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Modern British Dramatists, 1900-1945, 2 parts,
edited by Stanley Weintraub (1982)

American Humonists, 1800-1950, 2 parts, edited
by Stanley Trachtenberg (1982)

American Realists and Naturalists, edited by
Donald Pizer and Earl N. Harbert (1982)
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edited by Stanley Weintraub (1982)
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Jay L. Halio (1983)
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The Beats: Literary Bohemans in Postwar Amer-
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Plan of the Series

... Almost the most prodigious asset of a country, and
perhaps its most precious possession, s its native literary
product—when that product is fine and noble and endur-

ing. i
8 Mark Twain*

The advisory board, the editors, and the pub-
lisher of the Dictionary of Literary Biography are
joined 1n endorsing Mark T'wain’s declaration. The
literature of a nation provides an inexhaustible re-
source of permanent worth. It i1s our expectation
that this endeavor will make literature and its
creators better understood and more accessible to
students and the literate public, while satistying the
standards of teachers and scholars.

To meet these requirements, literary biography
has been construed in terms of the author’s
achievement. The most important thing about a
writer 1s his writing. Accordingly, the entries in DLB

are career biographies, tracing the development of

the author’s canon and the evolution of his reputa-
tron.

The publication plan for DLB resulted from
two years of preparation. The project was proposed
to Bruccoli Clark by Frederick G. Ruftner, presi-
dent of the Gale Research Company, in November
1975. After specimen entries were prepared and
typeset, an advisory board was formed to refine the
entry format and develop the series rationale. In
meetings held during 1976, the publisher, series
editors, and advisory board approved the scheme
for a comprehensive biographical dictionary of per-
sons who contributed to North American literature.
Editorial work on the first volime began in January
1977, and it was published in 1978.

In order to make DLB more than a reference
tool and to compile volumes that individually have
claim to status as literary hist()r);, it was decided to
organize volumes by topic or period or genre.
Each of these freestanding volumes provides a bio-
graphical-bibliographical guide and overview for a
particular area of literature. We are convinced that
this organization—as opposed to a single alphabet
method —constitutes a valuable innovation in the
presentation of reference material. The volume
plan necessarily requires many decisions for the
placement and treatment of authors who might
properly be included in two or three volumes. In

-

*From an unpublished section of Mark Twain’s autobiography,
copyright © by the Mark Twain Company.

1X

some instances a major figure will be included n
separate volumes, but with different entries em-
phasizing the aspect of his career appropriate to
each volume. Ernest Hemingway, for example, is
represented in American Writers in Paris, 1920-1939
by an entry focusing on his expatriate appren-
ticeship; he 1s also in American Novelists, 1910-1945
with an entry surveying his entire career. Each vol-
ume includes a cumulative index of subject authors
and arucles. The final DLB volume will be a com-
prehensive index to the entire series.

With volume ten i 1982 1t was decided to
enlarge the scope of DLB. By the end of 1986 twenty-
one volumes treating Britush literature had been
published, and volumes for Commonwealth and
Modern European literature were in progress.
The series has been further augmented by the DLB
Yearbooks (since 1981) which update published
entries and add new entries to keep the DLB cur-
rent with contemporary activity. There have also
been occasional DLB Documentary Series volumes
which provide biographical and critcal back-
ground source materials for figures whose work
1s judged to have particular interest for stu-
dents. One of these companion volumes is entire-
ly devoted to Tennessee Williams.

The purpose of DLB 1s not only to provide
reliable information in a convenient format but also
to place the figures in the larger perspective of
literary history and to offer appraisals of their ac-
complishments by qualified scholars.

We define literature as the intellectual commerce
of a nation: not merely as belles lettres but as that
ample and complex process by which ideas are gen-
erated, shaped, and transmitted. DLB entries are
not limited to “creative writers” but extend to other
figures who in this time and in this way influenced
the mind of a people. Thus the series encompasses
historians, journalists, publishers, and screen-
writers. By this means readers of DLB may be aided
to perceive literature not as cult scripture in the
keeping of cultural high priests but as at the center
of a nauon’s hfe.

DLB includes the major writers appropriate to
each volume and those standing in the ranks im-
mediately behind them. Scholarly and critical coun-
sel has been soughtin deciding which minor figures
to include and how full their entries should be.
Wherever possible, useful references are made
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to tigures who do not warrant separate entries.

Each DLB volume has a volume editor respon-
sible for planning the volume, selecting the figures
for inclusion, and assigning the entries. Volume
editors are also responsible for preparing, where
appropriate, appendices surveying the major peri-
odicals and literary and intellectual movements
for their volumes, as well as lists of further readings.
Work on the series as a whole 1s coordinated at the
Bruccoli Clark Layman editorial center i Co-
lumbia, South Carolina, where the editorial staff is
responsible for the accuracy of the published
volumes.

One fteature that disinguishes DLB 1s the il-
lustration policy —its concern with the iconography
of literature. Just as an author is influenced by his
surroundings, so is the reader’s understanding of
the author enhanced by a knowledge of his envi-
ronment. Theretore DLB volumes include not only
drawings, paintings, and photographs of authors,
often depicting them at various stages in their
careers, but also illustrauons of their families and
places where they lived. Title pages are regularly
reproduced in facsimile along with dust jackets for
modern authors. The dust jackets are a special fea-
ture of DLB because they often document better

than anything else the way in which an author’s
work was launched in its own time. Specimens of
the writers’ manuscripts are included when feasible.

A supplement to DLB—tentatively utled A
Guide, Chronology, and Glossary for American Litera-
ture— will outline the history of literature i North
America and trace the influences that shaped 1it.
This volume will provide a framework for the study
of American literature by means of chronological
tables, literary aftfiliation charts, glossarial entries,
and concise surveys of the major movements. It has
been planned to stand on its own as a vade mecum,
providing a ready-reference guide to the study of
American literature as well as a companion to the
DLB volumes for American literature.

Samuel Johnson rightly decreed that “The
chief glory of every people arises from its authors.”
The purpose of the Dictionary of Literary Biography 1s
to compile literary history in the surest way avail-
able to us—by accurate and comprehensive treat-

ment of the lives and work of those who contributed
to It.

The DLB Advisory Board



Foreword

American writing for children from 1960 to
the present, especially poetry, picture books, and
nonficton, retlects the healthy respect for the
mind of the child expressed by noted children’s
poet Harry Behn. In his provocative study Chrysa-
lis: Concerming Children and Poetry (1968), Behn
states: “Knowing children better than 1 do most
adults, at least finding their behavior more under-
standable, 1 behieve them to be a disunct, wise,
world-wide domimmion worthy of celebraton for
their courage, dignity, and vision.”

