” There is no attempt here to disguise the fact that the book is a
mechanically reproduced product: the work normally hidden behind the publisher’s
imprint and the information in minute type about where it was printed and by whom
becomes part of the text itself. At the same time, the status of its characters is subtly
called into question: if the publisher is now a character in the book, does this mean



that he is in some sense no longer real? Or that the characters too have a life outside
its pages?’

Another way in which the book calls attention to itself is through the use of
cut-out sections, beginning with the hole to which the publisher directs the reader. All
of the pages in this text (most of which are organised as double-page spreads) include
some kind of cut-away section -- these are of different sizes and shapes and found in
different places on the pages -- that physically leads the eye both back to the previous
page and forward to the next. Where pictures normally represent a moment of frozen
time, this device allows more than one time to exist simultaneously on a single spread
resulting in a visual rendering of past, present and future; memory, now and
speculative daydream. Modernist writers had to resort to complexly layered prose to
achieve this effect; Jansson’s use of the picturebook format is devastatingly simple
and effective.

The cut-outs serve a textual purpose as well as engaging with intellectual and
aesthetic puzzles about the representation of time and memory. Mymble’s little sister,
Little My, has gone missing, and Moomintroll is helping Mymble to look for her. At
one level the gaps provide places to hide and in which to look, at another, they
explore the spatial relationships on the page and between pages, adding to the feelings
of anxiety about what has happened to Little My. As Elina Drucker observes:

The complexity of the form and the changing mode of spatial and temporal
relations express a strong feeling of disorder, a disorder that is gradually
revealed as we enter this distinctive narrative space. The shifting visual
experiences of the landscape, and of space as such, can be compared to the
fantasy worlds created by Lewis Carroll...or to Dante’s The Divine Comedy,
where the changes of the nightmarish environment express the underlying
themes of searching and identity. (2)

Just as the cut-outs break down temporal and spatial linearity, so Jansson’s use
of typography breaks down the conventional division between text and image. The
text changes size and style to reflect character, mood and action: Little My’s name is
shown in little text, for instance; the word “TALL’ is made taller than the other words,

while the word “F L A T’ is printed to convey flatness. In the same way, when the text
reads, ‘They search and search but find no trace’ the words move up and down to
mimic the activity of searching high and low. Although this book is not a toy, a
significant part of its intention is to activate the child’s propensity to play, including
playing with the nature of books.

When learning to read, children become familiar with the conventions of the
book: the cover, title page, index, blurb, information about the author and so on. They
quickly learn that in most books the ‘real’ story begins on the first page. Jansson here
introduces an aspect of picturebook making that has become central to the work of
many contemporary illustrators, a number of whom were children when The Book
about Moomin, Mymble and Little My first appeared: including peritextual features
(covers, endpapers, dedication, title page — even the page containing such details as
the publisher’s information, Library of Congress catalogue number, ISBN) in the
body of the text.

At every level then, the book calls attention to itself as a book in the same way
that those associated with the modernism called attention to the conventions of their
art forms. Jansson plays with time and space, questions the divisions between fiction
and reality, and uses colour, images, typography and design to create a sense in the



reader of how the character feels without resorting to authorial pronouncements. The
reader has to activate these qualities by examining the pages, looking through holes,
turning pages backwards and forwards, responding to tones and shapes; in other
words, in Jansson invites readers of all ages to join in the activity of textual creation
and experimentation.

The Book about Moomin, Mymble and Little My was innovative in its day, and
its aesthetic vision for the picturebook continues to seem contemporary half a century
later. Another picturebook maker whose work embraces modernism is Swiss artist
Warja Lavater. Lavater trained studied at the Ecole des Arts et Métiers in Zurich and
acknowledges her roots in modernist movements such as the Bauhaus (Beckett, 55).
Her interpretations of well-known tales take the form of friezes of the kind often used
to decorate the walls of nurseries and young children’s classrooms -- they consist of
long accordion pleats rather than bound pages. She plays not only with the physical
properties of books, but also with the language of storytelling -- each of her ‘books’
retells the story in images alone; only the key or legend at the beginning of each text
incorporates words (in several languages, sometimes shown together, sometimes
individually, depending on the edition) to establish what the symbols represent. In
Snow White (1974), for instance, Snow White is shown as a circle “as red as blood’
surrounded by one “as white as snow’ outlined by a ring “as black as ebony’. The
seven dwarves are represented by seven red diamond-shapes; the wicked Queen by a
black circle surrounded by a golden circle or ‘crown’, and the mirror is a golden
frame around a blank white centre. Although the stories are rendered pictorially,
Lavater regards herself as an author rather than an illustrator.™

Like Jansson, Lavater shares the modernist interest in the physical
characteristics of books and the way these contribute to -- but also conventionalise --
how narrative works. In these tales she alters the rhythm and expectations associated
with the page turn to create continuous text. Her decision not to bind the books
encourages readers to look at several images simultaneously, moving back and
forward between them as part of the reading/decoding process. The effect of this
alters both the temporal and spatial relations that would have been created by bound
pages, though these can be experienced by turning over the folds in the hand in the
manner of a conventionally bound book rather than opening out the complete text.
When spread out on a table or mounted as a frieze, the images also invite reader-
viewers to ignore the sequence and focus on smaller sections of the tale, depending on
where they are standing in relation to it.

The modernist aesthetic, with its interests in expressionism, abstraction, form
and play, clearly shapes Lavater’s picturebooks and gives them an appeal that crosses
the barriers of age, class, sex and language. In many ways, Lavater’s series of fairy
tales can be seen as the apotheosis of the modernist project; however, her work not
only encapsulates key principles and characteristics of modernist thinking about the
visual arts, but also anticipates ideas about narrative structure and organisation that
have come to fruition in electronic texts — such things as interactivity, fusions of
visual and verbal narrative modes, and disruptions to sequencing. This kind of
anticipation shaped the context in which contemporary picturebooks and digital
technologies began to come together and is now resulting in a new generation of
picturebooks. With this in mind, the final section of this discussion looks at the legacy
of modernism manifest in the way picturebooks are interacting with digital/electronic
media to re-envisage the possibilities of the picturebook as a narrative medium. As
part of this development, some of those who are currently creating picturebooks are
introducing ideas that many adults find challenging, and doing so in ways which |



believe are preparing readers to advance thinking about self and society in
philosophically and aesthetically exciting ways. These range from purpose-free, ludic
creativity to radical questioning of how new technologies and changing environments
affect the human psyche. Where much fiction about cyberspace and new technologies
currently falls short of positive engagement with new technologies (see Chapter 8),
picturebook makers are referencing and drawing on characteristics of new media at
the levels of narration, design and the text-reader dynamic in ways that recall the
modernists’ excitement about machines, new technology and the future of culture.

Picturebook responses to new media

Contemporary picturebooks are responding to new media and technologies through
experiments in form and format in ways that are significantly affecting the aesthetics
of visual narratives. British author-illustrator Sara Fanelli’s Dear Diary (2000)
encapsulates these changes and also shows the influences of modernism and
postmodernism in its use of collage, found objects and bricolage.

The story is primarily concerned with the effects of shifting point of view on
narrative; it is told from a variety of perspectives through the diaries of eight
characters: the little girl Lucy, a chair in her classroom, a spider on the ceiling, a
firefly, a fork and knife, Lucy’s dog Bubu, and a ladybird. In many ways, Fanelli
evokes the familiar worlds of home and school that have been the staple fare of
children’s books since they began, and there are no overt references to new
technologies or media -- indeed, there is an almost old-fashioned feel to the world
shown, partly arising from the pages of the 1921 diary that feature on the endpapers
and some of the background pages. Nevertheless, Fanelli’s work assimilates many
attributes of new media. This can be seen in the way she organises her pages and
merges text and image.

Traditionally picturebooks have reflected the cultural priority given to
language -- and to the fact that young readers are in the process of acquiring linguistic
competency -- in their design. They have tended to be organised like a page of text,
read from top to bottom, left to right, with images organised to make up a usually
chronological sequence. Dear Diary, however, incorporates many of the principles
associated with the screen-based media that now dominate popular culture --
especially the computer screen. Screens are not organised by the logic of print, but the
logic of icons and principles of visualisation (Kress, 2003: 138). What you ‘read” first
is what is visually prominent, and young people conversant with the narrative
structures and hermeneutics of computer games intuitively know that information will
be organised spatially rather than in chains. This means that instead of assuming that a
page or double page spread should be decoded from top left to bottom right, with the
printed text treated as the primary source of information, they know to move around
the page, assembling information including subplots and clues that may only be
activated later in the text. Just as in a computer game, when this happens it is
necessary to track back to join up the subsidiary storylines or add crucial information.
This is a roundabout, back and forth process rather than a linear, front to back one.

A benefit of breaking the hegemony of linearity is that it opens up new ways
to render time and action on the page. Where once children’s texts tended to provide
very clear information about time and to measure it by external symbols such as
clocks and meals, as Fanelli’s text shows, time on the page can now be depicted in
terms of experience and emotion: how events feel as they happen, whether this



reflects pace, duration, awareness of simultaneity or parallel events, inner states or
reactions to others. In Dear Diary, this aspect of the text is emphasised through the
use of multiple viewpoints and page design, though the text also provides a standard
chronological dimension in that it starts in the morning and ends in the evening.

A good example is found on the second double page spread which forms part
of Lucy’s diary. The eye is immediately drawn to the large, exuberant figure of Lucy
that fills much of the right-hand page. It shows her running and waving her arms.
Then the image of Bubu, her dog, registers. Bubu is placed in the top left-hand corner,
just below some text (handwritten as if by Lucy) including his name in large letters.
Having arrived at some text, it’s time to read, ‘It was getting late but I still took
BUBU out to the park to PLAY.” The words are very much a part of the overall
design and image, but at the same time they provide and confirm information that is
absent from the various drawings that make up this spread. Indeed, additional words
label and comment on some of the drawings: Bubu’s friends, clouds, the pond, and
Lucy’s friend Amy. The emotional importance of each to the events being shown is
suggested by size and proximity to Lucy; at the same time, there are many small,
unidentified characters and unexplained objects that seem incidental until they
reappear on other pages, setting off one of the backwards and forwards comparisons
of pages that develops a discrete subplot.

The organisation of the page not only provides information about how Lucy
feels about the place and the other characters in it, but also conveys a sense of
simultaneous action: Lucy’s friend Amy is playing by the pond with her father at the
same time that Bubu is playing with his friends, some people are sheltering under
umbrellas from an isolated rain storm, and Lucy is running past some flowers. Two
tiny vignettes create a separate time frame around the image: in the lower-middle of
the left-hand page we see Lucy and Bubu arriving at the park. She is on her bicycle
and he is running behind her on his lead. They move in a left-to-right direction, which
Western readers recognise as indicating entry and the initiation of action. The top of
the right-hand page shows this image in reverse, with Lucy and Bubu riding into the
gutter, so leaving the action and retracing their journey. This one image, then, uses
spatial organisation familiar from screens and icons to establish multiple times, set up
several inter-connected plots, convey emotion, experience and adds information about
the plot.

Another contemporary illustrator whose work shows clear evidence that picturebooks
are using elements of electronic media to devise new forms of storytelling on the page
is Lauren Child. Like Fanelli, Child’s works in mixed media, incorporating real
objects and materials (through collage and digital images) as well as hand-drawn and
computer-generated illustrations in the pages of her books. The effect is to raise
questions about what is real, and also to challenge the conventions or thresholds of
what Gerard Genette termed the ‘paratext’, referring to the extratextual elements of
books such as the author’s name, the title, endpapers, and illustrations (Genette:
2001).

