






BOSTON 
PUBLIC 

LIBRARY 

Eiidsheets: (lop) Maurice Setidak, Trina Schart Hymati, 

I'hcodor Scu.s.s (ddscl, Myra Oofin Livingston; (bottom) 

Evalinc Scss, Ezra Jack Keats, James Marshall, Leo Lionni 



Dictionary of Literary Biography • Volume Sixty-one 

American Writers for Children 

Since 1960: Poets, Illustrators, 

and Nonfiction Authors 



Dictionary of Literary Biography 

1: The Amencon ReudLssatice in Neiv England, e(i- 
iied by Joel Myerson (1978) 

2: American Novelists Since World War II, edited 
by Jeffrey Helterinaii and Riefiard l.ayman 
(1978) 

3: Antebellum Writers in Neiv York and the South, 

edited l)y Joel Myerson (1979) 

4: American Writers in Fans, 1920-1939, edited 
by Karen lame Rood (1980) 

5: American Poets Since World War II, 2 parts, ed- 
ited by Donald J. Clreiner (1980) 

6: American Novelists Since World War II, Second 
Series, edited by James E. Kibler, Jr. (1980) 

7: Twentieth-Centwy American Dramatists, 2 parts, 
edited by John MacNicholas (1981) 

8: Twentieth-Century American Science-Fiction 

Writers, 2 parts, edited by David Oowart and 
Thomas L. Wymer (1981) 

9: American Novelists, I9I0-I945, 3 parts, edited 
by James J. Martine (1981) 

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

11: American Humorists, 1800-1950, 2 parts, edited 
by Stanley Trachtenberg (1982) 

12: American Realists and Naturalists, edited by 
Donald Pizer and Earl N. Harbert (1982) 

13: British Dramatists Since World War II, 2 parts, 
edited by Stanley Weintraub (1982) 

14: British Novelists Since I960, 2 parts, edited by 
Jay L. Halio (1983) 

15: British Novelists, 1930-1959, 2 parts, edited by 
Bernard Oldsey (1983) 

16: The Beats: Literary Bohemians in Postwar Amer- 

ica, 2 parts, edited by Ann Charters (1983) 

17: Twentieth-Centuiy American Historians, edited 
by Clyde N. Wilson (1983) 

18: Victorian Novelists After 1885, edited by Ira B. 
Nadel and William T. Tredeman (1983) 

19: British Poets, 1880-1914, edited by Donald E. 
Stanford (1983) 

20: British Poets, 1914-1945, edited by Donald E. 
Stanford (1983) 

21: Victorian Novelists Before 1885, edited by Ira 
B. Nadel and William E. Tredeman (1983) 

22: American Writers for Children, 1900-1960, ed- 
ited by Jolm (lech (1983) 

23: American Newspaper Journalists, 1873-1900, ed- 
ited by Perry J. Ashley (1983) 

24: American Colonial Writers, 1606-1734, edited 
by Emory Elliott (1984) 

25: American Newspaper Journalists, 1901-1925, ed- 
ited by Perry J. Ashley (1984) 

26: American Screenwriters, edited by Robert E. 
Morsberger, Stephen O. Lesser, and Ran- 
dall Clark (1984) 

27: Poets of Great Britain and Ireland, 1945-1960, 
edited by Vincent B. Sherry, Jr. (1984) 

28: 'Twentieth-Century American-Jewish. Fiction Writ- 
ers, edited by Daniel Walden (1984) 

29: American Newspaper Journalists, 1926-1950, ed- 
ited by Perry J. Ashley (1984) 

30: American Historians, 1607-1865, edited by 
Clyde N. Wilson (1984) 

31: A merican Colonial Writers, 1735-1781, edited 
by Emory Elliott (1984) 

32: Victorian Poets Before 1850, edited by William 
E. IVedeman and Ira B. Nadel (1984) 

33: Afro-American Fiction Writers After 1955, edited 
by Thadious M. Davis and Trudier Harris 
(1984) 

34: British Novelists, 1890-1929: Traditionalists, ed- 
ited by Thomas E. Staley (1985) 

35: Victorian Poets After 1850, edited by William 
E. Tredeman and Ira B. Nadel (1985) 

36: British Novelists, 1890-1929: Modernists, ediied 

by Thomas E. Staley (1985) 

37: American Writers of the Early Republic, edited 
by Emory Elliott (1985) 

38: Afro-American Writers After 1955: Dramatists 
and Prose Writers, edited by Thadious M. 
Davis and Trudier Harris (1985) 

39: British Novelists, 1660-1800, 2 parts, edited by 
Martin C. Battestin (1985) 

40: Poets of Great Britain and Ireland Since 1960, 2 
parts, edited by Vincent B. Sherry, Jr. 
(1985) 

41: Afro-American Poets Since 1955, edited by Tru- 
dier Harris and Thadious M. Davis (1985) 

42: American Writers for Children Before 1900, ed- 
ited by Glenn E. Estes (1985) 

43: American Newspaper Journalists, 1690-1872, ed- 
ited by Perry J. Ashley (1986) 

44: American Screenwriters, Second Series, edited 
by Randall Clark, Robert E. Morsberger, 
and Stephen O. Lesser (1986) 

45: American Poets, 1880-1945, Eirst Series, edited 
by Peter Quartermain (1986) 

46: American Literary Publishing Houses, 1900- 
1980: Trade and Paperback, edited by Peter 
Dzwonkoski (1986) 

47: American Historians, 1866-1912, edited by 
(]lyde N. Whlson (1986) 

48: American Poets, 1880-1945, Second Series, ed- 
ited by Peter Quartermain (1986) 

49: American Literary Publishing Houses, 1638- 

1899, 2 parts, edited by Peter Dzwonkoski 
(1986) 

50: Afro-American Writers Before the Harlem Renais- 

sance, edited by Trudier Harris (1986) 

51: Afro-American Writers f rom the Harlem Renais- 
sance to 1940, edited by Trudier Harris 
(1987) 

52: American Writers for Children Since 1960: 
Fiction, edited by Glenn E. Estes (1986) 

53: Canadian Writers Since 1960, First Series, ed- 
ited by W. 11. New (1986) 

54: American Poets, 1880-1945, 4 bird Series, 2 
parts, edited by Peter Quartermain (1987) 

55: Victorian Prose Writers Before 1867, edited by 
William B. 'Ehesing (1987) 

56: German Fiction Writers, 1914-1945, edited by 
James Hardin (1987) 

57: Victorian Prose Writers After 1867, edited by 
William B. Ehesing (1987) 

58: Jacobean and Caroline Dramatists, edited by 
Eredson Bowers (1987) 

59: American Literary Critics and Scholars, 1800- 
1850, edited by John W. Rathbun and 
Monica M. Grecu (1987) 

60: Canadian Writers Since 1960, Second Series, 
edited by W. H. New (1987) 

61: American Writers for Children Since 1960: Poets, 
Illustrators, and Nonfiction Authors, edited by 
Glenn E. Estes (1987) 

Documentary Series 

1: Sherwood Anderson, Willa Gather, John Dos Pas- 
sos, Theodore Dreiser, F. Scott Fitzgerald, Ernest 
Hemingway, Sinclair Lewis, edited by Mar- 
garet A. Van Antwerp (1982) 

2: James Gould Cozzens, James T. Farrell, Willuim 
Faulkner, John O'Hara, John Steinbeck, Thomas 
Wolfe, Richard Wnght, edited by Margaret A. 
Van Antwerp (1982) 

3: Saul Bellow, Jack Kerouac, Norman Mailer, Vla- 
dimir Nabokov, John Updike, Kurt Vonnegut, 
edited by Mary Bruccoli (1983) 

4: Tennessee Williams, edited by Margaret A. Van 
Antwerp and Sally Johns (1984) 

Yearbooks 

1980, edited by Karen L. Rood, Jean W. Ross, and 
Richard Ziegfeld (1981) 

1981, edited by Karen L. Rood, Jean W. Ross, and 
Richard Ziegfeld (1982) 

1982, edited by Richard Ziegfeld; associate edi- 
tors: Jean W. Ross and Lynne C. Zeigler 
(1983) 

1983, edited by Mary Bruccoli and Jean W. Ross; 
associate editor: Richard Ziegfeld (1984) 

1984, edited by Jean W. Ross (1985) 

1985, edited by Jean W. Ross (1986) 

1986, edited by J. M. Brook (1987) 

Concise Series 

The New Consciousness, 1941-1968 (1987) 



Dictionary of Literary Biography • Volume Sixty-one 

American Writers for Children 
Since 1960: Poets, Illustrators, 

and Nonfiction Authors 

Edited by 

Glenn E. Estes 

Graduate School of Library and Information Science 

University of Tennessee 

A Bruccoli Clark Layman Book 
(iale Research Company • Book Tower • Detroit, Michigan 48226 



Advisory Board lor 
DienONARY OF IJ I FRARY BIOGRAPHY 

Louis S. Auchindoss 
I). Philip Baker 

John Baker 
William (^agle 

Patrick 0’Ca)nnor 
Peter S. Prescott 

Matthew |. Bruccoli and Richard Layman, Editorial Directors 
C. F. Frazer Clark, Jr., Managing Editor 

Manufactured by Edwards Brothers, Inc. 

Ann Arbor, Michigan 

Printed in the United States of America 

Copyright ® 1987 
CiALE RESEARCH C:OMPANY 

c:- o 
'w 

i. 

Library of Congress Cataloging-in-Publication Data 

Aniericaii writers for children since 1960. Poets, 

illustrators, and nonfiction authors. 

(Dictionary of literary biography; v. (>1) 

“A Bruccoli CJark f.ayinan book.” 

Includes index. 

1. Children’s literature, American—History and criti- 

cisju. 2. American literature — 20th century—History and 

criticism. 3. (Children’s literature, American — Bio- 

hihliograj)hy. 4. American literature —20th century—Bio- 

bibliography. 5. Authors, American — 20th century — 

Biography — Dictionaries. 6. Illustration of hooks—United 

States—20th century. 7. Illustrators—United States — 

Biography—Dictionaries. I. Estes, (ilenn E. H. Series. 

PS490.A45 1987 810’.9’9282 87-14352 

ISBN 0-8103-1739-7 



To 

my parents 

John Wess and Rita Mae Roeger Estes 

with love and gratitude 



Digitized by the Internet Archive 
in 2017 with funding from 
Kahle/Austin Foundation 

https://archive.org/details/americanwritersf61tion 



Contents 

Plan of the Series   ix 

Foreword xi 

Acknowledgments xiii 

Harry Behn (1898-1973)  3 

Jon C. Stott 

Marcia Brown (1918- ) 7 
Mary Ann Hefferrum 

Tomie dePaola (1934- ) 15 
Anne Sherrill 

William Pene du Bois (1916- ) 27 
Susan Gar ness 

Roger Duvoisin (1904-1980) 38 
Agnes D. Stahlschmidt 

Norma Farber (1909-1984) 50 
Norma B agnail 

Leonard Everett Fisher (1924- ) 57 
O. Mell Bushin 

Genevieve Foster (1893-1979) 68 
O. Mell Bushin 

Theodor Seuss Geisel (Dr. Seuss, 
Theo. LeSieg) (1904- ) 75 
Myra Kihler 

M. B. Goffstein (1940- ) 87 
Janice Alhergfiene 

Edward Gorey (1925- ) 99 
Douglas Street 

Trina Schart Hyman (1939- )  108 
Hugh Crago 

Ezra jack Keats (1916-1983)   1 16 
Richard Seiter 

Steven Kellogg (1941- )  126 
Millieent Lenz 

Nancy Earrick (1910- )  133 
Laura M. Zaidrnan 

Leo Eionni (1910- )  139 
Lesley S. Potts 

Myra (a)hn Livingston (1926- )  153 
Hazel Rochman 

Arnold Lobel (1933- )  165 
Jacqueline Gmuca 

David Macaulay (1945- )  177 
Nellvena Duncan Eutsler 

Jame’s Marshall (1942- )  189 
Hugh T. Keenan 

Mercer Mayer (1943- )  200 
P. Gila Reinstein 

David McCord (1897- )  209 
Priscilla N. Grundy 

Milton Meltzer (1915- )  214 
Mary Ann Heffernan 

Eve Merriam (1916- ) 224 
Laura M. Zaidrnan 

Evaline Ness (1911-1986)  234 
Philip A. Sadler 

Jack Prelutsky (1940- )    242 
Anita Trout 

Richard Scarry (1919- ) 248 
Bohhie Burch Lemontt 

Maurice Sendak (1928- )  258 
John Gotham 

Uri Shulevitz (1935- )  273 
Sue Lile Inmaji 

Peter Spier (1927- )  282 
M. Sarah Smedman 

William Steig (1907- )  297 
Joy Anderson 

Chris Van Allsburg (1949- )  306 
Laura Ingram 

Afterword: Children’s Book Illustration 
in the Twentieth CTntury 315 
Anne Devereaux Jordan 

Appendix: Children’s Book Awards 
and Prizes 325 

(’checklist oLEurther Readings 367 

C.ontrihutors 371 

Caimulative Index 375 

Vll 





Plan of the Series 

. . . Almost the most prodigious asset of a country, and 

perhaps its most precious possession, is its native literary 

product—when that product is fine and noble and endur- 

Mark Twain* 

The advisory board, the editors, and the pub- 

lisher of the Dictionary of Literary Biography are 

joined in endorsing Mark Twain’s declaration. The 

literature of a nation provides an inexhaustible re- 

source of permanent worth. It is our expectation 

that this endeavor will make literature and its 

creators better understood and more accessible to 

students and the literate public, while satisfying 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 is his writing. Accordingly, the entries in DLB 

are career biographies, tracing the development of 

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

tion. 

The publication plan for DLB resulted from 

two years of preparation. The project was proposed 

to Bruccoli Clark by Frederick G. Ruffner, 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 volume 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 history, 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 

*Fr()ni an un|)ublishe(l section of Mark Twain’s autobiography, 

copyriglit ® by tfie Mark Twain (loinpany. 

some instances a major figure will be included in 

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 Pans, 1920-1939 

by an entry focusing on his expatriate appren- 

ticeship; he is also in American Novelists, 1910-1945 

with an entry surveying his entire career. Each vol- 

ume includes a cumulative index of subject authors 

and articles. The final DLB volume will be a com- 

prehensive index to the entire series. 

With volume ten in 1982 it was decided to 

enlarge the scope oiDLB. By the end of 1986 twenty- 

one volumes treating British 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 critical back- 

ground source materials for figures whose work 

is judged to have particular interest for stu- 

dents. One of these companion volumes is entire- 

ly devoted to Tennessee Williams. 

The purpose of DLB is 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 innuenced 

the mind of a people. Thus the series encompasses 

historians, journalists, publishers, and screen- 

writers. By this means readers 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 nation’s lif e. 

DLB includes the major writers ap})ropriate to 

each volume and those standing in the ranks im- 

mediately behind them. Scholarly and critical coun- 

sel has been sought in deciding which minor bgures 

to include and how full their entries should be. 

Wherever possible, useful references are made 

IX 
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to figures who do not warrant separate entries. 

hach 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 f urther readings. 

Work on the series as a whole is coordinated at the 

Bruccoli Cdark Layman editorial center in Co- 

lumbia, South C^arolina, where the editorial staff is 

responsible for the accuracy of the published 

volumes. 

One feature that distinguishes DLB is 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. Therefore DLB volumes include not only 

drawings, paintings, and photographs of authors, 

often depicting them at various stages in their 

careers, but also illustrations 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 titled A 

Guide, Chronology, and Glossary for American Litera- 

ture— will outline the history of literature in North 

America and trace the influences that shaped it. 

This volume will provide a f ramework for the study 

of American literature by means of chronological 

tables, literary affiliation 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 is 
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 

X 



Foreword 

American writing for children from 1960 to 

the j)resent, especially poetry, picture books, and 

nonllction, reflects the healthy respect for the 

mind of the child expressed by noted children’s 

poet Harry Behn. In his provocative study Chrysa- 

lis: Concerning Children and Poetry (1968), Behn 

states: “Knowing children better than I do most 

adults, at least finding their behavior more under- 

standable, I believe them to be a distinct, wise, 

world-wide dominion worthy of celebration 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 in this volume underscores Behn’s re- 

quirements for poetry: “to waken wonder and 

delight, to make magic or music, or to call up 

something beautiful or wise out of a true 

dream.” Fhese 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. 

Fhe 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 participant. Eve 

Merriam, one of the most prolific and much an- 

thologized poets of the period, joined her peers 

in addressing the serious as well as the fun as- 

j)ects of life. Her poetry provides springboards 

for discussion of the social upheaval of the 196()s 

and 1970s. 

Nancy Larrick’s anthologies of poetry, in- 

cluding one coedited with Merriam, 'offer the- 

matic approaches to poetry, both retrospective 

and current. In addition, jack Prelutsky’s The Ran- 

dom House Book oj Poetry for Childreri (1983), illus- 

trated by Arnold Lobel, and the Oxford 

University Press publications cited in the poetry 

section of “(diecklist of Further Readings” at the 

end of this volume demonstrate the broad scope 

of poetry, both old and new, available to enrich 

the mind of the contemporary child. 

(a)nvinced that the contenqxirary child 

would only come to an a[)j)ieciation of the poet’s 

craft through an informed adult—jiarent or 

educator—Fve Merriam, Nancy Farrick, and 

noted children’s poet Myra Caihn Li\ingston 

wrote extensively concerning the use and abuse 

of poetry. Fheir sharply focused professional writ- 

ing underscores the importance of c|uality pro- 

grams of poetry appreciation in language arts 

education. 

Anne Devereaux 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 literature. Fhe 

user of this volume is encouraged to read 

Jordan’s contribution and to consult the numer- 

ous works cited in the picture-book section of 

“Checklist of Further Readings.” Especially note- 

worthy are Lyn Ellen Lacy’s Art and Design in 

Childrens Picture Books: An Analysis of Caldecott 

Award-Winning Books (1986) and Perry Nodel- 

man’s chapter, “How Picture Books Work,” in 

Image and Maker (1984), edited by Harold Dar- 

ling and Peter Neumeyer. 

Educational reforms and increased federal 

funding for education programs through the Na- 

tional Defense Education Act of 1958 and the Ele- 

mentary and Secondary Education Act of 1965 

spurred publishers to increase their output of non- 

fiction books for children. In turn, the increased 

interest in the genre as a viable tool for class- 

room and self-education activities produced spe- 

cific criteria for evaluating the output. Margery 

Fisher’s Alatters of Fact (1972) and a special issue 

of Library Trends (April 1974), focusing on sci- 

ence materials for children, were two early ef- 

forts to establish criteria. Numerous articles 

appeared in professional journals in the 197()s 

and early 198()s, and many of these plus excerpts 

from Fisher’s book are reproduced in Jo (kirr’s Be- 

yond Fact: Nonfiction for Children and Young People 

(1982). 

Pioneer writers of the genre include (Gene- 

vieve Foster and author / illustrator Leonard 

Fisher, whose books set standards for nonfiction. 

Milton Meltzer’s carefullv documented studies of 
j 

social issues and the people involved in these is- 

sues provide readers with viewpoints that encour- 

XI 
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age discussion. David Macaulay’s rich blend of 

text and illustration in his award-winning books 

such as Cathedral: The Story of Its Construction 

(1973) and Castle (1977) invites readers to investi- 

gate a host ol related topics. 

The writers in this volume are pioneers, 

trendsetters, and award winners. They re|)resent 

the many American writers who take seriously 

the task ol communicating with children and 

who do so artfully, and they join those included 

in volumes 22, 42, and 52 of this series to com- 

plete a panoramic view of American writing lor 

children that celebrates their “courage, dignity, 

and vision.” 

—Clenn E. Estes 
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Dictionary of Literary Biography 

Harry Behn 
(24 September 1898-6 September 1973) 

Jon C. Stott 
University of Alberta 

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

The Grand Canyon, as Giles Behn (Los Angeles: Pri- 

vately printed, 1935); 

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

All Kinds of Time (New York: Harcourt, Brace, 

1950); 

VPmdy 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 Painted Cave (New York: Harcourt, Brace, 

1957); 

Timmy’s Search, illustrated by Barbara Gooney 

(Greenwich, Gonn.: Seabury, 1958); 

The Two Uncles of Pablo, illustrated by Mel 

Silverman (New York: Harcourt, Brace, 
&: World, 1959; London: Macmillan, 1960); 

Sombra (Gopenhagen: Ghristtreu, 1961); 

Roderick, illustrated by Silverman (New York: 

Harcourt, Brace Sc World, 1961); 

The Faraway Lurs (Gleveland: World, 1963); repub- 

lished as The Distant Lurs (London: 

Ciollancz, 1965); 

Omen of the Birds (Gleveland: World, 1964; Lon- 

don: Gollancz, 1965); 

The Golden Hive (New York: Harcourt, Brace Sc 

World, 1966); 

Chrysalis; Concerning Children and Poetry (New 

York: Harcourt, Brace Sc World, 1968); 

What a Beautiful Noise, illustrated by Harold 

Berson (New York: World, 1970). 

Harry Behn (Gale International Portrait Gallery) 

TRANSLAllONS: Rainer Maria Rilke, The 

Duino Elegies, translated and illustrated by 

Behn (Mount Vernon, N.Y.: Peter Pauper, 

1957); 
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(Incket Songs (New York: Harcourt, Brace & 

World, 1964); 

More (Incket Songs (New York: Harcourt Brace 

Jovanovich, 1971). 

MO riON PICT URES: The Big Parade, scenario 

by Behn, M-G-M, 1925; 

Proud Flesh, scenario by Behn and Agnes 

(diristine Johnson, 1925; 

La Bohenie, continuity by Behn and Ray Doyle, 

M-C;-M, 1926; 

'The (dozed, scenario by Behn, King Vidor, and 

John V. A. Weaver, 1928; 

The Racket, scenario by Behn and Del Andrews, 

Ckiddo, 1928; 

Frozen River, adaptation by Behn, Warner Bros., 

1929; 

'The Sin Sister, scenario by Behn and Andrew 

Bennison, Fox, 1929; 

FleWs 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- 

tions of Japanese haiku, he is 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- 

tively not only the perceptions but the responses 

of the perceiver. 

Born in Yavapai 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 Christian Andersen, William Blake, and 

(ieorge MacDonald were his favorite writers. In 

(dirysalis; Concerning Children and Poetry (1968), 

Behn said of these writers, “Their 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 time 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 Eawrence, 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 ip 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 Little Hill (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 reflect his knowledge and 

love of nature and his respect for the integrity of 

the young child. The Tzvo Uncles of Pablo (1959), 

the story of a Mexican child who is 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 Farazvay 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 is such experience frac- 

tured and reformed into shapes that the mind 

. . . can assimilate. Poetry is a pursuit (in words) 

of all beautiful mysteries.” He particularly hoped 

that his poems would be read by children in cit- 

ies, for he felt that they had been most cut off 
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The Two Uncles 
of Pablo 

HARRY BEHN 

ILLUSTRATED BY MEL SILVERMAN 

IIARCOURT, BRACE & WORLD, INC., NEW YORK 

Title-page spread fur Belm’s 1959 novel about a Mexican child torn between loyalty to two uncles of vastly differing character 
(Harcourt, B race) 

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 festivals. “Miss Jones,” “Mr. 

Potts,” and “Gardeners” are about adults in the 

child’s life. 

Behn’s best poems are about the mysteries 

of nature and of time 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 is 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 is 

just talk, fick-talk.” Then he tries to compare 

time to the known elements of his life: “Seconds 

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

ers golden flowers and snow. . . . (Centuries are 

Cieorge Washington.” He comes to understand 
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that the rhythms of the seasons are a kind of 

time. 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 

“tiny wheel with a spring / like a butterfly’s 

tongue . . .” which, he suggests, may be “now or 

perhaps, forever.” The image is important: the 

spring looks like something from nature; time is 

not mechanical, it is a part of nature. The poem 

is simple, yet profound. The language and im- 

agery are a child’s, as is the vision. The poem is 

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) is a time “When summer is almost gone/ 

And autumn almost begun.” 

The most intense experiences in the poems 

generally take place when the individual is alone, 

in the quiet, still times of dawn or dusk. In 

“Early” {The Little 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 is “The Errand,” from The Golden Hive, 

which the author has called “a book of poems 

about stillness.” 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, 

fhe moon came slowly up, and yet 

When I 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 

CRICKET SONGS 
Japanese liaikn Iranslaled by Harry Behn 

Diat jacket for Behn’s 1964 volume of translated Japanese 

haiku. A second volume. More Cricket Songs, was pub- 

lished in 1971 (Harcourl, Brace ^ World). 

(1964) and More Cricket Songs (1971). Each haiku 

is, 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 in his own 

works, as well as in his haiku translations. His de- 

scriptions are not overwhelming and his state- 

ments are simple, suggesting rather than forcing 

an impression. In reading his best poems, one is 

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 is unusual in children’s 

poetry. 
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Marcia Brown 
(13 July 1918- ) 

Mary Ann He fie man 
University of Temiessee 

BOOKS: The Little Carousel (New York; Scribners, 

1946) ; 

Stone Soup, An Old Tale (New York: Scribners, 

1947) ; 

Henry-Fisherman: A Story of the Virgin Islands (New 

York: Scribners, 1949); 

Diek Whittington and His Cat (New York: Scrib- 

ners, 1950); 

Skipper John s Cook (New York: Scribners, 1951); 

The Flying Carpet (New York: Scribners, 1956); 

Felice (New York: Scribners, 1958); 

Peter Pipers Alphabet: Peter Piper s Practical Princi- 

ples of Plain and Perfect Pronunciation (New 

York: Scribners, 1959); 

Tamarindo! (New York: Scribners, 1960); 

Once A Mouse . . . (New York: Scribners, 1961); 

Backbone of the King: The Story of Paka'a and His 

Son Ku (New York: Scribners, 1966); 

The Neighbors (New York: Scribners, 1967; Lon- 

don: Longmans Sc Young, 1968); 

How, Hippo! (New York: Scribners, 1969; Lon- 

don: Longmans Sc Young, 1970); 

The Bun: A Tale from Russia (New York: Harcourt 

Brace )ovanovich, 1972); 

All Butterflies: An ABC (New York: Scribners, 

1974); 

The Blue Jackal (New York: Scribners, 1977); 

Listen to a Shape (New York: Watts, 1979); 

Touch Will Tell (New York: Watts, 1979); 

Walk With Your Fyes (New York: Watts, 1979); 

Lotus Seeds: Children, Pictures and Books (New 

York: Scribners, 1986). 

BOOKS ILLUSLRATED: Virginia Cruse Wat- 

son, Idle Trail of Courage: A Story of New Am- 

sterdam (New York; (4)ward-McCann, 1948); 

H ans Cdu'istian Andersen, 'The Steadfast 'Tin Sol- 

dier, translated by M. R. James (New York: 

Scribners, 1955); 

Philip M. Sherlock, Anansi, the Spider Man (New 

York: (aowell, 1954; London: Macmillan, 

1984); 

Peter (diristen Asbjornsen and ]. K. Moe, 'The 

'Three Billy (Fiats Cruff, tianslated by (i. W. 

Dasent (New York: Hai'court, Brace, 1957); 

Marcia Brown (photo by Ann Atwood) 

H ans Christian Andersen, The Wild Siuans, trans- 

lated by M. R. James (New York: Scribners, 

1963; London: Longmans Sc Young, 1969); 

Violette Verdy, Ciselle, or The Wilis, adapted from 

Theophile Ciautier (New York: McCraw- 

Hill, 1970); republished as Ciselle: A Role for 

a Lifetime (New' York: Dekker, 1977); 

Hans Cdiristian Andersen, The Snow (hieen, trans- 

lated by R. P. Keigwin (New’ York: Scrib- 

ners, 1972). 

I RANSLAl IONS: (diaries Perrault, Puss in 

Boots, translated and illustrated by Brown 

(New York: Scriliners, 1952); 

Perrault, Cinderella, or 'The Little Class Slipper, trans- 

lated and illustrated by Brown (New 5drk: 

Scribners, 1954); 

Blaise (Ymdrars, Shadow, translated and illus- 

trated by Brown (New 5drk: Scribners, 1982). 

A lifetime of travel, reading, and art is the 

source of inspiration lor author-illustrator Mar- 

cia Brown, resulting in do/ens of picture hooks 
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for diildren that are refresliingly unicjue. Her ea- 

reer in the field of eliildreii’s literature is one of 

great distinction; she is the only tliree-tiine win- 

ner of the (Caldecott Medal and tuis received the 

(aildecott Honor Award for six of lier books. 

Brown was tlie American nominee for the Hans 

(Jnistian Andersen Awaicl for illustration in 

19h(') and again in 1975 and has received many 

awaicls, such as the University of Southern Missis- 

sippi Medallion and the Regina 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 Ca)ngress, and (Carnegie Institute. 

Born 13 July 1918 in Rochester, New York, 

to (9arance Edward and Adelaide Zimber Brown, 

Marcia Brown was encouraged at a yc^ung age to 

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 tc:) be an artist. However, for 

practical purposes, Brown enrolled at the New 

York Ca)llege for Teachers (now the State Univer- 

sity of New York at Albany) and received her 

B.A. in 1940. During the summers while she was 

in college she took instruction in painting from 

[nelson Smith at the Woodstock School of Paint- 

ing in New York. After graduation she taught 

high-school English and drama for several years 

in Ca)rnwall, New York, before moving to New 

York Caty to study art with Yasuo Kuniyoshi and 

Stuart Davis at the New York School for Social 

Research. Also, she worked in the Central 

Children’s Room of the New York Public Library 

from 1943 to 1948, where she was exposed to 

the library’s international collectic^n as well as the 

clientele. She gained invaluable experience in the 

world of children’s literature. 

Brown’s concern for the cjuality of a bc:)C)k 

goes far beyond her individual contribution as il- 

lustrator and writer. She regards the connection 

between author and publisher, and the printing 

pi'ocess itself, as one of great importance. 

Ecjually important is 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, in Lotus Seeds: Children, Pictures and 

Books (198fi), Brown sees the importance of their 

influence “in images tliat will not be erased, in peo- 

ple as real as those we know, in conversations 

heard as echoes.” And if children’s books can in- 

deed l)e responsible for sfiaping attitudes and be- 

liefs, Marcia Brown believes that the building of 

tlie self rcxjuiies heroes whose lives reflect true 

goodness in act and spirit. I his theme is a con- 

stant thread throughout her work. I he 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 Erench soldiers and a rustic Erench 

village filled with skeptical peasants are featured 

in Browm’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 is the first of many folktales she 

would retell and illustrate 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 in 

the last. Much gaiety 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 into Erench (Une Drole de Soupe, 1960) and 

has been produced as a short film in English and 

Spanish. 

Along with her interest in folklore, Marcia 

Brown is 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 is Henry-Fisherman: A 

Story of the Virgin Islands (1949), a (’.aldecott 

Honor Book. I he illustrations are striking and re- 

alistic, stemming from the summers that Browm 

spent on St. I homas. Brown uses predominantly 

bright colors of blue and orange and an unusual 

typeface to suggest the strong, exotic flavor of is- 

land life. In addition her use of alternating color 

schemes gives the book movement reminiscent of 

water and island breezes. I his 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 ol the story, the unfamil- 

iar expressions and dialect that set him apart 

from the reader. 

While her stories may follow common 

themes, each of Marcia Brown’s books is unique. 

What makes each distinct is often a result of her 

continual exploration into 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 into the block. Her often spare designs pro- 

vide a simple yet dramatic effect. 

Simplicity and accuracy of detail are impor- 

tant aspects of Dick Whittington and His Cat 

(1950). The historical setting is portrayed in lino- 

leum cuts, and only two colors, gold and black, 

are used in the stark illustrations 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, is ultimately 

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 Johns Cook 

(1951). Similar in style, this story is of a young 

boy’s adventure on a fishing boat. Set in (Mlonial 

Provincetown, an ambitious boy named Si, along 

with his dog, takes a Job on a ship as cook. The 

tone is lighthearted as Si remains happily un- 

aware of the crew’s growing dissatisfaction with 

his cooking. Phis amusing story is based upon a 

true story of an eight-year-old once told to Mar- 

cia Brown. 

A swaggering spirit is apparent in yet an- 

other of Brown’s books. Puss in Boots (1952). The 

spirit is central to the success of this rendition of 

Cdiarles Perrault’s tale of a famous cat who qtiite 

handily creates his master’s future. Phe rise of 

the Marquis of Ciarabas from third son of a penni- 

less miller to son-in-law of the king—and all in a 

day’s time—is engineered solely by Master 

Slyboots. Marcia Brown brings these characters to 

life—the truly extravagant Ptiss, the simple but 

good-hearted miller’s sou, peasants who shudder 

under the cat’s threats, and the robust, kind 

king. Ihe crayon-and-ink illustrations add a 

strong Prench flavor to the tale. . 

Similar in character to the sly Puss are three 

goats looking for greener pastures in 'Hie 'Lhree 

Billy Coats Crujj (1957). Brown completed the 

formatting of an artist’s dummy foi the book in 

five days, a significant feat for one so conscious 

of detail. Yet the facilitv with which she set the de- 
j 

sign indicates the conce|)tion was (juite clear be- 

fore she began. Phe narrative is sparse but 

conveys the confidence of the three goats who 

will outwit the troll underneath the bridge. Phe 

yellow-and-bltie crayon backgrounds j)erfectly 

control the tempo by both adding to and alleviat- 

ing the tension throughotU the story. Phe “great 

ugly troll with eyes as big as saticers and a nose 

as long as a poker’’ ends u|) kicked to pieces and 

tossed into the river. 

Phe inspiration for illustrating the folktales 

oi AnanSI, the Spider Man (1954) develo})ed while 

Brown lived in ]amaica. In 1953 she was invited 

by the author of this edition, Philip M. Sherlock, 

to teach puppetry at the Plniversity College of 

the West Indies in Jamaica. A cycle of folktales 

from West Africa, the book features Anansi, who 

is a favorite character in many of the island stor- 

ies. Anansi appears sometimes as a man and some- 

times as a spider. Simple line drawings capture 

the humor of this trickster and his friends in the 

forest. 

The qualities that have endeared many fairy 

tales to generations of readers inckide the heroic 

element and realms of often unlimited possibili- 

ties. The manner in which Marcia Brown illus- 

trates the fairy tale reflects the romantic ideal, a 

theme common to most of the stories she has cho- 

sen. She finds that working with the tales of 

Hans Christian Andersen presents rare chal- 

lenges and often rare satisfactions. Brown has 

said, “Andersen is one of the most demanding au- 

thors for an illustrator. While some illustrators pic- 

ture the facts of his stories delightfidly, the 

deeper meanings elude them, glossed over in 

favor of a pretty charm. Phe child gets no hint 

that here is something more than a barnyard 

fable or an average fairy tale. It is easy to be be- 

guiled by the trappings of a period, to become en- 

meshed in researches and lose the poetic 

signiPicance of these distillates from several folk 

origins through the mind and heart of a most un- 

usual man. But what a child remembers is more 

apt to be the poetic truth of the story than the fac- 

tual truth of the pictures, if the artist has ap- 

proached his task with understanding of that 

truth.’’ 

Phe soft red and blue colors j)redominaut 

in the illustrations of 'Phe Steadfast Lin Soldier 

(1953) matdi the tone of this acaoimt of a love 
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and a (|iicsl, lending an intensity to the (aildecott 

Honor Book which suggests nuich more than a 

children’s story. Brown employs dark areas of 

color to portray M. R. |ames’s translation of a 

tale riddled with pathos. Using lour colors lor 

the illustrations, the artist creates the mystilying 

and romantic presence of the Dancer, whose char- 

acter remains distinct and elusive. 