The clear-eyed vision of the poets who
wrote for children during the twenty-six-year peri-
od covered 1n this volume underscores Behn’s re-
quirements for poetry: “to waken wonder and
dehight, to make magic or music, or to call up
something beautiful or wise out of a true
dream.” These poets employed diverse ap-
proaches to the everyday world of the child
through their original writing as well as their care-
fully designed anthologies of poetry.

The poetry of Harry Behn, David McCord,

and Norma Farber provides a child’s-eye view of

life, laced with humor, in language that pleases
and stretches the youthful parucipant. Eve
Merriam, one of the most prolific and much an-
thologized poets of the period, jomned her peers
i addressing the serious as well as the fun as-
pects of life. Her poetry provides springboards
for discussion of the social upheaval of the 1960s
and 1970s.

Nancy Larrick’s anthologies of poetry, in-
cluding one coedited with Merriam, -otfer the-
matic approaches to poetry, "both retrospective
and current. In addruon, Jack Prelutsky’s The Ran-
dom House Book of Poetry for Children (1983), illus-
trated by Arnold Lobel, the Oxford
University Press publications cited i the poetry
section of “Checklist of Further Readings™ at the
end of this volume demonstrate the broad scope
of poetry, both old and new, available to enrich

and

the mind of the contemporary child.

that the child
would only come to an appreciation of the poet’s
craft through an mformed
cducator—Eve  Merriam, Nancy

Convinced contemporary
a(lull“p;u‘cm or

Larnick, and

X1

noted children’s poet Myra Cohn Livingston
wrote extensively concerning the use and abuse
of poetry. Their sharply focused professional writ-
g underscores the mmportance of quality pro-
grams of poetry appreciation i language arts
education.

Anne Devercaux Jordan’s afterword to this
volume, “Children’s Book Illustration in the Twen-
tieth Century,” provides a succinct chronology of
the development of picture books and carefully
delineates art styles and criteria applicable to this
important genre of children’s hterature. The

user of this volume 1s encouraged to read

Jordan’s contribution and to consult the numer-

ous works cited m the picture-book section of
“Checklist of Further Readings.” Especially note-
worthy are Lyn Ellen Lacy's Art and Design in
Children’s Picture Books: An Analysis of Caldecoltt
Award-Wmmmng  Books (1986) and Perry Nodel-
man’s chapter, “How Picture Books Work,” m
Image and Maker (1984), edited by Harold Dar-
ling and Peter Neumeyer.

Educatonal reforms and increased federal
funding for education programs through the Na-
tonal Defense Education Act of 1958 and the Ele-
mentary and Secondary Education Act of 1965
spurred publishers to increase their output of non-
ficton books for children. In turn, the mcreased
interest 1 the genre as a viable tool for class-
room and self-education acuviues produced spe-
cific criteria for evaluating the output. Margery
Fisher’s Matters of Fact (1972) and a special issue
of Library Trends (April 1974), focusing on sci-
ence materials for children, were two carly ef-
forts to establish criteria. Numerous artcles
appeared in professional journals in the 1970s
and early 1980s, and many of these plus excerpts
from Fisher’s book are reproduced in Jo Carr’s Be-
yond Fact: Nonfiction for Children and Young People
(1982).

Pioneer writers of the genre include Gene-
vieve  Toster and  author /illustrator  Leonard
Iisher, whose books set standards for nonfiction.
Milton Meltzer’s carefully documented studies of
social 1ssues and the people mvolved i these is-
sues provide readers with viewpoints that encour-
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Harry Behn

(24 September 1898-6 September 1973)

Jon C. Stott
Unwversity of Alberta

BOOKS: Swesta (Phoenix: Golden Bough, 1931);

The Grand Canyon, as Giles Behn (Los Angeles: Pri-
vately printed, 1935);

The Laittle Hill (New York: Harcourt, Brace, 1949);

All Kinds of Time (New York: Harcourt, Brace,
1950);

Windy Morning (New York: Harcourt, Brace, 1953);

The House Beyond the Meadow (New York: Pan-
theon, 1955);

The Wizard in the Well (New York: Harcourt,
Brace, 1956);

The Pamnted Cave (New York: Harcourt, Brace,
1957);

Timmy’s Search, illustrated by Barbara Cooney
(Greenwich, Conn.: Seabury, 1958);

The Two Uncles of Pablo, illustrated by Mel
Silverman (New York: Harcourt, Brace,
& World, 1959; London: Macmillan, 1960);

Sombra (Copenhagen: Christtreu, 1961);

Roderick, illustrated by Silverman (New York:
Harcourt, Brace & World, 1961);

The Faraway Lurs (Cleveland: World, 1963); repub-
lished as The Distant Lurs (London:
Gollancz, 1965);

Omen of the Burds (Cleveland: World, 1964; Lon-
don: Gollancz, 1965);

The Golden Hwe (New York: Harcourt, Brace &
World, 1966);

Chrysalis;  Concerning  Children and Poetry (New
York: Harcourt, Brace & World, 1968);

What a Beautiful Nowse, illustrated by Harold

Berson (New York: World, 1970).

-

Harry Behn (Gale International Portrait Gallery)

TRANSLATIONS: Ramer Maria Rilke, The
Duino Elegies, translated and illustrated by
Behn (Mount Vernon, N.Y.: Peter Pauper,

1957);
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Cricket Songs (New York: Harcourt, Brace &
World, 1964);

More Cricket Songs (New York: Harcourt Brace
Jovanovich, 1971).

MOTION PICTURES: The Big Parade, scenario
by Behn, M-G-M, 1925;

Proud  Flesh, scenario by Behn and Agnes
Christine Johnson, M-G-M, 1925;

La Bohéme, continuity by Behn and Ray Doyle,
M-G-M, 1926;

The Crowd, scenario by Behn, King Vidor, and
John V. A. Weaver, M-G-M, 1928;

The Racket, scenario by Behn and Del Andrews,
Caddo, 1928;

Frozen Ruwver, adaptation by Behn, Warner Bros.,
1929;

The Sin Sister, scenario by Behn and Andrew
Bennison, Fox, 1929;

Hell’s Angels, scenario by Behn and Howard
Estabrook, Caddo, 1930.

Although Harry Behn wrote children’s nov-
els, adult poetry, a critical book, and two transla-
tons of Japanese haiku, he 1s best remembered
for his seven volumes of poems for children. All
but one illustrated by the author, they capture
the experiences of the growing child as he con-
fronts the inner world of his imagination and the
outer world of his senses. In the tradition of the
major romantic poets, Behn focuses on a specific
incident or moment of time and portrays sensi-
tuvely not only the perceptions but the responses
of the perceiver.