I would say that the most radical experiments with paratextual elements are
taking place in children’s books, and especially picturebooks, and Child’s work
demonstrates this well. A good is example is her use of the narrating persona’s voice
on the covers, in what would normally belong to the domain of the epitext, generated
outside the text itself, and in the way she plays with the status of the official threshold
to the narrative, the title page. In What Planet are you from, Clarice Bean (2002), for
instance, there is a page that looks like a title page followed by what looks like the
beginning of the text. But just as with films and television dramas such as ER, where



the credits often follow an introductory episode, so the page turn reveals that the book
has not actually begun because what it discloses are the acknowledgements (not the
usual, formal, essentially invisible bits of information but made up of personal
comments, photographs and other ways of making them more prominent and
meaningful to readers) and a second, more detailed ‘title page’ which also contains
the beginning of the story. The effect of each of these disruptions to the way books
normally operate is, curiously, to enhance the interpellation effect by establishing a
collusive relationship with Clarice Bean. This, we are asked to believe, is the world as
it is experienced by Clarice.

While Child and Fanelli are experimenting with ways of storytelling and
exploring the aesthetic potential of combining elements from electronic media and
picturebooks, at the level of plot and content their work is essentially conventional.
There are, however, a small number of contemporary picturebook makers who are
using the form to raise some extremely interesting philosophical questions and
introduce some challenging concepts. American author-illustrator David Weisner is
one of these. The Three Pigs (2001) can be seen as a typical example of Weisner’s
inventive use of fantasy, but it also strikes me as providing a way of thinking about
the domain that Lacan calls the ‘real,” or that which exists but is ‘undefined,
unaccountable, perhaps, within the frameworks of our knowledge’ (Belsey, 2005: 5).

Imaging the real

Wiesner’s picturebook is based on the familiar tale of the three pigs who defeat the
wolf who huffs and puffs to blow their houses down; this use of a pretext is central to
the games the text plays with meaning, most of which depend on readers knowing
what ‘should’ happen. Familiarity with the original works on several levels, from
knowing the traditional tale to knowing the genre in which it fits and even knowing
the medium -- what a book is and how it works.

It begins in the usual way: ‘Once upon a time there were three pigs who went
out into the world to seek their fortune’, and the initial illustration too feels familiar,
being a pastiche of 1950s/60s picturebook art. But with the first page turn everything
changes; the pig is blown out of the story (not eaten up as the text insists to the
perplexity of the hungry wolf), raising the first question which is ‘where does he go?’
His eyes are fixed on a point (or person?) in the distance, and he seems to be telling
someone what has happened. Meanwhile, as parts of his body reach the edge of the
page, they disappear.

This trick of breaking the fourth wall, either by introducing elements from
outside (including the addressee who is evoked in several of the illustrations),
allowing characters to migrate from their pages or, as here, seeming to release
characters from their texts, in itself isn’t new -- not even in children’s literature.
Picturebooks have played with the possibilities it affords for more than a century,
animated cartoons employed it very early on, and increasing numbers of films,
probably the best known of which is Woody Allen’s The Purple Rose of Cairo (1985),
have found it an effective way to reflect on the conventions of the medium. The
originality of Wiesner’s text begins to emerge with the next page turn: the pigs find
themselves in the space “behind’ the two images. As they start to explore, it gradually
becomes clear that they are in a new kind of space altogether. One way of reading
what happens here involves drawing on knowledge of new technologies: what is
being represented can be compared to the way layers of windows are built up on a



computer screen. Although each window gives the appearance of being complete, and
we know intellectually that the screen is flat so that there can be no actual depth to
what is shown, nevertheless windows can be laid on top of each other and the
knowledge that there are levels behind the screen being read that can be accessed and
even incorporated in the focus screen subtly affects how it is read.

This way of thinking about Wesiner’s image of the pigs in the gap between
images is a good example of the way one medium presents and plays with the
characteristics of another (see Chapter 8 for a discussion of ‘remediation). But the
image, and those which follow, is more than just a playful imitation of digital media.
When the image of the page is pushed aside and then folded up to make a paper
airplane -- the vehicle that allows the pigs to explore this new place in which they find
themselves -- the text becomes a realization through visualisation of an idea that can
only partially be expressed in language. The elements of the page represent a space
outside the physical text: the pigs, though still clearly on the page at one level, at
another are inhabiting a metaphysical space: the gap between images and behind
narrative.

By using the pigs’ story in new ways, by literally reshaping it and mastering
its material existence, Wiesner takes the pigs into a space that | see as analogous to
the real. There is no way of saying where they are or what it means for them to be
there, and Wiesner hasn’t represented it (that would be impossible), but The Three
Pigs points towards the real and attempts to imagine how it could be experienced.
Because the real has been given form of a kind, readers are required to think about it,
even if they do not know that this is what they are doing. According to Lacan,

One can only think of language as a network, a net over the entirety of things,
over the totality of the real. It inscribes on the plane of the real this other
plane, which we here call the plane of the symbolic. (In Belsey, 4)

Through the combination of word and image characteristic of picturebooks, Weisner’s
text shows what language cannot say: the pigs’ paper plane is made of the plane of the
symbolic; beneath it is the vast, unknowable space of the real.

In the real, silence prevails, so when a few pages later the pigs land and begin
to speak, it is clear that they have returned from the real to a kind of reality -- in this
case the reality of nursery fiction. Their escape has broken down the boundaries
between stories, so characters, visual styles and languages morph as they move from
text to text in a space that seems to consist of chains of pages, none of which is now
able to contain its characters. The text has become an intertextual carnival at this stage,
and as all revellers know, the return to reality is an essential part of the process and
pleasure. The pigs discover that there’s no place like home, so they return with their
band of fellow escapee-characters to remake the ending. In the process, the very
letters -- the basic element of the narrative -- are shown for what they are: bits of print
that are in themselves meaningless and could as easily be used in soup as in text. As
text, however, they make words of power; in this case, the power to exclude the wolf
from the story and alter the expected ending. Indeed, the final page of the book starts
a sentence that is not finished, raising a series of questions about what happens next,
and in the process breaking one of the conventions that Rose associates with
children’s literature, its adherence to the tenets of the classic realist text, among them
firmly resolved closure.

If, as Dusinberre argues, the first generations to grow up on Alice and the new
kinds of children’s literature it inspired gave birth to modernism, those whose
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understanding of fiction and culture has been shaped by picturebooks such as those by
Fanelli, Child and Weisner, can be expected to reach similarly radical conclusions
about the nature of narrative when they become the authors and writers of the future.

! The account is contained in a brief correspondence between Hildick and Leonard Woolf in January
1965; Hildick suggests publishing the story in picturebook form, possibly with illustrations by Brian
Wildsmith. Woolf acted on the suggestion but had Duncan Grant provide the artwork. The result is a
book that looks very much of a piece with the Bloomsbury-Charlesworth-Hogarth Press productions of
the time, but which makes a less creative use of the picturebook format than perhaps an experienced
picturebookmaker such as Wildsmith would have done. Julie Vivas’s 1991 illustrations have proved
more successful.

2 My attention was drawn to Stein’s story by Roni Natov’s discussion of it in The Poetics of Childhood
(2003), pp. 103-110. Natov’s interest is in the way the story explores gender, identity formation and
socialization, and the way even a child, once having taken on -- or entered into -- language, is
compelled at some level to impose her identity on the pastoral world.

® The site for “Yesterday and Today: Children’s Books of the Soviet Era’, organised by the Rare
Books and Special Collections Division of McGill University notes that there was an overall increase
in book production during this period and that ‘Children’s books naturally followed the mass trend and
a first printing of 100,000 and up was common.” See http://digital.library.mcgill.ca/russian/intro.htm
accessed 20/02/2006.

* Guinter Berghaus makes the point that to be effective in their challenge to prevailing aesthetic, social
and political forces, avant-garde artists ‘need to possess a reflective consciousness and be aware of the
conceptual framework within which they are operating.” (xxi) In other words, they must be fully versed
in the rules before they can dismiss them or anticipate what will take their place.

> Belsey discusses this in Chapter 8 of Culture and the Real.

® Eugene Ostashevsky discusses the circumstances of the deaths of the members of OBERIU.

" The books were created by Harlin Quist. Originally the stories stood as codas to sections of lonesco’s
memoir.

& This work has yet to be translated into English so | am relying on critical accounts of its contents.
According to Debattista (2005), the collection is gaining in critical stature and attention making a
translated version more likely.

® Aidan Chambers was to pose precisely this conundrum at the end of Breaktime (1975), another
example of a fully modernist (in some ways even postmodern) text for young readers.

10 Beckett (2002, 55-65) discusses this technique with reference to Lavater’s Le Petit Chaperon Rouge.
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MIEE B NRIEMEAY) - ez ~ TRME ~ B~ HHEENERSETELEGRNIXFH
IR ER FAR - BENRMBERZBIRZRESE - MEK ~ BHEE - RIRERFER
MR E  ZNEBIESIEBRMHTRENZE - Bl - MREAVEIR < SR - B
e~ BATER - Ttttk ~ 2052 E T - SEFERWIILAIESDRE ~ BRIt A

A= [@e 3|
ESE °

B f5| TENAEER AL ~ BY) - R BB MEARIEEER - fl20 » sefELl
AEFHEE (Alexander Deineka)fy AL ERY#5{T (Parad Krasnoi Armii) ) (1931) & » 5—8&
ERZANEBRTFEHEREDZEEY (KBEERUFERREZRENEFias
MZABLEBREHANEINMAR) - TEMEE » BANIB BB ZRBIT—ELIR
LR LA ER « A - SFtME SR T MBI ABERIREE DB - MIEXR
o BERMMREE LN ETAEEE - AR SMRERERRK—EK » mEHEEELL
ZhBE—EE o IREEFBEIEH KB AN EaSNTHAENME -

IR BMZEKRETE (Boris Pkrovskii) 1928 £y (ZEWEY), (Dikovinki) ) BEG IR
B/ENSE - EEAEACEPENESRY) - B REKRE Meccano ARV REBITE D
EEAEM  RYBERAETRCENIMERIN - BRIV TSR E iR CHIF m
FHEMZRE - ERFRHEATFERERN G NAAHERREBFNBRRBHLS
BY B RIS R BRI RTI AV RS /I -

BIELFTEEMEFBLMRE  OREMRIEN AR S RN E AR
I - PN HRFFNERERBNSIE FSBREBIAEF « R » BIEDRKIEZRA
SRR BERAEE PN ASEE LB TR BIEN AEAHRIR MR ANET
et - EEB T [BMREIFIREBECZ R P 3 DESESR (Sara Pankenier)
FEHREIRNEBS 2 ERESRILHERMRRNEL M AATER (2005:1) - FERAVER
lefE—2/EE - MFHEBR5EFIHT (Daniil Kharms) MBIEIKABEE "HLEMEEA
(OBERIV)K & @ "EF 2 W RERIFERIRE, (1) -

BREBNR  #AUNEG TFRARELEBESEARINZEBY MK » F7M
HEABBEERRZ2MIRA - NMEMMAUFEREEE EFEE  BtBEEBREN
HABR (5 3) - ABERBEREL AT BERNVEBIHNHRERENTHBNSBRG
H—RERE  MEERSUEUT S Y RREENEMD S - AReMBEEEREEMN
B o

TEZTEEER . (OBERIU) RERKNABSRERFNTE  NEMMHEERSER
EREBYRE - IRAFBAIEHHRAZS - (SR ERE FREASEER. ..
MR ERERRPIIERR. (Ostashevsky, 3) MIA » EE "HETRFmEE).L HISE
% o ERAEAREBUATR - BIERZ2MRUWRAESEEE - IEEDERMENRER
LRBBEFERBEMAIA (£ 4) - BIERESZIER (ERFRETEZERVRIT
BEEIE) - RBHBERBAAIRMNEBENTSE - EEEFEEBAL » FAaA—ER)RAK
BRVHRER - URlRE - BESRAME MRRES IS S Y BRI K - BRI
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REBENENMEE (EEHNE N —EHATE "ESFEAVERE, (nonsense makers)
BFFZMERR)

M » Jean-Frangois Lyotard 38575 1 BIATIKEVIT /B B MEBUT ER0VEE) - 6
ERRASEIRFHREMXRUBERT  BHBRERPE BEREFRLEZTW
REFTRINE S - MEEEEMMBIRANGETHRAMNI—mE - “FE_LERE > 5iF
I B SRS TR T AT B RAE - FTLUEERAIEERLUTRLRE - BT
EREBETEEENBEEIMMERANEE (5E5) -