This story focuses on the Tin Soldier, who, 

like heroes throughout literature, endures re- 

peated trials ill 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 C'ihristian Andersen and lincl, many years 

later, that they are still with him. Fhese stories, 

which often synthesize several folktales with sim- 

pler plots into one, are ageless. 1 he stakes c:)f the 

heroism are high; the moral choices are seric3us; 

the conllicts and the rueful humor that makes 

the conllicts bearable are those of life.” Bre^wn’s 

subtle handling of the sense of adventure and 

true heroic action enlivens this classic tale. 

All of the romance and suspense of the best- 

known fairy tale in literature is to be found in Mar- 

cia Brown’s translation and illustrations for 

(duderella, or The Little (Hass Slipper (1954). This 

hook presents another tale by Perrault, but 

whereas Puss in Boots was a tale of whimsy, (Suder- 

ella, or I'he Little (Hass Slipper is characterized by 

the beauty of a young girl’s dreams. The delicate 

use of line against pastels mirrors the character 

ol the soft and kind-hearted Cinderella. She is 

the personification of goodness in the physical 

and s])iritual worlds. Both outwardly and in- 

wardly beautiful, the girl is untainted by the ugli- 

ness and unkindness of the family surrounding 

her. 

1 he format of the illustrations further em- 

phasizes the conflict between good and evil. A full- 

page illustration of the glamour and wealth of 

the step-family is juxtaposed against a much 

smaller corner illustration of the modest Cander- 

ella by the open hearth. (Hnderella was the 

Ckildecott Medal winner for 1955. 

I he image of the hero surfaces again in llie 

Plying (dirpet (195h). The romantic sense of the 

Arabian nights is strengthened by Brouai’s vivid 

oriental-blue illustrations. Eastern motifs lend a 

mystical and exotic cjuality to the drawings of this 

condensed version taken from the Tales of the Ara- 

hian Xifr/its. All of the central characters in this 

story are heroes, and all are ecjually important in 

saving the life of the beautiful and highly desired 

Princess Nur-.\1 Nihar. Brown’s concern is not 

the heroism of fanfare; on the contrary, she ex- 

pi< )res the kind of heroism which is based oii integ- 

rity and the will to do what may seem cjuite 

impossible. 1 here is no loser or runner-up in this 

world where all who act in good sj)irit and heart 

are rewarded. 

Pile next stage of Marcia Brown’s career 

was a great departure from her work with 

folktales and fairy tales; she became enchanted 

with Italy and spent nearly four years traveling 

there and throughout Europe. A great deal of 

drama belies the simple story of Felice (1958), 

about a cat who is given a home and name. Phis 

story is set in Venice, a city that holds a sense of 

ageless mystery for Marcia Brown. 

Felice is illustrated in a rotating color 

scheme; a page of blue-and-yellow washed illustra- 

tions is followed by illustrations of black-and- 

pink, thus establishing a current of feeling. The 

illustrations of Venice at night during the festa, 

complete with fireworks and lighted lanterns, en- 

hance the story; it becomes apparent that this is a 

city that is like no other. And although this story 

tells of Marco, a kind hero who saves a nameless 

cat from a precarious existence, it is much more 

than it seems on the surface. Felice was included 

in the show of the New York Society of Illus- 

trators. 

A different Italy is the scene for another 

story f illed with the same sense of love and admira- 

tion of things Italian. Four boys who offer to 

help Uncle Neddu in his unsuccessful search for 

his lost donkey find their actions rewarded in 

Tarnarindo! (1960). 4 he illustrations add a great 

sense of adventure to the journey of the boys as 

they traverse the countryside of Sicily. Here It- 

aly, with its sleepy villages and rambling or- 

chards, is rendered in crayon and ink. Marcia 

Brown spent the spring of 1956 in Sicily and, re- 

calling a story told to her years before, brought to- 

gether the beauty of Italy with a childhood 

recollection of a search for a lost donkey. 

Peter Pipers Alphabet (1959) illustrates the al- 

phabet with infinite possibilities for merriment 

and learning. Here are historical renderings of 

nonsense verse, each appropriately illustrated 

with delightful depictions of the text. First pub- 

lished in England in 1813, this edition of “Practi- 

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 his neighbor’s nutmegs. Did Neddy 

Noodle nip his neighbor’s nutmegs? If Neddy 

Noodle nipped his neighbor’s nutmegs/Where 

10 
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are the neighbor’s niilinegs that Neddy Noodle 

ni|)ped?” The illustrations of the verses oiler 

inueh amusement lor small children with each let- 

ter j)roviding a riddle, d he American Institute ol 

(haphic Arts included Peter Pipers Alphabet along 

with Peliee and Painarindo! in the (diildren’s Book 

Show lor 1958-191)0. 

dwo-color pink-and-hlack illustrations pro- 

vide a soft detail which gives a dramatic (]uality 

to james’s translation of Hans (Oiristian 

Andersen’s The Wild Swans (1965), which, accord- 

ing to Brown, “is a story from Andersen’s 

maturity—a story of longing, terror, and steadfast- 

ness of spirit. I he images of nature make bear- 

able that longing. It is a story of contrasts of light 

and shade, and so I tried to picture it—in 

dragged [)en line and ink and rubbed color.” 

In the early 196()s Brown became interested 

in working with a brief text whose theme could 

be de|)icted using colored wood-block prints. She 

used this method to illustrate Once A Aloiise . . . 

(1961), a fable from the ancient Hitopadesa (a col- 

lection of stories written for an Indian rajah to im- 

[)art the indispensable moral lessons of life to his 

sons), d he colored woodblocks create the jungle 

in detail, an expressive habitat for both the her- 

mit and the animals. In working on Once A 

Mouse . . . Brown felt she was involved with her 

best book at that point in her career. Fhe book 

did indeed receive the Caldecott Medal in 1962, 

was a New York Tunes Best Illustrated Cdiildren’s 

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

the New York Society of Illustrators. 

d'he story of Once A Mouse ... is circular 

and follows a hermit from peaceful meditation 

through action and back to his meditative state 

again, dlie colors used are those of sunlight 

through the jungle trees. More forceful aspects 

of the story are illustrated with red on alternat- 

ing pages, d hrough woodcuts of few colors and a 

text of lew words, the moral lesson of this tale 

emerges strongly in the transformations of a 

mouse who is shown kindness and then betrays 

the spirit in which it was offered him. I he pictori- 

al economy and the sparse text are a satisfying 

(ombination in this didactic tale. 

Another book bearing strong resemblance 

to both the illustrations and the brief text oiOnce 

/I Mouse . . . is 77/c Blue jackal (1977), a retelling 

of a story based on another tale of India found 

in the Panchatantra. The downfall of the jackal is 

similar to the victim of conceit in Once A 

M ouse .... I his story also has a strong philosophi- 

cal lesson which can be interj)reted on many lev- 

els. 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 him, he begins to play on their 

fear—only to give himself away in the end. 

Following a trip to Hawaii and the success 

of the woodcuts used to illustrate Once A 

Mouse . . . , Marcia Brown chose to illustrate Back- 

bone of the King (19(56) in a similar fashion, using 

linoleum blocks. Fhe Hawaiian le^gends com- 

prising the book are distinctive in portraying Ha- 

waii and its rich historical heritage. She chose to 

print the illustrations in a deep green, a color 

that best represented Hawaii for her. 

Fhe strong Hawaiian oral tradition 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. 

Fhese chants bring t(3 this bc^ok a distinctive liter- 

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 is 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. Fhe struggles that 

Ku endured in finding himself are the same as 

those of children everywhere who must find 

their own unique place in the world. 

Growing up is also the subject of Plow, 

Hippo! (1969). Double-page spreads of a jungle 

and river w^aters 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 hij^po and a crocodile has 

great suspense engineered by illustrations that 

foreshadow the text. Fhe enormous bulk and 

eyes of the hippos as they emerge from water cre- 

ate a playf ul atmosphere for the story. Fhe illustra- 

tions of the hippos underwater create a sense of 

mystery in which the story can unfold. Fhis book 

was chosen as an Honor Book for the Book 

World Spring Book Festival and was an American 

Fibrarv Association Notable Book for 19(59. 
j 

Similar in the choice of colors and tech- 

nicjue is a book published in 1974, All Butterflies: 

An ABC. Fhe alphabet is never staid to Marcia 
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Brown, who chose the butterfly as the unifying ele- 

ment in the illustrations of a creative and active ap- 

proach to the continuity of the letters, dlie 

dotible-page spreads are filled with brilliant col- 

ors f rom woodcuts that add great texture to the il- 

lustrations of images created by the alphabet’s 

progression. “All Butterflies, Cat Dance, Ele- 

phants Fly!, Ciraffes High”—each illustration is a 

self-contained image within its pages. All Butter- 

flies: An ABC was a Boston (rlobe-Horn Book Honor 

Book for illustration and an American Library As- 

sociation Notable Book for 1974. 

Marcia Brown has chosen two different Rus- 

sian folktales to illustrate; they are similar in the 

starkness of story and illustration that shows little 

of the texture and deUiil of her other books. The 

Neighbors (1967) is the story of a small, pathetic 

hare who befriends a sly fox only to his disadvan- 

tage. Idle Bun: A Idle From Russia (1972) is a 

more robust story, a form of the familiar story of 

the gingerbread man. Caayons are used to illus- 

trate this story in flat colors similar to those used 

in Pile Neighbors, where the use of red establishes 

tension in both ol these folktales. 

4'hree books published in 1979, Listen to a 

Shape, Ihiieh Will lell, and Walk Wilh Your Lyes, rep- 

resent the greatest dej)artnre in the artistic devel- 

opment of Brown’s work. Based on a photo- 

graphic essay style, these publications are far re- 

moved from her storybooks and center more on 

the experiential quality of nature as viewed 

through her photographs and text. Brown’s love 

of nature and her unique ways of seeing it are 

prominent in all of her books, but the diversity 

of ways of looking and thinking are most fully ex- 

plored in these three photographic works. 

Brown’s style of seeing is apparent in the bit- 

tersweet story of love and death from the ballet, 

Giselle, or The Wilis (1970). Illustrating a rendition 

which combines the works of Violette Verdy, 

Heinrich Heine, and Eheophile (iautier. Brown 

evokes the love of both man and dance. Ehis 

haunting story tells of the doomed love of a peas- 

ant girl, (iiselle, and a count disguised as a com- 

moner. Idle first illustration of the book. Idled 

with pathos and a deep, dark sense of loneliness, 

beantifnlly foreshadows the story’s unhappy end- 

Reminiscent of (iiselle, (iinderella, and Elisa 

is the heroine of R. P. Keigwin’s translation ol 

Hans (diristian y\ndersen’s 'The Snow (hieen 

(1972). (ierda is portrayed with the same cjiiali- 

ties that made the others so becoming—goodness 

of heart and a lively spirit. 1 he line-line draw- 

ings interspersed throughout the text stiongly re- 

llect the story’s emphasis of a mnltilavered story 

of love. 
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I lie most unicjue ol all ol Maixia Brown’s il- 

lustrative elleets proved to he her most controver- 

sial as w’cW-Shadozo (1982), the hook for which 

she received her thiixl C’aldecott Medal. 1 he com- 

j)lexity of the text, a poem hy Blaise (^endrars, is 

miriored hy collages and silhouettes in this power- 

ful depiction of the story of Shadow. At the l)egin- 

ning of the pioject Brown had fashioned the 

story using woodcuts hut arthritis j)revented her 

(ontinuing in this medium. Instead of using onfy 

woodc uts, she used a variety of techniques, incind- 

ing [)a})er cutouts and Blotted papers. 

Brown’s travels in East Africa in 1975 initi- 

ated her desire to tell this story strongly depicted 

with mystery and hrilliance of color. Her most so- 

phisticated rendering, the hold effects of the print- 

ing and washes comhine to create a vihrant work. 

In Lolu.s Sfeds Brown states that “although the 

poem comes from an African inspiration, I Be- 

lieve it is a poem for anyone. It deals with the mys- 

tery Behind our Birth, stretching far into the 

past, the handing down of wisdom from older to 

younger; it deals with all children’s fear of the 

dark and their pleasure at playing with their shad- 

ows. It deals with loss, with past ideals that can 

guide us hut can also lead us into old, hahitual re- 

sj^onses such as war. dliese experiences are com- 

mon to all. It was in that spirit that I made the 

hook.’’ 

1 he controversy surrounding this hook 

stemmed from what some considered to be nega- 

tive stereotyping of the silhouetted Africans. 

Many critics Believed the hook had potentially 

damaging effects on children who might transfer 

these images toward real African and Black Ameri- 

can children. 

The only hook that Marcia Brown has writ- 

ten specifically for an adult audience is Loins 

Srods, a selection of s|)eeches and articles she has 

deli\'ered over the past thirty-five years, includ- 

ing her three (aildecott Medal acce[)tance 

s})eeches. In the short preface she reflects on the 

importance and need for high standards in re- 

gard to children’s hooks. For Brown, “the ideas 

and images gathered hy children from their 

hooks are like lotus seeds, endlessly rehorn to 

Bloom in successive seasons of their lives. All 

one’s life one learns from the lotus.” 

As a highly distinguished author and illustra- 

tor, Marcia Brown has faced the challenges of suc- 

cess and is often unhap|)y at new trends 

apjxearing in the world of puhlishing. 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 is contrary to the primary purpose c^f the 

hook, which is something that should he enjoyed 

for its own value. Books represent the message 

that authors and illustrators are trying to pres- 

ent; therefore, she sees little need for dissecting 

the hc^ok further. In Lotus Seeds Brown states, 

“There can sometimes he too much attention 

paid to the persons of the authors and illustra- 

tors of children’s hooks, as if some of that individ- 

ual energy and concentration on an ideal can he 

transmitted if one listens to words about it. The 

eternal curiosity about technique can never tell 

why, where, or even when.” 

Brown defines her ambitions as a children’s 

writer and illustrator thus; “I would like to think 

of some of my hooks as not ending with them- 

selves but setting up resonances, echoes and re- 

echoes, changes on the theme.” Marcia Brown’s 

books present a veritable wave of reverberation— 

for throughout her career she has never re- 

peated herself. The direct appeal of her prose 

and her illustrations is consistent, and the unitjue 

quality of her work unmistakable. 
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Putnam’s, 1985); 

Sara Josepha Hale, Alary Had a Little Lamb (New 

\brk: Holiday House, 1984); 
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Valentine Davies, Miracle on 34th Street (New 

\brk: Hareoint Braee lovanovieh, 1984); 

Johnston, 'Fhe Quilt Story (New York: Putnam’s, 

1984); 

Jill Bennett, leeuy finy (New York: Ihitnam’s, 

1989); 

1 homas Womans, For Every Fluid a Star: A Fhnst- 

uias Story (New York: Holiday House, 1986); 

(kirolyn (aaven. What the Maihnan Brought (New 

\brk: Putnam’s, 1987); 

jean Fritz, Shh! We're Writing the Constitution (New 

\brk: Putnam’s, 1987). 

Over the past twenty-two years Fomie 

dePaola has illustrated over eighty children’s 

books by various anthors and written and illus- 

trated sixty books of his own. His books, which 

have been published in over a dozen countries, 

have sold close to two million copies. He began 

his career as a book illustrator with Lisa Miller’s 

Sound in 1965, and since then his career as an art- 

ist and writer has grown steadily. He has re- 

ceived recognition from professional publications 

and organizations including 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 in 1978, it received the Nakamore 

Prize. In 1981 dePaola received the Kerlan 

Award from the University of Minnesota, and in 

1983 he was awarded the Regina Medal in recogni- 

tion for outstanding accomplishments in the field 

of children’s literature. He has firmly established 

himself as one of the century’s leading picture- 

book artists and has become popular both as an 

artist and as an author for children. 

Fhe son of Irish and Italian Catholic parents, 

I homas Anthony dePaola was born in Meriden, 

(4)nnecticut, to Joseph N. and Florence Downey 

dePaola on 15 September 1934. I here he grew 

np with an older brother and two younger sis- 

ters. He has said on several occasions that he 

knew he wanted to be an artist from about age 

four, (irowing up during World War II in a 

home where books were scarce but treasured, he 

developed a love lor literature early on, and he 

has fond recollections of his mother reading 

aloud to him. 

Alter getting his B.F.A. from Pratt Institute 

in 1956, he free-lanced, doing (4nistmas cards, 

theater designs, and liturgical art. He taught art 

at Newton College of the Sacred Heart in 

Newton, Massachusetts, first as an instructor 

(1962-1963) and then as an assistant professor 

(19(LU1966). He received an M.F.A. degree from 

the (blifornia C4)llege of Arts and Crafts in 1969 

and a doctoral ecjuivalency in 1970 from Lone 

Mountain (aillege in San Francisco. It was during 

this period in (blifornia that he underwent ther- 

apy, which he credits with releasing the child in 

him, freeing him to create a more honest art 

than he had before. After teaching at Lone Moun- 

tain College for three years, dePaola returned to 

New England. He taught art at Chamberlayne Jun- 

ior (Mllege in Boston from 1972 to 1973 and 

then took a teaching position at C4)lby-Sawyer Col- 

lege in New London, New Hampshire, from 

1973 to 1976. There he was an associate profes- 

sor, designer, and technical director in speech 

and theater. He also started the children’s thea- 

ter funded by the New Hampshire (Y)mmission 

on the Arts. From 1976 to 1979 he was associate 

professor of art and artist in residence at New En- 

gland College in Henniker, New Hampshire. He 

now resides in New London, New Hampshire, in 

a remodeled farmhouse. 

An artist and writer of seemingly boundless 

energy, dePaola has worked in several areas of 

children’s literature. Eor instance, he has been 

highly successful in retelling traditional folktales 

and in writing stories in the folktale tradition. In 

an interview with Phyllis Boyson, he speaks of 

the origin of Strega Nona. In doing research for 

writing a porridge pot story, he found among 

other variations the rice pot in India but no Ital- 

ian variant for the well-known tale, so he created 

one. Porridge became pasta and the magic charac- 

ter became Strega Nona, his own creation. “ I hat 

was when I became aware of the folktale vari- 

ant,” dePaola said. 

Strega Nona (Cuandmother Witch) hires 

Big Andiony to help with chores. He soon tries 

his touch with her magic pasta pot, not realizing 

that he has missed the secret of blowing three 

kisses to make it stop. Pasta comes out of win- 

dows and doors and invades the entire town. 

Strega Nona returns and sets things right. 

Anthony’s Just punishment for touching die for- 

bidden pot is having to eat all the pasta. 

DePaola’s illustrations, inspired by Era Angelico, 

include Big Anthony riding the pasta which is por- 

trayed like waves in the ocean. Fhe pasta takes 

up more and more of the j^icture as it engulfs 

the Italian Mediterranean village of (kilabria. 

In Big Anthony and the Magic Ring (1979), 

Strega Nona's Magic Lessons (1982), and Merry 
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Dust jacket for dePaola's 1975 retelling of a porridge pot 

story which was named a Caldecott Honor Book in 1976 

(Prentice-Hall) 

Christmas, Strega Nona (1986), dePaola creates 

three new stories using the same characters and 

rural Italian setting of Strega Nona. Barnbolina, 

the baker’s daughter, is a new character in these 

hooks. In Big Anthony and the Magic Ring it is 

spring in Calabria, and Big Anthony is somewhat 

listless. This time the misuse of magic involves 

Strega Nona’s magic ring, which Big Anthony 

sees her use to transform herself into a beautiful 

lady who dances the night away. When he uses 

the ring to transform himself into a handsome 

man, he is so successful that he must run to es- 

cape the village women as they pursue him 

throughout the countryside. 

In Strega Nonas Magic Lessons Bam[)olina 

(the baker’s daughter Anthony should have taken 

dancing originally and so avoided all the mischief 

in the previous book) decides to take magic les- 

sons from Strega Nona to solve the imj)ossii)le 

work load lier father exj)ects of her. Bungling 

Big Anthony tries his hand at working for the 

baker only to put too much yeast in the bread 

and have the dough go all over tlK' bakery, remi- 

niscent ol his antics with pasta. When he dis- 

guises himself as a girl Strega Nona consents to 

give him magic lessons too, hut as usual he at- 

tempts to misuse nragic, and she and Barnbolina 

get the best of him. In Merry Christmas, Strega 

Nona Big Anthony returns to Strega Nona’s 

house without the ingredients needed for her an- 

nual Christmas feast. Instead the townfolk bring 

the feast to her. d hese extensions of Strega Nona 

were well received by reviewers. The antics of 

fat, long-nosed Strega Nona and Big Anthony 

the buffoon make for a hilarious series. 

DePaola presents an old Italian tale retold 

in The Prince of the Dolomites (1980). Instead of 

the Mediterranean, the setting is a village in the 

Italian Alps where Zio Narratore, the storyteller, 

tells children how the Dolomites were changed 

from dreary mountains to bright ones by an act 

of love in this romantic fantasy of sacrifice and re- 

ward. A prince falls in love with the moon prin- 

cess, and though he goes to the moon he must 

return to earth or face blindness, d he princess ac- 

companies him to earth but grows sad at the drear- 

iness of the Dolomites, d he Salvani climb to the 

peaks and gather moonbeams, weaving them into 

nets to brighten the dark peaks. 

The Legend of Old Befana (1980) is a retold Ital- 

ian Christmas story, d he familiar red-tiled village 

roofs from the Strega Nona books reappear. I he 

three wise kings on their way to see the Cdnist 

child bid grumpy Befana to follow. She does and 

takes baked goodies for the child and a broom to 

save the mother from sweeping. As she runs to 

catch up with the wise men, angels help her go 

faster until she runs across the skv. From this 
y 

time on, every year, on the sixth of January (the 

Feast of the Kings), she runs across the sky, deliv- 

ers baked gifts to children, and sweeps their 

rooms clean. A majority of reviewers welcomed 

this familiar Italian counterpart to Santa (Hans. 

DePaola has written several other books with a 

Cdiristmas theme, including The Christmas Pageant 

(1978), llie Family Christmas 'Tree Book (1980), The 

Friendly Beasts: An Old Fnglish Christmas Carol 

(1981), The Story of the 'Three Wise Kings (1988), 

and The First Christmas, a Pop-up Book (198d). 

In honor of the 8()()th anniversary of the 

birth of Saint Francis of Assisi, dePaola wrote 

and illustrated Francis: the Poor Man of Assisi 

(1982). Paintings of Francis and his friend and 

companion, vSaint (2are Scih, were insj)ired by 

the frescoes of (amahue and Simone Martini in 

the Basilica of San Francesco in Assisi. In his pref- 

ace dePaola tells of his lri[) to yXssisi in 1956 and 

a retui'n in 1978 to do photogra|)hic research 

and read accounts of the saints’ lives. .Vs he told 
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Ann Rodgers, “I think I would like the book to in- 

troduce people to Francis who have never known 

him. I think Francis has gotten sugar-coated too 

much.” He said seeing where Francis lived and 

worked brought home “how really simple his exis- 

tence was. . . .” Fhe book continues to be popular. 

In the same interview dePaola related Fran- 

cis to another book, The Lady of Guadalupe (1980), 

based on the story of how the Virgin Mary be- 

came the patron of Mexico. DePaola says that he 

and his editor tried to make the text of both 

books read as legend rather than religious indoc- 

trination. Fhe success of Francis lies both in the 

art, which is faithful to the thirteenth century, 

and in the dramatic episodes from the saint’s life 

which dePaola selected: Francis as a wild rich 

kid; Francis saving lambs from slaughter; Francis 

enjoying his one luxury—the delicious cakes 

Brother Jacopa bakes. The success of The Lady of 

Guadalupe, also translated into Spanish, lies both 

in its highly acclaimed art, faithful to Mexican ar- 

chitecture, history, and folklore, and in its narra- 

tive enjoyable by children of any religion as a 

folktale. 

DePaola says in an author’s note to The 

Glown of God: An Old Story (1978) that he was in- 

spired by Anatole France’s version of the legend 

about a Juggler who offers his talent as a gift to 

the Christ child. DePaola retells it with an Italian 

Renaissance setting. A young clown and juggler, 

Giovanni, joins a traveling troop of performers 

and delights his audiences by juggling sticks, 

plates, torches, balls, and other items. One particu- 

lar ball he calls Sun in the Sky. At the end of the 

story, elderly and rejected, Giovanni joins a proces- 

sion at a monastery to bring gifts to the statue of 

the Madonna and Child. He notices a sad expres- 

sion on the Christ child’s face and juggles to 

make him happy. The result is a miracle. On the 

child’s face is a smile and in his hand the yellow 

ball Giovanni had been juggling. DePaola’s famil- 

iar use of architectural elements, reminiscent of 

those seen in the works of Fra Angelico and oth- 

ers of the period, is an effective unifying motif. 

Skillfully rendered figures such as traveling play- 

ers, monks, and gondoliers all contribute to the 

Italian Renaissance setting. Most reviewers wrote 

favorably of the book, particularly praising au- 

thenticity of time and place. 

Sing, Pierrot, Sing (1983) is dePaola’s original 

story of a French pantomimist incorporating ele- 

ments of the Italian commedia dell’arte, namely 

the characters of Pierrot and Pierrette, an arche- 

typal couple in the commedia and in puppetry 

The Lady of Guadalupe 

Dust jacket for dePaola’s 1980 story, which describes the Vir- 

gin Mary’s appearance to a Mexican peasant (Holiday House) 

and mime in general. They are frequently re- 

ferred to in continental literature, particularly Pi- 

errot, who, in the nineteenth century, was made 

into a weeping clown figure and glorified by writ- 

ers such as Jules Laforgue. In dePaola’s version Pi- 

errot sets out for Columbine’s red-tile-roofed 
house with a rose and a mandolin. As she steps 
out on her balcony he tosses her a rose, but 

Harlequin catches it. The despondent Pierrot de- 

cides to climb to the moon, but the children of 

the town bid him climb down first and retrieve 

his mandolin. He does so, joining them in song 

and dance, and then they climb to the moon to- 

gether. 

Helga’s Dowry: A Troll Love Story (1977), struc- 

tured in the folktale tradition, is dePaola’s own in- 

vention based on his research about trolls. He 

told Susan Hepler that he discovered troll 

women could not marry without dowries because 

troll men were more interested in amassing for- 

tunes than in marriage. If the women didn’t 

marry, they were bound to wander the world 

forever—unless they came down from the moun- 

tains and tricked humans into marrying them. 

Helga is the most beautiful of troll maidens but 

also the poorest. She has no dowry to marry the 
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THE 

CLOWN OF GOD 
an old story told and illustrated by 

Tomie dePaola 

Dust jacket Jar dePaola s 1978 book based on the rnedievcd leg- 

end about a juggler who offers his talents as a gift to the 

Christ child (Harcourt Brace Jovanovich) 

handsomest troll, Lars, but, performing some 

troll magic, the spunky Helga acquires cows, 

gold, and land and forsakes Lars in the end. 

DePaola has said many times that he consciously 

tries to avoid presenting sexual stereotypes, and 

certainly the independent Helga underscores 

that. His comic dramatic scenes, such as when 

Helga becomes a boulder and fights Inge, her 

rival for Lars, keep the story lively throughout. Re- 

viewers praised the comic illustrations and 

Helga’s humor and determination. 

A popular Irish giant is the source for 

dePaola’s retold tale Fin M’Coul the Giant of 

Knockrnany Hill (1981). In this story of trickery en- 

gineered by his wife, Oonagh, Fin wards off con- 

frontation with rival giant (AICUIHH, who won’t 

rest until he has assaulted Fin. C^omic illustra- 

tions show Cmcullin losing his teeth as he bites 

into bread loaves that contain frying pans. Red- 

haired, freckled Fin, dressed as a baby in a pink 

milled outfit, adds to the hilarity. Cdicullin de- 

cides that if the baby is any indication of Fin’s 

stiength, he’d best not take on the father. Review- 

eis mentioned the feeling of another culture 

dePaola successfully conveys thiough the green 

hills and whitewashed cottages and household 

utensils as well as the use of designs of earlv 

Irish jewelry found in the picture frames. 

Bold, bright colors in designs appropriate to 

the spirit of much American Indian art enhance 

the retold Commanche tale. Legend oj the Bluebon- 

net (1983). dlie shaman announces to the people 

that they must burn their most treasured posses- 

sions as a sacrifice to the Great Spirit to bring an 

end to drought and famine. She-Who-Ls-Alone, a 

young girl, offers her warrior doll. Rain comes 

and so do the bluebonnets, filling the fields with 

their beautiful blossoms. The Booklist (1 June 

1983) reviewer praised the artwork, noting 

dePaola’s successful rendering of electric blues, 

star-studded skies, and the fire where the young 

girl prepares her sacrifice. 

An Italian legend is the basis for The Mysteri- 

ous Giant of Barietta (1984), a humorous story of 

trickery similar in that respect to Fin M’Coul the 

Giant of Knockrnany Hill. When a medieval Italian 

village is about to be attacked, Zia Concetta’s 

faith brings the giant statue of a Roman boy to 

life, and the enemy is convinced he is the typical 

village boy. 

DePaola has illustrated two notable folktales 

written by other authors. Patricia Lee Gauch’s 

Once Upon a Dinkelshiihl (1977) is based on the (Ger- 

man legend of Lore. Lore is the gatekeeper’s 

daughter who leads the town children in saving 

their city when invaders attack. Instead of opposi- 

tion the children offer food as a peace offering. 

DePaola’s rendering of the colonel as he listens 

to Lore’s pleas is particularly effective. DePaola 

also provided memorable illustrations for Sir 

George Webbe Dasent’s translation from the 

Norse of The Gat on the Dovrefell (1979). In this 

Scandinavian folktale a man on his way to deliver 

a bear to the king of Denmark stops at Halvor’s 

cottage on Ghristmas Eve and is told that trolls in- 

vade each year. DePaola uses rich colors in the 

paintings of Halvor’s feast for the trolls to depict 

food spilling out of bowls and fat, hairy, mirthful 

monsters frolicking about the house. Other effec- 

tive details include the big white bear set against 

the snowy landscape and Scandinavian furnish- 

ings such as the big blue-and-white stove under 

which the bear rests until a troll [)okes him with 

a sausage. 

Besides folktales, dePaola has also j)roduced 

books based u[)on well-known rhymes. In Fhe 

Comic Adventures of Old Mother Hubbard and Her 

Dog (1981) he j)iesents each verse of the Mother 

Hubbard rhyme in a stage setting with an arch 

and purple curtain. In the lirst couple of pages 
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are scenes of baltony seats where Hnnipty 

Duinpty, the King and Queen of Hearts, and Lit- 

tle Bo-Peep look on. As Mother Hnhhard makes 

trips to meet the dog’s progressively more hnman- 

like needs, the dog’s exj^ression gets more lunnan- 

like until he is completely helievahle as a 

gentleman in full dress witli a powdered wig. 

With Mary Had a Little Lamb (1984) dePaola 

created new interest in Sara Josepha Hale, who is 

nsnally credited with authorship of this well- 

loved j3oem. He inclndes all five verses and sets 

them against a New Fmgland hackdrop as pig- 

tailed Mary goes ahont her various activities with 

the ever-present lamh at her side. Donnarae 

MacC^ann and Olga Richard {Wilson Library Bulle- 

tin, April 1984) praised dePaola’s authenticity to 

the old-fashioned setting and his inventiveness, 

for example, in wallpaper patterns and a cross sec- 

tion of a house containing triple images of Mary 

and the lamh. Four nursery rhymes are featured 

in Mother Goose Story Streamers (1984):.“Baa, Baa, 

Black Sheep,” “Hey Diddle Diddle,” “Jack & Jiff’’ 

and “Little Miss Muffet.” Four folded pages open 

out to present large illustrations of these well- 

known rhymes. 

DePaola’s works visit the world of knights, 

unicorns, and other fantastic elements. In his 

first puhlished hook. The Wonderful Dragon of 

Timlin (19(36), a gentle, pink dragon with memora- 

hle eyelashes creates fireworks displays, plays cro- 

quet, and sips strawberry ice cream sodas. In The 

Knight and the Dragon (1980), produced fourteen 

years later, dePaola offers a humorous commen- 

tary about rituals being carried out long after 

their purpose is forgotten. In this story a knight 

and a dragon decide it is time to do battle, but nei- 

ther knows how, so they read hooks on the sub- 

ject. I he encounter is a fiasco, hut all ends well 

as the castle librarian arrives with a book on cook- 

ing that [)uts their talents to use: the dragon offer- 

ing the fire and the knight the equipment for a 

barbecue. One particularly good scene has the 

knight and the dragon in aprons as the townsfolk 

dine on their harhecue. Interesting too is the disap- 

pearance of boundaries from around the pictures— 

from the no-win battle onward—as the knight and 

the dragon learn to work together rather than 

being enemies. 

In The Unicorn and the Moon (1973) a uni- 

corn must rescue the moon trapped between two 

hills which want to look as beautiful by moon- 

light as does the unicorn. After several unsuccess- 

ful attempts, the unicorn, with the aid of an 

alchemist, scatters mirrors in the sky. When the 

hills eagerly reach for them, the moon is freed. 

I he ef fective use of color tones gives the story a 

dreamlike quality which also pervades When Every- 

one Was Fast Asleep (197(3) and its secjiiel Songs of 

the Fog Maiden (1979). 

I he Fog Maiden lives between the Sun and 

the Cold in a castle. Outside are two gardens: the 

Day Ciarden and the Night Garden. In When Every- 

one Was Fast Asleep, a sunij^tuous adventure in pas- 

tels, the Fog Maiden’s mysterious blue cat. Token, 

awakens two children and leads them first to the 

land of trolls and then to a hall at the palace of 

the king and queen where crocodiles, doves, pea- 

cocks, and lions sing and dance. I he Fog Maid- 

en’s arrival signals the coming of day, and her 

dress and train predominate, spilling off the pic- 

ture plane in double-page spreads. Songs of the 

Fog Maiden, a sequel which presents the statues, 

birds, and fountains that are part of the Fog Maid- 

en’s glorious Day Garden, was generally consid- 

ered by reviewers to he inferior. John Cech 

{Children’s Book Review Service, April 1979) men- 

tions the contrast between the highly successful 

art and the often wooden, predictive quality of 

the text. Particularly disappointing was the cat 

Token, whose mysterious haunting quality in the 

First book lost much of its effectiveness in the se- 

quel. 

Several of dePaola’s fantasies feature ani- 

mals. In The Hunter and the Animals: A Wordless Pic- 

ture Book (1981) a bluebird warns the forest 

animals that a hunter is coming. While the 

hunter is asleep, they steal his equipment. Then 

they bring him food and lead him home. As in 

The Knight and the Dragon, there is here the ques- 

tioning of senseless ritual, for the young hunter 

in traditional dress and accoutrements sets out to 

hunt a false enemy. There is also the suggestion 

of rebirth or renewal as the animals change the 

forest from oak to pine, the first tree to appear 

after the destruction of a forest by fire. 

Another hook involving an animal and hunt- 

ing is Bill and Pete (1978). A human trapper cap- 

tures Bill, a crocodile who has a bird friend, and 

plans to make him into a stiitcase. I he bird is 

able to free Bill. In Parker Pig, Esquire (19(39) a 

fox, sheep, cat, and dog visit their friend Parker 

and decide to change his messy housekeeping. 