Born in Yavapar County, Arizona, to Henry
K. and Maren Christensen Behn, Harry Behn
grew up in the desert and mountain country of
the Southwest. As a boy he was an avid reader;
Hans Chrisutan Andersen, William Blake, and
George MacDonald were his favorite writers. In
Chrysalis; Concerning Children and  Poetry (1968),
Behn said of these writers, “T'heir search was for
a wholeness of vision eternally renewed by chil-
dren, a healthy wonder that helps to cohere an un-
stable society fractured by causes and divided by
reason.” As a child in Arizona, Behn spent much
of his ume with the native Indians, playing with
many of the boys and listening to the old tales of
the elders. From these people he learned “a cere-
monial response to the earth, to the dancing sun
and singing winds; how to live in a world as magi-
cal as a dream; to speak with a soft voice as white-
wing doves do on evenings in summer.” After

graduation from high school he lived for a sum-
mer with the Blackfoot people of Montana. Behn
later paid tribute to one of his Indian friends in
his poem “Discovery.”

Behn moved away from Arizona in 1918.
He studied briefly at Stanford University, then
earned an S.B. degree from Harvard in 1922,
He spent a year studying in Sweden, married
Alice Lawrence, helped raise a daughter and two
sons, worked as a scenarist in Hollywood, and pub-
lished Siesta (1931) and The Grand Canyon (1935),
two books of poetry for adults. In 1938 Behn re-
turned to Arizona, but not to rest. For nine years
he taught creative writing at the University of Ari-
zona. He was active in founding the University
Radio Bureau and was the founding editor of the
Arizona Quarterly. From 1940 to 1947 he was vice-
president of the Tucson Regional Plan. As his chil-
dren were growing, he wrote many stories and
poems for them. In 1947 Behn moved to Green-
wich, Connecticut, an area which, he said, re-
minded him of the Arizona mountains of his
youth. Two years later he began his distinguished
career as a writer of poems and stories for chil-
dren with the publication of The Luttle Hall (1949).
Behn illustrated and designed many of his fif-
teen children’s books. In 1967 he received the
George G. Stone Center for Children’s Books Rec-
ognition of Merit Award. He died 6 September
1973.

Behn’s six novels retlect his knowledge and
love of nature and his respect for the integrity of
the young child. The Two Uncles of Pablo (1959),
the story of a Mexican child who 1s torn between
loyalty to two uncles of vastly differing character;
Roderick (1961), the tale of a crow who wishes to be-
come a meadowlark; and The Faraway Lurs
(1963), an adventure set in Bronze Age Den-
mark, are Behn’s best-known novels, though
these stories are not widely read today.

In his poems Behn “tried to capture those
early years of primitive awareness.” The arousing
of wonder and delight based on the earliest, deep-
est, and nonrational responses to the world were,
to him, the goals of poetry. “All we have to do
... to find the source of poetry,” he wrote, “is to
track back within ourselves, back to the begin-
nings of the ancient energies that have come to
us in myth. ... Poetry 1s such experience frac-
tured and reformed mto shapes that the mind

.. can assimilate. Poetry is a pursuit (in words)
of all beauuful mysteries.” He particularly hoped
that his poems would be read by children in cit-
1es, for he felt that they had been most cut off
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Title-page spread for Behn's 1959 novel about a Mexican child torn between loyalty to two uncles of vastly differing character
(Harcourt, Brace)

from the natural rhythms and energies of life. In
the Indians, who lived close to the earth, he
found people who had maintained a direct con-
tact with nature.

Not surprisingly, therefore, Behn’s poems
deal with rural subjects; many are set in New En-
gland, the majority in the Southwest. Often they
are about the simple ordinary aspects of a child’s
life. In “Far Away in the Morning” a small child
wishes he were with the older children playing in
the school yard. In “Teddy Bear” the speaker
spanks his toy for staying awake too late. “Hallow-
een,” “A Christmas Carol,” and “Fourth of July”
celebrate annual festvals. “Miss  Jones,” “Mr.
Potts,” and “Gardeners” are about adults in the
child’s hife.

Behn’s best poems are about the mysteries
of nature and of ume as perceived and experi-
enced by the child. Like William Blake, Behn be-
lieved that the child possessed visionary powers.

“Children see a world in every least thing,” and
they have a “willingness to wonder” in the senses
of both questioning and feeling awe. They are, as
well, “perfectly at ease with opposites.” Often
their deepest responses to nature are accompa-
nied by a feeling of loneliness. Thus, in Behn'’s
poems there i1s seldom more than one persona,
the observer of nature.

There are three types of time in Behn’s po-
etry: that measured by clocks, that experienced
by a child, and that by which nature ceaselessly
moves. In All Kinds of Time (1950) a five-year-old
ponders the mysteries of time. At first he personi-
fies clocks and takes one apart to try to find an-
swers, only to discover that “even their ticking 1s

just talk. Tick-talk.” Then he tries to compare

time to the known elements of his life: “Seconds

are bugs ... seasons are wild flowers tame flow-

ers g()l(lcn flowers and snow. ... Centuries are

George Washington.” He comes to understand
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that the rhythms of the seasons are a kind of
tuume. The poem concludes with the clock the boy
dismantled running crazily and then stopping.
He explains that the only part he left out was a
“ny wheel with a spring/like a butterfly’s
tongue . ..” which, he suggests, may be “now or
perhaps, forever.” The image 1s important: the
spring looks like something from nature; time 1s
not mechanical, it 1s a part of nature. The poem
1s simple, yet profound. The language and 1m-
agery are a child’s, as 1s the vision. The poem 1s
what Behn often called a “ceremony of inno-
cence.” Many of the nature poems celebrate the
continuity of time and rhythms of the seasons. In
“Waiting” dormant plants and hibernating bears
await spring; “September” (The Golden Hive,
1966) 15 a ume “When summer is almost gone /
And autumn almost begun.”

The most intense experiences in the poems
generally take place when the individual 1s alone,
in the quiet, sull umes of dawn or dusk. In
“Early” (The Luttle Hill, 1949) Behn writes:

Before the sun was quite awake
I saw the darkness like a lake
Float away in a little stream

As swift and misty as a dream.

“Now” (The Wizard in the Well, 1956) describes twi-
light as “forever between / Music and silence, the
invisible and the seen.” One of Behn’s most mean-
ingful poems about a solitary experience in na-
ture 18 “The Errand,” from The Golden Hive,
which the author has called “a book of poems
about stullness.” Riding alone across the desert, a
boy delivers a book to the empty farmhouse of
his father’s friend, and, as the day ends, he re-
turns home:

Nothing happened. The sun set,

The moon came slowly up, and yet
When 1 was home at last, I knew

I'd been on an errand I'd never forget.

Beneath its descriptive surface lies the profound
experience of a boy’s growing up.

Behn has been highly praised for two vol-
umes of translated Japanese haiku, Cricket Songs

Dust jacket for Behn’s 1964 volume of translated Japanese
hatku. A second volume, More Cricket Songs, was pub-
lished in 1971 (Harcourt, Brace & World).