BAEEREKRERRENEAEIK ¢ RSP RESHNEEEBMEAEREN
SAER - LA E R RENEAEIRA THRBMERRANRNERE - XvE R
FIRALTHIARRRE - Eim2AEEH - REPITHNAKERNRERAUFEE RBIIR
AT BR (FE 6) - NRILZR FRPIMEKRE Y —~ZEFERKETCRAER -
20 - 75 FB AT FBEwh BV Sk (nonsense games) » FR B R M BHAEG TR - BREAME
BEMNERA - RRPITNEREEFRGEMERAE  BRERNIEF S - REPETHER
B Y RENBENAGEE - It RER £ Y REAURARESEE » MERARAA
MEBELELERENSDEZREZEHEE AL - (ISR 2HEREKE (Gogol-like)
SR g H B BN EBREERNA R - ELACHREERSHREBEL —8FE
BEBAVERT °

Hok

HRBEEMS  EENR FRPIEMFERRELHEFEHEALEFLERCE
MNER  HREBEMS @ ERNRMONFRESIRRFREBTEETEERESH
WMENREAE (BHENRHE  BAERE - UBRR4 - EENES) - BsNEAME
AEFRPIEHIRSETREEZ RN - B REFEEE LI "SR EE
MBEEIE, (7)  UAEREINBEEWNARFTES °

Daniil Kharms Z3<E] 1960 FACHEMB LRI ER—UXBELA » MB—EE
R4 Kharms 1585 EMBTLIN EFmi B BB RIE M BIEENRIEER T ST
FHMBEIH RAVBIFTR{FS 2 Eugene lonesco (5 7) » A FFRISEREE=F
il BEREEEES —RNERMKHE—4ARNEFRENEBRE  EthEMERRRK
B BRI A X EEZ © lonesco HEE—7NH ik mm (Elegii pentru finite mici) 248 17 x5

(1931 ) FARmmREFESUE » LIRS R AR EFENTAREDRBI/F 58 —little crooked
manikins » 75 A< hiR ED R qh 2 A BA BN 52 E 1F /Bl A% (Debattista, 2005: 20-21) (71 8) ©

7E lonesco AYE A — (Elegii pentru finite mici) 1238 H ABA04R] A H R (PO EEAN
% EH A LIS EMFEERIZE(E — ‘man as marionette, death, nostalgia for the lost
paradise of childhood, and language’ (19) 135 « 151845 — [ERAFHOMISE AT LI T 42
— BRI R EXZNRFAI LIRSS E DS ER W EEM A BELLE
EAFmA A RUE AT LI E A/ S R RRUE » MESFRAEFMNEKLIR BN
REXBENAFECH  BEERUBESRINUEFE UL AP ONT -
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RENEFRNEFXIL

BHEXF > ERANABCNAEREHETREXNZAEERAEERS - #RERS
FHEAEBIMANIIEE  BREANIIA - EREZARTHEILA - B - Ak
MEERE GBESAMITASIER «FANREREEMN) » EFZEENRESZAE
AR ERMESEE - ANINERER > EHMAGRTREBEAETZNREXEZNER
Bl » {R{EEZE B Roland Barthes 7EtHVEH X A X TR -

HEIR Toys' /2 30 ZERISTHRAIEF - MEBAFERSTNIE T RBEERS - A

DENER  REEEARMANESE —EHENMAMARESRIES —RIPEW
oz (1972: 55) - HIRZ 1E40 Barthes FI S AVAME REEA » BMEEEEME BB KR
HEBAREXRERREBEATIMNTE RAAEEENEAGEE/NEEMEEST
Friaatryt 8RR ATLIRMEZ R EEF KBS MR ET S BN AR A BB G2
HBANEFNERZLINR » FeeEXCRMERIBE - BRELHABEBNVERABE
B NBEFLRELNERN  THESRGENFZEEZEEMMAFENBERNFRE
BRESREAR M2 BELEEEBFNEARHHE  BRAES  -2EENZHEE-M
BB NS B4y Ay —ZK2 H Tove Jansson FTZERY (The Book about Moomin, Mymble and
Little My) (1952) o

{The Book about Moomin, Mymble and Little My) 27> EE{E& Fifa=2< — Tove Jansson
HYSE—ZN487N » (BEATEANEZN IR RHE I T ASE Moomin RIIBIEE o EANEANT
EE BN REXEREEBEBERER R HARBEETI AR R ER i
{E o & Joyce, Woolf and Stein TEfiZ2E IR F & AT » Jansson 1A HIESZE N - AL
1952 £ - A TR BNEUG R T A FE - R ATt B AR AR BR AR RAEHY
ATELRRERH  EhEBEEAGRMEFNER - FELEEAANNE  HRER
MEFRNBREENY "EAZFEAME, WHERERSMNFNES -

Jansson EW AR RREHRAERIIELEE  EULIRMEBERIERSSE
H] ° Jansson B EEEHAT AR R VAEENISWHIE A peritetxtual 3 > DIRIFRFI AR
NABHNFEERNARAERAT - NIUNERSEAEECEEREREELIRE—F
ZZEKBYJ] » $8E7E The holes are cut at Schildts!” 4 FAURMNES o £ REE X
BHEARTAMFEEYNSE  MEBERHRSHERILRATREE - [
HIRATAENMMTEEEXIESR  MRLRATRERERANTA  EEESHREMD
FIEe BEABEE ! TRFAADNEERGEENRS AR ? (5£9)

S—EEARECBEEEHNAFNRES cut-out SAF » FEEXARNRFTNE—H
HEFE LA EFHINRMY - EEEANEEZ R 2R —EF LR - MEKNH
FIALEAE ~ IR ~ RARSER - IRE - BHZSNRESSANGE  MRERAEE
ERWEABFACHR BB RN L EBIENRER © FTLL Jansson B ARVABZS
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BRIV RBEMEREEA -

cutouts s1E A ATE F e AP frad® MR fricR A g E{c £
B EEEE - # o bldc Mymble ¢4k —Little My © 5% L7 > #7127 Moomintroll
f}*&%ﬁb‘ 354k o ;i&;; BRG AT BEET Y BB SR F S
T3 G@ipd PUFERL T AL T EATAM G 4 7 U4t Little
My en 8 Jg < i o & 4o Elina Drucker #7L% e § AP » e BEF AT 3
B By agetdt > A g o B M G c R R A A R
RE - B BHELZFAME L R % v 12 {o Lewis Carrol & §_ Dante 1
{The Divine Comedy) * %+ §2(2) o

K15 L8 cut-out FIAEZNE I A AN ZEMAVAR MEIRFAZRAE » FTLL Jansson RYENRIBEhR 75
B AATNEER AT RNRI ST INIFFERE - XANATEREHERAR L EA
FARREER ~ OISHENE - 20 Litde My EFEPM AT S EMW T RED—
Lo FRRAY - EXARRTHR - MBS DEEMAEFT, K XFEREUL TS
AEBIR - N ERRE AT IEM A EREAN BRI ER LRSI RAER L EA -

AEEFBENARED  REBRRERENER "B, AN YRBREANEE - R
5|~ FENMESE - TR ERREEZIFLE AN SE NS —EFRA © Jansson
IMBRABRBRER  EENAFZRKHNEERNESEED

ABEEEMS - EREANEMCNEREZHEERHBEEZ2M N —K -
Jansson R BSEMZER ~ HIE ~ B8R - PR FIEES A LURAS TR EHRE - M
B LEERDRAEARESEREANSEREER - 25

{The Book about Moomin, Mymble and Little My) 1 &R 52— RKEHRIFMMZE » A
THESEHHEANTEHNRHE Y VEHL - S—ERTEER—NEEFRAEERN
i E T2 — Warja Lavater o Lavater 27E##Z2 1 (Zurich) N —FrE B REZZHE ' [
R R IR ERES) - MEEHTK (Bauhaus) W E - ¥ B CAMFERERENR
TR EREN friezes INZ T > B/ VBB R AKEMs R BN R ERENMEE B8
AR EERFAAILZERENE B - Lavater EAEAANEAIENE LI ENES
N E—AEHRLUEGR —BEANEAND  BREENEXARNBE—FREH
FRAVE S XFHSERSER2F o L (BEFAFE (Snow White) ) (1974) ISR
Bl (AZAEY FI2RERNEERE—EACHN/ BB ACHEEEEZ » AR
EBE—RERENETE LICEALAEEATMAKREKRTCENEAN  MEEEHESEERE
H—ERCERBERET  BRAILSCEETERHEERRE - BERELEHREZLUE
ERHNKEE » BR Lavater R ECEFRMIFEER (51 10) -

20 Jansson 71 Lavater {# IR CERAVR LB AESZSARSE - MEEBBINASE
WEMF - A EYERNS TN EE NEE BB - ERNFEELARESR
AFREFAET ZEBRNAR » MERERKEMNEEEFNER - FRENESEE
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RS PRI — BE AT LA E BN ESUR BN R/ NS -

BREZZEBENRETE - MRS - WASRBEEMVEH Lavater FIA7N -
RIS E B ERSEARNRSI DFLUEEFER - B& - MRINES - MRZ I EKS
Lavater HYE R E RS AJ LI R A2 RN E &R BN eS8 Rt RI I A2 R
BEAETETREDMNEZRAUNSE  FREZHRELBBEASZEBNE T SURIE
B—MEEBN - EERENMOFAZAIL NS —HIRERE - ERENARREEBRF
HARVAZAR MBI FRIAAE B HESR » HEME NTAVAGZREF(L - RN - AERIREEL
e RIBER EEZMERRBEANAXRE L EANB LN ETRENEB LR

FEZRBOR AR IR BE VR - UL BRAVEOM S - AEEAFESNEEXNABESAE
KBMNRE L@ —ERRB R URFEE YN BCNEerEENEXE LB

RUEB 50 ELEE S RIS E B E MRS Z RN R NRIEFEAR OENE
FEEl R o B EMREE=ENREANFAR A LSRN (F2H% 8 &) » 8K
FERMBENEANMEENR AR  SGINMXAANTHES M L - mERRRA
FHREHNEENARISUCEE I RERIHTT -

B IRESHI IR

BRNEAE N FR MBI ERE R — LR B8 B A E & - ZEM
{ERFEAEE K Sara Fanelli B9{F &y (Dear Diary) RL/Bl 25 L8 % R 2R MIRAEER
MEIRAREEPEBEDE ~ BBFR2KRe9M KA DIY (bricolage) SF/ERIFE M -

HETENEINARASEMBENIRITE  EUEBE/\[EAE (the litde
girl Lucy, a chair in her classroom, a spider on the ceiling, a firefly, a fork and knife, Lucy’s dog
Bubu,and a ladybird) RYHFHREHA © FEFFZI5MH » Fanelli B T APIHRESHESH
RASERCERIE SR » ZIREMBER - MAERE R PR A R MRS
2o FEL BEPHENAZE—EEANLR - EEBEREHA 1921 FRLUEEAR
NEENEENZEEATRERBERSERI B RCMAERY « 28T Fanelli #/F A A RIKEFZ
FREEEE » B T A B ERB LSS S HE AR NB GRS NS

BE# L AREFBETANFRER G R "B 5 L EESUE ENELIER » RAEER
NEEMESENENGESENNBER - EENEASWRFINE—BE—BENARR
M EEET ~ AAER G - MAERGERKEREIEFRAmEE - 48 » (Dear Diary) 7=
RERABAIR S ERMITIE XS AE (screen-based ) MVEASRE o &EEIA
AREIR] (print) FVEEEE > /2R ARIVEE R AR/LiIRBIFTAEBE KA (Kress, 2003:
138) - BAIRETEZINERE LRBRNER - FTLIFKEE MEREIERSZNGERE
DR ESKBEETEMRB AN —ERE - ShptEs  BEMANEZRREE
=X UFHEEPIREFHNBRREEN - IEUEITBIBEER » IUABEESEM
BEBRETEHPREBEHNERE AR TLULINEEMER - ELEe—EER T
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SURIRZREIRYVERE » AR - BRIZIRAVELRE