I he animals, all dressed as humans, take on mem- 

orable personalities. 1 he sheep is a snooty 

woman, the fox is sophisticated and inq^eccahly 

dressed, and the dog, who never wanted to 

change Parker, looks like an old man with a 

heard. \n foe and the Snow (19(38) a hoy has a per- 
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afetfanata 

The Hunter and the Animals 
A WORDLESS PICTURE BOOK 

by Tomie de Paola 

Dust jacket for clePaolas 1981 fantasy about a group of for- 

est animals that foil a hunter’s outing (Holiday House) 

fectly believable animal family. Among them is 

Martin, a dog who wears glasses and reads con- 

stantly, and who resembles Tom, the wise dog visi- 

tor in Parker Pig, Esquire. Four Stories for Four 

Seasons (1977) features all animal characters: a 

dog, cat, pig, and frog. Each story begins with a 

picture of the same house set in a partictilar sea- 

son, and in each story seasonal foliage frames the 

pages. The episodic stories portray the animal 

friends as they go for a boat ride, visit gardens, 

dine, and finally celebrate Thristmas with their 

sleepy friend, the frog. 

Besides works dealing with various shades 

of fantasy, dePaola has produced stories 

grounded in real life. The Httle rich girl in 

Marianna May and Niirsey (1983) could be any 

child whose fun is spoiled by having to worry 

about keeping her clothes clean. Her solution is 

to have different colored clothing to match such 

activities as rolling in the grass and making 

mudpies. The book offers luscious colors and is 

an example of dcTkiola’s frecjuent tendency to 

use doorways, windows, and other frames in his 

art. The clothesline where the child’s clothing 

hangs resembles a frame for a stage curtain, and 

in the lirst picture Marianna and her family are 

framed in gold—rathei' like a Tamily portrait- 

establishing theii social class and aloofness. 

1 here is a hint of red-tiled roofs from the Italian 

settings on the doghouse, and a big white dog pic- 

tured in other stories romps through this one also. 

Oliver Butlon Is a Sissy (1979) has been said 

by dePaola to be autobiographical. TTie voung 

boy in the story would rather walk in the woods, 

draw, and read than play sports. \et, after he 

shows talent as a tap dancer, his schoolmates no 

longer call him sissy but admire him. Despite the 

seriousness of a child being teased for being diff er- 

ent, as usual with dePaola, the overall tone is play- 

ful and the drawing and coloration ingenuous. 

DePaola’s work is particularly strong when 

it builds upon his Irish and Italian family back- 

ground. In Watch Out for the Chicken Feet in Your 

Soup (1974) Joey takes his friend Eugene to visit 

Joey’s old-fashioned grandmother who puts 

chicken feet in sc:)up and uses the boys’ coats to 

keep her bread dough warm. Joey is embar- 

rassed, but Eugene is completely enchanted as he 

gobbles down the soup, dons an apron, and 

helps Joey’s grandmother make bread dolls. Be- 

sides showing a boy in a nonstereotypical rc^le, 

the story provides a good sprinkling of Italian 

words that make the Italian grandmother memo- 

rable and authentic. 

Both of dePaola’s grandmothers were the in- 

spiration for Nana Upstairs Cf Nana Downstairs 

(1973). In the story a bevy’s great-grandmother, 

who is bedridden, lives upstairs and must be tied 

when she sits in a chair to avoid falling. His grand- 

mother lives downstairs. When the four-year-old 

great-grandson comes to visit Nana Upstairs, he 

asks to be tied, too. They eat candy together and 

become good friends. After she has died, the boy 

sees a shooting star and his parents explain she 

may be sending him a kiss and that, though she 

is gone, he can always call her back in memory. 

Years later when the grandmother dies, he thinks 

of them both as Nana Upstairs. I hongh the book 

deals with the death of loved ones, the focus is 

on affection and fond memories. 

DePaola told an interviewer for Books to 

Crow On about Nana Upstairs Cf Nana Downstairs 

that people said, “Oh, that’s such a wonderful 

book about death. Why did you decide to write a 

book about death?’’ DePaola answered that “Eor 

me it wasn’t a book about death. All I was trying 

to do was tell the story of what haj)pened be- 

tween my great giandmother and me. She was 

94 years old and I was only four, and she died.’’ 

Another fine autobiographical story about 

youth and old age is Now One Phot, Now the Other 

(1981). The protagonist, Bobby, whose grandla- 

ther once taught him to walk, teaches the grandla- 
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Dust jacket for dePaola’s 1973 book about a four-year-old boy’s relationship with his grandmother and 

great-grandmother (Putnam’s) 

ther to walk after a stroke. Bobby at first has the 

natural reaction of fear when his grandfather ap- 

pears not to recognize him. However, the two 

used to build a tower of blocks, and when the ele- 

phant block was in place the grandfather would 

sneeze, and they would topple as the young boy 

laughed. The grandfather sneezes one day when 

the grandson builds the block tower, and the 

slow recovery begins. As in Watch Out for the 

Chicken Feet in Your Soup and Nana Upstairs 

Nana Downstairs, the focus is not on the illness 

hut on the affection between the hoy and a grand- 

parent, and it is partially shown by memory of 

something special associated with the loved one: 

finding chicken feet in soup, tying oneself to a 

chair to he like the grandmother, building block 

towers that topple at a sneeze. 

Information hooks represent a major cate- 

gory of dePaola’s work, and of the numerous 

hooks he has illustrated for other writers, a good 

number have been information hooks on a broad 

range of subjects. Two of these books center 

around holidays. In The Family Christmas Tree Book 

(1980) he presents a family going through all the 

steps from cutting a tree and bringing it home to 

decorating it. He includes historical information 

through dialogue about the origin of Christmas 

trees and the use of lights. At the end of the 

book are directions for making an angel orna- 

ment. Although the historical insertions are at 

times awkward, the approach overall is a good 

one for presenting information within the natu- 

ral setting of a family preparing for Christmas. 

Things to Make and Do for Valentine’s Day (1976) 

not only gives directions for making valentines 

and envelopes, it also includes a game, tongue 

twisters, a recipe for cake, and instructions for 

making painted dough valentines. 

In the highly acclaimed Charlie Needs a Cloak 

(1973) a youngster learns about the steps in pro- 

ducing a wool cloak—from shearing the sheep to 

sewing the material. One playful sheep becomes 

Charlie’s companion throughout the process. He 

holds on to the strands as (diarlie attempts to put 

them in the loom, models the cloth, and stands 

on the table as Charlie cuts it into pieces. At the 

end he seems as proud as (diarlie of the new 

coat. Another humorous slant to the book in- 
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Dust jacket for clePaolcis first wordless picture book, published in 1978 (Harcourt Brace Jovanovich) 

volves a mouse who steals scissors, yarn, and 

other items and takes them to his tree stump. 

C^ats are companions of many of the chil- 

dren in dePaola’s books, and he has two of his 

own, Satie and Rosalie, so it is not surprising that 

he would do an information book on them. In 

The Kids’ Ceil Book (1979) he gives the history of atti- 

tudes toward cats starting in Egyptian times and 

continuing through other periods. This story is 

told by Granny dwinkle as a young boy selects 

one of the cats she is giving away. The reader 

comes away from the book with a knowledge of 

cats in history and famous cats in children’s litera- 

ture, as well as some knowledge about caring for 

cats. 

A number of dePaola’s books feature food 

in some way; Big Anthony and his problems with 

pasta in Strega Nona is but one example, fwo of 

his information books are about food. In Pan- 

cakes for Breakfast (1978), dePaola’s first wordless 

pictuie book, a plump, black-haired grandmoth- 

erly lady awakens on a cold,' snowy morning 

dreaming of making pancakes. She goes through 

all the steps such as gatheiing eggs, mixing the in- 

gredients, and milking the cow only to find upon 

her return from buying syrup that her cat and 

dog have devoured the mix. In The Popcorn Book 

(1978) tousle-haired male twins with look-alike 

cats learn some history of popcorn as one reads 

aloud and the other pops corn. The book in- 

cludes two ways to pop corn. Although it does 

not include information about cidtivation, and as 

one reviewer, Lazar Goldberg {Appraisal: Science 

Books for Children, 1979), noted, some of the num- 

bers in connection with facts may be beyond the 

child’s scope, the book does give general informa- 

tion about popcorn and presents boys in nonste- 

reotypical roles. 

dwo books give information about natural 

phenomena: clouds and quicksand. In llie Cloud 

Book (1975) the reader learns about myths associ- 

ated with clouds, types of clouds, and how clouds 

predict weather. IIlustrations are comic in mak- 

ing explanations memorable; for example, since 

cumulus clouds reseml)le caulillowei, dePaola in- 

cludes a booth where it is being sold. Phe (hack- 

sand Book (1977) offers another humorous 

a[)proach to information. In it a young girl is 
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caiiglit in quicksand. While she waits, a boy accom- 

panied by a monkey proceeds to tell her how 

c|uicksand is formed, how to avoid it, and how 

some animals can rescue themselves from it. 

After telling her step by step how to rescue her- 

self, he falls in. She has sweet revenge as she and 

the monkey then leisurely have tea at an elegant 

table setting the monkey has prepared. Humor- 

ous illustrations of the distraught girl, the book- 

ish boy, and the assortment of animals who 

arrive on the scene make this one of dePaola’s 

best information books. He even includes a rec- 

ipe for quicksand. 

Although colored inks and watercolors on 

handmade watercolor paper are used most fre- 

quently as a base for dePaola’s books, he also 

uses pencil drawings, etchings, charcoal draw- 

ings, and other techniques. He has mentioned on 

several occasions the importance of line in his art 

and the numerous techniques necessary to create 

the desired effect. His work draws upon a num- 

ber of sources. In The Story of the Three Wise Kings 

(1983) he painted the Mother and Child in the tra- 

ditional pose used in romanesque paintings. In 

Francis: the Poor Man of Assisi he was inspired by 

the frescoes of Cimabue and Simone Martini in 

the Basilica of San Francesco. He adhered to 

sixteenth-century Mexican dress in The Lady of 

Guadalupe and used designs from early Irish jew- 

elry in Fin M’Coul the Giant of Knockmany Hill. In 

The Hunter and the Animals he explains in a note 

how he tried to capture the quality of Hungarian 

folk art by use of negative space. By using a combi- 

nation of dry brush and colored inks, the result 

is traces of dots and smudges on blank spaces of 

the pictures. His aim, he told Susan Hepler, is “ab- 

solute simplicity”: “I really care about the two di- 

mensional design. I do what the Sienese painters 

do but not in the same way. I almost reduce fea- 

tures to a symbol. And yet I think of my faces as 

good and warm. I try to show expression in very 

few lines. If you look at Fra Angelico and Giotto, 

they’re able to do that.” 

Paintings in dePaola’s work range from the 

action and frenzy of costumed townfolk dancing 

in Big Anthony and the Magic Ring or rollicking 

trolls feasting in The Gat on the Dovrefell to the 

quiet in The Unicorn and the Moon and dreamlike 

quality in When Everyone Was Fast Asleep. Designs 

from clothing are frequently picked up in bor- 

ders or other objects within the pictures. Both chil- 

dren and adults wear a variety of fascinating 

hats. I he action and characters are often framed 

by arches or seen through windows, as in Strega 

Nona. DePaola’s interest in theater is evident 

from pictures that frequently resemble stage sets. 

Cats, hearts, and birds are found in most of his 

works. Characters in the stories are made distinc- 

tive through dePaola’s treatment of eyes, facial ex- 

pressions, noses, hair, and mouths. Tousle-haired 

children have become an identifying characteris- 

tic of his work. 

Highest critical acclaim to date has gone to 

the folktales, some of the information books, and 

the autobiographical selections. Perhaps the two 

qualities that consistently emerge from the work 

of this popular and talented author-illustrator 

are his keen sense of humor and his love of child- 

hood and children. When asked by Dennis Ander- 

sen if he would ever give up his writing for 

children, dePaola’s reply reflects well his love for 

his work: 

Never. It’s my calling. There’s a marvelous 

southwestern Indian image—Pueblo, I 

think. It’s a clay figure sitting with its 

mouth open surrounded by little figures— 

and ifs called the storyteller. The story- 

teller has always been an extremely 

important person in our culture. A good 

children’s author/illustrator is the story- 

teller of a new era. Of today. And that’s 

what I want to be more than anything else 

in the world. 
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William Pene du Bois was born in Nutley, 

New Jersey, on 9 May 1916. The son of Ameri- 

can painter and art critic Guy Pene du Bois and 

Elorence Sherman Pene du Bois, he seemed des- 

tined by family influence to become an artist. His 

ancestry includes painters, architects, and design- 

ers in every generation since 1738. His first wife, 

Jane Bouche, was also the daughter of an artist; 

his second wife, Willa Kim, a theatrical designer. 

Pene du Bois began school in the United States 

but received most of his education in Prance at 

the Lycee Hoche in Versailles. The rigorous disci- 

pline of the Erench school gave him the sense of 

order and careful planning evident in the preci- 

sion of his writing and illustration. 

Home from the boarding school every week- 

end, he and his sister Yvonne begged to go to 

the circus or some other form of live entertain- 

ment in Paris. Here he observed the atmosphere 

of amazing and astounding feats which permeate' 

most of his stories. The family returned to the 

United States when Pene du Bois was fourteen, 

and he went on to prepare himself to enter Carne- 

gie Technical School of Architecture in 1933. 

When his parents informed him that there was 

not going to be enough money to send him to 

school, he declared that he was going to write 

and illustrate children’s books. He published his 

first three works before his twenty-first birthday 

and has continued writing and illustrating with 

only sporadic interruptions since. 

Pene du Bois has stated that “In writing and 

illustrating children’s books, 1 keep but one audi- 

ence in mind, and that audience is myself as a 
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child and the children I used to play with. That 

is my system. I have never dared to test a book 

of mine on children before publication for fear 

that they would be completely bored, a situation 

which could only prove to be most distressing 

and perplexing. As a child I hardly read at all, al- 

though I loved to look at books. I was the sort of 

fellow who just looks at the pictures. I try to 

keep such impatient children in mind in making 

by books.” 

This method has worked well, for Pene du 

Bois has received several distinguished children’s 

book awards. The Twenty-One Balloons (1947) won 

the 1948 Newbery Medal; Bear Party (1951) and 

Lion (1956) were Caldecott Honor Books in 1952 

and 1957 respectively; Bear Circus (1971) won the 

Lewis Carroll Shelf Award, was placed on the 

New York Times Best Illustrated Children’s Book 

of the Year list, and was included in the 1972 

Children’s Book Showcase sponsored by the 

Children’s Book Council. His illustrations have 

apeared in several award-winning picture books, 

notably Norma Farber’s Where’s Comer? (1974), 

which was included in 1975 Children’s Book Show- 

case, and Moving Day (1976) by Tobi Tobias, 

which was featured at the 1977 American Insti- 

tute of Graphic Artists Book Show. 

Pene du Bois’s first book, Elisabeth, the Cow 

Ghost, was not noted by reviewers when it ap- 

peared in 1936. Barbara Bader, in her commen- 

tary American Picture Books from Noah’s Ark to the 

Beast Within (1976), calls it “a neat tight little 

book” and notes the clever use of the second 

color to function along with the drawings to tell 

the story. Elisabeth is a gentle cream-colored cow 

who desires to be “fierce”; after she dies she re- 

turns as a ghost, with the intention of frightening 

her owner. However, she has to go through sev- 

eral disguises before this is accomplished (for 

even when she appears as a ghost she is remem- 

bered as “the most gentle cow that ever lived”), 

and when she does succeed she vows to “never 

do it again, never, never again.” 

Giant Otto and Otto at Sea, the adventures of 

a giant otter hound and his master Duke, ap- 

peared in 1936 as a boxed set of picture books. 

Otto is so big that when he wags his tail the wind 

created knocks trees to the ground. In Giant Otto 

Duke decides that Otto is too big to live in a 

small town in France. They join the French For- 

eign Legion and single-handedly save the fort 

from an invasion by Arabs. Duke receives a 

medal for bravery, and Otto is decorated with a 

medal for “extraordinary courage in the face of ex- 

Pene du Bois as the goalie for his school's ice hockey team 

treme danger.” Otto at Sea continues the pair’s ad- 

ventures as Otto and Duke make a goodwill trip 

to America after winning their medals in Africa. 

Their ship is caught in a storm at sea and al- 

though Otto tries valiantly to save it, it is lost; how- 

ever, he does save the lives of everyone on 

board, and the captain’s garden table, and so is 

given a hero’s welcome and another medal when 

he and Duke arrive in New York Caty. 

Both stories are well done, delightfully told, 

and deservedly popular. In Gicmt Otto repetition 

of events brings humor into the simple plot: Otto 

defeats the Arabs by running around them to cre- 

ate a sandstorm, and at the awards ceremony 
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where he receives his medal he again, l)y wag- 

ging his treinendons tail, creates a sandstorm 

which sends the soldiers and flags, drnms and bu- 

gles floating np in the air. Olio at Sea contains 

more hnmorous elements: the caj^lain of the ship 

signals to his deaf first mate by wearing enor- 

mous gloves, because the mate is also near- 

sighted. dhe illustrations are very much like 

cartoons, a style which Pene du Bois had 

changed by 1958 when he reillustrated Otto at 

Sea for republication. Giant Otto was extensively re- 

written and republished in 1961 as Otto in Africa. 

The original picture books received very favor- 

able reviews; typical is the comment in the Neiv 

York Times (15 November 1936): “ Phey have that 

solemn and perfectly reasonable absurdity which 

little children adore, and which, when it is as well 

carried out as is the case in the Otto books, de- 

lights growai-ups as well.” 

In 1938 The Three Policemen; or Young 

Bottsford of Farbe Island was published, a comic 

and imaginative story containing many elements 

of Pene du Bois’s best work. The humor is of a 

tongue-in-cheek style which depicts people as fool- 

ish or pompous but always good-natured and 

never truly evil. The plot is filled with impossible 

events told in such a straightforward manner and 

with such attention to detail that they seem quite 

reasonable: the elaborate “fish suits” which the 

three policemen design and construct in one day 

are so carefully described and illustrated with 

schematic drawings that one is confident they 

will be able to function as splendid one-man sub- 

marines. 

1 he story is carefully unified, and elements 

which seem extraneous when introduced are even- 

tually wound back into the resolution. The illustra- 

tions mirror Pene du Bois’s writing style in that 

they are precise and filled with humorous detail; 

moreover they supplement the text and tell part 

of the story (young Bottsford is shown to be 

black in the drawings although this fact is never 

mentioned in the text). 

The Three Policemen is set on the idyllic island 

of farbe where all of the inhabitants are prosper- 

ous fishermen descended from french sailors, 

fhere has never been any crime, and so the 

th ree policemen of farbe Island never have any 

work to do. I hey spend their time designing and 

making elaborate uniforms which they wear to 

the cafe every morning, d hen one day all of the 

fishing nets disaj)[)ear, and the three policemen 

must solve the mystery. It is young Bottsford 

who }3rovides the elaborate scheme to capture 

the rolibers, and who eventually reveals that the 

“Boss” of the robbers is none other than the 

good mayor of Farbe Island, who was simply test- 

ing the three policemen by pretending to steal 

the nets. In the hap})y resolution medals are pre- 

sented and great honors bestowed upon the 

hero, as in the Otto books. And, like the Otto 

books. The Three Policemen was a popular book 

well received by reviewers. 

In 1940 The Great Geppy appeared, inspired 

by Pene du Bois’s love of the French circus. Dedi- 

cated to his parents, the book wasv written in 

Pene du Bois’s tongue-in-cheek style in which out- 

rageous events are reported in a straight-faced 

manner. The famous detective agency of Arm- 

strong and Trilby is asked to send out a sleuth to in- 

vestigate the theft of ticket money from the safe 

of the Bott Brothers’ Three Ring Circus. This de- 

tective must be able to walk a tightrope, train 

lions, be shot from a cannon, and also be a circus 

freak. Attempting to uphold the company slogan 

of “A Suitable Sleuth for All Solvable Crimes,” 

Armstrong and Trilby commission Ceppy, the red- 

and-white-striped horse of Sergeant Murphy, to 

capture the thief. 

Assuming the roles of the various circus per- 

formers, Geppy investigates the members of the 

circus troupe and solves the mystery. As in The 

Three Policemen, there is no crime: the circus had 

been doing so badly that one of the Bott Broth- 

ers was actually breaking into the safe to put in 

money rather than to take it out. fike Pene du 

Bois’s previous works, there is a grand resolution 

in which the hero is greatly honored and every- 

one is satisfied: the mystery is solved, so the com- 

pany slogan of Armstrong and Trilby is upheld; 

Geppy proves to be such an outstanding per- 

former when shot from the cannon that he be- 

comes the circus’s new star, “The Great (ieppy”; 

with the addition of the new act, the future looks 

bright for the circus; and even old Dobbin, 

Geppy’s stablemate at Sergeant Murphy’s, is to be 

given Geppy’s ration of oats while Geppy is travel- 

ing with the circus. 

The Flying Locomotive (1941), presented in 

picture-book format, is hampered by a lengthy text 

and a writing style too so})histicated foi' pre- 

readers. It also has an obviotis moral, a device 

which was absent from Pene dti Bois’s earlier 

work; the proud and boastful steam engine, foto 

No. 2, learns humility and the value of friend- 

ship after a fantasy experience in which he is 

given the ability to fly through the air. During 

the cotirse of the flight he loses his navigator, Ma- 
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Dust jacket for Pene du Bois’s 1947 novel. His best-known 

work, the hook was awarded the Newbery Medal in 

1948 (Viking). 

dame Suzie, a prize-winning dairy cow who 

shares the shed in which he is housed and who is 

the only one who will listen to his endless 

boasting. 

When Madame Suzie returns safely to their 

shed, loto No. 2 vows never again to talk about 

himself, and they spend the rest of their lives in 
A 

pleasant conversation and companionship. The 

story is not as cleverly imaginative as The Three Po- 

licemen or The Great Geppy, although it is typical 

of Pene du Bois’s work in the French flavor of 

the characters and in their actions, the climax of 

tlie plot de{3ends on the introduction of a fairy 

godmother who misinterprets loto No. 2’s wish 

to be a Swiss flyer locomotive and grants him the 

ability to tly. Pene du Bois did not use such a magi- 

cal device again in his stories. 

Piom 1941 to 1946 Pene du Bois served in 

the armed forces hut did not entirely suspend his 

literary or artistic careei. While in the coast artil- 

lery in Bermuda he edited the camp newspaper 

and illustrated maps of strategic locations while 

he continued to paint portraits. Apparently he 

was also working on his next children’s project, be- 

cause The Twenty-One Balloons, a novel, was deliv- 

ered to the publisher in 1947. By far his 

best-known work, it contains many elements of 

classic fantasies, mainly the desire to escape from 

the humdrum of life to a simple self-sufficient life- 

style with plenty of time for reflection. In the 

book this is to be contrasted with a life of com- 

plete luxury where every need or whim is grati- 

fied, presented with an abundance of tantalizing 

material evidence. 

Professor William Waterman Sfierman plans 

to escape his dull life as a teacher of arithmetic 

by sailing off in a huge hot-air balloon to remain 

aloft for a year. Unfortunately his balloon is punc- 

tured and he crashes on Krakatoa Island, where 

he discovers a colony of Americans living a life 

of luxury made possible by the existence of a fabu- 

lous diamond mine on the island. The diamonds 

must be kept secret in order to preserve their 

value on the world market, so Professor Sherman 

prepares to spend the rest of his life on the is- 

land. Only days after his arrival, the very active vol- 

cano on the island erupts, a disaster for which 

the Krakatoans had prepared by inventing an es- 

cape vehicle in the form of a large platform to 

be carried aloft by twenty hot-air balloons. All 

manage to escape safely, but because Professor 

Sherman is the only one who does not have a para- 

chute, he must crash-land the platform in the 

ocean after all of the others have jumped off. He 

is picked up by a passing freighter, is given a 

hero’s welcome, and tells his story to the world. 

The humor of The Twenty-One Balloons is sa- 

tirical rather than absurd, a new development in 

Pene du Bois’s style. The people who are anxious 

to welcome Professor Sherman back after his ad- 

ventures show themselves to be foolish and [)om- 

pous in their attempts to vie for his attention and 

the honor of being seen with him in public. Pene 

du Bois also makes a comment on the irony that 

human greed enslaves the wealthy so that the cov- 

etous Americans must live on toj) of an active vol- 

cano in order to be near their diamonds. But 

though they are foolish or greedy, Pene du Bois’s 

characters are not evil; even the Krakatoans, anx- 

ious to guard the secret ol their fabulous wealth, 

do not kill Professor Sherman or make him their 

prisoner, but rather allow him to live with them 

as their ecjual, j)articipating in their “gourmet gov- 

ernment’’ and helping in the invention of many 
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Clover for Phie du Bois’s 1951 picture book. The story of a cos- 

tume ball put on by koala bears, it was a 1952 Caldecott 

Honor Book (Viking). 

wonderful mechanical devices to make their lives 

more comfortable. 

The reasonableness and compassion of the 

Krakatoans is just the opposite of F. Scott 

Fitzgerald’s short story “The Diamond as Big as 

the Ritz,” with which The Twenty-One Balloons 

shares many similar elements of plot. Pene du 

Bois points out in an author’s note dated 19 Janu- 

ary 1947 and printed in the first edition of the 

book that he had no knowledge of Fitzgerald’s 

story and the resemblance of the two is an “embar- 

rassing and, to me, maddening coincidence.” The 

resemblance is only superficial, because in 

Fitzgerald’s story the secret of the fabulous dia- 

mond mine is preserved by murder and enslave- 

ment, and in the end the entire mountain is 

blown up by its owner so that none of the wealth 

will ever be shared. In Pene du Bois’s story, the di- 

amond mine is also lost, but all of the citizens of 

Krakatoa are still alive and Professor Sherman 

plans to take off in another balloon, perhaps to dis- 

cover other islands and adventures. 

In his Newbery Medal acceptance speech 

for The Twenty-One Balloons, Pene du Bois talked 

about some of the imaginative sources from 

which the story sprang. The setting of Krakatoa Is- 

land came from one of the geography books he 

was supposed to be reading as a student in the 

French lycee, but in which he used to conceal the 

“ferocious and forbidden magazines” called Les 

Aventures de Nick Carter and Les Aventures de Buf- 

falo Bill, which were the only reading he remem- 

bers having done as a child. Apparently a 

magazine had for several days been squeezed be- 

tween two pages which discussed the event of the 

explosion of Krakatoa Island on 26 August 1883, 

for the book fell open to that page repeatedly, 

and the picture of the island remained vivid in 

his memory. The island’s “gourmet governmenf’ 

is based on the expositions and fairs Pene du 

Bois attended in Paris as a boy, where he became 

quite ill from sampling the food of many nations. 

And finally the balloons and mechanical inven- 

tions were inspired by the books of Jules Verne, 

which he loved from before the time he was able 

to read them himself. 

Pene du Bois’s next book, Peter Graves 

(1950), was a less than satisfying follow-up to its 

Newbery Medal-winning predecessor. For all its 

humor and cleverness, the plot tends to ramble 

and contains many extraneous scenes, notably 

the long game of “Follow the Leader” which is 

the means of introducing the two main charac- 

ters. Peter Graves is a fifteen-year-old boy with 

great curiosity and a vivid imagination who helps 

a retired inventor named Houghton Furlong to 

demonstrate the capabilities of his wonderful in- 

ventions. During a number of astounding and 

record-breaking exploits, all of Houghton’s anti- 

gravitational alloy is lost; but again Pene du Bois 

provides the happy resolution in which all that 

was lost may be regained, and Peter’s wild imagina- 

tion goes on to dream up new schemes. 

The theme of the loss of a wonderful inven- 

tion carries into Pene du Bois’s story Squirrel 

Hotel (1952), which originally appeared in Made- 

moiselle magazine. The book presents an odd tale 

about the encounter of the writer and an old 

man who tells him about an elaborate model 

hotel he has built for squirrels in a secret place, 

though, unfortunately, the old man dies before 

he reveals the location of the hotel. Squirrel Hotel 

received mixed reviews: Horn Book's reviewer 

called it an “ingenious new yarn” while the New 

York Herald Tribune critic called it “all very slight.” 

Nevertheless, Squirrel Hotel was chosen for inclu- 
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sion in the Ciregg Press Children’s Literature Se- 

ries in 1979, though it is not the best example of 

Pene du Bois’s work. The Giant (1954), the tale of 

El Muchacho, a seven-story-tall boy, is typical of 

Pene du Bois’s style in its continental atmosphere 

and humorous detail, but it too lacks the imagina- 

tive quality of The Three Policemen or The Txventy- 

One Balloons. 

Pene du Bois had been illustrating for other 

authors since 1939, when he produced twenty- 

nine drawings for S.O.S. Geneva by Richard Plant 

and Oskar Seidlin. In 1946 Charles McKinley’s 

Harriet appeared, the story of a horse who likes 

hats and who looks very much like a Geppy with- 

out the stripes. In 1948 Viking published a mod- 

ern fantasy by Patricia Gordon called The Witch of 

Scrapfaggot Green which Pene du Bois illustrated, 

and which probably appealed to him because it is 

the kind of fantasy he might have written him- 

self. In 1951 Pene du Bois’s illustrations ap- 

peared in three diverse books: his precise 

drawings of mechanical inventions highlighted a 

juvenile science fiction book called Moon Ahead 

by Leslie Greener; the fussy and proper Victo- 

rian people of The Twenty-One Balloons were 

shown in a curious love story in Daisy Ashford’s 

The Young Visiters; or Mr. Salteenas Plan] and he 

provided wonderfully realistic pen-and-ink draw- 

ings for Rumer Godden’s animal fantasy The 

M ousewife. 

Pene du Bois’s whimsical sense of humor 

shows in The Mousewife, adding a little detail to 

the text which makes the illustrations worthy of 

such a fine story. In the series of portraits of sev- 

eral generations of mice, he shows the changes in 

styles of portraiture, as well as manners and 

dress, through the ages, a motif not suggested in 

the text. During the 1950s he illustrated for 

many other authors, working carefully to capture 

and i^ortray their stories in pictures that are in 

themselves interesting to study. He experimented 

with new mediums and techniques as the technol- 

ogy of picture-book illustration grew and 

changed. 

In the 195()s Pene du Bois wrote and illus- 

trated two Cktldecott Honor Books of his own. 

Bear Party (1951) and Lion (1956). The plot of 

Bear Party is very simply the story of the costume 

ball put on by the “real teddy bears” in Koala 

Park, hut it affords the author-artist great fun in 

drawing the many elaborate costumes of the 

bears and the gay whirling scenes of the party. 

Bear Party is in the tradition of the finest picture 

hooks with its simple text, repetition of |)hrases, 

ilu 

Dust jacket for Pene du Bois's second Catdecott Honor Book, 

a 1956 fable about a group of angels in charge of creating ani- 

mals to populate the universe (Viking) 

and delightful illustrations which make it worth 

looking at again and again. 

Pene du Bois’s original fable Lion is also an 

outstanding picture book. In it. Foreman Angel, 

the artist in charge of creating animals to popu- 

late the universe, thinks of a new name for an ani- 

mal and after several unsuccessful attempts 

designs a creature worthy of being called a 

“Lion.” The clever story line is supplemented by 

detailed illustrations produced by the exacting 

technique of color preseparation on Dinobase. In 

a lecture delivered at the New York Public Li- 

brary, Pene du Bois spoke about the C4iristmas 

card which was the inspiration for Lion and some 

of the ideas he wanted to include in the tale. He 

concluded with a comment about the creation of 

children’s books: “I have the feeling that when 

I’m asked ‘How did you ever think of such a 

crazy idea?’ the person who asked the question 

felt that the book was thought of in a moment, il- 

lustrated in a week, and printed in a day. I here 

is a widespread feeling that doing children’s 

books is a divertissement or a hobby, never a full- 

time job, and that it’s (juick and easy. I don’t 
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want to discourage j)eo[)le wlio want to dash off 

a children’s book, hut I would like to slow them 

down a bit.” 

Pene du Bois, the perfectionist who does 

not simply dash off a children’s hook, began in 

1958 to revise several of his earlier hooks. First 

he did new illustrations for Otto at Sea, changing 

Otto f rom a cartoon character into a more realis- 

tic shaggy otter hound by adding more detail 

and more color. Giant Otto was completely rewrit- 

ten as Otto in Africa (1961), in which Otto loses 

his ability to speak with his master in dialogue 

hut remains the same courageous savior of the for- 

eign legion outpost. New adventures were added 

to the series as well. Otto in Texas (1959) is less suc- 

cessful as a picture book than the previous install- 

ments because the text is quite lengthy. However, 

it is very popular with children who have met 

Otto before. This time Otto and Duke are the 

guests of a wealthy Texas oil baron, Sam Hill. Dur- 

ing their visit, Otto reveals that someone is tap- 

ping Sam’s best well, and he leads the posse in 

chasing down and unmasking the bad guys, for 

which he receives another medal. 

Otto and the Magic Potatoes (1970) is written 

and illustrated in the style of Pene du Bois’s early 

fantasies for children in the middle grades. 

While trying to hide away from his many admir- 

ers and fans, Otto is kidnapped by Baron von 

Backgammon, who wishes to use him as a subject 

for his experiments with giant roses and pota- 

toes. Although they are prisoners, Duke and 

Otto find that their captor treats them as hon- 

ored guests and provides for every comfort. 

Once again Pene du Bois has a villain who is not re- 

ally evil: the baron is thought by the villagers to 

be a mad scientist when he is really a misunder- 

stood philanthropist. Through a terribly compli- 

cated chain of events involving Otto’s bravery in 

a dangerous situation, the baron is at last re- 

vealed to the villagers as one who wishes to cre- 

ate roses big enough to hide the ugliness of the 

world and potatoes big enough to feed the 

world’s hungry. 'Though Otto and the Magic Pota- 

toes is completely misrepresented as a picture 

book (it is an illustrated storybook which is not ac- 

cessible to prereaders) it does have an appeal to 

older children who are acquainted with the Otto 

series. 

In 1960 Viking Press republished The Three 

Policemen with new and better illustrations. The 

text of the storv remained the same and the com- 
/ 

position of most of the scenes was not changed; 

Pene du Bois added more detail, reflecting his ma- 

The BEARS of Koala Park and 

WILLIAM PENE DU BOIS 
present C 
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for our friends the KANGAROOS 

Dust jacket for Pene du Bois’s 1971 sequet to Bear Party, 

which was chosen as one of the Best Illustrated Children’s 

Books of the Year by the New York Times, inctuded in the 

Children’s Book Showcase, and honored with the Lewis Car- 

rott Shetf Award (Viking) 

ture style of illustration, and the new book is a bril- 

liant reissue. In 1964 Elisabeth, the Cow Ghost was re- 

published, radically changed from the first 

version. The plot remains the same; but the new il- 

lustrations are not an improvement over the ear- 

lier book, and though there is a familiar French 

flavor to the characters, Pene du Bois’s attempt 

at humor (with the repeated line “Come as you 

are, with false noses”) seems strained. 

By 1965 Pene du Bois had returned to writ- 

ing nonsense stories for older children and came 

up with a mystery called The Alligator Case. The 

young hero is a small-towai boy who fancies him- 

self as a great detective, and in his desire to solve 

a baffling mystery he begins to work on the case 

even before the crime is committed. The compli- 

cated story is told solemnly with a sophisticated 

air which satirizes the Dragnet television series. 