(1964) and More Cricket Songs (1971). Each haiku
15, Behn says in Chrysalis, “an experience of illumi-
nation,” and each fulfills his criteria for a good
poem: “Anything or any experience, to become a
poem, must be presented with a careful incom-
pleteness of information.”

Behn achieves these qualities 1n his own
works, as well as in his haiku translauons. His de-
scriptions are not overwhelming and his state-
ments are simple, suggesting rather than forcing
an impression. In reading his best poems, one 1s
not (with the notable and highly successful excep-
tion of “Halloween”) aware of the techniques of
poetry. Rhyme, rhythm, and stanza patterns are
used with a subtlety that 1s unusual in children’s
poetry.
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A lhifetime of travel, reading, and art 1s the
source of ins])il‘zlli()n for author-illustrator Mar-
cia Brown, resulting i dozens of picture books
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for children that are 1‘cl‘1‘(’.shingly uniquc. Her ca-

reer m the field of children’s literature 1s one of

great distinction: she 1s the only three-time win-
ner of the Caldecott Medal and has receiwved the
Caldecott
Brown was the American nominee for the Hans
Christian illustraton 1n
1966 and again m 1975 and has received many
awards, such as the University of Southern Missis-
sippt Medallion and the Regima Medal. Both
awards are given for the body of an author’s
work. Her artwork has been exhibited widely, in-
cluding presentations at the Brooklyn Museum, Li-
brary of Congress, and Carnegie Institute.

Born 13 July 1918 in Rochester, New York,
to Clarance Edward and Adelaide Zimber Brown,
Marcia Brown was encouraged at a young age to

Honor Award for six of her books.

Andersen Award for

use her eyes for more than just looking. One of

her earliest studios was a kitchen wall that her fa-
ther, a minister, had painted for her to use, and
by the time she was a teenager Brown had deter-
mined she wanted to be an arust. However, for
practical purposes, Brown enrolled at the New
York College for Teachers (now the State Univer-
sity of New York at Albany) and received her
B.A. mn 1940. During the summers while she was
i college she took mstruction in painting from
Judson Smith at the Woodstock School of Paint-
g i New York. After graduation she taught
high-school English and drama for several years
i Cornwall, New York, before moving to New
York City to study art with Yasuo Kuniyoshi and
Stuart Davis at the New York School for Social
Research. Also, she worked i the Central
Children’s Room of the New York Public Library
from 1943 to 1948, where she was exposed to
the library’s international collection as well as the
chientele. She gained invaluable experience in the
world of children’s hiterature.

Brown’s concern for the quality of a book
goes far beyond her individual contribution as il-
lustrator and writer. She regards the connection
between author and publisher, and the printing
process atself, as one of great importance.
Equally important 1s her belief that the author
should have consideration for his audience, both
the adult who buys the books being published
and the child for whom the books are written.

Brown regards books as one of the building
blocks of a child’s personality. Although it may
be difficult to specify the exact effect books have
on children, m Lotus Seeds: Children, Pictures and
Books (19806),

Brown seces the importance of their
mfluence “nimages that will not be erased, in peo-
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ple as real as those we know, conversations
heard as echoes.” And 1if children’s books can 1n-
deed be responsible for shaping attitudes and be-
licfs, Marcia Brown believes that the building of
the self requires heroes whose hves reflect true
goodness in act and spirit. This theme is a con-
stant thread throughout her work. The beauty of
her illustrations and the elegance of her prose
imbue the humane spirit of her characters with be-
nevolence.

Another distinctive quality  of  Marcia
Brown’s stories is a sense of timelessness. One
may recognize as contemporary the city or the
country setting of a story although the story itself
retains an ageless quality. Brown’s first book, The
Little Carousel (1946), portrays the adventure of a
particularly lonely boy who hears the sound of a
merry-go-round nearby and is built around
Brown’s vivid description of a bustling neighbor-
hood in Greenwich Village, where the author her-
self moved upon first arriving in New York City.

Clever French soldiers and a rusuc French
village filled with skeptical peasants are featured
in Brown’s next book, Stone Soup (1947). To
Brown, folklore is an important and vital posses-
sion for one generation to pass along to the next,
and Stone Soup 1s the first of many folktales she
would retell and 1llustrate in her career. This well-
paced, circular story begins and ends with an illus-
tration of three soldiers walking down a dusty
road—hungry in the first scene and well fed m
the last. Much galety arises from the illustrations
of healthy peasants feigning starvation and cun-
ning soldiers preparing a soup from stones. Stone
Soup was a Caldecott Honor Book, has been trans-
lated mto French (Une Drole de Soupe, 1960) and
has been produced as a short film i English and
Spanish.

Along with her mterest i folklore, Marcia
Brown 1s also fascinated by different cultures.
She has traveled extensively to islands and coastal
areas around the world. Her first book that re-
flects this lifelong attraction 1s Henry-Fisherman: A
Story of the Virgin Islands (1949), a Caldecott
Honor Book. The illustrations are striking and re-
alistic, stemming from the summers that Brown
spent on St. 'T’homas. Brown uses predominantly
bright colors of blue and orange and an unusual
typeface to suggest the strong, exotic flavor of 1s-
land life. In addition her use of alternating color
schemes gives the book movement reminiscent of
water and island breezes. This simple story is of
Henry, a young island boy who fulfills his great-
est wish: to go fishing with his father. Henry
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emerges as a true hero as he outswims a great
shark while working on the fishing nets. He be-
comes a romantic figure not by his actions alone
but through the language of the story, the unfamil-
tar expressions and dialect that set him apart
from the reader.

While her may follow
themes, each of Marcia Brown’s books 1s unique.
What makes each distinct 1s often a result of her
continual explorauon mto different mediums.
One of her favorite techniques has been to create
woodcuts by sketching onto pine blocks with char-
coal and making corrections before cutting the
image nto the block. Her often spare designs pro-
vide a simple yet dramatic effect.

Simphicity and accuracy of detail are impor-
tant aspects of Dick Whittington and His Cat
(1950). The historical setting 1s portrayed in lino-
leum cuts, and only two colors, gold and black,
are used I the stark illustratons that set the
tone for this story of a boy’s rise from rags to
riches. Dick Whittington becomes a symbol of vir-
tue which, despite hardship and because of stead-
fast  spirit  and unselfishness, 1s ulumately
rewarded. In Lotus Seeds Brown asserts, “the most
honest books we can give our children do not tar-
nish the dazzle by obliterating the gloom.” Dick
Whittington and His Cat was a Caldecott Honor
Book, as was her next work, Skipper John's Cook
(1951). Similar n style, this story 1s of a young
boy’s adventure on a fishing boat. Set in Colonial
Provincetown, an ambitious boy named Si, along
with his dog, takes a job on a ship as cook. The
tone 1s lighthearted as St remains happily un-
aware of the crew’s growmng dissatstaction with
his cooking. This amusing story is based upon a
true story of an eight-year-old once told to Mar-
cla Brown.