FREB LR EENEANTANERER | BN I A LIRS ETSE
AYESEMENF - & A RBAANNAATEREENFHEMENE FER —LINENR
B 2SR - SOMEE (B Fanelli (IFRARH » FFRERLIEERMIB A 7 T AL
/Y GBI — S A R RS A R AR B ) ~ [R Ry A N TR RE S5 25 < R 7£{ Dear Diary)
EASTNARE—(ERE LRI EERNEEREER - ERCIHAZBERZ
SN B ER TR AR A PRV B R o

“ Lucy’s diary” FHEYSE _{ESEEFIE (double page spread) Z—{ERLFHIFIF - 1£
¥ 8 BEHRE Luey WREBAKBARIZERT  MAME—EE—EEF M
Bubu (Lucy 9%9%9) BT AHE EHFNA » BB ENRFHBEERANEZ T
NHBE—EEE : ‘It was getting late but | still took BUBU out to the park to PLAY. &S
FEEBNRINREG  BRARES X FHREMNER TR BREFMRHRNAL
EZ 157K Lucy’s diary 75 L8 Lucy fIBRA Amy ~ Bubu F9BRZA - %%Di@ﬁ%gﬁﬁﬁﬁt
BIMIFRANZSE - EREF—SHAVBHEEGLL Luey EMA/NIRTRER - [AIFRF
ERELCEHPEBELIRNTZ/IVIN ~ SRRV A CSUEMENDE - hEaRER
ANEEBEEMIIREEH -

FEItAEZN R - EERVRGENERM Y BB Luey HNERR LR MEA S EAIRR
8 AU REL RIS EREIS - H120 Lucy IR Amy MRS SRR I -
[F—{EF5E Bubu HIEENMERIAADT » Z—BRBE—EABLELANMBMENEZT » M
Lucy BEACE —LET05% - WAME RV BN ES ST EEERAET  —EREA
HFEFRTTT  HAALUEZ] Lucy A Bubu @IZIZNE - Lucy S35 MBS E 222 Bubu - 1
Bubu IRIEMAIMIEEERE - MRBAZAGR - EER—RASEEBHENFFHBA
A s B ERHRAGFER LT » Luey M Bubu B32I/KE# X - BEGEIIFRERTT
[FIRY o EANRERERBLUBE (icon) MENE (screen) HZEERIF T IVRER
ZERE - X EEERZENSEEE - FEBE - KRNBNEREIBHRIME

S—ERFFEEEZZE Lauren Child > #7ERRIFEN SR ERSFREMNITE
REMFHFTAVRERVARZN o AN Fanelli —#% » Child 55 REEHENIFMR - BRMPTRFA
SKMERHENT AR SHNSREEEYEBNME CEAPMEBLTER) - EENG
Resliey "HEEEE. NWES » FRIRFtPkE Gerard Genette FrHEH] ‘paratext’ - AT
FEHY paratext ZHEEARNHIZEINIAN (extratextual) FE > HIMFENESR - EX - B8
KEENZEZENEES (Genette: 2001) o

>

WER BB paratext o ENHRERAERENEE  FhlEEr L wAllE
Child IFGAEEI - R —EHF0IE ALK EE R BEAF AT AN AT » B
FERWNE AYFTRAGEEAEE - DIttAY (What Planet are you from, Clarice Bean) (2002)
EAERD  HEEERMEREABTNE—H - ERIEREREENEXNEREB
BEZBANBHVEELFLS » FTLL Child BB/ B B AN EFE » 2R B
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(acknowledgements) » ) BiEfE s AR E NS Y ENEARING - EELMFESS
RIS SR » 7 EE Clarice Bean SENTHEH[FAVEE(RMIB R Y B (interpellation) {9
R o BEBRRIIHERKEMERY Clarice RIS -

& Child 0 Fanelli IEfEE LIRS E D VR RE SN ERERIG RS
7N - BBV IS AR DR ESRY - BRI A —/ MRS FE RS
DRFLEBNEZME - LANEEAEMERIS - 2B FZGRAER David
Weisner ERHAZ— o K (Z&/\J& (TheThree Pigs) ) (2001) ZEZANMGZRA] LURAR R72
filb " 207888 RSB (F - BREASWERAILIEB R Lacan TR KA "EFERY, (real)
gER TEBPIRAHBIREREEERES, (Belsey, 2005: 5)HI[HRE °

Wiesner { {The Three Pigs) ZEANEZR R EE N E RN " =8/ IWERNRS -
ERMAEFERAR/RENIAARZEAERN  MABEMHNEXANATEH
TEENEIERE - ANERANERNEZINERLFRBARLIL Y BIERE  BLHR
AR R MRS [EE m o

HENFRAREBHBEEANSII - "RARALFBE =&/ MEEESHECH
E.... MEA—FBEAVEERS ABERE » ATLER 1950 71 1960 FAEAREMTHY
BOER - ERBFAE —BZRAFIEMARY /NERVGE Y (MAREAEIRIZ
Y) e EEEREL Y F—ERE  NEREMEN 2, mE/NERVIRBREEEEE
MR—F  UFBREEFREARETHESE - B B/NVESENE—EM0REIER
AVB#RT  MRVIRIEEHARR ©

ERNEEERREACRLIBFRMMAMENER - NEREEARNEARDHNGE
T R LIS ORI 2K EERA R REX BN E R - AR ERAVE
FEKBEE—Etice% Y MEFEHEURIAEREENTE  EMBRTHFS
EF - HARBANRMEIHE) (The Purple Rose of Cairo) (1985) » 1EIEEF, A AT LA
IR _FAVEARNTIEA LIERAI R RHIREREHR TIE - Wiesner 1EZNAVERIIERIA
R EESEYR T -ENES A=/ VEeRRECHRE_EX&G2E - 1
B+ BHFIFRRRIE R sl HE IR —EtR e 28— - 5
—EFER S =R = B ERRTRIRIE: » flalE kR layers of windows F75 T » &
ARE—1E window 2IRFTEMNFER - MERMERBEER TR - FIUEERRBEER
RUR=E » {872 windows AT EERE » RFSHFIBAIE SR RAIALLE levels 1
R BRI C AR BIE o

TEHEI Wesiner TR Z &/ NERBRRZENSIVE—EEBM ¥ BERENAZ2IR
MERATLBESNT (F2HEN\EFE" remediation”HI515) - EREEZEIR
B—REHNBURENABOMME - BEAEERZERAVE— B 0 LI AR TR R

(ALHE=ZE/NEERRMMZRBE S CRAILE) - BEXARRATREEBRA/NEB
A LR FEE RRENRBCREEME K —EEERIRIR (realization) o 47K
BB 2R NEE AN RPATL AN EEME  EN =8/ NE#EATEEEBER LR
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RBEENHIRAEZE Bt —EERME @ MM FEN—EMKRE (metaphysical )
= - W R ERNASEENERE -

FEHRRET =&/ NERSEN T A RNWBEEENFHEERERNFASHNEN T
£ » Wiesner 78E — &/ N\EEN—ERR R RCINRIBERIZRE © B(PIR BN (The
Three Pigs) 5 Jz{rIH0 2R SR (B0 75 SHBFIZREE 2B AR » MH Wiesner TRERAL
EL (ERMERRER)  MB=8/NENRSFNHARRE  RNAEEEGREEE
TEERT  -RAREBR—BEEEEMAILBENAN - BIEMMAREESEMMIE
RIS © AKHR Lacan FTER

- BARRLEET A A %{é_i—éﬂi#u - fE R 4 T}m‘?\é_

DEORF 2 b e ke VAR EIRG Pie ok T L g A
I

FEREANFTEMEESERGES + Weisner FIXXRAARIRH X FATAREREN
#R - PIZI =&/ NERARTRIE R R BMERY AR 2 N R— RSB A A AR B =MH -

HRER  RFRREEN - TUE =S/ \EERE R EEER — B FRmR
sl - BFRBEMAEMMERILIRE (real) MEIEE (reality) ¥ (EEMNEER
EYOREBNEE) - R s —Be&TRREERFEE - FTLae - 88N
M SRS REAEERREFE - RItEEERER - XARNBREKZK—BEEXR

(intertextual) FIFFES » MATAELLTPHIALLKE - CIFEIEE (reality) ZiBEH
R EERG - BR—TERW - Z&/NERIRRAEA— @5 LEIERLY - ATt IR
AETE RALRN/NER (R=ZENEAC) —REIXRW LU ERGR - EIHBES -
B—ENT (RENEAER) HIEEAAXNER  BEXARRT  XFRABNE
B9 PIANTERT =&/ B ES » XFNDHERREARTIRBIRERE 250 » WHHEE
KYREBEAMEPNNEER - FBL - HENSRE-BNE—EAFIHIERT -
EEEEE REAER T REREMESE - MEEBITH Rose HREXEELHES
A ERE °

2R AN Dusinberre T ERAY » I EREFTENRTRENE 2H > BBER Fanelli,
Child #] Weisner FTI{ERVA27NGE AT BE R £ EAB(h A B B AL E AN B 1) 24 (radical ) 55w

72| E-RREARUCMEREREKRE 1965 F—ANBEAR - AR EEERFEERELEARRN
ik - WRMARB T BREEZNEREE - BREAERX YEZ - BRYHEEHEEEE - ENETHEER
i KF - BB EL-ER A RENER - NBEANRIZEER LA LEARF LEREIINE
B NIRRT o FFHES 1991 FRIBEBRR LB -

A2 PEREIS KRB LIBHREFTMIXE "EFBUA, (2003, pp. 103-110) o ABZ KAV R AL LA
BRRMA - BRREANERNGE(C - ERERENFZEHSREHFE CRABNAER S -

&F 3 : The site for ‘“Yesterday and Today: Children’s Books of the Soviet Era’, organised by the Rare Books and
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Special Collections Division of McGill University notes that there was an overall increase in book production
during this period and that ‘Children’s books naturally followed the mass trend and a first printing of 100,000 and
up was common. See http:/digital.library.mcgill.ca/russian/intro.htm accessed 20/02/2006.

it 4 : Giinter Berghaus f5HI/R Y EXR - HENBUSNNERENE  BITKENR "FEHERTNE
- eRBRECERNBISIRBRMAL (i) - BRLES » fMERBERELRBSM - ZTaeHAHE
IH B S B AR AN AT ELERASS

5T 5 : Belsey discusses this in Chapter 8 of Culture and the Real.

=T 6 : Eugene Ostashevsky discusses the circumstances of the deaths of the members of OBERIU.

=T : 7The books were created by Harlin Quist. Originally the stories stood as codas to sections of lonesco’s
memoir.

=T 8 : This work has yet to be translated into English so | am relying on critical accounts of its contents. According
to Debattista (2005), the collection is gaining in critical stature and attention making a translated version more
likely.

5T 9 : Aidan Chambers was to pose precisely this conundrum at the end of Breaktime (1975), another example of
a fully modernist (in some ways even postmodern) text for young readers.

5t 10 : Beckett (2002, 55-65) discusses this technique with reference to Lavater’s Le Petit Chaperon Rouge.

3221 | : Coghlan HIRFIPU{i7 2R : Richard Erdoes (1964) > Gerald Rose (1965), Jan de Tusch-Lec (1976), 1 Roger
Balchon (1978)) - :EEE | WEMABTREBEAR AN » FEEFEXHIMGEEERERE BT
BRI TR

FEiE 2 AJAEEE Bellybutton (RLFAR) 70 Babble (ZFZFEERE) W& BATIEA -

ER 3 RRVECRBABENKER  BaMEER -

ZBr 4 AN SATCNRZSE - BERENE “Rose knew that in Rose there was an o and an o is ‘round’ ” ©
$231 5 JA3 A & | am Rose my eyes are blue/l am Rose and who are you/l am Rose and when | sing/l am Rose like

anything.
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The Child Reader and the Birth of Children’s Literature

M. O. Grenby

It is generally accepted that modern children’s literature began in Britain and in
the mid-eighteenth century. What is not known is why and how this happened.
Entrepreneurs such as John Newbery pioneered new kinds of books from the 1740s,
but their ventures could not have succeeded without a receptive audience and a ready
market. My paper investigates these consumers of the first modern children’s books,
asking who they were, how they used the books, and how they understood the new
commodity that was being produced for them. By considering these questions, we
should be able to gain a much fuller understanding of why children’s literature
emerged when, where and how it did.