4 he book received mixed reviews, f rom the Book 

Week (3 October 1965) critic’s assessment that it 

was “one of the finest children’s books of the sea- 

son” to the Library Journal (15 September 1965) re- 
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viewer’s coninient that it was “a great clisap- 

j)ointnient from this author-artist.” In 1967 a se- 

(juel was published, The Horse in the Camel Suit, 

which is so complicated in plot that it only con- 

fuses the reader and leaves one grateful that the 

series has not been continued. 

In the mid 196()s Pene du Bois began a se- 

ries of stories which were to have as their themes 

the seven deadly sins. Lazy Tommy Pumpkinhead 

(1966) deals with the sin of sloth and is the story 

of a boy so lazy that his every physical need is 

taken care of by machines. One day the machines 

go awry, and he is dumped into an ice-cold bath, 

combed and dressed upside down, and stuffed 

with seven days’ worth of food. It would be a mis- 

take to take the story as a denunciation of the mod- 

ern machine age for there is no resolution. Lazy 

Tommy simply says that he must “turn over a 

new leaf before it is The End.” The tale is imagina- 

tive and clever, and the illustrations feature Pene 

du Bois’s favorite mechanical inventions drawn in 

minute detail. 

Pretty Pretty Peggy Moffitt (1968) deals with 

the sin of vanity. Peggy Moffitt spends so much 

time looking at herself in any reflective surface 

available that she is always tripping and falling. Be- 

cause of her many bruises she loses a chance to try- 

out before a movie scout, and so she goes home 

and smashes all of her mirrors. Pene du Bois’s il- 

lustrations place the book firmly in the era of mini- 

skirts and Rudi Gernreich designs and show his 

frequent preoccupation with costume and dress 

as evidenced in The Three Policemen, Bear Party, 

and Betty Yurdin’s The Tiger in the Teapot, which 

he illustrated in 1968. 

The hilarious and quite successful Porko Von 

Popbutton (1969) treats the sin of gluttony. Pat 

O’Stdlivan Pinkerton is a 274-pound thirteen-year- 

old boy whose only interest is food until it is discov- 

ered that he is absolutely unbeatable as a goalie 

for his prep school’s hockey team. Although glut- 

tony is an interesting element in the story, the 

real theme is the adoration of sports in the prep 

school world which Pene du Bois satirizes well. 

4 he chapter describing the biggest game of the 

season appeared in Sports Illustrated magazine in 

December 1968, thus bringing children’s litera- 

ture to the world of professional s[)orts. 

Call Me Bandicoot (1970) is a tale supposedly 

about covetousness but really dealing with “4 hat 

oldest of j)rofessions, storytelling.” Herman 

Vanden Kroote, Jr., is a creej^y young kid who 

haunts the Staten Island ferryboat and manages 

to charm his fellow passengers into feeding him 

and handing him money by telliitg them outra- 

geously tall tales. Phis beggar’s mode of making 

a living is really the result of avarice, lor Herman 

is the son of an extremely wealthy cigarette mag- 

nate. 

After Call Me Bandicoot Pene du Bois ap- 

pears to have abandoned the Seven Deadly Sins se- 

ries. In 1971 he returned to an earlier success. 

Bear Party, producing a sequel. Bear Circus, which 

is dedicated to the great French clowns Paul, Al- 

bert, and Francois Fratellini and which recalls 

the author’s love of the circuses of his childhood. 

The real teddy bears of Koala Park are saved 

from starvation by their friends the kangaroos, 

and in gratitude they decide to put on a circus to 

entertain them. It takes the teddy bears seven 

years to learn how to put up the tent and prac- 

tice their acts (real teddy bears are slow), but the 

show is well worth the wait. As in many of Pene 

du Bois’s picture books, the text is very long, but 

the illustrations are adequately geared to the pre- 

schooler. 

In 1973 Pene du Bois entered the fantasy 

world of Mother Goose with Mother Goose for Christ- 

mas. When Mother Goose is apparently kid- 

napped by two strangers all of her friends must 

think of a way to save her. The kidnappers turn 

out to be Simple Simon and the Pieman who 

have come to the village at Mother Cioose’s invita- 

tion to reopen the bakery which has been closed 

since the Knave of Hearts stole the tarts. Mother 

Goose for Christmas recalls several elements of 

Pene du Bois’s earlier tales: the foolishness of the 

villagers, the villain who is not really evil but 

merely misunderstood, and the grand resohition 

in which everyone is satisfied. The illustrations, ex- 

amples of his best mature work, contain details 

which are not mentioned in the text but which 

add to the story. 

Pene du Bois’s most ambitious book, llie 

Hare and the Tortoise the Tortoise and the Hare: La 

Liebre y la Tortuga. ^ La Tortuga ^ la Liebre (1972), 

is a bilingual picture book of two fables on which 

Pene du Bois collaborated with Fee Po. Pene du 

Bois adapted and illustrated the traditional 

Aesop’s fable and also did the illustrations for 

Lee Po’s rendition of a classical Oriental tale in 

which the tortoise tries to trick the hare into sacri- 

ficing her liver for the Queen of All Fish. In his il- 

lustrations, Pene du Bois gives unitjue [)er- 

sonalities to the characters, as he did in his ear- 

lier adaptations of traditional tales, /7/c Three Lit- 

tle Pigs in Verse; Author Unknown (19()2), Edward 

Lear’s 'The Owl and the Pussycat (19()1), and 
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It was a beautiful sight: soldiers, flags, drums, 

and bugles flying high in the African sky. 

As the sun set Otto slowed down his tail, and the 

soldiers landed comfortably in the sand. 

34 35 

(Viking, 1961) 

(Harper ^ Row, 1978) 

Illustrations from Pene du Bois’s Otto in Africa and The Forbidden Forest 
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Norma Farber’s Where's Gorner? (1974); and his re- 

writing of the fable is humorous; however, the 

book received mixed reviews because of the grue- 

someness of the Oriental tale and the many gram- 

matical errors in the Spanish text. 

Pene du Bois’s book The Forbidden Forest 

(1978) shows a dark side of the fantasy world not 

present in his other work. It is the story of how 

Lady Adelaide, a boxing kangaroo, together with 

her trainer Spider Max and a bulldog named 

Buckingham brought an end to World War I by 

sabotaging the great German cannon used to bom- 

bard Paris from Aachen. The ironic and almost 

tragic tone of the story is established with a pro- 

logue about the stupidity of war (the book is dedi- 

cated to Jane Fonda). The Forbidden Forest features 

beautifully detailed drawings of balloons, dirigi- 

bles, and airplanes; however, these are not the 

wonderful inventions that characterize his work 

but machines of destruction and war. A scene 

which portrays the explosion of the ammunition 

dump is reminiscent of the scene in Otto in Africa 

which depicts soldiers and equipment floating up 

in the air; however, in The Forbidden Forest the sol- 

diers are dying. Lady Adelaide receives four med- 

als for her distinguished service and many kisses 

on both cheeks in true French style, but the adula- 

tion of the crowds is not the same cheerful hero 

worship that Otto received. 

Pene du Bois’s latest book to date is Gentle- 

man Bear, published in 1985. It follows very 

much in the style of The Forbidden Forest, the life 

story of a teddy bear named Bayard, “a gentle- 

man of courage and honor.” The text is very 

long and the pace of the story is quite slow; it 

spans the years of World War I and the peace be- 

tween the wars, and it climaxes at the Olympic 

Games of 1936. There is quite a bit of a mystery 

when Bayard is kidnapped, and the eccentricity 

of the characters is very much Jn the Pene du 

Bois style. The most interesting element of the 

book is the beautifully detailed illustrations. 

Pene du Bois’s career as an author and illus- 

trator has been long and productive. He has illus- 

trated a wide variety of works, including 

fantasies, fairy tales, books about France or 

french characters, and many realistic picture 

books which deal honestly with the emotions and 

experiences of young children. He often adds ele- 

ments in his illustrations which are not a part of 

the text, which make his drawings an integral ele- 

ment of the book. For example, in Pene du Bois’s 

version of The Owl and the Pussycat, the turkey is re- 

ally a Furkish bird, complete with a fez. Roald 

Dahl’s The Magic Finger (1966) contains some in- 

side jokes for art history buffs: one drawing cap- 

tioned “after Honore Daumier” parodies the 

great French caricaturist’s drawing “ I he Foo-Hot 

Bath,” and on the facing page the young heroine 

is depicted a la James Montgomery Flagg’s fa- 

mous World War I recruiting poster of Uncle 

Sam. Where’s Gorner'?, an imaginative retelling of 

the story of Noah’s Ark, is made all the more hu- 

morous by Pene du Bois’s depiction of Noah spif- 

fily dressed in a yachting costume. And only 

Pene du Bois’s illustrations reveal that the couple 

who are turned out into the cold night by the 

neighbors in Rebecca Caudill’s A Gertain Small 

Shepherd (1965) are black. In Richard Wilbur’s Dig- 

ging for China: A Poem (1970), Pene du Bois shows 

two pictures of what is taking place in the action, 

one a realistic illustration of a boy digging a 

large and not very deep hole and on the facing 

page a fantastic representation of his imaginings 

about what he is doing. 

William Pene du Bois is best known for the 

humorous fantasies of his early career in which 

good characters have all kinds of marvelous ad- 

ventures with their own fantastic inventions. He 

occupies a rather unique place in American 

children’s literature as an artist who has created 

his own brand of fantasy, though his greatest con- 

tribution may be as an illustrator who combines 

freshness of imagination and great technical skill 

to produce clear and detailed pictures which not 

only complement, but expand upon the texts 

they illustrate. 
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Vrais (New York Sc Cdiicago: Merrill, 1940); 

John G. McCullough, At Our House (New York: 

Scott, 1943); 

Harold Ettlinger, Fair, Fantastic Paris (Indianapo- 

lis & New York: Bobb-Merrill, 1944); 

Janet H oward. Jumpy, The Kangaroo (New York: 

Lothrop, Lee Sc Shepard, 1944); 

Robert Louis Stevenson, A Child’s (nirden of Verses 

(New York: Limited Editions (4ub, 1944); 

Robert Fontaine, The Happy Time (New York: 

Simon Sc Schuster, 1945); 

Mildred A. Jordan, ‘7 Won’t,” Said the King; or. 

The Purple Flannel Underwear (New York: 

Knopf, 1945); 

Loin Powers, Virgin with Butterflies (New York: 

Bohhs-Merrill, 1945); 

(Christine Weston, Bhimsa, the Dancing Bear (New 

\drk: Scribners, 1945); 

Daniel Defoe, The Life and Adventures of Robinson 

Crusoe (C4eveland Sc New 5drk: World, 

1946); 

Robert Jay Misch, At Daddy's Office (New 5ork: 

Knopf, 1946); 

Margaret Pratt, 77/c Successful Secretary (New 

York: Lothrop, Lee Sc Shepard, 1946); 

Helen Walker Puner, Daddies, What They Do All 

Day (New York: Lothrop, Lee Sc Shepard, 

1946) ; 

Douglas Rigby, Moustachio (New York: Harper, 

1947) ; 

Alvin R. Tresselt, White Snow, Bright Snow (New 

York: Lothrop, Lee Sc Shepard, 1947); 

William Norman Hall, Christmas Pony (New York: 

Knopf, 1948); 

Walter Retan, as George Walters, The Steam 

Shovel That Wouldn’t Fat Dirt (New York: Alad- 

din, 1948); 

Tresselt, fohnny Maple-Leaf (New York: Lothrop, 

Lee Sc Shepard, 1948); 

William Attwood, The Man Who Could Grow Hair: 

or, Inside Andorra (New York: Knopf, 1949); 

Frances Mary Frost, llie Little Whistler (New York: 

Whittlesey House, 1949); 

Puner, The Sitter Who Didn’t Sit (New York: 

Lothrop, Lee Sc Shepard, 1949); 

Tresselt, Sim Up (New York: Lothrop, Lee Sc 

Shepard, 1949); 

Frederic Attwood, Vavache, the Cow Who Painted Pic- 

tures (New York: Aladdin, 1950); 

Niccol(5 De Quattrociocchi, Love and Dishes (Indian- 

a})olis: Bobbs-Merrill, 1950); 

Louise Latio, The Christmas Forest (New York: Alad- 

din, 1950); 

Mabel Watts, Dozens of Cousins (New York: 

Whittlesey House, 1950); 

Lresselt, Follow The Wind (New York: Lothroj), 

Lee Sc Shepard, 1950); 

Lresselt, “T/z, Mister Robin!” (New York: Lothroj), 

Lee Sc Shepard, 1950); 

Latio, Anna the Horse (New York: Aladdin, 1951); 

Helen Hides, Farm Wanted (New York: Messner, 

1951) ; 
Iressell, Autumn Harvest (New \drk: Lothrop, 

Lee & Shepard, 1951); 

Jack Iworkov, llie Camel Who Took a Walk (New 

York: Aladdin, 1951); 

Natalie Savage Cku Ison, I'he Calking Cat, and Other 

Stories of French Canada (New York: Harper, 

1952) ; 
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H eil)ert Leonard ('oggins, Busby ^ Ce. (New 

York: Whittlesey House, 1952); 

Idwal Jones, ('Jiefs Holiday (New York: Long- 

mans, Cireen, 1952); 

(iian C^arlo Menotti, Amahl and the Night Visitors, 

adapted by Frances Frost (New York: 

Whittlesey House, 1952); 

Doris Van LJew Poster, Tell Me, Little Boy (New 

York: Lothrop, Lee Sc Shepard, 1953); 

dresselt. Follow The Road (New York: Lothrop, 

Lee Sc Shepard, 1953); 

Fatio, The Happy Lion (New York: Whittlesey 

House, 1954); 

Cdement Cdarke Moore, The Night Before Christmas 

(Ciarden Caty: Ciarden City Books, 1954); 

Jim Moran, Sophocles, the Hyena; a Fable (New 

York: Whittlesey House, 1954); 

Margaret Pratt, Flash of Washingto7i Square (New 

York: Lothrop, Lee Sc Shepard, 1954); 

Fresselt, I Saw the Sea Come In (New York: 

Lothrop, Lee Sc Shepard, 1954); 

Harold Courlander, ed.. Ride With the Sun; An An- 

thology of Folk Tales and Stories from the United 

Nations (New York: Whittlesey House, 1955); 

Patio, The Happy Lion in Africa (New York: 

Whittlesey House, 1955); 

PYlith L. Marsh, Trillium Hill, jacket and end- 

papers by Duvoisin (New York: Lothrop, 

l.ee Sc Shepard, 1955); 

Miriam Schlein, Little Red Nose (New York: 

Lothrop, Lee Sc Shepard, 1955); 

Fresselt, Wake Up, Farm! (New York: Lothrop, l.ee 

Sc Shepard, 1955); 

Charlotte Zolotow, One Step, Two . . . (New York: 

Lothrop, l.ee Sc Shepard, 1955); 

Beatrice and Perrin Prasher, Bennie, the Bear Who 

Greiv Too Fast (New York: P.othrop, Lee Sc 

Shepard, 1956); 

Wilma Pitch ford Hays, Christmas on the Mayflower 

(New York: Coward-McCann, 1956); 

Tworkov, Tigers Don’t Bite (New York: Dutton, 

1956); ' 

Mary (Calhoun, The Sweet Patootie Doll (New York: 

Morrow, 1957); 

Susan Dorritt, Wait Till Sunday (London Sc New 

York: Abelard-Schunian, 1957); 

Patio, A Doll for Marie (New York: Whittlesey 

House, 1957); 

Patio, The Happy Lion Roars (New York: 

Whittlesey House, 1957); 

Arthur S. Cregor, Does Poppy Live Here? (New 

York: Lothrop, Lee Sc Shepard, 1957); 

Stevenson, Travels With a Donkey (New York: Lim- 

ited P.ditions (4ub, 1957); 

Fresselt, Wake Up, City! (New York: l.othrop, I.ee 

Sc Shepard, 1957); 

Zolotow, Not a Little Monkey (New York: Lothrop, 

Lee Sc Shepard, 1957); 

(Ailhoun, Wobble, the Witch Cat (New York: Mor- 

row, 1958); 

Hall, Winkie’s World (Garden City: Doubleday, 

1958) ; 

Hazel Effie Hershberger, The Little Church on the 

Big Rock (New York: Scribners, 1958); 

Fresselt, The Frog in the Well (New York: l^othrop, 

Lee Sc Shepard, 1958); ^ 

Pedro Antonio de Alarcon, The Three-Cornered 

Hat (Los Angeles: Limited PMitions Club, 

1959) ; 

Calhoun, Houn’ Dog (New York: Morrow, 1959); 

Patio, The Three Happy Lions (New York: 

Whittlesey House, 1959); 

Virginia Haviland, ed.. Favorite Fairy Tales Told in 

France (Boston: Little, Brown, 1959); 

Patricia Miles Martin, The Pointed Brush (New 

York: Lothrop, Lee Sc Shepard, 1959); 

Mary Natalie Tabak, A Fish Is Not a Pet (New 

York: Whittlesey House, 1959); 

Leone Adelson, Please Pass the Grass! (New York: 

McKay, 1960); 

Janice Brustlein, as Janice, Angelique (New York: 

Whittlesey House, 1960); republished as A 

Duck Called Angelique (London: Bodley 

Head, 1962); 

Elizabeth Coats worth, The Children Come Running 

(New York: Golden Press, 1960); 

Tresselt, Timothy Robbins Climbs the Mountain (New 

York: Lothrop, Lee Sc Shepard, 1960); 

Zolotow, In My Garden (New York: Lothrop, Lee 

Sc Shepard, 1960); 

Calhoun, The Nine Lives of Homer C. Cat (New 

York: Morrow, 1961); 

Eatio, The Happy Lion’s Quest (New York: 

Whittlesey House, 1961); 

Priscilla and Otto Priedrich, The Wishing Well in 

the Wood (New York: P^othrop, L.ee Sc 

Shepard, 1961); 

Aesopus, The Miller, His Son, and Their Donkey 

(New York: Whittlesey House, 1962; Lon- 

don: Bodley Head, 1963); 

C.alhoLin, The Hungry Leprechaun (New York: Mor- 

row, 1962); 

Adelaide Holl, Lisette (New York: Lothrop, Lee Sc 

Shepard, 1962); 

Iresselt, Under the Trees and Through the Grass 

(New York: P.othrop, L.ee Sc Shepard, 1962); 

Patio, Red Bantam (New York: Whittlesey House, 

1963); 
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Priscilla and Otto Friedrich, The April Umbrella 

(New York: Lothrop, Lee & Shepard, 1963); 

Dean Frye, The Lamb and the Child (New York: 

McCiraw-Hill, 1963); 

Fatio, The Happy Lion and the Bear (New York: 

Whittlesey House, 1964); 

Crete Janus Hertz, Teddy (New York: Lothrop, 

Lee Sc Shepard, 1964); 

Zolotow, The Poodle Who Barked at the Wind (New 

York: Lothrop, Lee Sc Shepard, 1964); 

Frye, Days of Sunshine, Days of Ram (New York: 

McGraw-Hill, 1965); 

Holl, The Ram Puddle (New York: Lothrop, Lee 

Sc Shepard, 1965; London Sc Toronto: Bod- 

ley Head, 1965); 

Tresselt, Hide and Seek Fog (New York: Lothrop, 

Lee Sc Shepard, 1965); 

William Lipkind, Nubber Bear (New York: 

Harcourt, Brace Sc World, 1966; London: 

Faber, 1968); 

Jean B. Showaiter. Around the Corner (Garden 

City: Doubleday, 1966); 

Fatio, The Happy Lions Vacation (New York: 

McGraw-Hill, 1967); republished as The 

Happy Lion’s Holiday (London: Bodley Head, 

1968); 

William Jay Smith, comp.. Poems From France 

(New York: Lothrop, Lee Sc Shepard, 1967); 

Tresselt, The World in the Candy Egg (New York: 

l.othrop, Lee Sc Shepard, 1967); 

Berniece Freschet, The Old Bullfrog (New York: 

Scribners, 1968; London: Hamilton, 1968); 

Holl, The Remarkable Egg (New York: Lothrop, 

Lee Sc Shepard, 1968); 

Mona Dayton, Earth and Sky (New York: Harper 

Sc Row, 1969); 

Tresselt, It’s Time Now! (New York: Lothrop, Lee 

Sc Shepard, 1969); 

Richard Shaw, comp.. The Owl Book (New York: 

Warner, 1970); 

Tresselt, The Beaver Pond (New York: Lothrop, 

Lee Sc Shepard, 1970); 

katio. The Happy Lion’s Treasure (New York: 

McCiraw-Hill, 1971); 

Freschet, The Web m the (mass (New York: Scrib- 

ners, 1972); 

khtio. Hector Penguin (New York: McCiraw-Hill, 

1973); 

Fatio, The Happy Lion’s Rabbits (New York: Mc(iraw- 

Hill, 1974); 

Fatio, Marc And Pixie, and the Walls in Mrs. Jones’s 

(jurden (New York: McChaw-Hill, 1975); 

Anne Duvoisin, Heinz Hobnail And The (meat Shoe 

Hunt (New York: Abelard, 1976); 

Mirra Ciinsburg, Which Is The Best Place? (New 

York: Macmillan, 1976); 

Pat Ross, What Ever Happened to the Baxter Place? 

(New York: Pantheon, 1976); 

Fatio, Hector And Christina (New York: McCTaw- 

Hill, 1977); 

Brustlein, as Janice, Mr. And Mrs. Button's Wonder- 

fid Watchdogs (New York: Lothrop, Lee Sc 

Shepard, 1978); 

Tresselt, What Did You Leave Behind? (New York: 

Lothrop, Lee Sc Shepard, 1978); 

Fatio, The Happy Lioness (New York: McGraw-Hill, 

1980). 

TRANSLATION: Aesopus, Le Meunier, sons fils, 

et I’dne, translated and illustrated by 

Duvoisin (New York: Whittlesey, 1962). 

PERIODICAL PUBLICATIONS: “C:aldecott Accep- 

tance Paper—1947,” Horn Book, 24 (July 

1948): 392-303; 

“Design in Children’s Books,” Horri Book, 37 (Au- 

gust 1961): 367-372; 

“Children’s Book Illustration: The Pleasures and 

Problems,” Top Of The News, 22 (November 

1965): 22-33. 

For nearly half a century Roger Duvoisin 

has entertained children all over the world with 

his amusing stories and endearing animal person- 

alities such as Petunia the silly goose, Veronica 

the friendly hippopotamus. Jasmine the indepen- 

dent cow, and CTocus the not-so-sure-of-himself 

crocodile. The Happy Lion, one of his more popu- 

lar characters, resulted from a collaboration with 

his wife, Louise Fatio. Duvoisin illustrated the en- 

tire Happy Lion series, which contains ten titles be- 

ginning with The Happy Lion, published in 1954, 

and ending with The Happy Lione.ss, published in 

September 1980, soon after Duvoisin’s death. 

Duvoisin also illustrated his wife’s Red-Bantam se- 

ries. 

Between 1936 and 1980 Duvoisin wrote and 

illustrated more than forty children’s books and il- 

lustrated over one hundred classics, textbooks, 

and children’s books by scores of authors, receiv- 

ing numerous honors and awards lor his work. 

In 1948 his illustrations for Alvin R. Fresselt’s 

White Snow, Bright Snow (1947), won the Cal- 

decott Medal, and in 1966 another ol their joint ef- 

forts, Hide and Seek Fog (1965), was named a 

(Caldecott Honor Book. Duvoisin’s books have fre- 

quently been selected lor their excellence in de- 

sign and manufacture and exhibited at the 
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(loxiers for four of Duvoisin's ('uduriug animal stories (Kuopj ) 
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annual American Institute of Ciraphic Arts Book 

Show. His works have been included on the New 

York Times Best Illustrated Children’s Book of the 

\ear and the American labrarv Association’s Nota- 

hie Books listings. 

Duvoisin has also received international rec- 

ognition for his work. In 1956 he shared with his 

wife the first West German children’s book award 

for The Happy Lion (translated into German in 

1955), and in 1968 he was nominated for the 

H ans Cdiristian Andersen Award. In addition, 

Duvoisin has been the recipient of the Rutgers 

Award for distinguished contribution to litera- 

ture for children and young people, the Univer- 

sity of Southern Mississippi Medallion for 

distinction in the children’s book field, and the 

University of Minnesota’s Irwin Kerlan Award in 

recognition of achievement in children’s litera- 

ture and in appreciation of generous donation of 

resources to the Kerlan Collection. 

Roger Duvoisin was born of French-Swiss an- 

cestry on 28 August 1904 in Geneva, Switzer- 

land, to Jacques J. Duvoisin (an architect) and 

Judith More Duvoisin. As a young child, 

Duvoisin showed a keen interest in chawing and 

delighted in visiting the city zoo and the traveling 

circus where he could practice drawing animals. 

Duvoisin’s early interest in reading also served as 

a wellspring from which he would later draw dur- 

ing his career as author and illustrator of 

children’s books. As a child, Duvoisin read every- 

thing from classics to cheap comics, immersing 

himself in tales of the Jungles and of the great wil- 

derness of the American West. He recalls that it 

was one of his parents’ worries that he spent so 

much time with his nose in books. They would fre- 

quently force him out of the house so he could 

go bicycling with his brother and sister in the 

Swiss countryside. 

I he books he read as a .child were in 

French, his native tongue. He read many trans- 

lated Fnglish and American classics, as well as 

the fables of La Fontaine, the fairy tales of the 

(h'imm brothers, and Hans (diristian Andersen. 

Duvoisin later reread many of the same works in 

Fnglish. When he came to America, Duvoisin 

would return home each evening to his Brooklyn 

apartment where he would improve his school- 

boy Fnglish by reading )ack London’s Tall of the 

Wild with the help of a French-Fnglish dictionary. 

Duvoisin received his art training in (ieneva 

at the Fcole des Arts et Metiers and the Fcole 

des Beaux Arts, graduating in 1925 with a teach- 

ing diploma. After receiving his basic training in 

drawing and design, he j)ursued a variety of exper- 

iences that contributed to making him a well- 

rounded artist and designer, initiating his artistic 

career by painting murals and designing stage 

scenery for the Cieneva Opera. He also free- 

lanced as an illustrator and poster designer. He be- 

came interested in ceramics and, in 1924, 

accepted a position as manager of a century-old 

pottery plant which Voltaire had founded in the lit- 

tle French town of ferney-Voltaire. After man- 

aging the pottery plant for one year, Duvoisin 

moved on to Lyons and Paris where he worked 

as a designer of textiles. In Paris the art director 

for Mallison’s Silk Gompany saw some of 

Duvoisin’s designs and offered him a contract to 

go to New York, with all travel expenses paid, if 

he would consent to stay for four years. Duvoisin 

signed the contract and in 1927 sailed to Amer- 

ica with his wife, Louise Fatio, whom he had mar- 

ried on 25 July 1925. In 1931, during the 

Depression, the silk firm failed; however, 

Duvoisin and his wife remained in New York, 

where he had already begun to free-lance advertis- 

ing art and magazine illustration. He stayed well 

beyond his initial four-year commitment and be- 

came a naturalized citizen in 1938. 

Like many of his colleagues Duvoisin did 

not plan to be a children’s writer and illustrator. 

He discovered the pleasures of working with 

children’s literature accidentally, when his four- 

year-old son, Roger, drew himself into a story of 

a little boy whose drawings came to life. When he 

had difficulty resolving the story, the elder 

Duvoisin came to his rescue and made what was 

to become his first book, A Little Boy Was Drawing. 

Fhis book, published by Scribners in 1932, 

started Duvoisin in a field that was just becoming 

big business. 

I he following year Duvoisin’s second book, 

Donkey-Donkey, The Troubles of a Silly Little Donkey, 

aj:)peared in the original Whitman edition and 

sold at Woolworth for ten cents. I he book sold 

well and was republished by (irosset and Dunlap 

in 1940 and again in 1967 by Parents’ Press. 

With sly humor, Duvoisin tells of a donkey’s de- 

sire to be what he is not. Discontented with the 

look of his ears. Donkey, donkey tries to hold 

them down like Hector the dog, straight out like 

Fuzzy-fuzzy the lamb and Fanny the cow, and in 

front like Rosa the pig. 1 he donkey, of course, 

faces ridicule with each permutation and eventu- 

ally comes to realize that being himself is best. 

What makes the story convincing is Duvoisin’s abil- 

ity to convey Donkey, donkey’s frustration as he 
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tries in vain to imitate his barnyard Friends, and 

the book’s success stems From F)nvoisin’s ability to 

create a vulnerable character with genuine Feelings. 
Donkey-Donkey was the f irst of inany animal fa- 

bles that Duvoisin created as a means of passing 

on to children bis ideas and various bits of wis- 

dom. Duvoisin chose the animal fable not only be- 

cause be liked to draw animals but because 

animal fables have traditionally been used to sym- 

bolize man’s quest to understand himself. On the 

Duvoisins’ Fifteen-acre New Jersey Farm, which 

they purchased in 1939, they surrounded them- 

selves with many of the wild and domestic ani- 

mals that eventually turned up in their books. As 

is the case with many authors and illustrators, 

the Duvoisins’ books became extensions oF their 

lives. Fo them, animal Fables seemed a natural 

way to express in stories and illustrations their phi- 

losophy of life. To Roger Duvoisin, every animal 

had its particular name and characteristics so it 

was easy to breathe liFe into the character. Creat- 

ing such a vital character was not, however, with- 

out its problems. Duvoisin commented that when 

the animal becomes alive in the mind oF its cre- 

ator, it becomes a familiar pet, and it then be- 

comes very tempting to make the animals live on 

in other tales. It was difficult For Duvoisin to let 

his animal characters “die.” 

In his 1948 Caldecott acceptance speech, 

Duvoisin talked about other concerns when creat- 

ing books For children. He Felt that one oF the 

more diFficult challenges oF children’s authors 

and illustrators is to present children with books 

that portray the world through a child’s eyes 

rather than to create a child’s world as seen 

through adult eyes. He Felt that there were two 

ways of understanding and appreciating the 

child’s viewpoint. One is through memory, the 

other through observations. You can either put 

yourselF back into your childhood memories and 

attempt to recreate them, or you can obtain the 

child’s point of view through observing children, 

telling them stories, or reading to them. He used 

both methods, since he Felt that being in touch 

with children provided the necessary balance be- 

tween what he wanted to give out of his own mem- 

ories and what he knew children wanted and 

were interested in. 

Besides maintaining a child’s point of view, 

Duvoisin stressed the importance of combining 

(juality illustrations with imaginative texts. He 

felt that unless a story is imaginative it will not 

compete in a child’s estimation with comics. He 

cited an example from his own boyhood reading 

experiences and the effect they had on him. He re- 

called that the classic struggle which takes place 

in many homes between children who try to smug- 

gle in comic books and parents who try to focus 

their children’s energy on more appropriate read- 

ing material was going on in his home between 

his Father and his brother and himself. The litera- 

ture that his father was trying tinsuccessfully to 

weed out was the inexpensive, illustrated comic 

books that were available for two cents. He and 

his brother spent hours reading the Wild West 

tales oF Texas jack, not because they were well writ- 

ten or well illustrated but because they were imagi- 

native. 

Duvoisin received his First impression of the 

American West From these Fanciful, over- 

romanticized stories. The impressions were last- 

ing, and none oF the lessons oF history about 

America which he had in school ever completely 

stamped out his Texas Jack conception oF Amer- 

ica. This he attributed to the Fact that most his- 

tory is presented to children as a moribund 

thing, and Texas Jack, however poorly written, 

was alive. When he came to America a Few years 

later, “it was not the land oF Washington, JeFFer- 

son, and Lincoln” that he landed upon, but it 

was “the land oF Texas Jack.” 

From this experience, Duvoisin surmised 

that iF authors and illustrators are to compete suc- 

cessFully with comic books, they must create 

books that are imaginative and have a strong 

story line. This, he believed, was the strength oF 

the comics. Good illustrations are secondary to a 

strong story line. He also believed that stories 

should be accurate, both in text and in illustra- 

tions. He Formed his image oF the Adirondacks 

when reading James Fenimore Cooper’s works 

and was vaguely disappointed on his first visit to 

the Adirondacks when they did not measure up 

to the illustrations From the books. Duvoisin Felt 

that the author or illustrator should guide the 

child while giving him what he liked and wanted 

and should Fully satisFy the child’s imagination 

without distorting his conception of the world 

about him. 

Duvoisin’s belief that even history could be 

presented in an imaginative way like Fiction, 

while keeping an eye on the accuracy of the state- 

ments, led him to write and illustrate several 

story histories. And There Was America, published 

in 1938 (the same year he became a U.S. citizen), 

contains brief stories oF the voyages and discover- 

ies of the early explorers who touched America. 
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It is written in a lively, conversational style and is il- 

lustrated with several fnll-page color illustrations. 

Another book along the same line, They Put Out 

to Sea, The Story of the Map, was published in 

1943. It tells the story of early men, showing who 

they were and why and how they added to the 

map of the world. The book, which contains nu- 

merous black-and-white line drawings as well as 

several double-page color illustrations, makes his- 

tory come alive as full-blooded living characters 

strut through the pages. Both books attest to 

Duvoisin’s belief that history can be exciting. 

throughout the 1930s and the 1940s 

Duvoisin wrote and illustrated several books, but 

he spent most of his time illustrating the works 

of other authors. His versatility as an artist gave 

him tremendous freedom in illustrating a variety 

of texts, and his talent in being able to unify text 

and illustrations is evident in much of his work. 

The works that he illustrated captured the spirit 

of the particular piece of literature while at the 

same time bearing his characteristic stamp as illus- 

trator. 

Many of the books Duvoisin illustrated were 

traditional literature based on folklore or classic lit- 

erary works. The nature of this material allowed 

him the opportunity to lend his own interpreta- 

tion to the material. Duvoisin illustrated his first 

literary classic, Robert Browning’s The Pied Piper 

of Hamlin, in 1936. The illustrations and design 

of the book from the book jacket to the 

endpapers to the bordered double-paged spreads 

represent one of Duvoisin’s better efforts. He ef- 

fectively alternates stark black-and-white line 

drawings with pastel watercolor illustrations. His 

use of perspective in the line drawings creates a 

three-dimensional effect that draws the viewer 

into the picture. The overall result is striking. 

In the same year Duvoisin created quite a 

stir with his nontraclitional interpretation of the 

very traditional Mother Goose rhymes. ITe illus- 

trations he created for William Rose Benet’s com- 

pilation, Mother Goose: A Comprehensive Collection 

of the Rhymes, bore a distinctly Gallic flavor that vir- 

tually exploded with color. Printers and produc- 

tion |)eople heralded the book, which contained 

274 rhymes written in bold script, many having 

their own illustrations. Although criticized for 

being crowded and chaotic, the book sold well 

and was reissued in a new, more subdued edition 

in 1943. It still retained much of the spirit of the 

earlier edition even though it contained fewer 

rhymes, less color, and an entirely new set ofdraw- 

ings. 

Duvoisin illustrated three books for the Lim- 

ited Editions Club, two of them bv Robert Louis 

Stevenson. In 1944 he illustrated A CliihPs Garden 

of Verses with black-and-white line draw ings. I he 

full-page illustration that Duvoisin drew’ to accom- 

pany “ Lhe Land of Nod” provides a glimpse of 

some of the characters who later made their ap- 

pearance in Duvoisin’s animal fables. 

In April 1955 Duvoisin was commissioned 

to illustrate Stevenson’s Travels With a Donkey 

(1957). Duvoisin had a special affection for that 

story since it was the first book he read in En- 

glish while he was still in school. He used his dilapi- 

dated text as a guidebook when he reenacted 

Stevenson’s journey through the Cevennes, using 

pencil sketches and color slides from that journey 

to draw the lithographs for the illustrations. 