A swaggering spirit 1s apparent in yet an-
other of Brown’s books, Puss in Boots (1952). The

stories COIMMMon

spirit 1s central to the success of this rendition of

Charles Perrault’s tale of a famous cat who quite

handily creates his master’s future. The rise of

the Marquis of Carabas from third son of a penni-
less miller to son-m-law of the king—and all mn a
day’s engimeered  solely by Master
Slyboots. Marcia Brown brings these characters to
ife—the truly extravagant Puss, the simple but
good-hearted miller’s son, peasants who shudder
under the cat’s threats, and the robust, kind
king. The crayon-and-ink illustratnons add a
strong French flavor to the tale.

Stmilar i character to the sly Puss are three

time—is

goats looking for greener pastures m The Three

Buly Goats Gruff (1957). Brown completed the
formatung of an arust’s dummy for the book mn
five days. a significant feat for one so conscious
of detail. Yet the facility with which she set the de-
sign mdicates the concepuon was quite clear be-
fore she began. The narrative 1s sparse but
conveys the confidence of the three goats who
will outwit the troll underneath the bridge. The
yellow-and-blue
control the tempo by both adding to and alleviat-
ing the tension throughout the story. The “great
ugly troll with eyes as big as saucers and a nose
as long as a poker” ends up kicked to pieces and
tossed mto the river.

The mspiravon for illustrating the folktales
of Anansi, the Spider Man (1954) developed while
Brown lived in Jamaica. In 1953 she was mvited
by the author of this editon, Philip M. Sherlock,
to teach puppetry at the University College of
the West Indies in Jamaica. A cycle of folktales
from West Africa, the book features Anansi, who
1s a favorite character in many of the island stor-
1es. Ananst appears sometimes as a man and some-
times as a spider. Sumple lime drawings capture
the humor of this trckster and his friends i the
forest.

The qualities that have endeared many fairy
tales to generations of readers mclude the heroic
clement and realms of often unlimited possibili-
ties. The manner in which Marcia Brown illus-
trates the fairy tale reflects the romanuc ideal, a
theme common to most of the stories she has cho-
sen. She finds that working with the tales of
Hans Chrisuan Andersen chal-
lenges and often rare satistfactions. Brown has
said, “Andersen 1s one of the most demanding au-
thors for an illustrator. While some illustrators pic-
ture the facts of his stories dehightfully, the
deeper meanings elude them, glossed over n
favor of a pretty charm. The child gets no hint
that here 1s something more than a barnyard
fable or an average famry tale. It 1s easy to be be-
guiled by the trappings of a period, to become en-
and the  poetic
significance of these distillates from several folk
origins through the mind and heart of a most un-
usual man. But what a child remembers 1s more
apt to be the poetic truth of the story than the fac-
tual truth of the pictures, 1if the arust has ap-

crayon backgrounds [)Cl’f(j(‘.[l‘\'

},)]’CSCIIIS rarc

meshed 1 researches lose

proached his task with understanding of that
truth.”

The soft red and blue colors predomimant
i the lustratnons of The Steadfast T Soldier
(1953) match the tone of this account of a love
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and a quest. lending an intensity to the Caldecott
Honor Book which suggests much more than a

children’s story. Brown cm]_)loys dark areas of

color to portrav M. R. James's translation of a
tale riddled with pathos. Using four colors for
the itlustrations, the arust creates the mystifying
and romantc presence of the Dancer, whose char-
acter remains distinet and elusive.

This story focuses on the Tin Soldier, who,
like heroes throughout literature, endures re-
peated trials m order to fulfill his dreams. In
Lotus Seeds Brown suggests that “a child can mea-

sure himself against the heroes in the stories of

Hans Christian Andersen and find, many years
later, that they are sull with him. These stories,
which often synthesize several folktales with sim-
pler plots into one, are ageless. The stakes of the
heroism are high; the moral choices are serious;
the conthets and the rueful humor that makes
the conthicts bearable are those of hfe.” Brown’s
subtle handling of the sense of adventure and
true heroie action enhvens this classic tale.

All of the romance and suspense of the best-
known fairy tale in hterature 1s to be found i Mar-
cta  Brown’s translatton and illustrautons for
Cinderella, or The Little Glass Slipper (1954). This
book presents another tale by Perrault, but
whereas Puss in Bools was a tale of whimsy, Cinder-
ella, or The Little Glass Stipper 1s characterized by
the beauty of a young girl’s dreams. The dehicate
use of hne agamst pastels mirrors the character
of the soft and kind-hearted Cinderella. She 1s
the personificaton of goodness i the physical
and spiritual worlds. Both  outwardly and in-
wardly beauutul, the girl 1s untainted by the ugli-
ness and unkindness of the family surrounding
her.

The tormat of the illustratons further em-
phasizes the conflict between good and evil. A full-

page tllustraton of the glamour and wealth of

the step-family is juxtaposed agamst a much
smaller corner illustraton of the modest Cinder-
clla by the open hearth. Cinderella was  the
Caldecott Medal winner for 1955.

The image of the hero surfaces again in The
Flying Carpet (1956). The romantic sense of the
Arabian mghts is strengthened by Brown's vivid
oriental-blue illustravons. Eastern motifs lend a
mystcal and exotic quality to the drawings of this
condensed version taken from the Tales of the Arva-
bian Nights. Al of the central characters in this
story are heroes, and alt are equally important in
saving the life of the beautful and highly desired
Princess Nur-Al Nihar.

Brown’'s concern is not
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the heroism of fanfare; on the contrary, she ex-
plores the kind of herotsm which is based on integ-
rity and the will to do what may seem quite
impossible. There is no loser or runner-up n this
world where all who act in good spirit and heart
are rewarded.

The next stage of Marcia Brown's carcer
was a great departure her work with
folktales and fairy tales; she became enchanted
with ITtaly and spent nearly four years traveling
there and throughout Europe. A great deal of
drama belies the simple story of Fylice (1958),
about a cat who is given a home and name. This
story is set in Venice, a city that holds a sense of
ageless mystery for Marcia Brown.

Felice 1s llustrated m a rotating color
scheme; a page of blue-and-yellow washed illustra-
tons is followed by illustrations of black-and-
pink, thus establishing a current of feeling. 'The
illustrations of Venice at might during the festa,
complete with fireworks and highted lanterns, en-
hance the story; it becomes apparent that this 1s a
city that 1s like no other. And although this story
tells of Marco, a kind hero who saves a nameless
cat from a precarious existence, it 1s much more
than 1t seems on the surface. Felice was mcluded
in the show of the New York Society of Illus-
trators.