Children’s ownership and usage of books is extremely difficult to determine.
They leave few records of their purchasing, behaviour or attitudes. Most accounts
necessarily present adults’ views of how children were supposed to think and behave.
To get round this, | have developed several new methodologies. They are based on a
full survey of four of the most important collections of pre-1840 British children’s
books: the Osborne Collection in Toronto, the UCLA collection in Los Angeles, the
Hockliffe Collection in Bedford, UK, and the Cotsen Collection at Princeton
University in the US.

First, the inscriptions in these 5000 children’s books have been fully surveyed.
The names inscribed have been researched using censuses and parish registers. This
enables a sophisticated statistical profiling of the early consumers of children’s books
in terms of age, gender and location, and even religion and class. This analysis reveals,
for the first time, whether boys or girls owned more books (and of which types), and
whether early children’s literature was (as has been assumed) the preserve of the
urban middle classes. Inscriptions can also indicate how many books individual
children owned, and whether books were purchased, inherited, borrowed, or received
as prizes or gifts (and from whom). Knowing how children acquired books is key to
understanding how children’s literature came to be established as a viable commercial
product.

Second, | have surveyed the very plentiful marginalia in eighteenth-century
children’s books. Often unconnected with the text itself, much of this is delightful,
giving a unique insight into the responses to and contexts of their reading. Although
almost always overlooked, even the smallest marks reveal much about modes of use.
Scribbled notes can show whether a book was read at home or in school, freely or
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under supervision, aloud or silently, learned by rote or read for fun. Inconspicuous
pencil crosses, sometimes dated, can show how quickly a child completed a book (or
not), and whether reading sessions were strictly regulated.

Taken together, such marginal marks give a much more objective indication of
how consumers regarded early children’s books than can more traditional kinds of
evidence. My research considers traditional kinds of date too: diaries, journals, letters,
memoirs, and textual and pictorial depictions of children reading. By comparing
representations of children’s reading as it was supposed to be with the evidence of
how children’s reading actually took place in real life, my research has been able to
establish whether children’s and adults’ ideas of the purposes and proprieties of
literature concurred or conflicted.

40



RERRG TR E CRNRE

BREEXEIRNER /AP RRAKENENFE - BRIANERTER
POAIEEAERY - AARMBIER 1740 FAUR BT ER SREAVRIIAESRESR - (EftfAvRIE
R BRBEEIRRNTHIZS - WREEWHEIN - BRI REFRREHIRMAR
EERAHEE RN - (AIERERER - ROARBELEROMAEENTESR - 28
ELERER WP AULURABR REXS2GRENRE - thEMBERBRE -

REBNAIHEBNERER  BREZERENNT G - ROBREMMBEE 17
REREENX M ; BMEA X AR 2E@AMARANER, - fli0 REEZAFBE K&
KR - MHEERS > WEREFTARAE » TEBERAZE 1840 FLIRIRHRES
5 ANEEZEE 2% [ Osborne BLE ~ JRAZEEMNMNAZELR ~ 2EE] Bedford #Y
Hockliffe B85, ~ M METIE A2 H) Costen B ©

B SRERAELTARESRNER  AHAOEEMAENECRITTEL
R BRSO NEELFESTNMIER  BREEFHEEENFR 18 &
RA~ RALHAL - EEANRVER AILIER - REZERAZFEANER (BERE)
g% - REREERRMERRANES - Bt IBERNEERERFZVER - BEL
SRt a R A B5R - IR BREY) (BEHEN) - REANAESERE
RIFFERRIEIR - Tl RE AR R E X R R A AT LRy o

HR HEHAE+/ ML REETRERNL TE BRI - #ERE LHE ORI R E
& BHHES ARSI IR - e BB R NABRBRENRNBNARAE  fEEAZER -
BRVERAIMN R E R RS ARS /LML IATANE - SPHNERNECEER
EAEREZTRERFEEN - BEHFEEEREARE - EHEERHNE RERAR
RBEIETT ~ ERWBERBIHBIE -

R EA EEMMIR T EE L REEENME - SRR MIEEE RN AREER Y
REEFR  BERAHEFENERER - WML EELTNER  WHR - M~ 5
X~ BT - ABERERENXANEES - ZRXBZEAESYILE - TAIHE
AILUR AR ZENAAH XS ENNEE R —BCEREREN -

41



42



The Child Reader and the Birth
of Children’s Literature

M. O. Grenby

Taipei Municipal University of Education, 19 May 2009
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Anna Laetitia Barbauld, Lessons for Children (1778-1779 )

55
i 2 s 50 NS " Where is the pin to point
 with?

f) Here is a pin.

% FOR CHILDREN

FROM TWO TO THREE YEARS OLD; ' Do not tear the book.
* Only naughty boys tear books.
OME hither, Charles, | Charles fhall have a pretty
| | new leflon.
> Make hafte. ‘ Spell that word. Good boy.
I' Now go and play.
[

Sit in mamma’s lap.

-’rNow read your book.

A New History of England (London: J. Newbery, 1766). Cotsen Collection.
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Lilliputi try: taini Il th /, { BOOKS for the Inftru&tion and Amufement of
A A Al | CEILDREN from Four to Twenty Yous of
S EINING) [P (LI i) WAk (LI i Age, Printed and Sold by J. MarsHALL and

magazine (London: W. Tringham, c.1774). a. at No. 4, T 5 Bo

t Lane, Lowpon.

‘ HE Adventures of a Pincysuron ; defigned

chiefly for the ufe of Young Ladies. Price 6d.

The ORPHAN; or, the Entertaining Hiftory of

i Little Goody Goofecap. Price 6d

The First Princrerrs of Revicron, and the
ExistenceE of a DeiTy, explained in a Series
of Dialogues, adapted to the Capacity of the
Infant Mind. Price 6d.

Curistmas TarLes, for the Amufement and In-
flruétion of young Ladies and Gentlemen in
Winter Evenings. By Solomon Soberfides.

The Excriss HeErmiT; or, the Adventures of
Puirir Quarcrr, whoe lived above fifty Years
upon an unknown Ifland. Price 6d.

Lrrrie Timoruy TicxrepiTcuer’s Tavesand

! FapLes. Price6d.

The Hiftory of a great many Boys and Girls of Four
and Five Years of Age. DPrice 4d.

Familiar Dialogues for the Inftru&tion and Amufe-
ment of Children of Four and Five Years Old.
Price 4d.

i . The

i

From Mary Ann Kilner, Familiar
= dialogues for the instruction and
With eager hafte each Boy and Gixl is feen , amusement of children of four and five
To read the LILLIPUTIAN MAGAZINE . «I CES o/d( ndon: John Marshall and
] Co., c.1795
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T H E .

HISTORTY

OF A GREAT MANY

Little Boys and GIRLS,

FOR THE
Amufement of all Good Children

o F

Four and Five Yeart of Ace.

Printed and Sold by Jonn Marsmatr, at No, 4, ALDERMARY

Cavrer-Yanp, in Bow-Lawmeg, snd No, 17, Querx-
STREET,; CHEATSIDE. Co-

vy

i\ [Price Four-PeNcE, Bound in 'Gilt_Pa;Iner.] .

Dorothy Kilner, ¢.17857?

A New History of England
Robert Mayhew Thompson:
4 years old

THE
HISTORY
oF

Licle Goooy Two-Swoes ;
Otherwife called,
Mrs. Marcery Two-SHoEs.
WITH

‘The Means by which (he acquired her
Learning and Wifdom, and in confe-
quence thereof her Eftate ; fet forth
at large for the Benefit of thofe,

Whs from a Sare of Rags asd Grve,
s heing Sy b balf 4 o
Theiv Perfune and their Fame

See the Original Manuleript in tha Patican

at Rame, and the Cuts by Michael Angels.
Thuftrated with the Comments of our

at modern Critics,
The Tuinp Eoivion.
L N DO N:
y Printed for J. Newnery, atihe Bibie and,
Sun in s-.l;ﬂ‘uﬁﬂ&rrd. 17660
fﬂ}(ﬁﬁfﬁméf S hovoShoea,
[ I
Elizabeth Dick:
3 years old
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Little MASTER’S
MISCELLANY,
O R,

Divine avp Moratr

ESSAYS

In ProskE and VERSE,

Adapted 10 the Capacities, and defign'd for the Im-
provement of the You T w of both SexXEs.
‘ CONTAINING,

Discocues on the following Subjelts
[ wiz ]

On Lyise, beween|OnDeronviTy, he
Fanwy and Jewsy. tween Ropsis and bis

OnPravenr, berween | Metnsa.

Savtey and her Go-
VERNESS.

On Fisuine, between a
MasTer and his Scko-
LER.

On FowLing, benween
Biviy and Cranzas

On Deartw, bewen
Porry and ber Ma-

Parea.

On Derract:on be-
tween Berisioa and
her Cqusin Graman,

On the Turir betaeen
Jewny "

Yol /AP

e, SCHOLAR's S5/
2 SPELLING ASSISTA!
e
- /17 1HE WORDS

e '.:f';v'::i' P ARE ARRANGED ON AN IMPROVED PLAY
T T o Do ™ ccentuation;; in @

O N DO N Amnmnmfmwwi«. ion

Briwcd sod fold by JACOB ROSLSON o litate
WAR

to r-on Dificultics, and to facili
Ly in Lufgue Suer, sniT. ‘General Improvement.
Bizmingham, M,Uct. XLV B

ufeful Maxt us.

—eces
FOR THE USE OF SCHOOLS AND PI
| INTENDED RUITION. -

e

BY THOMAS CARPENTER,
Master of the Academy, Iiford, Estex.

John William Noon: 11

Mary Ann Burgess: 10

LRTPBRY

VERY LITTLE GIRL,

HER AUNT.

BY EMILY TAYLOR

Lonvon:

KEEPER'S TRAVELS
5 veaen or

HIS MASTER.

THIKD EDITION.

LONDO

Gender
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ALITTLE BOY.

LONDON.

PubTifhed by Darton and
N33 Gracechurch Street.
P Jnneli*l;yl.ﬁico.l?
e
B

ROTCHFORDS;

OR THE

FRIENDLY COUNSELLOR:

DESIGNED YOR THE : i
: '\._/ 4 |
. z T
INSTRUCTION axo AMUSEMENT e 1
or e I HOINORAN PIRESNENT.
\ s LT = y
H SEXES = Ty N L g
YouTuH OF BOT s £ x i -_'110_Lb0t\'.'1' \’\1

By M. P,

MG ot
/n';/-'. : b ///4* /;ni)'nl////,' ]

VIR, =

IN TWO VOLUMES.

VoL L

Let Heav'n.born virewe be thy conflat gaide

Nor feck thy ereors by decei 1o hide 5

Consing'd o filehood can milead chat Povier,
Whe's Judge Almighty of exch paffing hose !

LONRON:

Pioted sad Sl by Jous Maniwace nd Co 3 Nov gy )
Avsirnans Spenen Varsy 8 bevione, )

Prriiad iyt ¢ SNarill & C ALY
Ablrmsary Chinde Jed i Bow Lane,
& Nz Quteere. Strvet, treapesaite..

The unlocking' of the Good

Childs Dox. e e E, SRt A, At p -
Free I8 Cthe 03 Pigper. — @) 7 Bovied th Rad./

<— Mary Ann Kilner

49



S NLry
PRESEN

A'Pr'esebﬁ fora Little Girl -
(1797) : :
Hockliffe Collection-—— -/

0
= Female only 3
inscriptions
O
y
Male only
inscriptions
0
8
m Mixed
inscriptions <
4
0
o° @ 0 %
; % ‘.Q O 5 O ‘.0
S o) e O O
R 0 0 S ‘l O A )
o9 ; P SO AS ¢
>
0
Q
otse 0 e, Osborne and A collectio

50



Gender of principal inscrib
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Female only inscriptions

CURIOSITIES
In the
Tower of London.

Vor. 1.