Color was added to the lithographs by hand, and 

the result truly reflects Duvoisin’s artistic talent. 

During this time Duvoisin continued to do 

advertising and editorial illustration, magazine 

covers, display design, and murals. His commer- 

cial work bore the same indelible mark of his per- 

sonality that was evident in the books he created. 

The covers he drew for the New Yorker, beginning 

in 1935, represented a departure from the usual 

stylized cartoon which had become rather com- 

monplace. His posterlike covers made powerful 

visual statements. Of the serious covers done dur- 

ing this time, most were by Duvoisin. 

One of his more famous ads that he pro- 

duced during the mid 1940s was a spoof of per- 

fume names that he created for the Lord Sc 

Taylor department store. The ad, which ap- 

peared in the 23 December 1945 Sunday edition 

of the New York Herald Tribune, successfully com- 

bined his droll sense of humor with his f avorite an- 

imal characters. 

By the late 194()s Duvoisin gradually gave 

up other work and began to concentrate on illus- 

trating picture books. His most important works 

during this time are the nature books he did in col- 

laboration with Alvin R. Lresselt for Lothrop. 

Lhe first. White Snow, Bright Snow, won him the 

C^alclecott Medal in 1948. In rhythmic prose, 

Lresselt describes the activities surrounding an un- 

expected snowfall. Lhe children greet it with feel- 

ings quite different from those of the postman, 

the farmer, the policeman, and the policeman’s 

wife. But just as (juietly as the snow' comes, it de- 

parts, leaving behind the first signs of Spring. 

Duvoisin, using a limited red, yellow, black, and 

white color scheme, skill!ully recreated these reac- 
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BY ALVIN TRESSELT 

ILLUSTRATED BY ROGER DUVOISIN 

Dust jdcket for Alvin R. TresseWs 1947 story about the vari- 

ous activities surrounding an unexpected snowfall (Lotlirop, 

Lee ^ Shepard). Illustrated by Duvoisin, the hook was 

awarded the 1948 Caldecott Medal. 

tions and events. As the snow gradually accumu- 

lates, the visual images darken, until only the red 

and yellow light from the windows of the house 

glow at nightfall. When the snowstorm ends and 

morning dawns, the viewer is presented with a full- 

page spread of bright, blinding snow. Duvoisin’s 

expressionistic style captured the excitement of 

the season. 

Duvoisin and Tresselt shared a mutual love 

of nature. This led them to collaborate on eigh- 

teen nature and science books over a thirty-one- 

year period. One of their best efforts. Hide and 

Seek Fog (19(')5), was named a Caldecott Honor 

Book in 1966. Using a combination of poetry 

and prose, Iresselt describes a fog which rolls in 

from the sea to veil an Atlantic seacoast village 

for three days. Duvoisin’s pastel watercolor paint- 

ings done in expressionistic style beautifully 

portray the mysterious feel of this natural phe- 

nomena. d'he illustrations for Hide and Seek Fog 

represent a departure from Duvoisin’s usual style 

and are a tribute to his versatility as an artist. 

Holiday stories, especially Cdiristmas stories, 

were another favorite of Duvoisin’s. Whether cre- 

ating his own stories or illustrating the stories of 

other authors, Duvoisin’s approach was fresh and 

playful. In his illustrations for Clement Clarke 

Moore’s famous poem. The Night Before Chrutnias, 

published in 1954 (the same year as The Happy 

Lion), Duvoisin drew the Happy Lion peering out 

of a (diristmas stocking hung on the mantel. 

L4ie Christmas Whale, published in 1945, of- 

fers a delightful twist to Moore’s familiar poem. 

With Christmas only one week away, all of San- 

ta’s reindeer come down with the flu. All of the 

other animals want to help, but they just aren’t 

big or strong enough. At last a codfish suggests 

the Kindly Whale, who graciously agrees to carry 

the presents on his back. In recdrd time the 

Kindly Whale and Santa Claus deliver all the 

gifts to New York, South America, Africa, Eu- 

rope, and Australia. Working in black, white, and 

red, Duvoisin illustrated a charming story that 

has lasting appeal and is still in print over forty 

years later. In One Thousand Christmas Beards, pub- 

lished in 1955, Duvoisin explained why there are 

so many Santas around at Christmas. A clue to re- 

vealing the impostors appears on the wrap- 

around jacket design. 

In the early 1950s Duvoisin began to concen- 

trate more on his own picture books, bringing to 

them a strong sense of design. He believed that a 

book that is done with taste and good craftsman- 

ship is more pleasant to look at and can educate 

a child visually. He liked to plan his books from 

cover to cover, specifying the type, the margins, 

the binding, and the placement of the illustra- 

tions. He would make a complete dummy for 

each book with the type pasted in place and the 

pictures sketched in. 

A For The Ark (1952), an alphabet book 

woven around the Old Testament story of the 

Flood, is considered one of his most outstanding 

picture books in terms of graphic design. In the 

book, when Cod commands Noah to take two of 

every kind of animal into the Ark, Noah goes 

straight through the alphabet to be sure to in- 

clude them all. Every other double-page spread 

of this picture alphabet book is in full color, the 

lower half of each page being a continuous pic- 

ture frieze while the upper part carries the bold, 

simple text and elegant capital letters in alternate 

shades of blue and coral red. Each page is well de- 

signed with a sense of balance that comfortably 

carries the eye and readily invites the turning of 

the page. The drama of the story builds simultane- 

ously in the witty text and in the illustrations, as 

the gathering clouds grow bigger and blacker on 

every page, and Noah’s perplexity increases as he 

nears the end of the alphabet. 

Duvoisin’s work in textile design no doubt 
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Dust jacket for Duvoisin’s 1952 alphabet book based on the Old Testament story of the Flood (Lothrop, Lee & Shepard) 

contributed to his highly developed sense of 

color. His ability to work with limited colors was ex- 

ceptional. In the 1940s, when Duvoisin began writ- 

ing and illustrating picture books, production 

costs were high, and illustrators were obliged to be- 

come more skilled in the utilization of small 

amounts of color. Duvoisin became an expert in 

the planning of limited color pictures and the exe- 

cution of the necessary color separations. The 

process involved the selection of two, three, or 

more colors which were lively and harmonious in 

themselves and which would produce interesting 

intermediate colors by overprinting. Working en- 

tirely in black-and-white values, the illustrator 

had to visualize the final printed result in color. 

Even the experienced illustrator could never be 

completely sure of the final results since the slight- 

est aberration on the part of the engraver or 

printer could sabotage the most carefully 

planned combination. 

Duvoisin’s fascination with color led him to 

create two children’s books about color. In The 

flou.se of Four Seasons (1956), two children help 

their parents paint their house, a task which 

gives Duvoisin the opportunity to present a cre- 

ative lesson on how to mix colors. Duvoisin actu- 

ally demonstrated the color sepai'tftion process in 

See What / Am (1974). Using a story format and 

bright, collage j)ictuies, Duvoisin tells how Max 

the kitten learns about the primary and secon- 

dary colors and their relationships, using exam- 

ples from the world around him. For this book 

Duvoisin won the New York Academy of Science 

Children’s Science Book Award in 1974. 

In addition to having a well-developed 

sense of color and design, Duvoisin had a special 

talent for drawing humor into his illustrations. 

Not a forced, exaggerated, or superficial humor, 

but humor that is gained through the slightest 

touches: the delineation of an eye or eyebrow, 

the tilt of the head, or the stance of the body. 

H is humor appears in people as well as in ani- 

mals, expressing the way they feel. I he most mem- 

orable of his humorous stories center on the 

animals from the Pumpkin and Sweetj)eas’ 

farms. Petunia, published in 1950, began a series 

of seven adventures of the very silly goose. I he 

story begins when Petunia Ends a book and car- 

ries it around believing that it alone will make 

her wise, though her own foolishness soon 

proves her wrong. 

I he theme of Petunia Hikes a Frip (1955) is 

a variation of the age-old fable of the country 

mouse and the city mouse. Duvoisin illustrates 

the contrast between the simple life in the small 

family farm community of the country and tfu‘ in- 

humanity of the overcrowded citv. In Petunia's 

I'reasure (1975), Petunia finds a treasure chest 
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and thinks she is rich and important. Her barn- 

yard triends are eager to share her fortune, f)ut 

she soon learns about all the worries wealth can 

bring and what it can do to friendships. 

Not all of the Petunia hooks have a message; 

some merely entertain. Petunia’s Christmas (1952) 

features a series of thrilling adventures wherein 

Petunia rescues Cdiarlie, a handsome gander, just 

before he becomes someone’s Cdiristmas dinner. 

Alt ends happily as Petunia and Charles are wed. 

Duvoisin uses bold line drawings and a minimum 

of color to create the humorous illustrations for 

this series of stories. Even though the seven Pe- 

tunia books span a twenty-five-year period, 

Duvoisin remains faithf ul to the original style of il- 

lustrations. 

Veronica, the friendly hippopotamus, began 

her literary life in 1961 and continued to enter- 

tain readers until 1971, when she made her last ap- 

pearance. Veronica, a rugged individualist, longs 

to be different. She leaves the herd when no one 

is looking and walks until she reaches the city, 

fhere she is not just different but gloriously con- 

spicuous, so conspicuous that she ends up in Jail. 

After her misadventures in the city, Veronica re- 

turns to the herd with a newly established sense 

of her identity. The simple, humorous illustra- 

tions of the five Veronica books are similar in 

style to those Duvoisin created for the Petunia se- 

ries. 

By the time he began what was to become 

his last series of animal fables, Duvoisin had 

begun working with a new medium. The first 

book in that series. The Crocodile in the Tree, was 

published in 1972. Duvoisin used collage pictures 

in jewel-like colors to show that it is often the dis- 

covery of mutual tastes and desires between peo- 

ple which destroys suspicion and fear and 

replaces them with confidence and friendship. 

Each page is well designed and makes full use of 

the double-page spreads. 1 he friendly crocodile 

aj)pears again in 1977 in a book simply titled CVo- 

cus. Phis book is especially well designed from 

the wraparound book jacket to the double-page 

spread of Crocus stretched out full length under 

a tree, d'he lesson that everyone needs some attri- 

bute in order to feel important is a bit tarnished 

as (a ocus’s prized possession is his set of intimidat- 

ing teeth. Duvoisin’s last hook. The Importance of 

(hocus, was published just prior to his death in 

June of 1980. d'he message that everyone has a 

quality that is unique and the bright, colorful col- 

lage illustrations are vintage Duvoisin. 

by Louise Fatio — pictures by Roger Duvoisin 

Dust jacket for the first installment in the Happy Lion series 

(Whittlesey House, 1954). Illustrated by Duvoisin and writ- 

ten by his wife, Louise Fatio, the series eventually included 

ten titles. 

When Duvoisin first made the transition 

from his characteristic bold, line drawings to col- 

lage pictures in the late 1960s, his illustrations 

were attractive, but lifeless. He tried working 

solely with collages, using no line. Gradually he 

added line to the collages, and, after several 

tries, he succeeded in achieving a good balance be- 

tween his bold, expressive line drawings and his 

more static, collage pictures. By the time he illus- 

trated the Crocus books, he had achieved that bal- 

ance. 

The longest series that Duvoisin illustrated 

was done in collaboration with his wife, Louise 

Eatio. The husband-wife team produced ten 

Happy Lion titles over a twenty-six-year period. 

The first book in that series. The Happy Lion, was 

published in 1954. It was inspired by a true story 

that Eatio had read in a Erench newspaper. A 

friendly, well-fed lion had escaped from a circus 

which had set up its tent in a small Erench town. 

People screamed and ran off in all directions 

when they saw the good lion stroll through their 

streets. Ehe lion was saved when the circus 
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owner brought him hack to the circus. Duvoisin, 

working in his characteristic style, created an un- 

forgettahle character. With the utmost simplicity, 

Duvoisin showed the bewilderment of the poor 

lion as he walked peacefully through the streets 

of the town. 

Duvoisin used the same style throughout 

the first eight books. Then in 1974 he illustrated 

The Happy Lion’s Rabbits with colorful, collage pic- 

tures. He used line sparingly, and the effect was 

less satisfying than his earlier style. The illustra- 

tions are more static and lack the warmth and 

humor that can be achieved with line. However, 

by the time he illustrated the last book in that se- 

ries, The Happy Lioness, he had achieved a better 

balance between line and collage. Unfortunately, 

Duvoisin did not live to see the publication of 

that book. He died of a heart attack on 30 June 

1980, three months before the book was pub- 

lished. 

The success of Duvoisin’s books can be attrib- 

uted to more than his technical expertise in draw- 

ing and design. The qualities that give his stories 

their lasting appeal are the warm, human spirit 

and droll sense of humor that permeate his 

books and give them an old-fashioned charm 

that is timeless. His books bear the imprint of his 

personality. 
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Norma Bagnall 
Missouri Western State College 

BOOKS: The Hatch, in Poets of Today II, edited by 

John Hall Wheelock (New York: Scribners, 

1955); 

Look to the Rose (Boston: Fandel, 1958); 

Did You Know It Was the Narwhale?, illustrated by 

C^arole Vizbara (New York: Atheneum, 

1967); 

A Desperate Thing: Marriage Is a Desperate Thing 

(Boston: Plowshare Press, 1973); 

/ Found Them in the Yellow Pages, illustrated by 

Marc Brown (Boston: Little, Brown, 1973); 

Where's Gomerl, illustrated by William Pene du 

Bois (New York: Dutton, 1974); 

As 1 Was Crossing Boston Common, illustrated by Ar- 

nold Lobel (New York: Dutton, 1975); 

Household Poems (Jamaica Plain, Mass.: Hellric, 

1975); 

This Is the Ambulance Leaving the Zoo, illustrated by 

Fomie dePaola (New York: Dutton, 1975); 

A Ship in a Storm on the Way to Tarshish, illustrated 

by Victoria Chess (New York: Greenwillow, 

1977) ; 

Six Impossible Things Before Breakfast, illustrated by 

dePaola, Charles Mikolaycak, Friso Hentra, 

Irina Schart Hyman, Lydia Dabcovich, and 

Hilary Knight (Reading, Mass.: Addison- 

Wesley, 1977); 

How the Left-Behind Beasts Built Ararat, illustrated 

by Antonio kYasconi (New York: Walker, 

1978) ; 

There Once Was a Woman Who Married a Man, illus- 

trated by Dabcovich (Reading, Mass.: Addi- 

son-Wesley, 1978); 

Three Wanderers from Wapping, illustrated by 

Mikolaycak (Reading, Mass.: Addison-Wes- 

ley, 1978); 

How Does It Feel to be Old?, illustrated by Hyman 

(New York: Dutton, 1979); 

Never Say Ugh to a Bug, illustrated by ]ose Arue- 

go (New York: Greenwillow, 1979); 

Small Wonders, illustrated by Kazue Mizumura 

(New York: (5)ward-McCann (ieoghegan, 

1979) ; 

Something Further . . . (Ann Arbor, Mich.: Kylix, 

1979); 

Norma Farber (photo by Jamie Cope) 

There Coes Feathertop!, illustrated by Brown (New 

York: Dutton, 1979); 

Up the Down Flevator, illustrated by Annie Gus- 

man (N.p., 1979); 

How the Hibernators Came to Bethlehem, illustrated 

by Barbara Cooney (New York: Walker, 

1980); 

A Night on Cars Mountain, illustrated by Allen 

Atkinson (Boston: Houghton Mifflin, 1981); 

Mercy Short: A Winter Journal, North Boston, 

1692-93 (New York: Dutton, 1982); 

How to Ride a Tiger, illustrated by Claire Schu- 

macher (Boston: Houghton Mifflin, 1983); 
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All Those Mothers at the Manger, illustrated by 
Megan Lloyd (New York: Harper, 1985). 

PLAY PRODUCTION: Mary ChesnuTs Diary, Cam- 

bridge, Mass., M.I. L. Little Theater, 21 No- 

vember 1961. 

TRANSLATION: Pedro Salinas, To Live in Pro- 

nouns: Selected Love Poems, translated by 

Farber with Edith Helman (New York: Nor- 

ton, 1974). 

Norma Farber was a poet steeped in both 

New England and Old World tradition. Born in 

Boston, Massachusetts, on 6 August 1909 to G. Au- 

gustus and Augusta Schon Holzman, Farber 

began writing poetry in grammar school. She was 

educated at the Girls’ Latin School in Boston 

where she was the class poet and matriculated at 

Wellesley College. On 3 July 1928, at age eigh- 

teen, she married recent Harvard Medical School 

graduate Sidney Farber. She finished her under- 

graduate work at Wellesley in 1931 and took a mas- 

ter’s degree in comparative literature at Radcliffe 

in 1932; she also studied with poet Robert Hill- 

yer of Harvard. She had four children: Ellen, Ste- 

phen, Thomas, and Miriam. 

As a child, Farber was encouraged to de- 

velop her natural talents, and as an adult she con- 

tinually strove to increase her artistic awareness 

and range. Trained as a concert singer, she per- 

formed in the United States and abroad, receiv- 

ing a “premier prix” in singing from Jury 

Central des Etudes Musicales in Belgium in 1936. 

Though best known as a poet, Farber was also an 

actress, a playwright, and a novelist. 

Early in their marriage, the Farbers lived in 

Europe, where Dr. Farber was working and 

doing research in pathology. Norma continued 

her studies and her writing as the two of them 

lived in Belgium, Germany, and Switzerland. She 

began publishing her poetry in periodicals in the 

1950s and was encouraged by noted poets John 

Holmes and John Hall Wheelock, among others. 

H er first published book. The Hatch (1955), is 

part of the Scribners Poets of Foday series. Poets 

of Today II, edited by Wheelock, presents fifty-six 

of Farber’s poems (The Hatch) with those of two 

other poets, Robert Pack and Louis Simj)son, in 

one volume. The Hatch anticipates Farber’s subse- 

quent j)oetry in that it covers a vast range of expe- 

riences and explores the topics—children, the 

creation, the nativity, the crucifixion—that she 

would treat repeatedly in future writings though 

she always managed to present them in a fresh 

way. 

“The Night Before America,’’ which ap- 

peared in the Christian Science Monitor (12 Octo- 

ber 1956), is a long narrative poem about 

Columbus’s voyage which was praised by John 

Holmes and further honored by being placed in 

the Congressional Record in August 1957. I his 

was followed by Farber’s second book. Look to the 

Rose (1958), another collection of adult poetry, 

published in chapbook form. 

Did You Know It Was the Narwhale? (1967) 

was Farber’s first book for children; it treats two 

of her favorite themes, the Great Flood and the 

survival of the outcast. In this poetry book 

Farber gives credit to the unicorn for rounding 

up the creatures which were to be saved from 

the Flood. In a tragic moment the unicorn real- 

izes he cannot come aboard, for he has no mate. 

He is saved, however, through a grand transfor- 

mation. 

Farber’s next published book was for an 

adult audience. A Desperate Thing: Marriage Is a Des- 

perate Thing, published in 1973 after the death of 

Farber’s husband, is a gathering together of her 

marriage poems, which had appeared in over 

twenty magazines. The poems celebrate life gener- 

ally and marriage in particular—its joys, its impor- 

tance, its small and large tragedies, providing a 

chronicle of Farber’s marriage from the time she 

was a very young bride, through the tumultuous 

years of child rearing, to the mature woman she 

had become, faced with the death of her beloved 

partner. Alicia Ostriker, writing for Parnassus: Poet- 

ry m Review (Fall-Winter 1974), said about Far- 

ber’s writing in A Desperate Thing, “Since Yeats, I 

cannot recall any poet who has dealt quite so di- 

rectly with old age and the prospect of death.’’ 

Household Poems (1975), also for an adult audi- 

ence, is a chapbook that praises domesticity. 

Norma took very seriously her role as wife and 

mother; she felt that by putting all ber careers 

into perspective she elevated what others might 

see as mundane into its rightful importance. 

I Found Them in the Yellow Pages (1973), 

Farber’s second cbildren’s book, is a lightbearted 

yet close look at the occupations found in the tele- 

phone directory of a large city. An alphabet book 

in verse, it emj)hasizes Farber’s fascination with 

the unusual found in very ordinary places. 

Where’s (L)mer? (1974) is another telling of Noah 

and the Flood. Lhe Ark is ready to sail, but 

Noah’s young grandson is not to be found, and 
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Dust jacket for Farber s 1974 story in which Noah’s grandson, Corner, misses the Ark and must survive the Flood through his own inge- 

nuity and perseverance (Dutton) 

the Ark must set off without him. Like the nar- 

whale in Farber’s earlier book, Corner can sur- 

vive only through his own ingenuity and 

perseverance. 

An unusual bestiary, As I Was Crossing Boston 

Common (1975), earned the Children’s Book Show- 

case Award and was nominated for the presti- 

gious National Book Award in children’s books. 

1 he book’s narrator, a turtle, leads readers 

through the famous Boston park, encountering 

rare animals in a parade through the alphabet. 

Farber includes a pronunciation guide and defini- 

tions in the book, necessary for the unusual crea- 

tures like “(Juirquiricho (kir-keen-choh), a small, 

hairv armadillo of South America”—but even this 
y 

careful guide and list of definitions did not pre- 

vent artist Arnold Lobel (who illustrated the vol- 

ume) from calling Farber (they had never met) 

and saying, “Norma, this is Arnold, and I don’t 

know what a galliwas}) looks like.” 

This Is the Ambulance Leaving the Z,oo (1975) is 

another of f’arber’s unique alphabet books; it 

tells a logical story in alphabetical sequence, and 

then it takes the reader back through the alpha- 

bet to repeat the story in reverse in a charming 

closing. Farber explained part of her penchant 

for alphabet stories this way: “Some while ago I 

fell in love with the English language. Making al- 

phabet stories is my way of writing love letters.” 

The story of Noah is only one of the biblical 

themes Farber used as inspiration for poetry and 

children’s stories. A Ship in a Storm on the Way to Tar- 

shish (1977) is a rich and unusual retelling of the 

Old Testament tale of Jonah and the whale. 

Farber learned through her extensive reading 

that an infant whale keeps in contact with its 

mother by nudging her, and she envisions 

Jonah’s whale as being but a calf looking for its 

mother as it nudges poor Jonah’s ship. 

Farber’s first prose work .for children was 

“Flyaway Dough,” one of the six offerings in- 

cluded in Six Impossible Things Before Breakfast 

(1977). I he title of the book alludes to Lewis 

(kirroll’s queen, who “sometimes believed as 

many as six impossible things before breakfast.” 

Fler next children’s book. How the Left-Behind 

Beasts Built Ararat (1978; first published in the 
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Dust jacket for Farber s 1975 bestiary which earned the Children’s Book Showcase Award and was nominated for a Natimial 

Book Award (Dutton) 

Christian Science Monitor, 1966), is a newly created 

legend that tells how a cow led the dampened ani- 

mals left by Noah into action, action that saved 

their lives and made for a welcoming committee 

for Noah at Ararat. 

Farber’s humor and her sense of rollicking 

verse is nowhere more apparent than in There 

Once Was a Woman Who Married a Man (1978). 

Her idea sprang from an article she had read 

about a man cured of muteness following a ride 

on a Coney Island roller coaster. In Farber’s 

story her heroine pleads, threatens, wheedles, 

and connives to get her husband to talk to her, 

and she gets results in an astonishing way. As in 

the story Farber had read, the man recovered his 

speech following a roller coaster ride, but she has 

added an impish twist that makes the telling hilari- 

ous. 

Farber’s seriousness as an artist is evident in 

Idiree Wanderers from Wapping, also published in 

1978. A prose narrative of the plague year in Lon- 

don, 'Three Wanderers from Wapping is an elabora- 

tion of an idea of Daniel Defoe’s in his Journal of 

the Plague Year. It is a somber topic for children. 

treated with the respect and sobriety it deserves 

in Farber’s tale. The story is of three young men 

who leave the suburb of Wapping and take to the 

countryside where the air, they believe, will be 

purer and give them a better chance of surviving 

the dreaded plague. The terror and the restric- 

tions they encounter are faithfully set down so 

that the reader feels drawn back to the seven- 

teenth century and its time of despair. 

How Does It Feel to be Old? (1979), a beauti- 

fully moving response in verse to a beloved grand- 

daughter’s question, is at once lighthearted, 

warm, and serious. Its fresh perspective is wel- 

come and different from other recent children’s 

books about the elderly in that it is told from the 

|)oint of view of the grandmother—a grand- 

mother who is vibrant and appreciative of all 

life’s ex])eriences, one who can respond with 

humor, enq^athy, and love without ever regres- 

sing to the trite and sentimental. By seriously ex- 

ploring her own feelings Farber adds dignity and 

de|)th to this experience—a remembering of the 

past with clarity and compiehension, a look at 

the present with concern and comj)assion, and a 
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facing of the future with couficteuee aucf capabil- 

ity. It is Farber at her best because she invested 

so luucb of herself into it. 

Never Say Ugh to a Bug (1979) is a collection 

of twenty poems, several of which appeared in ear- 

lier j:)eriodical publications. Each is about a bug- 

hugs that are rarely celebrated. I'he grub, the 

snail, and Father’s own special left-winged cricket 

are all honored here. Small Wonders (1979) is also 

a celebration of small things. Fwenty-six poems, 

each praising a tiny thing—a walnut, ants, the 

noise of nothing—constitute this collection. 

Somethitig Further . . . (1979) is a collection of 

poems for an adult audience; the title comes 

from the last line in Herman Melville’s The Confi- 

dence “Something further may follow of this 

mas(|uerade.” About this collection Melvin Mad- 

docks (columnist for the Christian Science Monitor 

and Tune) said, “Norma Farber takes an extraordi- 

nary variety of subjects ... to their outer limits, 

and then a little beyond . . . making us look until 

it hurts.” Fike How Does It Feel to be Old?, this 

again is Norma Farber at her very best; this time 

her best is at a different level and in a different di- 

rection from the other work. 

From Herman Melville, Norma went to Na- 

thaniel Hawthorne for her next story—this one 

for children. There Coes Feathertop! (1979) is taken 

from a story by Hawthorne and is set in rhyme 

and rhythm. Feathertop, a scarecrow, is trans- 

formed by Mother Rigby into a fine and hand- 

some fellow with clothing and a wig she provides, 

and he charms the ladies until he glimpses him- 

self as he really is. Heartbroken because he is a 

sham, he asks to be made back into a scarecrow 

where he can take Joy in being himself. 

With Up the Down Elevator (1979), Farber pub- 

lished her first counting rhymes. The book por- 

trays a motley assortment of characters who get 

into an elevator in a modern apartment building 

and ride together—more crowded at each stop—to 

the tenth floor. 

How the Hibernators Came to Bethlehem (1980) 

is about the holy birth—a subject Norma wrote of 

repeatedly in poetry for both adults and children- 

and of animals never included in the Nativity 

scene. Her explanation of how the slee[)ing ani- 

mals got the word and made the journey is both 

believable and charming. Writing of the birth, 

Farber said, permitted her to replay the incidents- 

the birth of her own children-most important in 

her own life. 

Dust jacket for Farber s 1979 adaptation of a story by Nathan- 

iel Hawthorne (Dutton) 

A Night on Gars Mountain (1981), for chil- 

dren, is a prose narrative set in Switzerland. Chil- 

dren, going to visit their grandparents over the 

mountain on Christmas Eve, are trapped when a 

sudden snowstorm causes them to become con- 

fused and lose their way. The story has the 

charm and feeling of a folktale, and it is a mov- 

ing account of courage and self-reliance. 

In addition to the books discussed Farber 

published her poetry in a wide assortment of pres- 

tigious Journals. More than a thousand of her 

poems have been published since they first began 

appearing in the 1950s. The Christum Science Moni- 

tor published her work frequently and regtilarly; 

her poetry also appeared in Cricket, Horn Book, 

the New Yorker, Poetry Northwest, Saturday Review, 

and Yankee, among others. The reason for her pro- 

lific outpouring is summed up in an essay, “How 

do you not write poetry?,” in the Christian Science 

Monitor (23 July 1976). Farber insisted that a poet 

cannot not make poems, and in taking the reader 

through a mythical morning in her life, she 

shows that the poem will out no matter how 

much she procrastinates. Her essays, which have 
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BY 

HOW THE HIBERNATORS 
CAME TO BETHLEHEM BarbSScooney 

Dust jacket for Farber’s 1980 story about a group oj animals who travel to Bethlehem to celebrate the holy birth (Walker) 

appeared in Horn Book, the Christian Science Moni- 

tor, and Word Guide, are not so numerous as her 

poems and concern themselves with the poet as 

musician, with poetry as second language for chil- 

dren, and with the joy of putting poetry into 

works for children. 

Shortly before her death, some of Farber’s 

poetry was set to music by two Boston compos- 

ers, Daniel Pinkham and Leo Snyder, with sev- 

eral of her poems in solo and choral settings. 

Love Can Be Still: Music on Verses of Norma Farber 

(Song Cycles by Daniel Pinkham and Leo Snyder) was 

produced in 1981 by Northeastern Records of 

Boston’s Northeastern University. Pinkham had 

worked with Farber’s material earlier; “ Fell Me 

Ab()ut the Mother of Judas” is part of his The Pas- 

sion oj Judas presented at King’s Chapel, Boston, 

20 June 1976, and two of her poems—“ Free of 

Blame” and “While Fve”—are prominent in his 

Garden Party, which had its world premiere for 

the Handel and Haydn Society on 25 March 

1977 in Jordan Hall in Boston. 

1 he early 198()s appeared to be the begin- 

ning of another exciting career for Farber, who 

had been engrossed with the writing of her first 

adult novel for a good part of 1980 and well into 

1981. Mercy Short: A Winter Journal, North Boston, 

1692-93 (1982) is set in Boston and Salem and in- 

volves, among other things, the Salem witch tri- 

als. It is the fictional journal of an actual young 

woman, Mercy Short. Prominently featured is Cot- 

ton Mather, who claimed to have cured Mercy of 

bedevilment by means of fasting and prayer; the 

tension Farber created between this man of reli- 

gion and the innocent Mercy is strong evidence 

of her skill as a writer and of her clear obser- 

vance of human nature. Farber researched her 

subject well. She became so involved with the char- 

acters she had created that she had firm ideas 

about a se(|uel while she was in the throes of typ- 

ing her final version of the novel. 

I he sequel, however, never a})peared. Far- 

ber suf fered a stroke in late 1985 and never recov- 

ered. Her hloiv to Ride a 3'iger (1985) was 

published soon after she became ill. Illustrated 

by C5aire Schumacher, the book is about an in- 

trepid young backpacking heroine who follows 

the advice of the narrator in order to help a tiger 

down from his high jierch in a tree. 1 he heroine 

is rewarded for her courage and perseverance by 
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getting to ride the tiger through the jungle. 

d he most recent book hy Norma Farber is 

All Those Mothers at the Manger (1985), a picture- 

hook retelling of the birth of Cdn ist illustrated in 

lull color l)y Megan Lloyd. The poem which is 

the basis for this work was published in the Decem- 

ber 1979 issue of Cricket. How many more of 

Farher’s poems that may eventually become 

hooks for children remain to he seen. Fhere is a 

wealth of her poetry amenable to such transforma- 

tion. Some of it has been published in Cricket, the 

Christian Science Monitor, Horn Book, and other 

places; some is unpublished. Poetry commanded 

her attention at all times so that whatever she 

did, wherever she went, Farber was viewing the 

world as a poet. 

Her later years, spent in a high rise overlook- 

ing the Charles River and much of Cambridge, 

were highly prolific. Although writing was her 

major work, she interacted with the literary com- 

munity of Boston and gave support to the Center 

for the Study of Children’s Literature at 

Simmons College. She was a frequent lecturer 

and reader at the center’s programs, and she 

chaired their development committee from 1982 

until her death. Her view from high above Cam- 

bridge gave her new visions of the world; a mot- 

tled leaf, sun and mist on the river, or the way 

shadows took on a life of their own in highway traf- 

fic intrigued her. Through her careful obser- 

vance and skillful writing, she provided a new 

way of looking at these things through her poetry. 

Papers: 

Manuscript materials for Mercy Short: A Winter Jour- 

nal, North Boston, 1692-93, as well as for a num- 

ber of Farber’s other titles, are part of the Kerlan 

Collection, Children’s Literature Research Collec- 

tion, University of Minnesota, Minneapolis. 
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(24 June 1924- ) 

O. Mell Busbin 
Appalachian State University 

BOOKS: Pumpers, Boilers, Hooks and Ladders; a 

Book of Fire Engines (New York: Dial, 1961); 

Pushers, Spads, Jennies, and Jets; a Book of Airplanes 

(New York: Dial, 1961); 

A Head Full of Hats (New York: Dial, 1962); 

But Not Our Daddy, by Fisher and Margery M. 

Fisher (New York: Dial, 1962); 

One and One, by Fisher and Margery M. Fisher 

(New York: Dial, 1963); 

The Glassmakers (New York: Watts, 1964); 

The Silversmiths (New York: Watts, 1964); 

The Hatters (New York: Watts, 1965); 

The Papermakers (New York: Watts, 1965); 

The Printers (New York: Watts, 1965); 

The Wigmakers (New York: Watts, 1965); 

The Cabinetmakers (New York: Watts, 1966); 

The Tanners (New York: Watts, 1966); 

The Weavers (New York: Watts, 1966); 

The Schoolmasters (New York: Watts, 1967); 

The Shoemakers (New York: Watts, 1967); 

The Doctors (New York: Watts, 1968); 

The Peddlers (New York: Watts, 1968); 

The Limners: Americas Earliest Portrait Painters 

(New York: Watts, 1969); 

The Potters (New York: Watts, 1969); 

The Architects (New York: Watts, 1970); 

Picture Book of Revolutionary War Heroes (Harris- 

burg, Pa.: Stackpole Books, 1970); 

Two if by Sea (New York: Random House, 1970); 

The Shipbuilders (New York: Watts, 1971);- 

The Death of Evening Star; the Diary of a Young New 

England Whaler (Garden City: Doubleday, 

1972); 

The Art Experience: Oil Painting 15th-19th Centuries 

(New York: Watts, 1973); 

The Homemakers (New York: Watts, 1973); 

The Warlock of Westfall (Garden (aty: Doubleday, 

1974) ; 

Across the Sea from Galway (New York: Scholastic, 

1975) ; 

Sweeney's Ghost ((iarden (aty: Doubleday, 1975); 

'The Blacksmiths (New York: Watts, 1976); 

Leonard Everett Fishers Liberty Book ((harden (aty: 

Doubleday, 1976); 

Letters from Italy (New York: Four Winds Press, 

1977); 

Alphabet Art: Thirteen ABCs from Around the World 

(New York: Four Winds Press, 1978); 

Noonan: A Novel about Baseball, ESP, and Lime 

Warps ((iarden (aty: Doubleday, 1978); 

'The Factories (New York: Holiday House, 1979); 

'The Railroads (New York: Holiday House, 1979); 
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I'he Hospitals (New York: Holiday House, 1980); 

A Russian Farewell (New York: Four Winds Press, 

1980); 

'File Sports (New \drk: Holiday House, 1980); 

'File Newspapers (New York: Holiday House, 1981); 

File Seven Days of (weation; Adapted from the Bdde 

(New York: Holiday House, 1981); 

Storm at the jetty (New York: Viking, 1981); 

Number Art: Fliirteen I 2 3s from Around the World 

(New York: Four Winds Press, 1982); 

The Unions (New York: Holiday House, 1982); 

'Fhe Schools (New York: Holiday House, 1983); 

Star Signs (New York: Holiday House, 1983); 

Boxes! Boxes! (New York: Viking, 1984); 

The Olympians: Great Gods and Goddesses of Ancient 

Giceece (New York: Holiday House, 1984); 

The Statue of Liberty (New York: Holiday House, 

1985); 

Symbol Art: Thirteen Squares, Circles & Triangles 

from Around the World (New York: Four 

Winds Press, 1985); 

Ellis Island: Ciateway to the New World (New York: 

Holiday House, 1986); 

Great Wall of China (New York: Macmillan, 1986); 

Galendar Art: Thirteen Days, Weeks, Months, Years 

from Around the World (New York: Four 

Winds Press, 1987). 