A different Italy 1s the scene for another
story filled with the same sense of love and admira-
tion of things Itahan. Four boys who offer to
help Uncle Neddu m his unsuccessful search for
his lost donkey find thenr actions rewarded n
Tamarindo! (1960). The illustrauons add a great
sense of adventure to the journey of the boys as
they traverse the countryside of Sicily. Here It-
aly, with 1ts sleepy villages and rambling or-
chards, 1s rendered m crayon and k. Marca
Brown spent the spring of 1956 m Sicly and, re-
calling a story told to her years before, brought to-
gether the beauty of ITtaly with a childhood
recollection of a search for a lost donkey.

Peter Piper’s Alphabet (1959) illustrates the al-
phabet with imfmite possibilities for merriment
and learning. Here are historical renderings of

from

nonsense verse, each appropriately illustrated
with dehghttul depicuons of the text. First pub-
lished m England i 1813, this edition of “Pracu-
cal Principles of Plain and Perfect Pronunciation”
retains much of the flavor of the older editions
while adding a more current setting. “Neddy Noo-
dle nipped Iis neighbor’s nutmegs. Did Neddy
Noodle nip his neighbor’'s nutmegs? If Neddy
Noodle nipped his neighbor’s nutmegs/Where
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are the ncighl)or’s nutmegs that ch(ly Noodle
nipped?” The illustratons of the verses offer
niuch amusement for small children with each let-

ter providing a riddle. The American Insttute of

Graphic Arts included Peter Piper's Alphabet along
with Ielice and Tamarindo! 1n the Children’s Book
Show for 1958-1960).

Two-color pink-and-black illustrations pro-
vide a soft detaill which gives a dramatc quality
to  James’s translaton of  Hans  Christian
Andersen’s The Witd Swans (1963), which, accord-
Ing to from Andersen’s
maturity—a story ol longing, terror, and steadfast-
ness of spirit. 'The 1mages of nature make bear-
able that longing. It 1s a story of contrasts of light
and tried to picture 1t—in
dragged pen line and ik and rubbed color.”

In the early 1960s Brown became interested
i working with a brief text whose theme could
be depicted using colored wood-block prints. She
used this method to illustrate Once A Mouse . . .
(1961), a fable from the ancient Hiutopadesa (a col-
lection of stories written for an Indian rajah to im-
part the mdispensable moral lessons of life to his
sons). The colored woodblocks create the jungle
i detail, an expressive habitat for both the her-
mit and the anmmmals. In working on Once A
Mouse . .. Brown felt she was mvolved with her
best book at that pomt m her career. The book
did indeed receive the Caldecott Medal i 1962,
was a New York Times Best Illustrated Children’s

Brown, “is a story

shade, and so 1

Book of the Year, and was included in a show of

the New York Society of Illustrators.

The story of Once A Mouse 1s circular
and follows a hermit from peaceful meditation
through action and back to his meditative state
again. The colors used are those of sunlight
through the jungle trees. More forceful aspects
of the story are illustrated with red on alternat-
ing pages. Through woodcuts of few colors and a
text of few words, the moral lesson of this tale
cmerges strongly i the transformatons of a
mouse who 1s shown kindness and then betrays
the spirit i which it was offered him. The pictori-
al economy and the sparse text are a satisfying
combimation m this didactic tale.

Another book bearing strong resemblance
to both the illustrations and the brief text of Once
A Mouse ... s The Blue Jackal (1977), a retelling
of a story based on another tale of India found
in the Panchatantra. The downfall of the jackal is
stimilar to  the Once A
.. This story also has a strong philosophi-

victim - of  conceit  in
Mouse . .

cal lesson which can be inlm‘])r(,‘lc(l on many lev-
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cls. The four-color woodcuts lend an excitement
and a sense of mystery to the story of a jackal
who turns blue from hiding in a dye vat when he
spies the approach of angry dogs. When he
emerges and recognizes that the other animals
are frightened of hum, he begins to play on ther
fcar—only to give himselt away in the end.

Following a trip to Hawan and the success
of the woodcuts used to illustrate Once A
Mouse . .., Marcia Brown chose to illustrate Back-
bone of the King (1966) in a similar fashion, using
linoleum blocks. The Hawaian legends com-
prising the book are distinctive in portraying Ha-
wail and 1ts rich historical heritage. She chose to
print the illustrations in a deep green, a color
that best represented Hawaii for her.

The strong Hawailan oral tradiuton has
been passed along from generation to generation
in the form of chants; they are central to the es-
sence and atmosphere in Backbone of the King.
These chants bring to this book a distinctive hter-
ary style through their repetitive nature. Paka’a
teaches the chants to his son, Ku, enabling Ku to
save his father’s honor.

Backbone of the King 1s a departure from the
picture-book format upon which Marcia Brown
has focused much of her work. The more rigid
form of the illustrated book became a challenge re-
quiring a different approach for a different kind
of reader. She thought these stories of a young
boy coming of age into an adult world filled with
unresolved anger from the previous generation
might speak to children today. The struggles that
Ku endured m finding himselt are the same as
those of children everywhere who must find
their own unique place i the world.

Growing up 1s also the subject of How,
Hippo! (1969). Double-page spreads of a jungle
and river waters expressively present the story of
a young hippo learning some of the necessary
knowledge of living. The simply told story of the
meeting of a baby hippo and a crocodile has
great suspense engineered by illustrations that
foreshadow The enormous bulk and
eyes of the hippos as they emerge from water cre-
ate a playful atmosphere for the story. The illustra-
tions of the hippos underwater create a sense of

the text.

mystery mm which the story can unfold. This book
Honor Book for the Book
World Spring Book Fesuval and was an American
Library Association Notable Book for 1969.
Similar i the of colors and tech-
mque is a book pubhished in 1974, All Butterfles:
An ABC. The alphabet is never staid to Marcia

was chosen as an

choice
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Dust jacket for Brown’s alphabet book done in wood-block prints ( Scribners)

Brown, who chose the buttertly as the unifying ele-
ment in the illustrations of a creative and active ap-
proach to the contunuity of the letters. The
double-page spreads are filled with brilhant col-
ors from woodcuts that add great texture to the il-
lustrations of 1mages created by the alphabet’s
progression. “All Butterthes, Cat Dance, Ele-
phants Fly!, Giratfes High"—ecach illustration 1s a
self-contained image within its pages. All Bulter-
[flies: An ABC was a Boston Globe-Horn Book Honor
Book for illustration and an American Library As-
soctation Notable Book for 1974.

Marcia Brown has chosen two different Rus-
stan folktales to illustrate; they are similar m the
starkness of story and illustraton that shows httle
of the texture and detail of her other books. The
Newghbors (1967) 1s the story of a small, pathetc
hare who befriends a sly tox only to his disadvan-
tage. The Bun: A Tale From Russia (1972) 1s a

more robust story, a form of the famihar story of

the gingerbread man. Crayons are used to illus-
trate this story m flat colors similar to those used
in The Neighbors, where the use of red establishes
tension 1 both of these folktales.