The Second Edition.

Printed for The. Boréman,
Bookfgiler, ncar the two
ﬁmnr.s in Guildpail, Len-

W 174l

Male only inscriptions
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e T v e
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®m Mixed gender inscriptions

L
CHILDREN's FRIEND;

Art TALES, Suoxr DIALOGUES,
axp Mozar DRAMAS;

ALL ISTENDED

To engage A7 Tux 110w, cherith Feziingy

and inculeate Vietos, in

Tnx RISING GENERATION.
. TRANSLATED Y

The Rev. MARK ANTHONY ME{LAN'

Froui the Frevcs of M. Beragry,

L0

Printed for the T+
of Jaiw STock
Houft, Piccan

. [Price Four pence] ] -
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Tothis Wor K
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Mfer Tommy duphlet.
Mafter Facky Adars.

Mafter Billy Ayres.
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Mifs Fanmy Alfen.
Mifs Fenny iﬂgﬁ'ﬁ-
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Mafter Newbam Brooks.

fhun the company of all thofe who ufe
wicked words; to keep our bodies in tem-
perance, fobriety and chaftity, and that we
will not covet other men’s goods, but be
contented with what it hath pleafed God

r we are well affared, that |

ind is a continual featt,
Witnefs our hands, Fik 3, 1752-
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Mafter George Angel, Clerkenwell
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2
Miiter George Amold
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London) 24%
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Samuel and Thomas Alford’s Atlas Minimus, or A New Set of Pocket Maps
John Newbery, 1758 (UCLA)
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34

only 1 the h hil
constructed as to be incapable of that
kind of motion.”

Harry now looked rather bewildered,
and his mother kindly resolved not to

ve his mind in this state of confusion.
; In how many ways have you the
power of moving your head ?” said she.

The young reasoner, who had involv-
ed himself in a terrible dilemma, was
quite relieved by this apparently easy
question, and replied, hastily: “ Oh, I
move it just as I please: only look how
fast it goes, any way and every way.”

“I can see only fwo motions in all
that nodding and shaking; one back-
wards and forwards, the other describ-
ing part of a circle. You will make

.

Start

A Little boy was eating his fup-
per; it was bread and milk, with
fome honey. ¢ Pray,” faid the little
boy, *“ who makes honey for my

fupper.l" e

(< w.d

The Wolga may be reckoned the fovereign river of
Europe ; it derives its fource from feveral lakes be-
tween Mofcow and Peterfburg; it is navigable from
Twer, pafics by Mologa, Koftroma, Nifney Novogo-
rod, Kafan, Simbirfk, Samara ; whence, to Tzaritzin,
it is the boundary between Europe and Afia; it then

falls i Cafpian Sea at Aftra-
be eftimated at 1700

The iflands in the Baltic are Rugen, Oclind, Goth-
land, Ofel, Dago, and Aland, which belong to Swe-
hb"“,?ﬂmlqhnd,lah%rﬂﬂn,mo-
-,.‘m,'ﬁ:hbdm‘mmmrk.

In the Frozen Occatare Nova Zembla, belonging
hllﬁ,aﬂluhﬁ,hhgingbl)emr&.

htkAlhnﬁcOeeanm!hchrgeiﬂandtofGrm
’I’iﬁnq!uhnd. The Orkney and Shetland 1flands
are to the north of Seotland ; the Hebrides are to the

. weft of Scotland. The Ferro Ifles belong to Denmark.

The Azore Iflands in this ocean properly belong to
Europe : The principal are, St Michael, Tercera, Pico,
Fayal, Florez, and Corvo. They belong to Portugal.

In the Irith Sea are the Ifles of Man and Anglefea.
The Illes of Wight, Jerfcy, Guernfcy, Sark, and AL
derney, are in the Britith Channel.

In the Mediterranean are the Iflands of Minorca,
Mallorca, and Iviza, off the coaft of Spain, to which
they belong. Corfica belongs to France ; Sardinia is

3

COBWEBS TO CATCH FLIES. 15
MAMMA.
The bees colle& it.
BOY.
Where do they find it?
MAMMA,
In the flowers.
BOY.
Where do the bees live?
MAMMA.
Thofe which fupply us with ho-
ney live in a hive.
BOY.
What is it made of ?
MAMMA.
Ours are made of ftraw.
BOY.
Pray, mamma, tell me a great
deal about the whilt T eit
my milk.

bees,
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Arabella Argus, The Juvenile Spectator (1812), inscribed by Eliza Ann

Lockhart. Osborne Collection.
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Mary Pilkington, The Force of Example (1797), inscribed by Edward White.

Osborne Collection.
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Active and engaged reading
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From: The Cambridge Companion to Children’s Literature, edited by M. O. Grenby
and Andrea Immel (Cambridge: Cambridge University Press, forthcoming 2010).

The Origins of Children's Literature
M. O. Grenby

Many of the most celebrated children’s books have a famous origin story attached to
them. Lewis Carroll made up ‘the interminable fairy-tale of Alice’s Adventures’ (as he
called it in his diary) while he was on a boat-trip with Alice, Lorina and Edith Liddell
in 1862; Peter Pan grew out of J. M. Barrie’s intense friendship with the five
Llewelyn Davies boys; Salman Rushdie, following the Ayatollah Khomeini’s 1989
fatwa, wrote Haroun and the Sea of Stories for his son, Zafir, for Zafir, like Haroun,
had helped his father recover the ability to tell stories.” The veracity of these stories,
and many others like them, is open to question. But their prevalence and endurance is
nevertheless important. We seem to demand such originary myths for our children’s
classics. What we want, it appears, is the assurance that published children’s books
have emerged from particular, known circumstances, and, more specifically, from the
story told by an individual adult to individual children. C. S. Lewis listed this as one
of his ‘good ways’ of writing for children: ‘The printed story grows out of a story told
to a particular child with the living voice and perhaps ex tempore.” Such a creative
method is an antidote to what Lewis thought the very worst way to write for children,
striving to “find out what they want and give them that, however little you like it
yourself.” But if we investigate the historical origins of children’s books it is clear that
Lewis’ “bad way’ is precisely how children’s literature did begin: adults invented a new
commodity, deliberately designed to give a newly-identified audience what they thought it
wanted, or, rather, needed. There are three different kinds of origin to consider in this essay
then, and, on the surface they can seem incongruent. First, there is the historical genesis of
children’s literature as a commercial product. Second, there is the idea that children’s
literature has naturally developed from a culture of adult-to-child storytelling. And third, the
biographical accounts surrounding the conception of individual books. What this essay will
argue is that far from being contradictory, as C.S. Lewis’s strictures suggest, all three kinds

of origin are importantly interrelated.
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Historical origins
Most cultural historians agree that children’s literature, as we recognise it today,
began in the mid-eighteenth century and took hold first in Britain. With its mixture of
pictures, rhymes, riddles, stories, alphabets and lessons on moral conduct — its
commitment, as its full title puts it, to “Instruction and Amusement’ - A Little Pretty
Pocket-Book, published by John Newbery in 1744, is often regarded as the most
important single point of origin. Newbery’s role has been exaggerated, perhaps
because of his ostentatious insistence that he was providing education and
entertainment fused together — a strategy influentially advocated by John Locke in
Some Thoughts Concerning Education (1693). Other London author-publishers pre-
dated and competed with him, notably Thomas Boreman, whose Description of Three
Hundred Animals appeared ‘for the Entertainment of Children’ in 1730, and Mary and
Thomas Cooper, under whose names some children’s books (such as The Child's New
Play-Thing, a school book enlivened with alphabets, riddles, dialogues, stories and
songs) appeared from 1742. But only Newbery’s enterprise endured, the children’s
publishing dynasty he founded lasting until the nineteenth century. He was the first
successfully to commercialise books for children, and he used a simple but durable
formula: the encasement of the instructive material that adults thought their children
would need within an entertaining format that children might be supposed to want.
What Newbery and his contemporaries did not do was suddenly invent
children’s literature ex nihilo. Instructional books, both secular and religious, had
been marketed directly at children for centuries. Among the first British printed books
were William Caxton’s Book of Curtesye (1477) and his translation of The Book of the
Knight of the Tower (1484), providing boys and girls respectively with instruction on
how to behave in a noble household. Francis Seager’s verse Schoole of Vertue, and
Booke of Good Nourture for Chyldren, and Youth to Learn Theyr Dutie By (1557)
was one amongst many Renaissance children’s courtesy books. By the early
eighteenth century a wider audience was being served. George Fisher’s The
Instructor; or, the Young Man’s Best Companion (1727) was a frequently reprinted
compendium of reading, writing and arithmetic lessons and advice on such things as
how to write legal documents, to take accurate measurements, to garden, pickle and
dye. Meanwhile, John Foxe had been directly addressing children in his infamous
Book of Martyrs (1563), and John Bunyan’s Country Rhimes for Children (1686, later
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known as Divine Emblems), Thomas Gills’ Instructions for Children (1707), and
Isaac Watts’ Divine Songs (1715), among many other works, had put religious and
moral lessons into verse. James Janeway’s A Token for Children being an Exact
Account of the Conversion, Holy and Exemplary Lives, and Joyful Deaths, of several
young Children (1672) is just the best-known of the many children’s books produced
by and for Puritans in the late seventeenth century, designed to warn children against
worldly temptations and point out the hard path towards salvation. These instructive
texts were not suddenly eclipsed in the 1740s. However severe Janeway’s accounts of
the deaths of pious children might appear in contrast with the milder children’s books
that subsequently appeared, they remained in print well into the nineteenth century.
Moreover, texts clearly designed to provide entertainment had also been
targeted at children before the 1740s. In 1738, Robert Wharton had published
Historize Pueriles, an anthology including enjoyable stories such as 'Piramus and
Thisbe' alongside more weighty matter. Less miscellaneous, and more thrilling, was
the Abbé Fenelon's Les Avantures de Telémaque fils d’Ulysse (1699), written as an
attempt to instruct boys in politics and morality through an exciting narrative, and so
much in demand that it was translated into English within a year of its French
publication. And of course children read texts that were not necessarily designed
exclusively for them. There is evidence from diaries, memoirs and marginalia of their
enjoyment of chivalric romances, novels, fairy tales, fables, the Gesta Romanorum (a
medieval collection of legends and biographies), chapbooks and popular ballads. One
ballad, The Friar and the Boy, first printed in about 1510 though circulating in
manuscript beforehand, has sometimes been called (somewhat dubiously) perhaps the
first story appealing directly to children, because of its account of a boy’s use of a
magic amulet to make his cruel step-mother fart uncontrollably. But if this is
children’s literature, then so too must be many other works published for a mixed
audience even earlier. Medievalists have recently argued that children’s literature
began, in terms of both content and readership, in the Middle Ages. Various
manuscript abridgments of The Canterbury Tales survive, for instance, that were
especially designed for, and used by, children. Other critics have gone further back
still, arguing that material was being produced for children to read in early China,
classical Rome and Greece, ancient Egypt, and even ancient Sumer in the third

millennium BCE.
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That all these rival points of origin can compete with one another is because
important questions of definition remain unresolved. If we ask what was the first
children’s book, we are really asking what children’s literature is. Do we mean texts
designed especially for children, or read only by them, not those intended for adults,
or a mixed-age audience, that were also used by children? Should we include only
those books that “give children spontaneous pleasure’, as F. J. Harvey Darton
maintained?® Or should we insist that a true children’s book must appeal to today’s
children, or at least be ‘written expressly for children who are recognizably children,
with a childhood recognizable today’, as Peter Hunt has insisted?* The problem with
all these attempts at definition is that we can seldom know precisely who used which
books, nor how they responded to them. We might think of the Puritan texts of the
late seventeenth century as so brutally pious that no child could have taken pleasure
from them, but what evidence we have argues that they were seen as empowering and
enjoyable, relished by children and adults equally. As late as 1821, for instance, one
adult reader called Janeway’s Token for Children “the most entertaining book that can
be’, adding that she and her son read it nightly: ‘we be never tired of it.”