SELECTED BOOKS ILLUSTRATED: Trevor 

Nevitt Dupuy, The Military History of Civil 

War Land Battles (New York: Watts, 1960); 

James Playsted Wood, The Queens Most Honorable 

Pirate (New York: Harper, 1961); 

Jean L.ee Latham, Man of the Monitor (New York: 

Harper, 1962); 

Henry Wadsworth Longfellow, The First Book Edi- 

tion of Paul RevereS Ride (New York: Watts, 

1963); 

Anico Surany, The Golden Frog (New York: 

Putnam’s, 1963); 

Ernest Lawrence 44iayer, The First Book Edition of 

Gasey at Bat (New York: Watts, 1964); 

L. Brooks Smith, The Corning of Pilgrims (Boston: 

Little, Brown, 1964); 

Lois Perry Jones, 'The First Book of the White House 

(New York: Watts, 1965); 

Martha Shapp, Let's Find Out About John Fitzgerald 

Kennedy (New York: Watts, 1965); 

Llorence Stevenson, 'Fhe Story of Aida (New York: 

Putnam’s, 1965); 

Surany, 'Lhe Burning Alountain (New York: Holi- 

day House, 1965); 

Washington Irving, 'Lhe Iwgend of Sleepy Hollow 

(New \ork: Watts, 1966); 

Cdifford Lindsey Alderman, The Story of Thirteen 

Colonies (New York: Random House, 1966); 

Irving, Rip Van Winkle (New York: Watts, 1966); 

Robert C^arl Suggs, 'The Archaeology of New York 

(New York: Crowell, 196()); 

Surany, Kati and Kormos (New York: Holiday 

House, 1966); 

Madeleine IfEngle, The journey with Jonah (New 

York: Larrar, Straus & Giroux, 1967); 

L. Sprague DeCamp, The Story of Science in Amer- 

ica (New York: Scribners, 1967); 

Surany, Monsieur Jolicoeur’s Umbrella \New York: 

Putnam’s, 1967); 

Surany, The Covered Bridge (New York: Holiday 

House, 1967); 

Bernard Shaw, The Devil's Disciple (New York: 

Watts, 1967); 

Nathaniel Hawthorne, The Great Stone Face & Two 

Other Stories (New York: Watts, 1967); 

Bret Harte, The Luck of Roaring Camp (New York: 

Watts, 1968); 

Richard Brandon Morris, The First Book of the 

Founding of the Republic (New York: Watts, 

1968); 

Surany, Malachy’s Gold (New York: Holiday House, 

1968); 

Gerald White Johnson, The British Empire (New 

York: Morrow, 1969); 

Julian May, Why the Earth Quakes (New York: Holi- 

day House, 1969); 

Robert Meredith, Exploring the Great River (Bos- 

ton: Little, Brown, 1969); 

Surany, Lora, Lorita (New York: Putnam’s, 1969); 

Bernice Robinson Morris, American Popular Music: 

The Beginning Years (New York: Watts, 1970); 

May, The Land Beneath the Sea (New York: Holi- 

day House, 1971); 

Isaac Bashevis Singer, The Wicked City (New York: 

Larrar, Straus &: Giroux, 1972); 

Milton Meltzer, All Times, All Peoples (New York: 

Harper Sc Row, 1980); 

Myra Cohn Livingston, A Circle of Seasons (New 

York: Holiday House, 1982); 

Livingston, Sky Songs (New York: Holiday House, 

^984); 

Livingston, Celebrations (New York: Holiday House, 

1985); 

Richard B. Morris, I'hc American Revolution (Minne- 

apolis: Lerner, 1985); 

Morris, The Constitution (Minneapolis: L.erner, 

1985); 

Morris, 'The War of 1812 (Minneapolis: Lerner, 

1985); 
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Morris, The Indian Wars (Minneapolis: Lerner, 

1985) ; 

Livingston, Sea Songs (New York: Holiday House, 

1986) . 

l.eonard Everett Fisher is a painter, an illus- 

trator, an author, a designer, and an educator. 

Born in New York City on 24 June 1924, Fisher 

spent his childhood in the Sea Gate community 

in Brooklyn, New York. As a third grader he at- 

tended drawing classes in a professional school 

for gifted children. It was his father, Benjamin 

M. Fisher, marine engineer and amateur artist, 

who inspired him at his drafting table and cre- 

ated for him a loose-leaf “how to draw this and 

that” book. He attributes his broad range of inter- 

ests to his mother, Ray Shapiro Fisher, who read 

aloud to him from Compton’s Encyclopedia when 

he was a child. He won his first art award at age 

seven in the Wanamaker Art Competition for 

New York City School Children for a picture of a 

Pilgrim shooting a turkey. His formal art lessons 

began when he was eight at the Heckscher 

School of Art in Manhattan. He studied art with 

Moses Soyer and Reginald Marsh and was gradu- 

ated from Brooklyn’s Abraham Fincoln High 

School, a school with an extraordinary arts pro- 

gram. At age sixteen he entered Brooklyn Col- 

lege where he studied art with Serge Chermayell. 

A short time later, in 1943, Fisher left his college 

studies to begin active duty with the U.S. Army 

Corps of Engineers. Serving as a topographer 

with the army he participated in the cartographic 

planning of major campaigns in European and Pa- 

cific areas. His first professional writing experi- 

ence involved describing some of his unit’s 

involvement in these operations for the army. 

Following his stint in the army, Fisher en- 

rolled at Yale University, from which he earned a 

B.F.A. in 1949 and an M.F.A. in 1950. While a 

graduate student at Yale, Fisher served as an assis- 

tant instructor, teaching design theory. As recipi- 

ent of the Joseph Pulitzer Scholarship in Art and 

the William Wirt Winchester Fraveling Fellow- 

ship, he sailed to Europe in 1950 for extensive 

travel throughout Europe. Upon his return from 

Europe he accepted a job with Auriel Bessemer 

as assistant muralist, but gave it up one week 

later to become the dean, at the young age of 

twenty-seven, of the Whitney School of Art in 

New Haven, Camnecticut. Following his marriage 

to Margery Meskin on 21 December 1952, Fisher 

resigned from the deanship to devote more time 

to illustrating and painting. Over the years he 

has served as a frec|uent lecturer at schools, col- 

leges, universities, and professional associations 

throughout the United States. 

Since 1954 Fisher has contributed graphics 

to over 2()() children’s works for all ages, both fic- 

tion and nonfiction. Since 1960 he has written 

and illustrated more than fifty books of his own. 

Additionally, he has designed several postage 

stamps, coins, cachets, and posters. His first 

stamp creation was the block of four U.S. post- 

age stamps commemorating the bicentennial and 

issued at Williamsburg, Virginia, on the Fourth 

of July 1972. These stamps depicted colonial 

American craftsmen. Another stamp creation, 

Ichabod Crane and the Fegend of Sleepy Hol- 

low, was part of the American Folklore Series. 

Fisher is known primarily for his dramatic 

black-and-white scratchboard illustrations. In the 

1980s Fisher began adding rich full-color paint- 

ings to his book art. For the most part his writing 

has been confined to history, his illustrating to his- 

torical themes. 

His career as an artist/author began with 

the publication in 1961 of two books by the then 

newly created children’s department of I5ial 

Press. Pumpers, Boilers, Hooks and Ladders; a Book 

of Fire Engines is a picture book which presents a 

succinct historical approach to fire engines from 

bucket brigade to the modern fire truck. The sim- 

ple text is attractively arranged on the pages in 

large print with handsome first initials which 

have a touch of the Victorian in their design. His 

vigorous drawings occupy double-page spreads in 

fire-engine red, showing each engine, from the 

earliest pumpers on, being put to appropriate 

use. Pushers, Spads, Jennies, and Jets; a Book of Air- 

planes, also in picture-book format, is a history of 

flight featuring two-color separation illustrations. 

Fisher’s Colonial Americans series, pub- 

lished between 1964 and 1976 by Franklin Watts, 

has received wide use in classrooms throughout 

the United States, especially in the arts and social 

sciences. It includes nineteen titles (beginning 

with The Glassmakers) which focus on the crafts, 

trades, and extraordinary products that colonial 

Americans created with the tools and techniques 

of their times. Fhe first third of each volume in 

the series is devoted to history, the last two-thirds 

to technique. Ihe books reflect much specialized 

research and deliberate writing for the intended 

child audience. Fisher used engraving-like cut il- 

lustrations for this series, done on British 

scrapeboard. In this process a soft clay-covered 

board is coated with India ink and etched or 
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Covers for two volumes in Fisher s Colonial Americans series (Watts) 

scratched away so that only the ink remains reveal- 

ing the picture. Fisher’s scrapeboards depict cos- 

tume details and customs, and show the delicate 

shading and depth of a medium he has mastered 

well. Over 500,()()() copies of his books from the 

Ck)lonial Americans series have been sold. Fisher 

reports that the series, once out of print, is being 

reissued by David Godine of Boston. 

Picture Book of Revolutionary War Heroes 

(1970) devotes, from the thousands who paved 

the way for American Independence, one page 

each to Fisher’s chosen fifty representatives. Each 

of the pages consists of a descriptive paragraph 

along with one heroic-size scratchboard drawing 

and a lively photograph that tells of the individu- 

al’s part in the struggle. Fifteen people were cho- 

sen from each of the three clusters of colonies, 

and five from America’s foreign allies, among 

them Henri Christophe of Haiti. Both type and 

drawings are in blue. Fhe subjects are arranged al- 

j)habetically within four sections: New England, 

Middle Ca^lonies, Southern Colonies, and Eoreign 

Allies. 

Two if by Sea (1970) is a dramatic descrip- 

tion of the actions of Paul Revere and his three col- 

leagues during two hours of the eventful evening 

of 18 April 1775. I bis book is also divided into 

four sections, each giving a historically based ac- 

count with background information of the ac- 

tions of four men: Joseph Warren, who sent 

Revere the famous message (“one if by land, two 

if by sea”); Paul Revere; Robert Newman, who lit 

the signal lanterns; and Thomas Gage, the com- 

manding general of the British forces. Eisher 

uses a shift of viewpoint to provide suspense and 

dialogue to bring history to life. His use of 

strong lines and dramatic contrast of dark blue 

and white illustrations are an attractive comple- 

ment to the narratively produced tension of the 

events which took place. 

The Art Experience: Oil Painting 15th-19th Cen- 

turies (1973) is a historical-technical explanation 

of the various ways in which oil paint has been ap- 

plied to different surfaces, beginning with a clear 

explanation of the characteristics of oil as a me- 

dium. An interesting account of the Elemish art- 

ists of the Middle Ages who first used the new 

technique is included. Erom the historical view- 

point, the book unfolds the evolution of oil paint- 

ing: how painters moved from a water-based egg 

tempera to the more atmospheric oil medium; 

and how the changing application of oil paint cre- 

ated dynamic possibilities. Details about periods 

of art, methods of painting, and techniques of 

60 



DLB 61 Leonard Everett Fisher 

painting are included and a glossary and index 

are appended. Diagrainnietrical illustrations by 

the author and full-color reproductions comple- 

ment the text in an appealing format. 

Alphabet Art: Thirteen ABCs from Around the 

World (1978) is the first in a four-volume series. 

It is a brief, well-written history of the develop- 

ment of written language. Each of the thirteen 

alphabets—Arabic, Cherokee, Chinese, Cyrillic, Es- 

kimo, Craelic, German, Greek, Hebrew, Japanese, 

Sanskrit, Thai, and Tibetan—is individually and vi- 

brantly explored. The introduction traces the be- 

ginnings of human language, including Egyptian 

hieroglyphs, Semitic pictographs, and the Sumer- 

ian system of cuneiform. Following a basic explana- 

tion of the development of written language, 

each alphabet is given a one-page description of 

its historical and cultural context accompanied by 

Fisher’s beautiful full-page scratchboard draw- 

ings. Letters of each alphabet are used to form dec- 

orative captions for these illustrations. Standard 

English equivalents, the name of the letter, and 

the letter transliterated into English are given 

where possible. 

Number Art: Thirteen 12 3s from Around the 

World (1982) is the second in the art series. In a for- 

mat similar to his Alphabet Art Eisher traces the de- 

velopment of number systems from their 

inception to their variety of forms throughout 

the world. Each system (Arabic, Armenian, 

Brahmi, Chinese, Egyptian, Gothic, Greek, 

Mayan, Roman, Runes, Sanskrit, Thai, Tibetan) 

is preceded by a succinct one-page commentary 

setting it in the context of the culture from 

which it came and indicating, where appropriate, 

significant individual contributors to its develop- 

ment. An alphabetical arrangement of cultures ob- 

scures any sense of historical development of 

number systems, fext pages are faced with glori- 

ous royal blue and white scratchboard drawings 

depicting scenes from the ancient cultures. Subse- 

quently, there are two-page spreads that repro- 

duce the numbers in bold blue and the name of 

the number and its Arabic sign. Eisher has 

achieved diversity by exploring the possibilities of 

line, perspective, and composition to evoke a vari- 

ety of effects such as pyramids dwarfed by a 

night sky and flame-lit arches framing invading 

Goths. In an interdisciplinary approach, he has 

treated numerical notation as both symbol and as 

art, thereby investing a familiar subject with new 

vigor, fhe last two books in this series. Symbol Art 

and C,ale7idar Art, have recently been published. 

Leonard Everett Fishers Liberty Book (1976), a 

Dust jacket for Fisher s history of the development of written 
language (Four Winds) 

bicentennial extravagance, is a compilation of 

songs, slogans, and quotations from America’s rev- 

olutionary period, all containing the word “Lib- 

erty.” Among the selections are Patrick Henry’s 

volatile remarks before the Virginia Provincial As- 

sembly, an excerpt from John Adams’s diary de- 

scribing colonists’ actions against the Stamp Act, 

and facsimiles of colonial works of art and design 

that honor liberty. Too many of the scant forty- 

seven pages, however, contain only bold type 

print or filler designs, fhere are appended notes 

which identify the contents, but they provide 

only partial explanations. In the preface Fisher 

maintains that though American freedom is for 

many an unfilled promise, the essential integrity 

of purpose remains. His bold and exquisite red, 

white, and blue scratchboard illustrations power- 

fully reflect the bicentennial spirit. 

In 1979 Fisher began his distinguished Nine- 

teenth (Tntury America series, aimed at present- 

ing an overall view of the American nation in the 

nineteenth century. Seven volumes have been 

completed, beginning with 3'he Factories, a well- 

researched discussion of how New England be- 

came the manufacturing center of the country 
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Nineteenth Century America 

THE 

RAILROADS 

Nineteenth Century America 

THE 
SPORTS 

written and illustrated by 

LEONARD EVERETT FISHER 
written and illustrated by 

LEONARD EVERETT FISHER 

Dust jackets for two titles in Fisher s Nineteenth Century America series (Holiday House) 

and what influences led to the spread of these in- 

dustries across the nation, beginning in 1789 

with Sam Slater, who set up the first mechanized 

textile mill. Other titles in the series include The 

Railroads (1979), in which Fisher traces the west- 

ward development of the “iron horse”; The Hospi- 

tals (1980), a social history of nineteenth-century 

America which focuses on the paucity of medical 

help available in many parts of the country; The 

Sports (1980), which describes the inception of 

American sports, the ways they were organized 

or played, and the people who were prominent 

in their development; The Newspapers (1981), 

which traces the burgeoning of newspapers in 

the United States from the beginning of the 

1800s to the end of the century; The Unions 

(1982), which describes the development of 

unions from their beginnings in the United 

States up to the turn of the century; and The 

Schools (1983), a broad overview of the beginning 

of public education, a nineteenth-century develop- 

ment, in the United States. 

One of Leonard Fisher’s long-cherished am- 

bitions was to adaj)t the first chapter of Genesis 

and illustrate it with paintings, rather than with 

his usual scratchboard illustrations. He felt the 

need to “deal with monumental abstractions that 

involve the human reach for the unknown.” For 

him the idea of the Creation was so vast he had 

to think about it for years before finally coming 

to grips with it artistically. His The Seven Days of 

Creation; Adapted from the Bible (1981), an Ameri- 

can Library Association notable book, fulfilled 

this ambition. In it he remained true to the Gene- 

sis account, although he simplified the language 

for young children. Breathtaking, impressionistic 

full-color paintings celebrating the majestic 

beauty of God’s handiwork accompany the text. 

Amorphous shapes show the separation of 

heaven and earth, the inert land and oceans, 

until living things are made. Fisher creates a bal- 

ance between heavily textured but simply com- 

posed pictures and a careful but minimal text, 

resulting in an amplification of an awesome story. 

Star Signs (1983) is a cautious and open- 

ended historical introduction to astrological inter- 

pretations of the zodiac in which f isher points 

out that not everyone believes in astrological 

signs, leaving readers the option of independent 

decision on the topic. For each sign of the zodiac. 
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he includes a full-color, full-page painting facing 

the text. Opposite each painting he gives the 

dates for the sign, the part of the human body it af- 

fects, its controlling planet, the myth on which its 

constellation is based, traits supposedly pertinent 

to those born under the sign, and a line drawing 

of the constellation. The complex, vibrant col- 

ored illustrations on the recto pages are quite real- 

istic. Foreground designs are lavishly pleasing. 

Boxes! Boxes! (1984) is a story in rhyme with 

an illustration for each line. Each of the robust 

acrylic paintings is a box housing some everyday 

or unexpected object. The eighty boxes come in 

dif ferent sizes, shapes, and colors and serve as con- 

tainers for toys, paints, puppies, ants, plants, and 

candy, as well as toys themselves, providing chil- 

dren with an opportunity to infer concepts of 

size, shape, and color. Strong shapes and a wide 

range of acrylic paints give the pictures a sturdy, 

full-blown look, and most of the spreads stretch 

across two pages of clean composition. Bright, 

clean colors and the deft use of shadows add to 

the effectiveness of the compositions. Each of Eish- 

er’s boxes is realistic and clear in this concept 

book for very young children. 

The Olympians: Great Gods and Goddesses of An- 

cieyit Greece (1984) briefly profiles the twelve dei- 

ties (seven gods and five goddesses) who dwelt 

on Mount Olympus. Although some profiles are 

unduly brief, users are likely to delve deeper on 

their own. Portraits rendered in Eisher’s signa- 

ture layered acrylics accompany the paragraphs 

characterizing each god’s or goddess’s traits and at- 

tributes, with occasional references to important 

myths. Included, also, is a concise description of 

ancient beliefs about the gods and their battle 

v/ith the Titans for control of the world. The styl- 

ized paintings are trenchant summaries of the dei- 

ties’ personalities; however, they lack vitality and 

are unrepresentative of the timeless, vital charac- 

ters who move through the myths, mirroring hu- 

mankind’s strengths and failings. Included are a 

bibliography, a chart juxtaposing Greek and 

Roman names for the gods and goddesses, and a 

family tree de})icting the relationships between 

those most eminent Olympians. 

The Statue oj Liberty (1985) dramatically re- 

lates how the idea of the Statue of Eiberty began 

in 1865. Eisher describes the various stages of 

thought that the French people, and especially 

the young artist, Frederic-Auguste Bartholdi, 

went through before deciding uj)on an appropri- 

ate present for the American people as a memori- 

al to their independence. Described also are the 

construction techniques, the materials used, and 

the help provided by many generous |)eople. His- 

torical perspective is provided by tying the statue 

into world events and the social climate of the 

time. Photographs and scratchboard illustrations 

by the author are an integral part of the book. 

Ciieat Wall of Ghina (1986) is a carefully de- 

signed and outstanding history of the building of 

the Great Wall of Ghina. Fisher describes how 

2,200 years ago King Gheng of Gh’in conquered 

surrounding provinces and became the first Su- 

preme Emperor of China. The building of the 

long wall across the north of China resulted from 

the necessity to do something about the fierce 

Mongol tribes that threatened to invade. More 

than a million people—peasants, artisans, prison- 

ers, and soldiers—were forced to work on the 

wall, many losing their lives. That the Ming emper- 

ors made improvements is mentioned on the last 

page. Each page is captioned in Chinese charac- 

ters that are translated at the end of the book. Eic- 

tionalized dialogue results in a personalized 

narrative, and impressive black-and-white acrylic 

illustrations by the author set the tone for the 

book. 

Nine of Eisher’s books have been works of fic- 

tion. His first, A Head Full of Hats (1962), is a pic- 

ture book for young children. The protagonist, 

Alfie, decides that important people wear impor- 

tant hats, so he tries on those of Sultans, Indians, 

generals, admirals, hunters, explorers, and presi- 

dents, before he learns that the man makes the 

hat. 

The Death of Everiing Star; the Diary of a 

Young New England Whaler (1972) was chosen by 

the American Eibrary Association as a notable 

book. The tale of whaling is a slight atmospheric 

documentary set aboard an ill-fated whaling ship, 

Evening Star, sailing out of early New England in 

the 184()s. Readers learn of the ship’s having 

been lost at sea from the diary of cabin boy Jere- 

miah Poole, whose illness caused him to be left in 

the Canaries while the ship sailed on the fatal voy- 

age. The journal reflects a catalog of evils-death, 

murder, whippings, blackmail, and shipwreck— 

along with some descriptions of whaling proce- 

dures. Fhe diary is prefaced by an account of 

how it came into the storyteller’s possesj^ion, hav- 

ing been delivered to him hy a ghostly figure one 

stormy night. The atmosphere of the supernat- 

ural gives the book an added appeal lor young 

readers, though Eisher’s achievement in incorpo- 

rating period material and authentic details of 

shipping and whaling is hampered somewhat hy 
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THE GREAT WALL 

lef 

More than 2^00 years ago , Prince Cheng, a boy of 13, became 

-th^-rulor of -the King-dem- of Chir>^S«'.eastern Asiao 

wegod V^or ogingt rival kingdoms and conquered them ell^-ef^ 
_ Ann -rvfCI T1 n0c—un-eng uiil Leu k tne""n'fiingciffiHi oi—yni'n 

r^ U)e-v€- OvCvV^ ^ - 
snor gn 

U)e-v€- OvCvV^ ^ ^ 
/^he(^efGotedtkingdoms^into one^h^ig^country. The new nation 

/ ItnK-; nVi^T^rr. V>-1 m 1 -T QV^-S Vi was called 

Huang Ti - 

'China". Prince Cheng made himself Ch'in Shih 

The First Supreme Emperor of China. 

The ^owe-rfHr^ Emperor demanded that everyone d'o-’thi’n'gts his 

•way and—obey^^ew laws. fgtrt] there were those — follov^ej^ 

of Confucius, an ancient scholar — wbo refused^. They said 
1 otJl> r^oT 

that the old ■woro bettor' too—Gpeciol te • bo—chongod . 

The Emperor burned their books and buried them alive. 

Next, Ch*in Shih Hnacg Ti turned his attention to China’s 
G-» ^ 
le)trg-/ncii'tlrEn2^ froi^t-Ler^ There, wild Mongolian tribesmen had 

been raiding border villages<;^or ycarj^^a^^They had become 

so bold that they threatened to attack all of China. Neither 

the Emperor nor his people were saf ^^ynless ^^methingc^r^ 

^___^ne., Cuiok-ly^, 3Le.. ■Emperor dooidoei to bmillfc-^—great woll*^fe 

rvjtl ir^ ^rT^4J4•(^^■^^V   “ 

Page from the revised typescript and a preliminary sketch for 1 he (ireat Wall of C^hina (courtesy of the author) 
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the relentless aura of doom and abundance of vio- 

lence. 

The Warlock of Westfall (1974) is a convincing 

tale of witch hunting set in a small village in colo- 

nial America, where Samuel Swift, a lonely, eccen- 

tric bachelor in his late seventies, is accused by a 

group of boys of being a warlock and is tried 

and hanged by the villagers. A concluding seg- 

ment chronicles the settlement’s desertion and de- 

strtiction when its numbers flee at the sight of 

Samuel’s long lost brother Nathan inside dead 

Samuel’s cabin, which is aflame from an 

untended fire. Both the physical atmosphere and 

the moods of the times are skillfully evoked by 

Fisher, whose stark black-and-white illustrations, 

somber yet dramatic, are particularly well suited 

to the taut and brooding atmosphere evoked. 

Three of Fisher’s novels are of the ethnic- 

historical type, stories about victims and survivors 

among American immigrants. The first. Across the 

Sea from Galway (1975), tells of 145 Irish refugees 

who are lost when the ship carrying them to the 

New World slams against a rock at Cohasset, Mas- 

sachusetts, in 1849. Patrick Donovan, one of the 

few survivors, was being sent with his brother 

and sister to America ahead of his parents. After 

the shipwreck, the setting switches to Ireland and 

in a flashback the Donovan family is introduced. 

Because famine is sweeping their country and 

they are faced with British oppression, the 

Donovan family is determined to seek a better 

life. The depiction of Irish life during the great 

famine is accurate, and forceful intensity is given 

to the moving tale by Fisher’s stark, haunting 

black-and-white scratchboard drawings which real- 

istically capture the mood and effectively reveal 

the feelings of the people whose story is being 

told. 

Letters from Italy (1977) is a novella based 

upon the reminiscences of aging Angelo 

Cappelo, retired Italian-American restaurant 

owner. I he sober and slow-moving, third person, 

four-part narrative shifts back and forth in time 

between Angelo’s meditations about his son 

Vinny, who is fighting in Italy during World War 

II; the effect Angelo’s solidly nationalistic grandfa- 

ther Piero, who fought with Garibaldi, had on his 

youth; his family’s 1883 emigration from Italy; 

and his bereavement over Vinny’s death. 

A Russian Farewell (1980), winner of the 

1981 National Jewish Book Award for Juvenile Lit- 

erature, deals with a thirteen-member ]ewish fam- 

ily living in Krolevets, in the Russian Ukraine, in 

the early 19()()s. Fhe country is on the verge of in- 

surrection and chaos following the defeat of (Tar- 

ist forces by the Japanese. Krolevets’ 3,()()() Jews 

are in danger from unhappy peasants who have 

been incited by the local government to harass 

and intimidate them. After such local acts as the 

vandalizing of the Shapiro delicatessen and the 

wrecking of the village synagogue, the Shapiros, 

urged by Hannah’s sister-in-law in Brooklyn, say 

goodbye to everything they and their ancestors 

have labored for and immigrate to America. 

Sweeney’s Ghost (1975) is a sociological tract 

on suburbia. Though the Framer family of five 

from Aspetuck, Connecticut, hopes to spend a 

quiet week at a villa in Jamaica, they end up hav- 

ing to deal with the mischief of the ghost of the pi- 

rate Thomas Sweeney. The story line is heavily 

padded and interrupted by long monologues by 

Sweeney, much of which is used to provide infor- 

mation about himself and other pirates. 

Noonan: A Novel about Baseball, ESP, and 

Time Warps (1978) is a time-shift fantasy which un- 

folds like an old postgame yarn told to a bunch 

of cronies. The unsuccessful Brooklyn Dutchmen 

Baseball Club of 1896 is pinning its hopes on the 

pitching of fifteen-year-old Johnny Noonan. 

Johnny, after being hit by a foul ball while await- 

ing his turn to bat, is transported in time to the 

year 1996, where he discovers he has 

psychokinetic powers, including the power to 

think a baseball to a place of his choice. After win- 

ning a perfect game by pitching eighty-one 

strikes, Johnny causes a national sensation, result- 

ing in his being hospitalized for protection. A fan- 

tasy, the story lacks credibility, but as a baseball 

spoof and tall tale, sports style, it is humorously 

chock-full of baseball action and team shenani- 

gans. Its strongest feature is the baseball world as 

pictured in 1996, a time when baseball is only on 

television and Wrigley Field has been declared a 

national monument. Fisher’s rather comical illus- 

trations, black-line-on-white for the present real- 

ity and white-line-on-black for the future, spruce 

up the format. 

Storm at the fetty (1981) is an effective mood 

piece. Fhe text, rather than tell a story, describes 

the moods and sensory details of the jetty where 

Levi Farber witnesses the change of a bright Au- 

gust day from calm and clear sea through wild 

sea and violent thunderstorm and back to quiet 

summer day. Fisher’s masterful use of sharles of 

white, blue-gray, and blue-black paintings, strong 

in line and composition, conveys the drama of 
the summer story, moving beyond reality into sym- 

bols of the magnificent power of the natural 
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workl. I he initially well-lit scenes grow progres- 

sively darker as the storm intensifies and then 

light again as the calm returns. 

Leonard Everett Fisher’s pride in craftsman- 

ship has not changed over the years; however, 

his style has. The figurative drawings done be- 

tween 1949 and 1968 gave way to hard-edge 

acrylic geometric done studies between 1968 and 

1979 and to softer, more romantic paintings 

done from 1980 to the present. The more recent 

work has a sharper focus than his earlier art. He 

applies the medium to the concept in the illustrat- 

ing process. It is his belief that clear visual commu- 

nication is the result of an artist’s fundamental 

discipline and knowledge of craft. His painting 

and illustrating are characterized by a sharp 

focus which reflects this belief. 

Between 1966 and f987 Leonard Fisher 

served as a faculty member at the Paier College 

of Art in Connecticut where he conducted 

courses in painting, life drawing, book illustra- 

tion, and art history. Four of those years 

(1978-1982) he served the school as its academic 
dean. 

Fisher has been involved in numerous art 

shows and exhibitions, and his illustrations for 

children’s books by other authors have earned 

him several awards, most notably the Christopher 

Medal in 1981 for All Times, All Peoples, by Milton 

Meltzer. In 1979 he received the Medallion of 

the University of Southern Mississippi for “distin- 

guished contribution to children’s literature,” 

and he also served as a delegate to the White 

House C4)nference on labrary and Information 

Services. Leonard and Margery Fisher, a school li- 

brarian, have for a number of years made their 

home in Westport, Connecticut, and their three 

children, Julie Anne, Susan Abby, and James Al- 

bert, reside in New York City. 

References: 

“Artist of the Month; Leonard Everett Fisher, Pu- 

litzer Prize-Winner,” Design, 53 ( June 1952): 

213; 

Monica M. Carroll, “Leonard Everett Fisher: ‘My 

Life Is Art ...,’” Biography News, 2 (May- 

June 1975): 527; 

Jean F. Mercier, “PW Interviews Leonard Everett 

Fisher,” Publishers Weekly, 221 (26 February 

1982): 62-63. 

Papers: 

The three major collections of Leonard Everett 

Fisher’s original illustrations, manuscripts, and re- 

lated papers are located in the Kerlan Collection 

of the University of Minnesota, at the University 

of Southern Mississippi, and at the University of 

Oregon. The largest of the three collections is at 

Oregon. 
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(13 April 1893-30 August 1979} 

O. Mell Busbin 
Appalachian State University 

BOOKS: George Washington’s World (New York: 

Scribners, 1941); 

Abraham Lincolns World (New York: Scribners, 

1944); 

Augustus Caesar’s World, a Story of Ideas and Events 

from B.C. 44 to 14 A.D. (New York: Scrib- 

ners, 1947); 

George Washington; an Initial Biography (New York: 

Scribners, 1949); 

Abraham Lincoln; an Initial Biography (New York: 

Scribners, 1950); 

Andrew Jackson; an Initial Biography (New York: 

Scribners, 1951); 

Birthdays of Freedom, 2 volumes (New York: Scrib- 

ners, 1952, 1957); republished as Birthdays 

of Freedom; From Early Man to July 4, 1776, 1 

volume (New York: Scribners, 1973); 

Theodore Roosevelt; an Initial Biography (New York: 

Scribners, 1954); 

When and Where in Italy: a Passport to Yesterday for 

Readers and Travelers of Today (Chicago: 

Rand McNally, 1955); 

The World of Captain John Smith, 1580-1631 (New 

York: Scribners, 1959); 

The World of Columbus and Sons (New York: Scrib- 

ners, 1965); 

Year of the Pilgrims, 1620 (New York: Scribners, 

1969); 

Year of Columbus, 1492 (New York: Scribners, 

1969) ; 

Year of Lincoln, 1861 (New York: Scribners, 1970); 

Year of Independence, 1776 (New York: Scribners, 

1970) ; 

The World of William Penn (New York: Scribners, 

1973); 

The Year of the Horseless Carriage, 1801 (New York: 

Scribners, 1975); 

The Year of the Flying Machine, 1903 (New York: 

Scribners, 1977). 

BOOKS ILLUSTRAFED: Frances Cavanah, Chil- 

dren of the White House (New York Sc Cdii- 

cago: Rand McNally, 1936); 

Genevieve Foster (Gate International Portrait Gatlery) 

Cavanah, Boyhood Adventures of Our Presidents 

(New York 8c Chicago: Rand McNally, 1938). 

Genevieve Stump Foster was born in Os- 

wego, New York, on 13 April 1893. After the 

death of her father, John William Stump, in 

1894, she moved with her mother, Jessie Starrin 

Stump, to the Starrin home in Whitewater, Wis- 

consin. Three years later her grandfather died, 

leaving Genevieve, her mother, grandmother, 

and an aunt to fill a twenty-odd-room house. 

Both her grandmother and this home, according 

to Foster, had a great influence on her. Crowing 

up among the memories of the four generations 

who had inhabited the house gave her a sense of 

stability, of deep roots, and of a feeling for the con- 

tinuity of past and present. 
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Poster would go on to establish her reputa- 

tion as a creative craftswoman from the materials 

of history and her youth. That reputation has 

since afforded her international recognition in 

the fields of biography and history, especially the 

interpretation of American history in its relation 

to world history. Her highly developed but well- 

controlled imagination enabled her to project her- 

self into the past in the role of a reporter who 

could see, feel, hear, taste, and smell the goings- 

on in the world and retell them in vivid words 

and pictures. 

Although an only child, Foster never experi- 

enced loneliness. This was due to the liveliness of 

her grandmother, whom she remembered as 

being full of fun and always ready to play games. 

It was she who taught Genevieve to sew and em- 

broider, and above all, the importance of finish- 

ing one task before beginning another. Drawing 

was another activity Foster enjoyed as a young 

child. Since there had always been someone paint- 

ing, drawing, or modeling in the family, this kind 

of activity was taken as a matter of course by her 

mother. After Foster had begun school at age six, 

she and two classmates, who also liked to draw, es- 

tablished a studio one summer in the top floor of 

her grandmother’s house. It was in this same stu- 

dio that Foster, at age ten, began to write her one 

and only novel, with the same chapter serving as 

both the end and the beginning. 

Being interested in almost everything, Fos- 

ter liked grade school. The only thing she found 

difficult to learn and to remember was history, 

which confused her. While attending the Univer- 

sity of Wisconsin, she found herself with little 

time to pursue her interest in drawing. After she 

had earned a B.A. degree in 1915, she eagerly en- 

rolled in the Chicago Academy of Fine Arts for a 

year of study during the 1916-1917 term. 

ELncouraged by the director of the academy, 

who seemed pleased with her artwork, she ven- 

tured to start a career as a free-lance commercial 

artist. For several years she did various kinds of 

drawings, copywriting, and layouts for newspa- 

pers, booklets, and magazines. Although she 

found the commercial art field to be interesting, 

she was never entirely satisfied with it. Upon her 

marriage to Orrington Foster in 1922, she gave it 

up. 