Three books published i 1979, Listen 1o «a
Shape, Touch Will Tell, and Walk With Your Iyes, vep-
resent the greatest departure m the arustce devel-
work. Based on a photo-

opment of Brown’'s

graphic essay style, these pubhcations are far
moved from her storybooks and center more
the experiential quahty of
through her photographs and text. Brown’s love
of nature and her umique ways of seeing 1t are
prominent in all of her books, but the diversity
of ways of looking and thinking are most fully ex-

C

1C-
o6

nature as viewed

plored in these three photographic works.
Brown’s style of seeing 1s apparent in the bit-
tersweet story of love and death from the ballet,
Guselle, or The Wilis (1970). Hlustratung a rendition
which Violette Verdy,
Hemrich Heine, and Théophile Gautier, Brown
This

combines the works of

evokes the love of both man and dance.
haunting story tells of the doomed love ot a peas-
ant girl, Giselle, and a count disguised as a com-
moner. The first illustrauon of the book, hlled
with pathos and a deep, dark sense of lonclness,
beautfully foreshadows the story’s unhappy end-
ng.

Reminiscent of Giselle, Cinderella, and Elisa
Kergwin's translation of
The
(1972). Gerda s portrayed with the same quali-

i1s the herome of R. P.

Hans Christian  Andersen’s Snow  Queen
ties that made the others so beconimg—goodness
of heart and a hvely spimit. The time-line draw-
igs mterspersed throughout the text strongly re-
flect the story’s emphasis of a mululayered story

of love.
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The most unique of all of Marcia Brown’s 1l-
lustrative effects proved to be her most controver-
stal as well=Shadow (1982), the book for which
she recerved her third Caldecott Medal. 'The com-
plexity of the text, a poem by Blaise Cendrars, 1s
mirrored by collages and silhouettes i this power-
ful depiction of the story of Shadow. At the begm-
ning of the project Brown had fashioned the
story using woodcuts but arthritis prevented her
continuimg m this medium. Instead of using only
woodcuts, she used a variety of techmques, imclud-
g paper cutouts and blotted papers.

Brown’s travels m East Africa in 1975 miu-
ated her desire to tell this story strongly depicted
with mystery and brithance of color. Her most so-
phistcated renderimg, the bold ettects of the print-
mg and washes combine to create a vibrant work.
In Lotus Seeds Brown states that “although the
poem comes from an African mspiraton, 1 be-
lieve 1t 1s a poem for anyone. It deals with the mys-
tery behmd our birth, stretching far into the
past. the handing down of wisdom from older to
younger; 1t deals with all children’s tear of the
dark and thenr pleasure at playing with their shad-
ows. It deals with loss, with past ideals that can
guide us but can also lead us mto old, habitual re-
sponses such as war. These experiences are com-
mon to all. Tt was m that spint that 1 made the
book.”

The this  book
stemmed from what some considered to be nega-

controversy surrounding
tuve stereotypmg  of the sithouetted  Africans.
Many cnues beheved the book had potentally
damaging effects on children who nught transfer
these images toward real African and black Ameri-
can children.

The only book that Marcia Brown has writ-
ten speafically for an adult audience is Lotus
Seeds, a setection of speeches and artcles she has
dehivered over the past thirty-five years, mclud-
mg  her three  Caldecott  Medal  acceptance
speeches. In the short preface she reflects on the
importance and need for high standards in re-

14

gard to children’s books. For Brown, “the ideas
and images gathered by children from ther
books are like lotus sceds, endlessly reborn to
bloom in successive seasons of themr hves. All
one’s hfe one learns from the lotus.”

As a highly disunguished author and ithustra-
tor, Marcia Brown has faced the challenges of suc-
cess and 1s  often new trends
appearmg in the world of publishing. She feels
that projects to document for children what prize-
winning authors or illustrators have to say about
the force behind the works they have accom-
plished 1s contrary to the primary purpose of the
book, which 1s something that should be enjoyed
for 1its own value. Books represent the message
that authors and illustrators are trying to pres-
ent; therefore, she sees httle need for dissecting
the book further. In Lotus Seeds Brown states,
“T'here can sometimes be too much attenton
paid to the persons of the authors and illustra-
tors of children’s books, as if some of that mdivid-
ual energy and concentration on an ideal can be
transmitted 1f one hstens to words about 1it. The
eternal curiosity about technique can never tell
why, where, or even when.”

Brown defimes her ambiuons as a children’s
writer and 1thustrator thus: “1 would hke to think
of some of my books as not ending with them-

unhappy at

sclves but setting up resonances, echoes and re-
echoes, changes on the theme.” Marcia Brown’s
books present a vernitable wave of reverberation—
for throughout her career she has never re-
peated herself. The direct appeal of her prose
and her iltustrations 1s consistent, and the umque
quahity of her work unnnstakable.

References:

Norman Kent, “Marcia Brown—Author and Illus-
trator,” American Artst, 27 ( January 1963):
26-31;

Janet Loranger, “Maraa Brown,” Horn Book, 59

(August 1983): 423-424;
Helen Masten, “From Caldecott to Caldecott.”
Horn Book, 38 (August 1962): 347-352.
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Strega Nona: An Old Tale (Englewood Chiffs, N.J.:
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York: Watts, 1976);

When FEveryone Was Fast Asleep (New York: Hohiday
House, 1976); ‘

Fowr Stories for Four Seasons (Englewood Chiffs,
N.J.: Prentice-Hall, 1977);
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The Quicksand Book (New York: Hohday House,
1977);
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Harcourt Brace Jovanovich, 1978; London:
Methuen, 1979);

Pancakes for Breakfast (New York: Harcourt Brace
Jovanovich, 1978);
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The Popcorn Book (New York: Hohday House,
1978);

Criss-Cross Applesauce, by dePaola and B. A. King
(Danbury, N.H.: Addison House, 1979);

Big  Anthony and the Magic Ring (New York:
Harcourt Brace Jovanovich, 1979);

I'licks (New York: Harcourt Brace Jovanovich,
1979);

The Kids Cal Book (New York: Holiday House,
1979);

Olroer Button Is a Sissy (New York: Harcourt Brace
Jovanovich, 1979; London: Methuen, 1981);

Songs of the Tog Maden (New York: Hohday
House, 1979);

The Fanmuly Christmas Tree Book (New York: Holi-
day House, 1980);

The Knight and the Dragon (New York: Putnam’s,

1980: L.ondon: Methuen, 1980);

Lady of Guadalupe (New  York:

House, 1980);
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The Legend of Old Befana: An ltalian Christmas Story
(New York: Harcourt
1980);