An alternative strategy might be to define children’s literature on the basis of
certain qualities of the texts themselves. Perhaps ‘proper’ children’s books are only
those which include rounded child characters, not mythical heroes or fairy tale
figures, nor improbable ciphers like ‘Polly Friendly’ or “Francis Fearful” who appear
in much eighteenth-century children’s literature. Perhaps true children’s books are
only those which take seriously the child’s point of view, and represent it
sympathetically. Or perhaps, we can identify true children’s literature because, as
Barbara Wall maintains, writers ‘speak differently in fiction when they are aware that
they are addressing children’. It is, Wall argues, a particular kind of direct ‘narrator-
narratee relationship’ that “is the distinctive marker of a children's book’.® But such
generic generalisations invite dissension, for children’s literature has become so
diverse that it is easy to think of examples that stretch any of these definitions beyond
breaking point.

Less tendentious is a means of definition that takes us back to the mid-
eighteenth century. Beyond questions of readership and response, and of generic
textual characteristics, children’s literature is a commaodity, a product that first
became securely commercially and culturally established in the age of Newbery. For

the first time, publishers like him began to devote substantial resources to a product
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that was marketed at children and their guardians. They developed separate publishing
lists of children’s books. Soon, others, such as John Marshall and William Darton,
were able to set up new businesses largely devoted to children’s books, while even
mainstream publishers found that they could not ignore the profits to be made from
this new market. The children’s books that they produced were different in
appearance, and in cost, from works published for adults. Separate advertisements
were placed in newspapers. Reviews began to appear in periodicals. By the end of the
eighteenth century an author could start to think of himself, or more typically herself,
as a writer for children only.

The rapidity of this ‘invention’ of children’s literature is remarkable. In 1750
the idea of a separate children’s literature was still very novel, but as quickly as 1780
authors were worrying that it might ‘seem superfluous to add to the number of Books
which have already been written expressly for the use of Children” and by the end of
the century commentators could complain that ‘real knowledge and real piety ... have
suffered ... from the profusion of little, amusing, sentimental books with which the
youthful library overflows’.” These anxieties prompted Sarah Trimmer to establish
the first children’s book review journal, The Guardian of Education (1802-1806), and
she found no shortage of books to subject to her careful scrutiny. The question is, how
had this proliferation happened? There is no simple answer. What is clear is that a
series of factors combined to enable the growth of children’s literature as a distinct
cultural and commercial entity. Equally obvious is that this process did not happen
abruptly, but occurred stutteringly across the course of the seventeenth and eighteenth
centuries.

One self-evidently important component of the matrix of factors that generated
children’s literature was the new status accorded to the child in the early modern
period. Philippe Aries’ view (expressed in his 1960 book Centuries of Childhood) that
modern childhood — recognised as a distinct phase of life, with its own special needs —
did not exist until the seventeenth century has been widely contested. But his general
observation that children gradually became the object of greater parental and societal
solicitude and psychological interest remains convincing. Certainly there were more
children around. The English population rose by about twenty percent between 1720
and 1770. What these demographic and cultural shifts meant was a society
increasingly full of, and concerned with, children, and willing to invest in them both

emotionally and financially.
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Education was closely bound up with this shift. For Aries, it was a new
conviction that children needed religious education that led to the recognition that
boys and girls required a period of special treatment before entering the adult world:
the period that we now call ‘childhood’. Alternatively, we might see the eighteenth
century’s increased emphasis on education as an effect, not cause, of the new concern
for childhood. Certainly, the philosophy of education become a more prestigious
subject, with Locke its most celebrated theorist. His call for simple games and books
that would engage children, and tempt them to read, has often been cited as an
important stimulus for children’s literature. But in fact, Locke’s ideas were part of a
movement already underway rather than an abrupt innovation. In 1692, a year before
the publication of Some Thoughts Concerning Education, Sir Roger L’Estrange was
already advising that ‘Lessons Themselves may be Gilt and Sweeten'd’ by
incorporating them into pleasant “Little Stories’.? The title of J.G.’s A Play-Book for
Children to Allure Them to Read Assoon [sic] As They Can Speak Plain, published
two years later in 1694, displays the same conviction that entertainment catalyses
instruction. Its subtitle - ‘Composed of Small Pages On Purpose Not to Tire Children,
and Printed with a Fair and Pleasant Letter’ — exhibits an awareness that children
ought to be provided with distinctive books of their own.

A long succession of pedagogical thinkers and practitioners followed Locke
into print, of whom Jean-Jacques Rousseau was probably the most influential.
Rousseau may have warned, in Emile (1762), against forcing boys to read too early,
but the attempt to systematise education that he and many others were embarked on
inevitably resulted in the publication of more, and more carefully crafted, children’s
books. Children in the 1780s should have been congratulating themselves “on the
circumstance of being born in those auspicious times, when children are ... the
peculiar objects whose felicity philosophers are studying to promote’, wrote the
Frenchman Arnaud Berquin in L’Ami des enfans (1782-83), a work quickly translated
into English so insistent was the requirement for new children’s books.® New
educational methods were recommended, and many new schools were established.
Even if in many boys’ schools an antiquated classical curriculum remained in place,
in many other educational contexts — the girls’ school, home education — new books,
designed especially for children, were urgently demanded and increasingly supplied.

Equally significant in the establishment of children’s literature as a separate

entity were developments within the book trade itself. The government ended pre-
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publication censorship in 1695. An Act of 1710 did much to safeguard literary
property, and a 1774 court case ended perpetual copyright in England. All this created
a more vibrant publishing industry, with greater commercial security and increased
access to established revenue streams, and a wider distribution of risk between
printers, publishers and retailers - a climate that encouraged entrepreneurialism and
innovation. Technological innovations also helped. New printing methods, especially
for illustrations, were developed, and new binding techniques pushed down prices and
facilitated easier transportation of books.

The professionalisation of literature was also important. A move away from a
patronage system to the open market helped authors of low-status, potentially mass-
market products such as children’s books. Even more crucial was the change in the
status of the novel. At the start of the eighteenth century, the novel had been widely
seen as a moral form suitable for the whole family. Increasingly though, novelists
were declining to act as the guardians of the moral welfare of the nation and its youth,
and the didactic element was replaced by greater emphasis on form, style and
narrative, amatory and erotic elements, or psychology complexity. These shifts
encouraged a new literature for children. In effect, children’s literature filled the void
which the novel’s rise to ‘maturity’, and move away from moral didacticism, had left
behind.

Perhaps most important of all in the genesis of children’s literature is the
socio-economic context. lan Watt’s thesis, in his 1957 The Rise of the Novel, that the
growth of a middle class led to the rise of the novel might have been widely
questioned, but the increasing affluence of certain sections of society was certainly a
determinant of the expansion of the market for print. The consumption of non-
essential commodities increased hugely in the eighteenth century, and children’s
books were at the centre of this ‘consumer revolution’. With handsome type,
attractive illustrations, decorative binding and sometimes even gilt-edged pages, many
early children’s books were evidently designed to appeal to children’s wish to possess
them. The establishment of a more strongly defined and self-identifying middle class
may also have benefitted the children’s book market by creating demand for a
specifically bourgeois children’s literature, contaminated neither with plebeian
associations (like chapbooks) nor aristocratic tastes (as transmitted in romances or
even fairy tales). But just as crucial as any rise in class consciousness or spending

power was the growth of the perception that social elevation was actually possible,
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even purchasable. Education, and educational books for children, were naturally
regarded as one possible motor of social mobility — a point succinctly encapsulated in
this 1808 title: The Alphabet of Goody Two-Shoes, by Learning of Which She Soon
Got Rich. To educate a child became an investment, the potential returns of social
prestige and prosperity easily outweighing the initial outlay. And social advancement
is one of the principal themes of eighteenth-century children’s books. John Newbery’s
original Goody Two-Shoes (1765), for example, dramatises not fairy-tale hopes of
sudden, random, social elevation, but the possibility of advancement through
education and hard work. The characteristics that lead to advancement are not the
traditional moral virtues of Cinderella, but the much more commercial qualities of the

successful businessman or wise housewife: diligence, thrift, caution, honesty.

Domestic origins
One further cultural shift, important in catalysing the beginnings of children’s
literature and doing much to shape the way it developed, requires more detailed
attention. This is the new understanding of parenthood that emerged in Britain from
the early eighteenth century. In particular the proprieties of motherhood were the
subject of enormous interest and endorsement, this discourse coming almost to
dominate conduct books and medical treatises, as well as portraits and belles lettres.
“The Assembly of the Birds’, a fable inserted into Sarah Fielding’s children’s book
The Governess, or, the Little Female Academy (1749) neatly sums up the principal
characteristics of the new, idealised motherhood. In a competition to find the happiest
of all birds, it is the dove who wins, even though — in fact precisely because - she does
not attend the contest, preferring to remain at her nest, nurturing her brood and
awaiting the return of her mate. Such devotion to the home, and especially to children,
was increasingly enjoined on men as well, but it was the duties of maternity that were
most emphatically stressed. Maternal breast-feeding (as opposed to the use of wet
nurses) and the personal supervision of all aspects of infancy were presented as
physically and psychologically beneficial to children, but also socially proper, morally
virtuous, and even patriotic, the surest defence against foreign foes and the best
foundation of empire. All this is neatly summed up in the Reverend John Bennett’s
Strictures on Female Education (1787):

When does she [woman] appear to so much advantage, as when, surrounded,

in her nursery, by a train of prattlers, she is holding forth the moral page for
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the instruction of one, and pouring out the milk of health to invigorate the

frame and constitution of another? When is her snowy bosom half so serene,

or when thrills it with such an innocent and pleasing rapture, as in these silent

moments of domestick attention, or these attitudes of undissembled love?
Worth noting here is the role prescribed for the mother in educating her children.
Bennett professes himself shocked that a mother could resign the education of her
children to a school or a governess. ‘No;’ Bennett insisted, ‘reason, religion, the
thrillings of affection, the voice of nature, and the voice of God, the interests of
society, the happiness of private life, the honour, the dignity and true policy of woman
— all say, that a mother should be the preceptress of her children’. *°

The great benefit of maternal education, it was held, was that mothers would
be willing to personalise curricula according to the individual needs of their children.
Locke’s educational philosophy imagined all children to be the same, their blank-slate
minds developing only according to how they were taught. But, as Mary
Wollstonecraft put it, ‘Every child requires a different mode of treatment’.** In
practice, this meant that mothers were being encouraged not only to design their own
lesson plans but also to devise new pedagogical strategies and produce their own
educational aids. Instead of ‘frequently repeating tiresome Lectures’, wrote another
commentator, the ‘tender Mother successively contrives a thousand new and pleasing
Methods to influence her Children.” She will deploy “little Surprises; Novelties
artfully managed; Walks chosen on purpose to introduce new Questions; agreeable
Recitals; a Variety of historical Cuts; every thing, in short, is employed to raise the
Curiosity, and fill up the Vacuities of that Intelligence which only waits for Ideas.’*?

Eighteenth-century fiction presents many of these innovating mothers: the
eponymous heroine of Samuel Richardson’s novel Pamela, or Virtue Rewarded
(1740-41) is perhaps the classic example, a paragon who, after her marriage to the
rakish Mr. B, invents educational stories to tell the children. But there is evidence that
real-life mothers conformed to this ideal too. Aristocratic and even royal mothers
often boasted in their letters of active engagement in their children’s education. But
the most astonishing evidence of such innovating practices is the collection of
educational tools and texts produced during the 1740s by Jane Johnson, wife of an
independently-wealthy vicar. Johnson manufactured over four hundred cards,
booklets and sets of tiles, all designed to help her teach her children before the boys

were sent away to school aged eight or ten. Perhaps the most remarkable single object
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is *A very pretty Story to tell Children when they are about five or six years of age’
(1744), a sort of moralised fairy story. In the tradition of home-made stories, Johnson
personalised the narrative, naming the two central characters after her two oldest
children. What is striking about all Johnson’s artefacts is the care with which they
were made, and her evidently very substantial investment time and money. The
images are skilfully drawn and coloured; the texts expertly composed or painstakingly
transcribed; the cards and booklets are carefully cut and trimmed, and sometimes
augmented with commercially-available prints or paper. These were exceptionally
fine examples, but it seems not unlikely that many of Johnson’s contemporaries
produced similar materials for their children, even if, regrettably, they have not
survived.