Upon the arrival of their two children, a 

boy, named for his father but called by the nick- 

name dbny, and a girl, Joanna, four years 

younger, Foster centered her interest at home for 

the next few years. During this time she began 

doing illustrations for children’s stories, begin- 

ning with drawings for Child Life magazine and 

eventually moving on to children’s books. Find- 

ing her role as an illustrator not entirely satisfy- 

ing, she one day hit upon the idea of combining 

all the things she best liked to do: finding out 

what she had always wanted to know about his- 

tory, writing history books that children and per- 

haps their parents might like to read, and 

designing and illustrating books. Her children 

later served as sounding boards for her writing, 

giving her the feel of the audience she hoped to 

reach, while her husband provided a more criti- 

cal response. 

While she was in grade school Foster had 

viewed history as being dreadful. She loathed it, 

feeling that what teachers said was simply to be 

memorized and given back to them. If right one 

received a good grade and then forgot the whole 

terrible experience. Convinced she could remedy 

such a situation, Foster wanted to write history 

that showed not only what was going on in the 

United States but all over the world, and how 

events in the various nations were related. This 

kind of history could help readers acquire an un- 

derstanding of the historical process, a compli- 

cated concept. Such a broad view of what 

happened in the past could also help readers 

form value judgments. 

Each book in her resulting World series pre- 

sents a time slice of history, a total picture of the 

world—historical, religious, scientific, cultural, so- 

cial, and economic—in relationship to the span of 

one man’s life. In each of the five volumes in this 

series, Foster takes a horizontal look across and 

around the world to tell what of importance was 

happening when the hero was born, during his 

childhood, in his youth and early manhood, and 

throughout his life. By beginning each of the 

World books with the childhood of the protago- 

nist Foster has been able to pique the interest of 

youngsters to realize that history makers were 

once just boys and girls like themselves. Fhis 

world’s-eye view of countries, periods, and peo- 

ple permits young readers to see movements rise 

and culminate or disappear, men who turn the 

tide of history in one direction or another leav- 

ing the world markedly better or worse for their 

presence. The rounded sense of history pre- 

sented through these five volumes is one text- 

books rarely suggest. The illustrations, maps, 

and charts, also done by Foster, provide much in- 

formation and graphically portray her theme of 

parallel events. 
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It was important for Foster to plan and 

sketch illustrations, maps, and charts at the time 

she wrote the text, rather than subsecjuently. Pos- 

ter was an author-artist with a remarkable sense 

of design which permitted her to integrate text 

and illustrations successfully. Iwo indexes are in- 

cluded in each book, one for characters and an- 

other general one cjf nations, places, and events. 

P.ach book is richly documented, and the lively 

style of each lends itself to an excellent read- 

ing-aloud experience. 

Fhe first book in the World series, George 

Washington’s World (1941), a Newbery Honor 

Book for 1942, was a three-year painstaking cre- 

atic:)n for Foster. Covering the period frc^m 1732 

to 1799, it is a six-part comparative, streamlined 

history divided into sections on Washington’s life 

as a boy, a soldier, a farmer, the commander of 

the Continental Army, a private citizen, and the 

first president of the United States. Each part be- 

gins with a double spread of line drawings which 

serves as a sort of curtain-raising presentation of 

the cast of characters before each act of the play 

begins. The illustrations are clever and descrip- 

tive, the style of writing and vocabulary clear. 

Abraham Lincolns World (1944), a 1945 New- 

bery Honor Book, portrays the history of the 

early to mid nineteenth century in relation to the 

lives of two of America’s top heroes. Lincoln’s 

life, divided by time periods, is used as an out- 

line for the telling of events happening in each 

of those time periods. The Charge of the Light Bri- 

gade, the Black Hole of Calcutta, Beethoven, Te- 

cumseh, and Old Ironsides all take their places 

around the president in this well-integrated pic- 

ture of the changing world between the years 

1809 and 1865. 

In terms of action the first two volumes in 

the World series kept close to history and biogra- 

phy. Poster consciously widened the scope of the 

next World book, Augustus Caesar’s World (1947), 

a clever presentation of world civilization during 

the lifetime of the first Roman emperor. Re- 

forms instilled by Augustus and great buildings 

he inspired constitute fascinating reading for any 

age. Fhe personalities, however, stand out for 

young readers. Fhe text is divided into five peri- 

ods which include the history of Rome and con- 

temporaneous events in every part of the world. 

In animated style, people, ideas, and events are 

shown in relation to each other. Foster illustrated 

the book with many graphic illustrations in the 

form of charts, diagrams, and pictures, and her 

line drawings are used both symbolically and his- 

torically. 

Her publishers eventually persuaded Foster 

to fill one of the gaps in children’s literature, the 

well-written, simple biography. She used her re- 

search and skill to create the Initial Biographies se- 

ries for a younger audience than that targeted by 

the World books. Each brief biography in this se- 

ries has been distilled to the essential facts. Text, 

style, and illustrations are the facets of each pre- 

sentation which have been used effectively in add- 

ing something to the conception of the character 

and his life story. Style of writing, dialogue, vocab- 

ulary, and sentence length have been used as 

tools in the telling of the lives of the characters. 

Illustrations in the Initial Biographies al- 

ways supplement the textual descriptions. Eoster’s 

aim was to give an idea of the life of the subject 

to a child looking at the book, regardless of 

whether he could read it. Being an artist as well 

as a writer, Foster saw each page in its complete- 

ness of text, illustration, and design. In each case 

the illustrations and page layout were conceived 

by Foster as she produced the text, and she pro- 

duced the entire design for each of her volumes, 

including the color separations for the illustra- 

tions. 

George Washington; an Initial Biography 

(1949), a Newbery Honor Book for 1950, is a stir- 

ring story of the subject’s entire life told simply 

and briefly but in a dignified way for young read- 

ers with a minimum of fictionalization. There is 

an emphasis on small, homely details which ap- 

peal to young children. Cleverly woven into the 

story are customs and historical background fur- 

ther illuminating the colonial period of United 

States history; and short summaries of the 

French and Indian Wars and the Revolution con- 

tribute toward a feeling of the times. Overall, the 

book’s authoritativeness is derived from good, un- 

obtrusive documentation. 

Abraham Lincoln; an Initial Biography (1950) 

is an interesting, though somewhat fictionalized ac- 

count of the childhood and manhood of its sub- 

ject. Many exceptionally fine episodes in the life 

of the man and president are portrayed with 

deep feeling and skill, including the legends that 

have been associated with Lincoln, such as the 

Ann Rutledge affair. Because of its interesting 

text and lively pictures the book appeals to older 

children too. In both text and drawings Foster 

shows respect for the intelligence of her audi- 

ence as well as the stature of the character she 

has chosen to portray. 

70 



DLB 61 Genevieve Foster 

Dust jackets for the first and third volumes in Foster s Initial Biographies series (Scribners) 

Andrew Jackson; an Initial Biography (1951) is 

written in a rather animated style. It succeeds at 

conveying Jackson’s intensity of feeling and infor- 

mality of manner. Foster provides the reader 

with a factual, yet lively portrait (via stirring anec- 

dotes) which provides a sense of nearness to the 

times. Both the strengths and weaknesses of 

Jackson’s personality emerge, as Foster presents 

in good taste and without bias such delicate 

phases of his stormy life as his marriage and duel- 

ing. Especially well done are the chapters concern- 

ing the difficult topics of the Nullification law 

and the bank question. Foster demonstrates her 

ability to write biography as a storyteller rather 

than a historian, though the omission of any men- 

tion of Jean Lafitte in the account of the Battle 

of New Orleans is questionable. 

Theodore Roosevelt; an Initial Biography 

(1954), the last installment in the series, is a realis- 

tic interpretation and remarkably well-rounded 

picture of this dynamic, many-faceted American 

patriot which examines personal details of his pri- 

vate life and significant events of his public 

career. 4 he adventurousness and ebullience of 

I beodore Roosevelt make a lively, enjoyable story. 

File first volume of Birthdays of Freedom 

(1952) was a 1955 Newbery Honor Book. Writ- 

ten to celebrate the seventy-fifth anniversary of 

the American Library Association and with a 

later second volume in mind, it opens with a mov- 

ing account of the Declaration of Independence 

and the proclamation of freedom. Foster then 

goes to the first birthdays of freedom—early 

man’s learning to make use of fire, to talk, and to 

write-and traces the forward steps and the set- 

backs in the growth of freedom from early Egypt 

to the fall of Rome. Elaboration on single events, 

however, was precluded by space limitations. Fhe 

result is that the reader needs a good back- 

ground in world history to be able to follow the 

text and relate the individual events to the over- 

all ideas of man’s growth toward freedom. Al- 

though striking illustrations on every page 

accompany the well-written and interesting text, 

the page layouts are overly elaborate and confus- 

ing. Fhree different type sizes, ranging fiom 

extra large caj^tion size to extremely small, are 

used. On some {)ages tbe large tyj^e captions are 

an integral part of the text and must be read in 

proper secjuence for the text to make sense; on 

other pages the captions bear little relation to the 

accompanying text. 

Fhe second volume of Birthdays of Freedom 

71 



Genevieve Foster DLB 61 

D ust jacket for the first of Foster s two books which trace the ad- 

vances of freedom (Scribners) 

(1957) takes up where the first left off and high- 

lights great events in the course of man’s struggle 

for freedom from the fall of Rome to America’s 

War of Independence. Volume two, however, can 

stand alone as a separate unit since it begins with 

the Declaration of Independence and then goes 

back to present the great historical events be- 

tween the fall of Rome and 1776. Such events as 

Fairope being overrun by the barbarians, the be- 

ginnings of law and order, the Magna Charta, 

printing, the Renaissance, and the founding of 

the New World are included. Foster has selected 

and synthesized her material with skill and has 

presented it dramatically. Included are charts, 

maps, and illuminating drawings by the author in 

this fitting sequel to the first Birthdays cf Freedom 

volume. 

When and Where in Italy: a Passport to Yesterday 

for Readers and Travelers of Today (1955) is a guide- 

book and travel history designed to serve both 

tourists and students of ancient history. Foster di- 

vides Italian history into three periods: the 

Roman, Middle Ages, and Renaissance. Included 

for each period are monuments and treasures 

the author felt to be representative of the Italian 

history surveyed. The author-illustrator describes 

the sights of modern Italy in terms of the men 

and times that produced them. As she moves 

from city to city, each is shown in its golden age 

and linked to the highlights of its past with tangi- 

ble evidence in buildings, paintings, and statues. 

The book serves as a brief but illuminating chro- 

nological tour for both those who read and those 

who can travel. Foster’s drawings with their accom- 

panying brief text are informative and packed 

with little-known sidelights into the romantic past 

of Italy. 

The era in which John Smith lived is re- 

flected in The World of Captain John Smith, 

1580-1631 (1959), a segmented-type presentation 

of his life as a boy, soldier, explorer, and writer. 

In another of her horizontal approaches to his- 

tory Foster has created a graphic and vigorous 

interpretation of events and international relation- 

ships and brought to life Capt. John Smith and 

his contemporaries. The spirited account con- 

tains a fund of information of historical, reli- 

gious, cultural, social, and economic nature 

related to the span of Smith’s life. Pointed up are 

Smith’s outstanding qualities of courage and deter- 

mination. Details are ample and colorful, yet with- 

out any sense of a mere dull recounting of the 

“facts.” The book is eminently readable, well illus- 

trated by the author, and well indexed according 

to people, places, events, and general topics. 

A richly creative book characterized by its 

graceful, straightforward style is Foster’s The 

World of Columbus and Sons (1965). In it she traces 

Columbus’s life from age nine through his days 

of triumph and disaster. A panorama of the 

world in the time of Columbus is a result of Fos- 

ter’s interweaving of significant people (artists, sci- 

entists, writers, rulers) and political and cultural 

events. The publication has an attractive open for- 

mat and imaginative line drawings created by the 

author. Its extensive index is an added value. 

Year of the Pilgrims, 1620 (1969) is a horizon- 

tal approach to the history of the Mayflower pil- 

grims, providing perspective and touching on 

cultures and accomplishments elsewhere in the 

world at the time. The book briefly portrays Wil- 

liam Bradford, William Brewster, and the Indi- 

ans Massasoit and Squanto, and also explains and 

summarizes the beliefs of the Puritans. Rulers 

and happenings in Africa, India, China, and 

Japan are also included. The text is simply writ- 

ten and has maps, diagrams, and pictures by the 

author to accompany it. 

In Year of Columbus, 1492 (1969) Foster pre- 

sents the discovery of America as the result of 
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many interacting people, ideas, and influences, 

but especially as an outgrowth of the impetus to 

travel and explore. Conveyed is the view that 

1492 was notable not for Columbus’s achieve- 

ment alone but for being part of a period in 

which considerable progress was made by coun- 

tries undergoing, or being influenced by, the Re- 

naissance. Linked to the summary of the 

Christopher Columbus story is the work of Coper- 

nicus, Leonardo da Vinci, and Michelangelo, 

with a bird’s-eye view of contemporaneous 

China, Japan, and the Incan and Aztec empires. 

Included among the multitude of illustrations 

are maps and charts which have been carefully re- 

searched by the author. 

Foster’s Year of Independence, 1776 (1970) is a 

three-part book of short, focused segments. The 

people and events surrounding this date in his- 

tory are explored in fact-filled, quick, and vivid 

sketches. Part one describes political events in the 

United States from 1776 to 1783. Parts two and 

three present some of the artistic and scientific de- 

velopments in other parts of the world during 

the same period. 

Year of Lincoln, 1861 (1970) portrays numer- 

ous people and events all loosely tied together 

through an examination of the year 1861. Major 

events preceding and during the Civil War and 

Lincoln’s role in them make up the first part of 

the book. Brief introductions to Darwin, Dickens, 

Twain, and Frederick Douglass follow. The 

reigns of Queen Victoria, Empress Tzu FIsi of 

China, and Emperor Matsuhito of Japan are in- 

cluded. Coverage is broad, however superficial, 

due to its intended young audience. 

Foster’s final World book was The World of Wil- 

liam Penn (1973), though in the 196()s she pub- 

lished simplified versions of the earlier books 

supplemented with two-color illustrations. The 

World of William Penn is a smooth ihterweaving of 

the William Penn story with other events of his 

time, resulting in an enlightened approach to the 

study of world history. Penn’s story is told briefly 

in parts one, six, and nine of the book. Other 

parts focus on such vivid subjects as the French ex- 

plorers Marquette, Jolliet, and La Salle; the court 

of Louis XIV; two Mongul emperors; the scien- 

tists Halley and Newton; a Manchu enq^eror; 

and Peter the Creat of Russia. Backgrounds and 

activities of the second half of the seventeenth 

and the first quarter of the eighteenth century- 

in the arts and sciences, and in war and jieace— 

are brought to life in a clear textual treatment. 

Cover for Foster s 1965 book which provides a panorama of 

the world during Christopher Columbus's lifetime (Scribners) 

Additionally, the text is clarified and enlivened 

by portraits, scenes, diagrams, and pictorial maps 

created by the author. 

In The Year of the Horseless Carriage, 1801 

(1975) Robert Trevithick, maker of the first run 

in a steam-propelled horseless carriage in 1801, 

serves as the pivotal point around which history 

takes place during the years 1801-1821. The title, 

therefore, is a misnomer. Preceding the text 

events of importance in chosen years, such as Na- 

poleon Bonaparte’s rule of Prance, Thomas 

Jefferson’s election as president, Foussaint 

L’Ouverture’s rise to power in Haiti, and 

Beethoven’s writing of a symphony dedicated to 

Bonaparte, are charted. The text, then, covers 

such events, following them in subsecjuent years 

but returning repeatedly to the world of 

Trevithick, Fulton, and Stephenson in building 

and operating steam-driven vehicles. Irevithick’s 

“horseless carriage,’’ however, receives little atten- 

tion. 1 he simple writing style is direct and brisk. 

Although many of the illustrations by the author 

stress and amplify major points, they are not al- 

ways iidormative. 4 he index is excellent. 

Foster’s last book before her death in West- 
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port, (loiinecticut, in 1979 was I'lie Year of the Fly- 

Machine, 1903 (1977). Orville and Wilbur 

Wright serve as major interest points in the text 

whieh reveals happenings around the world from 

1900 to 1909, when the Wrights made their first 

nights. In each of the three sections, the exploits 

of the brothers serve as frames of reference 

upon whieh other events and personages are 

hinged, such as Theodore Roosevelt becoming 

“the youngest man to assume the Presidency of 

the United States”; Marconi and his perfectic^in of 

his wireless telegraj)h; Marie and Pierre Curie 

and their experiments with radium; Ford and his 

motor car; Lenin and the Russian revolution of 

1905; Einstein and his theory of relativity; Freud 

and llie Interpretation of Dreams; Admiral Peary 

and his expedition to the North Pole; and, as cli- 

max, the United States War Department’s accep- 

tance of the Wright brothers’ plane for army use. 

1 his is a well-written text supplemented by bold 

black-and-white illustrations. 

As a writer of nineteen children’s hooks Fos- 

ter was best known for her technique of choosing 

historical figures and creating a story around 

their perception of events around them. Fler fa- 

vorite pastime, that of recreating history and biog- 

raphy out of words and drawings, has touched 

thousands of children. Her hooks have been trans- 

lated into at least fifteen languages, including 

Urdu, Hindi, Bengali, (Chinese, Korean, and Viet- 

namese. 
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Myra Kibler 
Belmont College 

BOOKS: And to Think That I Saw It on Mulberry 

Street, as Dr. Seuss (New York: Vanguard 

Press, 1937; London: Country Life, 1939); 

The 500 Hats oj Bartholomew Cubbins, as Dr. Seuss 

(New York: Vanguard Press, 1938; London: 

Oxford University Press, 1940); 

The Seven Lady Godivas, as Dr. Seuss (New York: 

Random House, 1939); 

The King’s Stilts, as Dr. Seuss (New York: Random 

House, 1939; London: Hamish Hamilton, 

1942); 

Horton Hatches the Egg, as Dr. Seuss (New York: 

Random House, 1940; London: Hamish 

Hamilton, 1942); 

McElligot’s Pool, as Dr. Seuss (New York: Random 

House, 1947; London: Collins, 1975); 

Thidwick, The Big-Hearted Moose, as Dr. Seuss 

(New York: Random House, 1948; London: 

Collins, 1968); 

Bartholomew and the Oobleck, as Dr. Seuss (New 

York: Random House, 1949); 

If I Ran the Zoo, as Dr. Seuss (New York: Random 

House, 1950); 

Scrambled Eggs Super!, as Dr. Seuss (New York: 

Random House, 1953); 

The Sneetches, and Other Stories, as Dr. Seuss (New 

York: Random House, 1953); 

Horton Hears a Who!, as Dr. Seuss (New York-: Ran- 

dom House, 1954); 

On Beyond Zebra, as Dr. - Seuss (New York: Ran- 

dom House, 1955); 

Signs of Civilization!, as Dr. Seuss (La Jolla, (kil.: 

La Jolla Lown Ca)uncil, 1956); 

If I Ran the Circus, as Dr. Seuss (New York: Ran- 

dom House, 1956; London: C4)llins, 1969); 

The Cat in the Hat, as Dr. Seuss (New York: Ran- 

dom House, 1957; London: Hutchinson, 

1958); 

How the Crinch Stole Christmas, as Dr. Seuss (New 

York: Random House, 1957); 

14ie Cat in the Hat Comes Back!, as Dr. Seuss (New 

York: Beginner Books, 1958; London: (5)1- 

lins, 1961); 

Photo by Antony Didesn 

Yertle the Turtle, and Other Stories, as Dr. Seuss 

(New York: Random House, 1958; London: 

Ciollins, 1963); 

Happy Birthday to You!, as Dr. Seuss (New York: 

Random House, 1959); 

One Eish Two Eish Red Eish Blue Eish, as Dr. Seuss 

(New York: Random House, 1960; London: 

(5)llins, 1962); 

Green Eggs and Ham, as Dr. Seuss (New York: Be- 

ginner Books, 1960; London: Collins, 1962); 

'Ten Apples Up on Top!, as 4'heo. LeSieg, illustrated 
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by Roy McKie (New York: Beginner Books, 

1961; l.ondon: C'ollins, 1963); 

Dr. Seuss' Sleep Book, as Dr. Senss (New York: Ran- 

dom House, 1962; London: Collins, 1964); 

Hop on Pop, as Dr. Senss (New York: Beginner 

Books, 1963; London: C.ollins, 1964); 

Dr. SeiLss' ABCS Dr. Senss (New York: Beginner 

Books, 1963; London: Collins, 1964); 

I'ke Clat in the Hat Dictionary, by the (hit Himself, as 

Dr. Seuss, with Philip D. Eastman (New 

York: Beginner Books, 1964); 

/ Wish That 1 Had Duck Feet, as Theo. LeSieg, illus- 

trated hy B. Tokey (New York: Beginner 

Books, 1965; London: Collins, 1967); 

Fox in Socks, as Dr. Seuss (New York: Beginner 

Books, 1965; London: Collins, 1966); 

I Had Trouble in Getting to Solla Sollew, as Dr. 

Seuss (New York: Random House, 1965; 

London: Collins, 1967); 

Gome Over to My House, as Theo. LeSieg, illus- 

trated by Richard Erdoes (New York: Begin- 

ner Books, 1966; London: Collins, 1967); 

Dr. Seuss’ Lost World Revisited: A Forward Looking 

Backward Glance, as Dr. Seuss (New York: 

Award Books, 1967); 

The (Mt in the Hat Songhook, as Dr. Seuss (New 

York: Random House, 1967); 

The Foot Book, as Dr. Seuss (New York: Random 

House, 1968; London: Collins, 1969); 

The Fye Book, as Theo. LeSieg (New York: Ran- 

dom House, 1968; London: Collins, 1969); 

I Gan Lick 30 Tigers Today, and Other Stories, as Dr. 

Seuss (New York: Random House, 1969; 

London: Collins, 1970); 

My Book About Me, By Me, Myself. / Wrote It! I 

Drew It!, as Dr. Seuss, illustrated by McKie 

(New York: Random House, 1969); 

Mr. Brown Gan Moo! Gan You?, as Dr. Seuss (New 

York: Random House, 1970; London: Col- 

lins, 1971); 

I Gan Draw It Myself, as Dr. Seuss (New York: Ran- 

dom House, 1970); 

I Gan Write—By Me, Myself, as Theo. LeSieg (New 

York: Random House, 1971); 

The Lorax, as Dr. Seuss (New York: Random 

House, 1971; London: (a)llins, 1972); 

In a People House, as Theo. LeSieg, illustrated by 

McKie (New York: Random House, 1972; 

London: (a^llins, 1973); 

Marvin K. Alooney, Will You Please CJO NOW?, as Dr. 

Seuss (New York: Random House, 1972; 

London: C4)llins, 1973); 

I'he Many Mice of Mr. Brice, as 1 heo. LeSieg, illus- 

trated by McKie (New York: Random 

House, 1973; London: Collins, 1974); 

Did I Tver Tell You How Lucky You Are?, as Dr. 

Seuss (New York: Random House, 1973; 

London: (Collins, 1974); 

The Shape of Me and Other Stuff, as Dr. Seuss 

(New York: Random House, 1973; London: 

Collins, 1974); 

Wacky Wednesday, as Theo. LeSieg, illustrated by 

Ceorge Booth (New York: Beginner Books, 

1974; London: Collins, 1975); 

There’s a Wocket in My Pocket!, as Dr. Seuss (New 

York: Random House, 1974; London: Col- 

lins, 1975); 

Great Day for Up!, as Dr. Seuss, illustrated by Quen- 

tin Blake (New York: Random House, 1974; 

London: Collins, 1975); 

Because a Little Bug Went Ka-Choo!, by Geisel and 

Michael Frith, as Rosetta Stone (New York: 

Beginner Books, 1975); 

Would You Rather Be a Bullfrog?, as Theo. LeSieg, il- 

lustrated by McKie (New York: Random 

House, 1975); 

Oh, The Thinks You Can Think!, as Dr. Seuss (New 

York: Random House, 1975; London: Col- 

lins, 1976); 

The Cat’s Quizzer, as Dr. Seuss (New York: Ran- 

dom House, 1976; London: Collins, 1977); 

Hooper Humperdink . . . ? Not Him!, as Theo. 

LeSieg (New York: Random House, 1976; 

London: Collins, 1977); 

Please Try to Remember the First of Octember!, as 

Theo. LeSieg, illustrated by Arthur Turn- 

ings (New York: Beginner Books, 1977); 

/ Can Read With My Eyes Shut, as Dr. Seuss (New 

York: Random House, 1978); 

Oh Say Can You Say?, as Dr. Seuss (New York: Be- 

ginner Books, 1979); 

Maybe You Should Fly a Jet! Maybe You Should Be a 

Vet, as Theo. LeSieg, illustrated by Michael 

J. Smullin (New York: Beginner Books, 

1980); 

The Tooth Book (New York: Random House, 1981); 

Hunches in Bunches, as Dr. Seuss (New York: Ran- 

dom House, 1982); 

The Butter Battle Book, as Dr. Seuss (New York: Ran- 

dom House, 1984); 

You’re Only Old Once, as Dr. Seuss (New York: Ran- 

dom House, 1986); 

The Tough Goughs A.v He Ploughs the Dough (New 

York: Morrow, 1986). 

BOOKS ILLUSTRATED: Boners (New York: Vi- 

king, 1931); 

A1 ore Boners (New York: Viking, 1931). 
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MOnON PICTURES: Your Job in Germany, U.S. 

Army, 1946; released as Hitler Lives, Warner 

Bros., 1946; 

Design for Death, by Geisel and Helen Palmer Gei- 

sel, RKO Pictures, 1947; 

Gerald McBoing-Boing, Columbia, 1951; 

The 5,000 Fingers of Dr. T, by Geisel and Allen 

Scott, Columbia, 1953. 

TELEVISION SCRIPTS: How the Grinch Stole 

Ghristmas, CBS, 18 December 1966; 

Horton Hears a Who, CBS, 19 March 1970; 

The Cat in the Hat, CBS, 10 March 1971; 

Dr. Seuss on the Loose, CBS, 15 October 1973; 

Hoober-Bloob Highway, CBS, 19 February 1975; 

Halloween is Grinch Night, ABC, 28 October 1977; 

Pontoffel Pock, Where Are You?, ABC, 2 March 1980; 

The Grinch Grinches the Cat in the Hat, ABC, 20 

May 1982. 

Once referred to by Robert Wilson of the 

New York Times Book Review as “probably the best- 

loved and certainly the best-selling children’s 

book writer of all time,” Theodor Geisel, better 

known as Dr. Seuss, initiated the Random House 

division Beginner Books and gave new life to juve- 

nile literature. Erom his first children’s book in 

1937, And to Think That I Saw It on Mulberry Street, 

to his recent The Butter Battle Book (1984), Dr. 

Seuss has provided his audience with entertain- 

ment as well as an occasional moral lesson. 

Born on 2 March 1904 to parents of Ger- 

man origin, Theodor Seuss Geisel grew up in 

Springfield, Massachusetts. His mother, Henri- 

etta Seuss Geisel, was the daughter of a baker in 

Springfield and his father, Theodor Robert Gei- 

sel, worked in the family-run Springfield brew- 

ery, Kuhlmbach & Geisel, which -locals 

pronounced “come back and guzzle.” It was later- 

after Geisel was grown—that his father became su- 

perintendent of the public park system in 

Springfield. Because the park system included a 

zoo, overactive imaginations, stimulated by Dr. 

Seuss’s characters, have pictured the young Ciei- 

sel frequenting the zoo during his formative 

years. How perfectly appropriate that would be 

if it were true. 

(ieisel went to high school in Springfield 

where an art teacher told him he would never 

learn to draw realistically, and, whether due to ina- 

bility or refusal, he never has. All of his illustra- 

tions are distinctively fantastic. Erom high school 

he went to Dartmouth where he became editor 

of the college humor magazine, jack-o-Lantern. 

He contributed reams of cartoons in the now fa- 

mous style with bizarre animals. A happy relation- 

ship with Dartmouth continued beyond his 1925 

graduation, and in 1955 Dartmouth legitimized 

his self-proclaimed title of “Dr.” by awarding him 

an honorary Doctorate of Humane Letters, follow- 

ing his undergraduate years, Geisel went to Ox- 

ford for graduate work in English. He intended 

to become an English professor but became frus- 

trated when he was shunted into a particularly in- 

significant field of research. A fellow student, 

Helen Palmer, advised him to follow his real tal- 

ent which she observed as he doodled in a Mil- 

ton class. Geisel took her advice, made her his 

chief advisor and manager, and married her on 

29 November 1927. Their marriage lasted until 

Helen’s death in 1967. A year later he married 

Audrey Stone Dimond on 6 August 1968. 

In the early days after leaving Oxford, Gei- 

sel successfully marketed his cartoons and prose 

for Judge, College Humor, Liberty, Vanity Fair, and 

Life. One of his cartoons attracted the interest of 

the Elit division of Standard Oil Company, and 

he was contracted to do cartoon ads. His “Quick 

Henry the Elit” ads became famous. Geisel also 

did billboard advertising, and he created some 

monsters for Standard Oil—the Moto-Raspus, the 

Zerodoccus, the Moto-Munchus, the Karbo- 

Nockus, and the Oilio-Gobelus—that are distant 

kin to characters in the Circus McGerkus and 

Zoosky McGrewsky. In 1931 Viking Press asked 

him to illustrate a book of humor which was pub- 

lished as Boners. It did well, as did the sequel. 

More Boners, and gave Geisel the idea of doing a 

book of his own. He wrote and illustrated an 

ABC book which contained all sorts of fantastic an- 

imals, but he could not find a publisher for it. 

Not until four years later did he try another 

children’s book. As the often-recounted story 

goes, inspiration came on a transatlantic voyage. 

Geisel translated the monotonous rhythm of the 

ship’s engines—“da da da da da dum dum de da de 

de da”-into “And to think that 1 saw it on Mul- 

berry Street.” Eater he developed that line into a 

book and tried to sell it. It seemed to be a rerun 

of the ABC^ book experience. Even though he sub- 

mitted it widely, no one wanted it. 

One day by fortunate accident, he ran into 

an old Dartmouth f riend who had just become ju- 

venile editor of Vanguard Press. In the typical 

what-are-you-doing-now exchange, it (juickly de- 

veloped that one had a book and was looking for 

a j)ubfisher, and the other had an editorship and 
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was looking loi a hook. Such a lortunate iiieeting 

is the stuff of fantasy, an appropriate t)eginning 

for the career of Dr. Seuss. (ieisel used liis mid- 

dle name, his mother’s maiden name, for his 

children’s hooks, saving his last name for greater, 

more serious writing. lb that he added the Dr. 

in a flippant gesture to the doctorate he never fin- 

ished. As he explained to Cynthia Lindsay of 

(jood Housekeeping (Decemher 1960), “my father 

had always wanted to see a Dr. in front of my 

name, so I attached it. I figured hy doing that, I 

saved him about ten thousand dollars.’’ 

In 19S7 when And to Think That I Sazv It on 

Mulberry Street was puhlished, it was very differ- 

ent from the traditional hooks for children, hut it 

contained elements that became standard in 

Seuss hooks, fhe story line is extremely simple, be- 

ginning and ending in the ordinary world. Marco 

is on his way home from school and knows he 

will he asked to tell what he saw. But Marco has 

a creative mind and begins to improve upon real- 

ity. Most of the hook develops Marco’s fantasy hy 

simple accumulation. The actual horse and 

wagon on Mulberry Street become a zebra and 

cart, then the cart becomes a chariot, the zebra is 

superseded hy a reindeer and so on until Marco’s 

imagination has created a marvelous, joyous pa- 

rade of people and animals all in bright primary 

colors and motion. Marco feels “GREAT” about 

his story. In the presence of his father, who disap- 

proves of his creative vision (“Your eyesight’s 

much too keen”), Marco abandons his story and 

gives only facts. But the reader knows that what 

Marco saw with his imagination was far superior 

to reality, and the story is a celebration of the cre- 

ative spirit. As such it is counter to the adult mes- 

sage that one must always tell the truth. The 

conflict between fantasy and reality is recurrent 

in Seuss’s work, having been started perhaps by 

that high school art teacher who wanted his ani- 

mals to look like real animals. 

The 500 Hats of Bartholomew Cubbins (1938), 

Geisel’s second book, is one of his best. CTrtainly 

the illustrations are more sophisticated than in 

subsecjuent books, and the story of the magical 

hats is superbly realized in the use of color. The 

red hats seem to have a life of their own in the 

black and white and gray pictures, fhe text and 

the pictures comjilement one another, as when 

Seuss expresses the distance between King 

Derwin and Bartholomew, the distance between 

king and commoner. The text reads. 

Dust jacket for Geisel’s first book, about a boy’s imaginative in- 
terpretation of an ordinary walk home from school (Vanguard) 

his palace stood high on the top of the 
mountain. From his balcony, he looked 
clown over the houses of all his subjects— 
first, C3ver the spires of the nobleman’s cas- 
tles, across the broad roofs of the rich 
men’s mansions, then over the little houses 
C3f the townsfolk, to the huts of the farmers 
far off in the fields. 

In synchrony with the text, the illustration 

shows King Derwin looking down on his king- 

dom, which recedes to pinpoint perspective. Fc^r 

the king “it was a mighty view and it made King 

Derwin feel mighty important.” for Barthc^lomew 

the view is from low to high, emphasizing his small- 

ness. 
Fhe story is based on a conflict between a 

literal-minded king and the forces of magic 

which are subject to no one’s control. Fhe king de- 

termines to enforce the letter of the law recjuir- 

ing hats to be doffed in his presence. As 

Bartholomew takes of f a hat, one with a feather 

pointed straight up in the air, another appears, 

and red hats accumulate—500 in all-throughout 

the book. Fhe literal letter of the law which got 

Bartholomew in trouble also saves him. Fhe execu- 

tioner cannot behead him with his hat on; the 
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law requires that it be removed. Since Bartholo- 

mew cannot remove his hat, the executioner can- 

not execute him. The plot climaxes with the 

5()()th hat, which the reader anticipates, but there 

is no lesson to be learned. The hat which would 

not be humbled has only grown more splendid 

until it winds up on the king’s head. Instead of 

being killed, Bartholomew goes home rich, but 

not for any reason. No one “could ever explain 

how the strange thing had happened. They only 

could say it just ‘happened to happen’ and was 

not very likely to happen again.’’ 

In The King’s Stilts (1939), Seuss again effec- 

tively uses a brilliant red in otherwise gray pic- 

tures. This book does have a thesis—that a 

kingdom works better when the king takes time 

to play, for when his stilts are stolen the king is de- 

pressed and neglects his job. The whole kingdom 

suffers and is threatened with extinction before 

the stilts are returned. 

As Muiberrry Street was inspired by an audi- 

tory stimulus, Seuss making words to go with a 

rhythm, Horton Hatches the Egg (1940) had a visu- 

al stimulus. By accident again—Geisel certainly 

has had his share of fortunate ones, or perhaps 

he is good at capitalizing on chance—two transpar- 

ent sheets on his drafting table landed together, 

one on top of the other. There he had a sketch 

of an elephant superimposed on a sketch of a 

tree. For weeks he wondered why an elephant 

would be sitting in a tree. Finally, he realized, 

“Of course! He’s hatching an egg!’’ 