The Prince of the Dolomites (New York: Harcourt
Brace Jovanovich, 1980; London: Methuen,
1981);

The Comic Adventures of Old Mother Hubbard and
Her Dog (New York: Harcourt Brace ]Jo-
vanovich, 1981; London: Methuen, 1981);

Fin M'Coul the Guant of Knockmany Hill (New York:
Holiday House, 1981);

The Friendly Beasts: An Old English Christmas Carol
(New York: Putnam’s, 1981; lL.ondon: Me-
thuen, 1982);

The Hunter and the Animals: A Wordless Picture Book

(New York: Holday House, 1981; London:

Andersen Press, 1982);

One Iloot, Now the Other (New York:
Putnam’s, 1981; London: Methuen, 1982);
Francis: the Poor Man of Assist (New York: Hohday

House, 1982);

Grorgio’s Village (New York: Putnam’s, 1982);

Strega Nona’s Magic Lessons (New York: Harcourt
Brace Jovanovich, 1982);

Legend of the Bluebonnet: An Old Tale of Texas (New
York: Putnam’s, 1983);

Marianna May and Nursey (New York: Holiday
House, 1983);

Noah and the Ark (Minneapolis: Winston, 1983);

Sing, Piervot, Sing: A Picture Book i Mime (San
Diego: Harcourt Brace Jovanovich, 1983);

The Story of the Three Wise Kings (New York:
Putnam’s, 1983);

Country Farm (New York: Putnam’s, 1984);

David and Goliath (Minneapolis: Winston, 1984);

The Fust Christmas, a Pop-up Book (New York:
Putnam’s, 1984);

Mother Goose Story Streamers (New York: Putnam’s,
1934);

Mysterious

Brace Jovanovich,

Now

The Gunt of Barletta (New York:
Harcourt Brace Jovanovich, 1984);

Tonue dePaola’s Mother Goose (New York: Putnam'’s,
1985);

Merry Christmas, Strega Nona (New York: Harcourt
Brace Jovanovich, 1986);

Tomie dePaola’s Favorite Nursery Tales (New York:

Putnam’s, 1986);

and Pete Go Down

Putnam’s, 1987).
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The Tiwer and the Rabbit and Other Tules (Phila-
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1965);

Bull the Nile (New York:
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Spangled Banana and Other Revolutionary Ruid-
dles (Englewood Clitfs, N.J.: Prentce-Hall,
1974);

Alice Low, Dauvid’s Windows (New York: Putnam’s,
1974);

Mary Calhoun, Old Man Whickutt's Donkey (New
York: Parents’ Magazine Press, 1975);
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Zoo (New York: Dutton, 1975);
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vanovich, 1977);
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1977);
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Crowell, 1977);
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Harcourt Brace Jovanovich, 1977);

Jane Yolen, The Giants’ Farm (New York: Seabury,
1977);

Sue Alexander, Mare, the Magnificent (New York:
Pantheon, 1977);

William Cole, ed., Oh Such Foolishness! (Philadel-

phia: Lippimcot, 1978; London: Methuen,
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Johnston, Fowr Scary Stories (New York: Putnam’s,
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Steven Kroll, Fat Magic (New York: Hohday
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iday House, 1978);

Jan Wahl, Jamie's Tiger (New York: Harcourt
Brace Jovanovich, 1978);

The Cat on the Dovrefell: A Christimas Tale, trans-
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York: Harcourt Brace Jovanovich, 1979);
Anne Rose, The Troumphs of Fuzzy Fogtop (New

York: Dial Press, 1979);

Naom Panush Salus, My Daddy’s Moustache (Gar-
den City: Doubleday, 1979);

Daisy Wallace, Ghost Poems (New York: Holiday
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Seabury, 1979);
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Friends (New York: Pantheon, 1980);
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Danmiel M. Pinkwater, The Wuggie Norple Story
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Michael Jennings, Robin Goodfellow and the Giant
Dwarf (New York: McGraw-Hill, 1981);

Mooser, Funnyman’s First Case (New York: Watts,
1981);

Prager, The Spooky Halloween Party (New York: Pan-
theon, 1981);

Fritz, The Good Giants and the Bad Pukwudgies
(New York: Putnam’s, 1982);

Johnston, Odd  Jobs and Friends (New York:

Putnam’s, 1982);

David Adler, The Carsick Zebra and Other Animal
Riddles (New York: Holiday House, 1982);
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(New York: Dial Press, 1983);
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Valentme Davies, Muoacle on 34th Street (New
York: Harcourt Brace Jovanovich, 1984);
Johnston, The Quilt Story (New York: Putnam’s,
1984);

Jill Bennett, Teeny Tiny (New York: Putnam’s,
1986);

Thomas Yeomans, For Lvery Child a Star: A Christ-
mas Story (New York: Hohday House, 1986);

Carolyn Craven, What the Maibnan Brought (New
York: Putnam’s, 1987);

Jean Friuz, Shh! We've Wniting the Constitution (New
York: Putnam’s, 1987).

Over the past twenty-two Tomie
dePaola has illustrated over eighty children’s
books by various authors and written and illus-
trated sixty books of his own. His books, which
have been published mm over a dozen countries,
have sold close to two million copies. He began
his career as a book 1illustrator with Lisa Miller’s
Sound m 1965, and since then his career as an art-
ist and writer has grown steadily. He has re-
ceived recognition from protessional publications

years

and organizations icluding School Library Journal,
Horn Book, Kirkus, American Library Association,
American Institute of Graphic Arts, and the Inter-
national Reading Association. In 1976 Strega
Nona (1975) was selected as a Caldecott Honor
Book, and m 1978, 1t received the Nakamore
Prize. 1981 dePaola received the Kerlan
Award from the University of Minnesota, and 1n
1983 he was awarded the Regina Medal in recogni-
tion tor outstanding accomphshments m the field
of children’s literature. He has firmly established
hmmsell as one of the century’s leading picture-
book artists and has become popular both as an
artust and as an author for children.

The son of Irish and Hahan Catholhc parents,
Thomas Anthony dePaola was born in Merniden,
Connecucut, to Joseph N. and Florence Downey
dePaola on 15 September 1934, There he grew
up with an older brother and two younger sis-
ters.

In

He has said on several occasions that he
knew he wanted to be an artst from about age
four. Growing up during World War Il in a
home where books were scarce but treasured, he
developed a love for hterature carly on, and he
has fond recollections of his mother reading
aloud to him.

After getung hus B.F.A. from Pratt Insutute
i 1956, he free-lanced, domg Christmas cards,
theater designs, and liturgical art. He taught art
at  Newton the Sacred Heart in

College  of
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Newton, Massachusetts, first as an instructor
(1962-1963) and then as an assistant professor
(1963-1966). He received an M.I.A. degree from
the California College of Arts and Crafts in 1969
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