Jane Johnson was producing these materials between 1742 and 1747, just after
Richardson had described the ideal of maternal education in Pamela and at the same
time as Thomas Boreman, Mary Cooper and John Newbery were making their
experiments with publishing children’s books in London. The agreement of dates
makes it difficult to resist speculating, as Victor Watson has done, that the
commercial ventures should be understood not as ‘the “beginning” of children’s
literature’, but as the emergence into the public realm “of a traditional private and
domestic nursery-culture - undervalued, orally transmitted from one generation to the
next, responsive to changes in contemporary thinking, making a pragmatic use of
available materials, and mostly sustained by mothers.”** This is almost to accuse
Newbery and others of expropriating somebody else’s property, profiting from
something that had been available for free, and masculinising something that had
previously been produced and controlled by women. But the commaodification of
homemade products was common in eighteenth-century print culture. Alphabet and
picture cards or tiles (common educational aids), “‘dissected maps’ (geographical
jigsaws) and ‘flap-books’ (with pages glued at the edges so that they could be turned
up or down to reveal new scenes) were all apparently first made at home before they
went into commercial production in the second half of the eighteenth century. And
notably, what was being appropriated by the producers of these new commodities was
not only the product itself, but the whole ethos of maternal education. When Ellenor
Fenn published The Art of Teaching in Sport (1785) to accompany a set of educational

toys, she was adamant that the book was to be used only by a mother (or perhaps an
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elder daughter). We should not regard the commercialisation of domestic education as
a kind of piracy, then, but rather as two elements of the same movement.

Nor should we imagine that commercial children’s literature suddenly
superseded domestic practises and homemade products. Rather, printed and
homemade children’s texts continued to be produced in tandem. Fables in
Monosyllables (1783), also by Fenn, gives a nice indication of this symbiotic
relationship. Her preface explains ‘To My Little Readers’ how the book was designed
for one little boy:

One day I met with some nice, clear, large print let-ters; and | cut them out,

and stuck them on card; then laid them thus, c-a-t — cat, d-0-g — dog; and he

said the words at sight.

Was this not nice?

Then it came in mind to print with a pen for him; so | made tales of the dog,

and the cat, and such short words — Should you not jump for joy? — He did.**
Fenn had apparently taken a commercially available product (the printed letters),
stuck them onto card and turned it into an educational game, then written stories
based on this game, and then published a book based on these stories. The home-

produced and the commercially-available were intertwined.
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Figure 1: Lady Ellenor Fenn, Fables in Monosyllables. London: J. Marshall, [1783],
frontispiece and title-page
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Indeed, the role of the mother as the proper provider of education was
continually stressed throughout the first generations of commercial children’s
literature. She is placed in the very most prominent place possible — the frontispiece —
in many books, including Newbery’s A Little Pretty Pocket-Book and Fenn’s Fables
in Monosyllables (fig.1). Here she hands over a book, doubtless Fables in
Monosyllables itself, to a child, presumably her own. The symbolism is clear: this
mother is giving her child the book as a continuation of her own tuition, and, in more
general terms, the book is being identified as an admissible component of domestic
education. The book’s full title - ‘Dialogues between a Mother and Children’ —
confirms how the book should be used, and the preface directly address the ‘judicious
mother” who ‘condescends to prattle with her children’, and ‘thus infuses ideas in
their tender minds, whilst she engages their affections’. Also characteristic of the
children’s books of this period is the dedication to Fables in Monosyllables, a
carefully choreographed acknowledgement that the book had been written for a
particular child (in this case, her adopted son): “You are now at the same age as my
boy was, when | wrote this book for him”.*®

Stressing that their books were first produced for their own children was a
rhetorical act, designed to place the new work in a respectable tradition, linking it
with conduct books written for particular children throughout the early modern
period, such as Fénelon’s Télémaque or Lord Chesterfield’s Letters Written to his Son
(1774), and perhaps to such widely-known cultural motifs as St. Anne teaching the
Virgin, or Venus teaching Cupid. It asserted the efficacy of the books, arguing that the
text had been trialled by real children and found beneficial. It might be seen as a
staking out of territory: ‘It seems ... a very easy task to write for children’, wrote
Maria Edgeworth, before adding ‘Those only who have been interested in the
education of a family ... who have daily watched over their thoughts and feelings ...
can feel the dangers and difficulties of such an undertaking’, effectively disallowing
anyone but mothers from producing children’s literature.™® But it also may have acted
as an apology for the “intrusion’ into the public sphere by women professedly anxious
about transgressing against domestic propriety. Thus in 1785 Dorothy Kilner insisted
that she had ‘written without the most distant thought of publication’ and reluctantly
‘consented’ to publish only after her friends had convinced her of “the service in

future life, [the book] may possibly afford you, my dear children.”*” These pre-
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emptive justifications were placed in the paratextual ‘vestibules’ of the books —
prefaces, dedications, frontispieces — because they were designed to reach parents
choosing books for their children to use, not the children themselves. This gives an
indication of what was surely the principal purpose of the claim that the books had
been designed for, and first used by, actual children: the alleviation of any anxiety that
real-world mother-child relations could be destabilised by the new commodity. These
paratexts offered the assurance that children’s literature was not intended to supplant,

but to supplement, the parent.

Specific and symbolic origins
Another way of thinking about the origins of children’s literature is to consider what
is known about the genesis of individual books. Originary ‘myths’ have developed
around many of the most successful. These are very often accounts of how the book
grew from a story told privately by a particular adult to particular children. Carroll’s
Liddell girls, Barrie’s Llewelyn Davies boys and Rushdie’s Zafir have already been
mentioned, but others are to be found in every period and genre. Robert Louis
Stevenson famously based Treasure Island (1881) on the map he made for his step-
son, and unfolded the story to him every night as it was being written. Frances
Hodgson Burnett wrote Little Lord Fauntleroy (1886) in response to her son Vivian’s
questions about the English aristocracy, and modelled the hero on him. G. A. Henty
wrote his first adventure story, Out on the Pampas (1871), for his own children,
whose names he used for the four protagonists. A. A. Milne turned his son’s
playthings into characters in the Pooh stories. Thomas Hughes wrote Tom Brown’s
Schooldays (1857) to counsel his eight-year old about school life. It is ‘common
knowledge’ — repeated in biographies, reference books and on countless websites -
that The Wind in the Willows (1908) and The Hobbit (1937) began as bedside stories,
that Watership Down (1972) was first told to Richard Adams’ daughters on long car
journeys, that The BFG (1982) was for and about Roald Dahl’s granddaughter Sophie,
that Robert Cormier’s son actually did refuse to sell chocolates for his school’s annual
sale. Although some authors try to repudiate such myths, others have endorsed or
even instigated them. Of his prize-winning The Machine Gunners (1975), for
instance, Robert Westall recalled,

I ... only intended to read it to my son. It was my gift to him.... | read him the

chapters as soon as | had written them, at Sunday teatime. He was the most
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savage of critics: if a part bored him he’d pick up a magazine and start reading

that instead. The parts that left him cold, I crossed out, which is perhaps what

gives the book its pace. But I had no thought of trying for publication. ... Itis,

I suppose, ironical that a book written solely for one boy has sold over a

million copies.

Echoing C. S. Lewis’ views on the ‘good ways’ of writing for children, Westall has
mused ‘Perhaps all the best books start by being written for only one child, and that
child very close to you.”*®

No doubt many of these accounts are perfectly true, but the basic story of a
tale told by a parent to a child, with publication only as an afterthought, has been so
recurrent that it must often seem more symbolic than biographical. Certainly these
accounts can sometimes to be very tightly bound together with the works themselves.
Take the complicated though conventional origin story behind William Makepeace
Thackeray’s The Rose and the Ring (1855) for instance. First told to the unwell
daughter of a friend, the story was based on pictures Thackeray had drawn for his
children, and was then finished when his own daughter became ill. Because it is
largely concerned with matriarchal power and its absence, U.C. Knoeflmacher reads
the fairy tale as an attempt ‘to reinstate the maternal femininity’ from which
Thackeray ‘felt so profoundly cut off” by childhood separation from his own mother
and then the insanity of his wife, the mother of his children. By emphasising
Thackeray’s attempt “To be father and mother too’, as he later put it, the originary
story endorses, and almost becomes part of, the literary text.'® The same is true, more
famously, with the ‘originary myths’ that have grown up around Alice’s Adventures in
Wonderland and Peter Pan. Most biographers and critics, and many general readers
too, would struggle not to read the texts in the light of, respectively, what is known
(and surmised) of Carroll’s relationship with Alice Liddel and Barrie’s with the
Llewelyn Davies boys.

Taking a longer view though, the continued emphasis in these originary myths
on individual adults telling stories to individual children can be understood as the
persistence of the motif that had been such an important element in the establishment
of children’s literature in the eighteenth century. The stories remain a sort of paratext,
preparing the reader (the child end-user, but more especially the adult purchaser) for
the text. One might argue that these originary stories are demeaning, for by rooting

children’s literature in the domestic they necessarily construct the children’s author as
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an amateur, however gifted. Portraits of children’s authors can exhibit this clearly: the
images of E. Nesbit and Enid Blyton owned by the UK’s National Portrait Gallery for
instance show them with their daughters sitting at their feet. It is difficult to imagine
two more professional authors than Nesbit and Blyton yet their authorial success, the
portraits assert, emanates from their motherhood, not their literary prowess or
commercial acumen. But these images, like the origin stories in general, are the
equivalent of eighteenth-century frontispieces, and, even if they belittle the authors
and the genre, they still perform a particular kind of ideological work that requires
investigation.

Here, for instance, is another paratext, Rudyard Kipling’s invocation of his
daughter ‘Effie’ as the inspiration for some of his early Just So Stories for Little
Children:

Some stories are meant to be read quietly and some stories are meant to be

told aloud. ... All the Blue Skalallatoot stories are morning tales (I do not

know why, but that is what Effie says). All the stories about Orvin Sylvester

Woodsey ... are afternoon stories because they were generally told in the

shade of the woods. You could alter and change these tales as much as you

pleased; but in the evening there were stories meant to put Effie to sleep, and

you were not allowed to alter those by one single little word. They had to be

told just so; or Effie would wake up and put back the missing sentence.?
Kipling presents Effie as his muse, which no doubt she was. But the domestic origin
of the stories is very strategically deployed. It frames the stories neatly, and advertises
their particular qualities and merits. It enables Kipling to create a hinterland for them,
as if they have emerged from a whole mythology (the Blue Skalallatoot and Orvin
Sylvester Woodsey stories no longer exist, if they ever did). And it endows Effie, and
through her all child readers, with a flattering agency in the creation and conservation
of stories. But it also continues to do what those eighteenth-century prefaces and
dedications had done. It asserts that the text had been successfully ‘road-tested’; it
apologises, albeit archly, for presuming to intrude the domestic into the public sphere;
it allays any anxieties that a children’s book might somehow usurp the role of the
parent.

There may be many reasons, then, both specific and general, factual and
symbolic, unconscious and contrived, for these biographical accounts of the

inceptions of children’s books. But these originary stories are at least partly the
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vestige of the historical origins of children’s literature, developed at first within the
home, and then as a commercial product that deployed a rhetoric of domesticity to
justify and advertise itself. In this sense, all these different kinds of origin — the
historical, the domestic and the biographical — coalesce. It seems that even today,
children’s literature has not been entirely able to escape the conditions, and anxieties,

of its origins.
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EN—RME > REEERFHSE M —EE M ° Frances Hodgson Burnett /Y Z[0] %
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XN (paratext)  XANJIREHHEE R FEARRRRNERE » BLEEHAETEE
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ERARS A R LGP T RE S aFERL F ik f e a A
5 A A NG B3 2 BRI
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% ANEHAAREEEEENES AWRERLE . £AE (Aidan Chamners) £
WIOELTIY (3E55) (Signal) MVEET - Tl » (PRI A4 —BBAIEAE T EBELA
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