The illustrations and the text depart from 

the style of the previous two books and introduce 

the style that characterizes his work for the next 

thirty years. That style includes a playfulness 

with language and rhythm, humor based on incon- 

gruity, and outlandish creatures. In Horton 

Hatches the Egg, which earned a Lewis Garroll 

Shelf Award in 1958, Seuss begins playing with 

language for the effect of the sound. He uses 

sound repetitions, as in //orton //atches and Lazy 

Mayzie, as well as strong rhyme patterns. And the 

refrain that Horton recites over and over is so 

strong that even a child who does not read will 

quickly pick it up: 

1 meant what I said 

And 1 said what I meant. . . . 

An elephant’s faithful 

One hundred per cent! 

He is not yet inventing words—that comes 

later. Btit his work has actpiired that distinctive 

Cover for Geiset’s 1940 book in which his mature style- 

characterized by a playfulness with language and rhythm, 

humor based on incongruities, and outlandish characters— 

fully emerged (Random House) 

Seuss sound. Similarly, animals in the drawings 

are still recognizable as lion, moose, giraffe, or hip- 

popotamus. The elephant-bird that hatches as a 

result of Horton’s faithful labor is the first 

“brand new’’ creature. But just the situation of 

the immense elephant sitting in the tree on the 

small egg opens a whole new world of incongrui- 

ties. 

While Geisel worked on Horton in 1940, 

Paris fell to the Nazis, and Cieisel thought the 

United States was being too complacent. He 

turned to drawing political cartoons that attacked 

American isolationism and became editorial car- 

toonist for a newspaper, PM. I he cartoons he 

did were quite serious, devoid of humor. He also 

did drawings for the Treasury Department, the 

War Production Board, and the (Committee on 

I liter-American Affairs. In 1942 he joined the 

armed forces and was stationed in (kililornia 

with a documentary filmmaking unit. Out of the 

service in 1946, (ieisel continued to work on docu- 

mentary blms and returned to doing children’s 

books. His documentary short Hitler Lives won an 

79 



Theodor Seuss Geisel DLB 61 

Oscar in 194(), and the following year, he and his 

wife wrote a documentary film, Design for Death, 

which also won an Academy Award. Geisel also 

created a movie cartoon character, Gerald McBomg- 

Boing, another Oscar winner (1951), and wrote 

and designed costumes and sets for The 5,000 Fin- 

gers of Dr. T (1953), a musical satire on piano les- 

sons. During this period, he also received the 

Legion of Merit for his educational and informa- 

tional films. 

While the Geisels were not busy with films. 

Dr. Seuss went back to writing for children. He 

constructed McElligoCs Pool (1947), a Caldecott 

Honor book, on the same basic pattern as Mul- 

berry Street. A discouraging adult voice tells a hope- 

ful young fisherman that he’ll never catch fish in 

McElligot’s pool. The boy remains open to possi- 

bility and lets his imagination propose an under- 

ground connection to the sea from whence all 

sorts of fish might come. Then he dreams up the 

f antastic kinds of creatures for which Seuss has be- 

come famous. McElligot’s Pool is the first book in 

which Seuss freely invents new life forms; it was 

the obvious next step after Horton’s elephant- 

bird. He has not yet begun to invent names for 

them, except for the climactic THING-A-MA- 

JIGGER, but we see rudiments of word invention 

with the creation of CLURK to rhyme with murk. 

In this text, however, he describes the new fish 

forms with standard words and unleashes his in- 

ventiveness in the bizarre drawings, using an ex- 

plosion of color on every other page, alternating 

with black, white, and gray. 

Thidwick, The Big-Hearted Moose (1948) re- 

calls Horton not only in his character but also in 

the two-color drawings. As Horton’s loyalty is ex- 

ploited by lazy Mayzie, so is Thidwick’s hospital- 

ity abused. One guest after another piles on to 

I hidwick’s antlers until Thidwick is overbur- 

dened and unable to protect himself. He is their 

victim because of his allegiance to the principle 

that “a host, above all, must be nice to his 

guests.” Thidwick is delivered of his guests not a 

moment too soon, when his antlers come off, 

and he escapes the hunters. All of his ill- 

mannered guests meet a just end, becoming 

stuffed trophies on the Harvard Glub wall. 

Bartholomew and the Oohleck (1949), another 

recipient of the Galdecott Honor Award, turns 

Seuss morality upside down. Eor once the voice 

of conservatism is the child’s, and the wish for 

something new and extraordinary is bad. When 

King Derwin tires of snow, fog, sunshine, and 

rain and wants something new to come down 

Dust jacket for the 1954 sequet to Horton Hatches the 

Egg, in which Geisel presents a fable about minority rights 

(Random House) 

from the sky, he gets not marvelous things, but 

oobleck. When the whole kingdom is gummed 

up with oobleck, Bartholomew Cubbins, in finger- 

pointing accusation, tells the king that he should 

say some “simple words, ‘I’m sorry.’ ” Those sim- 

ple words have power to melt oobleck, and the 

kingdom is restored to “old-fashioned things” 

like rain, sunshine, fog, and snow. The text is ap- 

propriately prosaic, with the onomatapoeic 

oobleck being the only example of inventive lan- 

guage. The green oobleck in the otherwise color- 

less illustrations has a similar effect as the red 

hats in the earlier Bartholomew Cubbins book. 

Gerald McGrew, in If I Ran the Zoo (1950), 

is not unlike King Derwin when he wants “some- 

thing new” because ordinary lions and tigers are 

“not quite good enough.” Preceded by the sub- 

junctive, if I ran the zoo, Gerald dreams up ever 

more fantastic creatures from farther away. The 

bizarre animals also have bizarre names, as do 

the places they come from. The language and 

the pictures are outlandish, ridiculous, and fun. 

Vocal expression is built in, and the language- 

conservative adult will find reading this book 
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aloud a liberating experience. It is a favorite 

among children and was named Seuss’s third 

Caldecott Honor Book. 

Scrambled Eggs Super! (1953) is a repetition 

of If I Ran the Zoo but is even better. Peter T. 

Hooper, in search of the ultimate omelet, goes 

looking for egg-layers as Gerald McGrew looked 

for zoo tenants. Repetitious in plot though it is, it 

still works, and the playfulness with language 

and the quality of the illustrations surpass Seuss’s 

previous performance. He forces his rhymes 

harder than ever and comes up with sounds fun- 

nier than ever. For instance, there is Ali who 

climbed “Mt. Strookoo / To fetch me the egg of a 

Mt. Strookoo Cuckoo,” an egg destined “For my 

Scrambled Eggs Super-dee-Dooper-dee-Booper / 

Special de luxe a-la-Peter T. Hooper!” The illus- 

trations keep pace with the text; in fact they 

provide pace. To lead the reader into the story, 

Seuss uses a diagonal line sloping toward the bot- 

tom right side of the page, leaving the corner of 

the page unprinted. The effect is that the page is 

turning of its own accord, not even waiting for 

the will of the reader. He does it again at the 

end of the story to lead the reader to the conclu- 

sion. Finally the reader sees Peter in his kitchen, 

which is piled high with eggs in precarious bal- 

ance (one cannot help but wonder where he was 

putting them all). Only two eggs have broken, as 

far as the reader can see, in a scene with eggs bal- 

anced on ends of handles, in potted plants, be- 

tween the spout and neck of a bottle, in the tines 

of a fork, on top of each other—in an impossible 

tension. The reader will be like Liz who, as she lis- 

tens to his story, is firmly seated in her chair on 

the first page and by the last page is perched on 

the edge of her stool in amazement as Peter T. 

Hooper describes his culinary extravaganza. 

The Sneetches, and Other Stories (1953) is a col- 

lection of three stories that attack the practice of 

stereotyping. The title story illustrates the superfi- 

ciality of stereotyping, when the prejudice of the 

Sneetches makes them vulnerable to exploitation 

by Sylvester McMonkey McBean, who is an oppor- 

tunist. Only after their money is gone do they real- 

ize that physical appearance is unimportant. In 

“Too Many Daves” Mrs. McGave does not bother 

to acknowledge the individual differences of each 

of her twenty-three sons by giving them different 

names, much to her eventual regret. And “What 

Was I Scared OG” tells a story aboirt a marvelous 

pair of green pants that frightens the speaker, 

but as it turns out, the pants are as frightened as 

he. When the two overcame their fright, they be- 
come friends. 

Horton Hears a Who! (1954) is a fable about 

minority rights. Geisel had the Japanese people 

in mind who, after the war, were “trying to find 

a voice and make it known.” Ghildren will miss 

that level of the story but will likely feel that “a per- 

son’s a person no matter how small” applies to 

themselves. The general principles in the story 

are universal ones about the responsibility of the 

strong to protect the weak and the importance of 

every individual, even the smallest, participating 

in the effort to preserve the society. The micro- 

cosm that Horton discovers on a clover intro- 

duces the concept of relativity that intrigues most 

children. The plot of the story and the flow of 

the verse build to a dramatic peak when a very 

small shirker adds his voice to the general cry 

and saves the Whos. The cartoon adaptation of 

this work won a Peabody Award in 1971. 

On Beyond Zebra (1955) is for the graduate 

of the ABC’s. Here Seuss invents new letters and 

names them. The letters are quite fanciful, but 

the names are not funny or memorable, and 

Seuss’s creatures are beginning to look familiar. 

Seuss uses the pattern of Mulberry Street, If I 

Ran the Zoo, and Scrambled Eggs Super! once more 

in If I Ran the Circus (1956). Again a child creates 

a marvelous world with his imagination, a world 

that vastly improves on the real one. Morris 

McGurk thinks the vacant lot behind Sneelock’s 

store would make a good place for a circus, and 

old Sneelock won’t mind because Morris includes 

him in his imaginary circus. Always, no matter 

how daring the trick Morris imagines him doing, 

Sneelock has the same complacent look on his 

face that he had on the first page as he leaned 

against the door of his store smoking his pipe. 

Only at the end as Morris proclaims him Hero, 

does Sneelock’s eye open in surprise. 

In 1957 Seuss published a book that more 

than any other influenced the market in 

children’s primers. John Hersey had published 

an article in Life in 1954 titled “Why Johnny 

Can’t Read.” He complained about the dull, repeti- 

tious primers used to teach reading and stated 

the need for livelier books. Seuss responded with 

The Cat in the Hat. Using a limited vocabulary, he 

told a story that was exciting—even anxiety- 

producing—with one of the most engaging charac- 

ters in children’s literature: a talking cat in a 

striped hat. 

I he structure of the book is typical of 

Seuss’s work. It opens in the ordinary world as 

81 



Theodor Seuss Geisel DLB 61 

Cover for a paperback edition of GeiseVs 1957 book which 

ivas the Beginner Books prototype (Random House). Geisel ini- 

tiated the Beginner Books division at Random House with the 

intention of providing preschoolers with books that help them 

learn to read by following the pictures. 

two children sit staring out the window on a 
rainy day. Their mother is gone, and they have 

nothing to do. The Cat in the Hat enters, 

unsuininoned, and proposes to entertain them. 
Over the admonitions of the fish, the Cat takes 

over, and his games make a horrible mess. To 

make matters worse, he releases Thing One and 

I'hing Iwo, who compoimd the chaos. At the 

height of the “fun,” which the children watch 

from the sidelines (and therefore incur no guilt). 

Mother returns. Only her foot is visible through 

the window, but the prospect of Mother finding 

the house in such a wreck is terrifying. In the 

time that it takes Mother to cover the few steps 

to the door. Thing One and Thing Two must be 

caj)tured and contained, and the mess must be 

cleaned uj). The pessimistic voice of the fish 

seems justified: 

this mess is so big 

,\nd so deej) and so tall, 

VVe cannot j)ick it up. 

There is no way at all. 

But the cat reassures them: “Have no fear 

of this mess / I always pick up all my playthings,” 

which he proceeds to do with a many-handed ma- 

chine that even tosses the fish back into his bowl. 

Miraculously, all is back to normal, and the chil- 

dren return to the window before Mother enters. 

A long way from “Run Jane Run,” The Cat in the 

Hat was the prototype for the Beginner Books 

that came later. 

How the Grinch Stole Christmas (1957), winner 

of another Peabody Award, has become a contem- 

porary Christmas classic, with the Grinch as a mod- 

ern replacement for Scrooge. The Grinch hates 

Christmas and sets out to ruin it for the Whos 

down in Whoville. He thinks he can steal Christ- 

mas by stealing material things. When Christmas 

comes anyway, the Grinch learns a lesson about 

the intangible meaning of Christmas (but without 

any mention of the religious meaning). The story 

is frankly moralistic, but it is so without being 

trite or sentimental. The language is fun, with 

Grinch being as good a word for a Christmas vil- 

lain as oobleck is for green goo. The pictures cap- 

ture the contrasts between the mean red-eyed 

Grinch and the innocent round-bellied Whos, be- 

tween the noisy chaos of a Christmas day celebra- 

tion and the cold, barren room in the stripped 

Who-house. The red-and-white treatment makes 

the illustrations lively and seasonal. 

The Cat in the Hat Comes Back! (1958) is an- 

other limited vocabulary book based on the an- 

tics of the infamous Cat. This time the children 

try to prevent the Cat’s mischief but are power- 

less to stop him. He leaves a pink ring on the bath- 

tub that resists destruction. He calls on little cats 

under his hat, one for each letter of the alpha- 

bet, to try various ways to clean away the pink 

spots. The last uses Voom (“Now, don’t ask me 

what Voom is / I never will know”) which does 

the job and sets things right again. 

Yertle the Turtle, and Other Stories (1958) is a col- 

lection which presents creatures who attempt to 

outdo others. In the title story Yertle disrupts his 

happy pond-kingdom when he decides to be 

king of a greater territory. Since he is king of all 

he sees, he becomes greater the higher he goes. 

Unfortunately he must raise himself by climbing 

on the backs of other turtles, who then suffer 

pain, hunger, and loss of freedom. A burp from 

the bottom turtle corrects the situation. 

In “Ciertrude McFuzz,” the title character is 

jealous of Lolla-Lee-Lou’s fancy tail and wishes 

to have one as pretty. When she discovers a bit- 
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Cover for GeiseVs 1957 story which has become 

a Christmas classic (Random House) 

ter berry bush that makes her tail grow beautiful 

plumes, she eats all the berries, and her tail be- 

comes enormously intricate, large, and beautiful. 

But then she cannot fly and has to be helped 

home where she must pluck out all the burden- 

some feathers. 

“The Big Brag,” in the tradition of the tall 

tale, shows a rabbit and a bear arguing over 

whose senses are keenest. The rabbit claims he 

can hear a fly cough on a mountain ninety miles 

away. The bear then brags that he can smell a 

stale hummingbird egg over six hundred miles 

away. Finally a worm pops up and has the last 

word; he says he can see so far that he can look 

all the way around the world back to the hill 

where they are, and he can see the two biggest 

fools who have nothing better to do than to 

argue “who’s better than who.” As in Bartholomew 

and the Oohleck, the message seems to be in favor 

of accepting things the way they are. Appropri- 

ately the stories are told simply, and the draw- 

ings are uncomplicated. 

Happy Birthday to You! (1959) is an exuber- 

ant birthday wish that the speaker could say 

happy birthday the way they do in Katroo. Fhen 

the story is an accumulation of extravagances 

done for a birthday in Katroo. Fhe book ends 

with a reminder that all has been fantasv: “So 

that’s / What the Birthday Bird / Does in Katroo. / 

And I wish / I could do /All these great things 

for you!” It’s one of the most colorful of the 

Seuss books and does a bang-up job of celebrating. 

With One Fish Two Fish Red Fish Blue Fish 

(1960), Geisel began doing even simpler primers 

than The Cat in the Hat. Random House started a 

separate division for Beginner Books and ap- 

pointed Geisel to head the imprint. The books 

used limited vocabulary and keyed description to 

pictures, one picture to a page. The other rule Gei- 

sel insisted on was that no book could be “cute” 

or what he derogatorily called a “bunny-bunny 

book.” Some of the Beginner Books were done 

by Seuss; others were written by Seuss but illus- 

trated by others. In the latter he used the pseud- 

onym Theo. LeSieg (Geisel spelled backwards). 

Some of the Beginner Books were done en- 

tirely by others but under Seuss’s close scrutiny. 

The early ones that Seuss did, like One Fish Two 

Fish Red Fish Blue Fish, Green Eggs and Ham 

(1960), and Hop on Pop (1963), are fresh in ap- 

proach and provide nonsense stories that are fun 

to read. By reading the pictures a young child 

can quickly learn the words, but the formula 

books eventually become mechanical. The ones 

that Seuss wrote and illustrated are generally bet- 

ter than the Theo. LeSieg books that he did with 

other illustrators. 

Despite the sameness of many of the Begin- 

ner Books, the accomplishment is considerable. 

Geisel created the materials that Hersey had 

asked for. They are easy to read but bright, bois- 

terous, and engaging. They most certainly 

changed the nature of early learning materials. 

Fhe immensely popular television program for 

children. Sesame Street, was developed as perhaps 

the farthest extension yet of what Geisel began. 

Whether these high stimulus materials prepare a 

child to move on to more subdued materials or 

whether they leave him deaf and blind to subtle 

shades and suggested meanings will be for others 

to determine, but as Geisel explains to Miles 

Gorwin of the Los Angeles Times, “Nonsense wakes 

up the brain cells. And it helps develop a sense 

of humor, which is awfully important in this day 

and age.” 

During the 196()s and 197()s (ieisel concen- 

trated largely on Beginner Books, but he did occa- 

sionally do other books. Dr. Seuss' Sleep Book 
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Cover for Geisel's popular 1963 nonsense rhyme volume 

written and illustrated in Beginner Books f ormat 

(Random House) 

(1962) successfully attempts to lull the reader- 
listeuer into a quiet, sleepy state, a task quite oppo- 

site the usual Seuss approach. Here he catalogs 

the falling asleep of creatures all over the Seuss 

world—all draped, tucked, or hung here and 

there with happy smiles, closed eyes, and limp bod- 

ies. The light blue background in the early pages 

darkens as the book progresses. A count is kept 

as creatures everywhere go to sleep until finally 

there is only the little one draped over the book. 

“So bow about you? / When you put out your light, 

/ I hen the number will be Ninety-nine zillion / 

Nine trillion and three.” The change in tone 

and the novelty of seeing Seuss characters inac- 

tive make this book distinctive. But it also amuses 

with language and pictures as well as the more 

livelv ones. 
I Had Trouble in Getting to Solla Sollew (1965) 

chronicles the many troubles of an escapist who 

is trying to find a place where no troubles exist, 

d he plot progresses by the familiar process of ac- 

cumulation until the escapist decides to deal with 

his troubles. The book is typical of Seuss, but 

there is nothing new in it, and some of the en- 

ergy is missing. 

/ Can Lick 30 Tigers Today, and Other Stories 

(1969) is a collection of three stories not themati- 

cally connected. Fhe title story is a very simple 

one built on the modifications the little cat makes 

to his boast. King Looie Katz in the second story 

is very like Yertle the Turtle. By insisting on royal 

treatment, he enslaves everyone else. He finally 

learns that he, like all the others, must be responsi- 

ble for himself . The most interesting of the three 

stories is “The Glunk That Got Thunk,” about a lit- 

tle girl who amuses herself with her imagination. 

One time, however, she “thunk up a Glunk,” 

who is as uncontrollable in his mischief as the ear- 

lier Cat in the Hat. Only with help from her 

brother (a little cat in the hat) can the Glunk be 

unthunk. Her brother chastizes her for her creativ- 

ity, and she controls her thinking. The message 

seems all wrong for Dr. Seuss and is very much 

out of character. 

The Lorax (1971) came out during the height 

of ecology consciousness. The criticism of the 

Once-ler who exploited natural resources and pol- 

luted the air and the water so he could go on 

“biggering” his factory probably appealed more 

to adults than children. The business practices of 

the Once-ler who puts all his relatives to work 

have adult humor, but the message is simplified 

and clear: the Once-ler has taken his gain and 

left a mess, and the responsibility for rejuvena- 

tion is passed to the young. The language is inven- 

tive and onomatopoeic. Seuss captures the 

opportunism of the Once-ler in the pace of his 

speech: 

I called all my brothers and uncles and aunts 

and I said, “Listen here! Here’s a wonderful chance 

for the whole Once-ler family to get mighty rich! 

Get over here fast! Take the road to North Nitch. 

Turn left at Weehawken. Sharp right at South Stitch.” 

With contrast between colorful Truffula 

Trees and the grey, devastated landscape at the 

end, Seuss supports his thesis visually. Although 

some people object to the didacticism, the crafts- 

manship with both language and drawings is top 

quality. 

After a three-year silence from the Dr. 

Seuss part of Theodor Geisel, Hunches in Bunches 

(1982) appeared. It is still the familiar artwork 

and language of the previous books, but there is 

no joy, and the character’s world as represented 

by the unadorned walls of the house he lives in 

and the view out the window is the sterile land- 

scape we saw at the end of The Lorax. But accord- 
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ing to the text, the boy still has plenty to do, and 

his problem is to decide what to do. This boy 

seems to be afflicted with a stereotypically mod- 

ern mind, so introspective and self-doubting that 

to settle on a single option seems inconceivable. 

His options appear to him as animated creatures 

called Hunches. The difficulty of making deci- 

sions is visually supported in a series of doorways 

beyond which other doorways can be seen. As 

usual every part of the drawings tilt, lean, or bal- 

ance impossibly. The Hunches wearing gloves 

with pointing fingers for hats are typical Seuss cre- 

ations, but the exuberance and fun are missing. 

The Butter Battle Book (1984), a satire on 

war, is not at all funny. A grandfather Yook 

takes his grandson to the wall that divides Yooks 

from Zooks. Their chief difference and source of 

enmity is that Yooks butter the top side of their 

bread, and Zooks butter the bottom side. The 

grandfather has spent his life in a war that began 

with his “tough-tufted prickely Snick-Berry 

Switch” but has escalated each time the Zooks in- 

vented an equal or bigger weapon. Finally the 

boys in the Top-est Secret-est Brain Nest, who de- 

sign the weapons, came up with The Bitsy 

Big-Boy Boomeroo. All Yooks were sent 

underground, and the grandfather tells the child 

he should be there too, but instead he can watch 

him make history. As he leaps to the top of the 

wall to drop the Boomeroo on the Zook side, his 

counterpart from the Zooks does the same. They 

each have a Boomeroo and pause in a posture of 

imminent destruction of each other’s worlds. The 

frightened child, now up a tree, shouts, 

“Grandpa! Be careful! Oh gee!” and asks who 

will drop it, “Will you . . . ? Or will he . . . ?” The 

only answer is, “We will see.” And so the child is 

left powerless in a world poised for annihilation. 

I here is not even the glimmer of hope that was 

left in the last truffula seed in The Lorax. And 

Dr. Seuss, who in so many other books showed 

children how to escape reality by the power of 

the creative imagination, seems to see no creative 

antidote for the modern threat of nuclear war. 

Dr. Seuss has always been a moralist taking 

stands against prejudice, tyranny, ecological 

abuse, and other flaws of human beings individu- 

ally and collectively. In The Butter Battle Book he 

takes a tough moral stand in showing children 

that their elders have been foolish, and their fool- 

ishness has become dangerous to the survival of 

the world. 

(Titles have debated whether Seuss is primar- 

ily a writer and only a cartoonist in his drawings 
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or whether his real creativity is in the drawings, 

and the verse is only doggerel. Seuss does draw 

cartoons and write doggerel, but in a highly inte- 

grated way. That skill at integration along with 

his natural wit and humor and his high stan- 

dards of quality help to explain why he is so suc- 

cessful. His books have sold millions of copies, 

and he has won dozens of awards for his work, in- 

cluding an Emmy Award in 1977 for Hallotveen is 

Grinch Night, the Laura Ingalls Wilder Award in 

1980, the Regina Medal in 1982, and a Pulitzer 

Prize in 1984. 

Dr. Seuss knows what children find humor- 

ous and just what limits of fantasy a child will j)er- 

mit. And when he finds something that is 

successful, he uses it again. He has written a few 

works for adults—77/,c Seven Lady Godivas (1939) 

and Signs of Civilization! (195()), for example—but 

he prefers to create for children. As he explains, 

“I’d rather write for kids. Fhey are more apprecia- 

tive. Adults are obsolete children and the hell 

with them.” 
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M. B. Goffstein (photo by Peter Schaaf ) 

For over twenty years, M. B. CJOUstein has 

demonstrated in her books lor children and 

young adults that both good things and big issues 

can come in small packages. 01 her twenty-six pub- 

lished books to date, twenty-three are picture 

books with illustrations that are olten no bigger 

than 2 Yt by 3 V\ inches, and some of the texts 

which accomj^any the illustrations tell their respec- 

tive stories in as few as seven or eight sentences. 

1 his brevity results from CiolTstein’s focus 

on essential elements—choosing the right words 

and drawing the right lines to tell her stories 

about friendship, family, the rituals of holidays 

and every day, natural history, and the impoi- 

tance of finding and following one’s vocation. In 

a number of her latest books, Goffstein ap- 
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proaches the subject of vocation by exploring 

what it means to he an artist. The tiny figures 

she presents write or paint, hut most of all they 

wonder about the universe and all that it contains. 

Born 20 December 1940 to Albert A. and 

Ksther Rose Cioffstein, (ioffstein’s attention to 

the significance of vocation began in childhood, 

and her own choice of art as a profession dates 

from that time as well. As she herself has ex- 

plained, both Goffstein and her little brother 

“grew np in St. Paul, Minnesota, feeling that 

work was the only real dignity, the only real happi- 

ness, and that people were nothing if their lives 

were not dedicated. My choice was art—a talent 

which shows np early.” Goffstein pursued this in- 

terest at Bennington Gollege, where, by the time 

she graduated with a B.A. in 1962, she had com- 

posed “short stories, which became more and 

more condensed,” studied poetry, and had a one- 

woman show of her drawings and watercolors. In 

addition to the Bennington show, she had one- 

woman shows at the Wakefield Gallery in New 

York Gity, at the Suzanne Kohn Gallery in St. 

I^aul, and at the St. Paul Institute of Art. Round- 

ing off what Goffstein has called her “apprentice- 

ship” were two college winter-work terms spent 

at printers in New York. 

If Goffstein’s college years represent her ap- 

prenticeship as a writer and artist, her earliest vol- 

umes can be seen as a rite of passage to the 

status of author-illustrator. Moving to New York 

in 1962, she looked for work as an illustrator. 

None appeared, but Goffstein sold children’s 

books in two stores and soon decided that she 

was ready to write her own book. Like many of 

her fellow author-illustrators, Goffstein first 

turned for inspiration to nursery literature and 

several of its subgenres. Her nonsense tale. The 

Gats! (1966), a go-to-sleep story. Sleepy People 

(1966), and an idiosyncratic version of a Mother 

Goose tale, Brookie and Her Lamb (1967), all demon- 

strate an original sensibility at work on subjects 

often associated with young children. 

Although definitely a picture book, Goff- 

stein’s The Gats! reads like the notation for a 

comic ballet, which is only fitting, since the story 

comes from a person who sees the picture book 

form as a “sparkling little theatre in black and 

white, where I am the author, stage manager, 

actor.” Such an analysis emphasizes (ioffstein’s 

control of materials, nowhere more evident than 

in a mastery of line which lends wonderf ul agility 

to the essentially lum{)-shaped gats. While they oc- 

casionally trip over tree roots, they also prance. 

dance the “gamba,” and stir a vat of soup with a 

baseball bat. Internal rhyme and occasional end 

rhyme appropriately syncopate the narrative of 

these events, for the gats are nothing if not off- 

beat. I hey treat looking for a home as a lark, 

and when their treetop abode snaps from too 

much dancing, they leave with no regrets. 4 he 

nonsense in this book does not depend on disquiet- 

ing incongruities, as in Edward Lear’s work, or 

on frenetic buildup and repetition, as in the 

books of Dr. Seuss. (ioffstein relies instead on cele- 

brating the gats’ nonchalance and joie de vivre. 

Nonsense gives way to drowsiness in Sleepy 

People, a virtually quintessential bedtime story. 

Critic Selma G. Lanes, in Down the Rabbit Hole: Ad- 

ventures emd Misadventures in the Realm of Childrens 

Literature (1972), credits the book’s effectiveness 

to “the artist-author’s unique conception. The no- 

tion of a minuscule, droopy-lidded race, some of 

whose members may be ‘living in one of your old 

bedroom slippers,’ is inspired, helping to make 

her small work a rival to the sandman in summon- 

ing slumber.” Equally important, however, is the 

sound of the text of Sleepy People—di murmur of 

soft / and 5 sounds that end with a lullaby sung 

by a sleepy mother to her sleepy children. The 

book is visually quiet as well with its dusky gray 

washes and comforting details. Sweet dreams 

await the reader of this book where “Every eve- 

ning the sleepy father goes to find cocoa and cook- 

ies for a little bedtime snack.” 

Goffstein’s third volume, Brookie and Her 

Lamb, features a heroine whose name is a diminu- 

tive of Goffstein’s middle name, Brooke, but nam- 

ing is just one of the ways Goffstein refashions 

the Mother Goose prototype of child and pet 

lamb into a story that is her own. Brookie is consid- 

erate of her lamb, much more so than the Mary 

of the nursery rhyme who does nothing more for 

her lamb regarding its education than allowing it 

to follow her to school. In contrast, Brookie 

teaches the lamb to read and to sing, and is not dis- 

couraged when all he can sing and read is “baa.” 

She provides him with songs and books to match 

his ability—they too say only “baa.” 

Writing about the story in 1980, in 

Childrens Literature in Education, Barbara Ann 

Porte commented: “Children need to know that 

love is unconditional. Cioffstein’s books help pro- 

vide that reassurance. In Brookie and Her Lamb, 

for example, never mind that the beloved lamb 

can’t learn to read or even sing—‘she loved him any- 

how.’ ” This story is just the first of many in 

which Cioffstein celebrates the joy of expressing 
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Dust jacket for Goffstein's 1967 book about a young girl who 

teaches her pet lamb to read and sing 

(Farrar, Straus G7 Giroux) 

love, a concern so fundamental to many of her 

stories that it is less a theme than an essential char- 

acteristic of her vision as an author and illustrator. 

The nursery world of Goffstein’s first books 

opens up in her fourth, Across the Sea (1968), a col- 

lection of five short pieces dedicated to 

Goffstein’s “Grandma Rosie and the memory of 

Grandpa Nathan.” The book departs from 

Goffstein’s previous use of black and white by in- 

cluding several shades of red and blue along with 

gray and white. The old man of the title story 

brings to mind grandfathers and,the stories that 

they tell the young. In this case, the narrator of 

the piece expresses a wish to hear a story while sit- 

ting at the knee of an old man who would whittle 

a “good friend” for the listener. The old man de- 

scribed is the first of many artist figures to ap- 

pear in Goffstein’s work and is also the kind of 

person who might have told the last story in the 

hook, “d he Mill,” a tale adapted from a Jewish 

folk song. 

Across the Sea is a transitional hook in its title 

story’s depiction of a carver who makes “small fig- 

ures that come to life.” In Horn Book, critic 

(ieorge Shannon has noted several ways the story 

prefigures much of (iof f stein’s later work: “She ex- 

plores feelings about an artist’s bringing life to 

wood and his way of working; about the longing 

for a friend, the friendship of art, and the connec- 

tion of story to art and friends.” 

fhe idea of making small figures that come 

to life is expanded into a fully realized explora- 

tion of art, understanding, and vocation in Goldie 

the Dollrnaker (1969). Here Goffstein not only 

builds upon her previous book’s glimpse of an 

old man whittling a friend for a little girl, but 

also reaches back to her own work during col- 

lege: “I had even carved some small wooden fig- 

ures and a large cherry log in preparation for 

writing Goldie the Dollrnaker, one clay.” Goldie 

Rosencweig is an orphan who lives alone in her 

parents’ house and carries on their work of mak- 

ing dolls. She works four times as fast as they 

did; in four years she makes as many dolls as her 

two parents made in eight, but she does not mass- 

produce—every doll is crafted individually. Her 

speed is a sign of her devotion to the meaning 

and experience of her work. To Goldie, a doll is 

a “little wooden person,” and she cannot rest 

until she has completed its arms and legs as well 

as its face and body. Goldie’s dedication to her 

work mirrors Goffstein’s: as the author told 

Joann Giusto-Davis in Publishers Weekly, “When 

I’m doing the text, I think about it 24 hours a 

day and sometimes get so drained that I forget 

I’m physical.” 

Goldie’s efforts result in dolls that “no little 

girl, no parent, aunt, or uncle of a little girl any- 

where in the world” can resist. They attract be- 

cause of the smiles that Goldie paints on them 

while smiling herself at each doll. Her friend the 

carpenter, however, who ought to smile back at 

Goldie’s work because he too works with wood 

fails to understand why Goldie does not take 

short cuts in making the dolls. Neither does he un- 

derstand why she buys a beautiftil Ghinese lamp 

that she cannot afford: 

“You know, Goldie,” Omus said slowly, 

“I think yon must be a real artist.” 

(k)ldie flushed with pleasure. “Why?” 

she asked him. “Why do yon think so?” 

“Because you’re crazy.” 

“Oh.” (ioldie tried to smile. 

After talking with Omus, (ioldie returns 

home lonely and scared, hut Goldie the Dollrnaker 

is not a story about the alienation of an artist. 

When Goldie falls asleep that night, she dreams 

that she speaks with the artist who made the 

lamp. He tells her that she tmderstands him, and 
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the Dollmaker 

by M. B. Goffstein -3«" 

Dust jacket for Goffstein s 1969 book about an orphaned girl and the dolls she creates 

(Farrar, Straus ^ Giroux) 

when she replies that he does not know her, he 

says, “Yes I do. I made the lamp for you- 

whoever you are.” Later that night Goldie wakes 

and looks at the lamp and at the house around 

her filled with the lamp’s light. This moves her 

to think for the first time: “My own little house, 

with my knife and lamp and tea, my bed and work- 

table and wood, where I make little wooden dolls 

for friends.” 

The dream has redefined for Goldie what it 

means to be an artist. Gontrary to what Omus 

thinks, it does not have anything to do with 

being crazy. It means being alive to beauty, faith- 

ful to one’s vision, and diligent in its communica- 

tion. Reassured by this knowledge, Goldie can 

affirm that her parents’ house is now hers, and 

that the life she leads has purpose and sat- 

isfaction. 

Goldie ihe Dollmaker is a sophisticated story, 

hut its sophistication is matched by the clarity of 

its prose and by the intimacy of its illustrations. Al- 

though some adult readers have expressed their 

concern that Goldie the Dollmaker and the book 

which followed it {Two Piano Tuners, 1970) are 

too sophisticated for children, librarian Porte dis- 

agrees: “I have not found their reservations con- 

firmed at all in the reactions of the children with 

whom I’ve shared these hooks.” 

Two Piano Tuners looks at art and at finding 

one’s vocation from yet another perspective. Reu- 

ben Weinstock, a piano tuner, wants his grand- 

daughter Debbie to be a concert pianist, but 

Debbie wants to be a piano tuner just like her 

grandfather with whom she has lived since her 

parents’ death two years earlier. It is not until 

the great Isaac Lipman comes to town to give a 

concert that Debbie’s grandfather is reconciled to 

her ambition. After listening to Debbie play a 

piano which she decided to tune on her own, Mr. 

Lipman cannot praise her playing, saying instead 

that “Everybody should take the responsibility 

for finding out what it is he really wants to do.” 

Debbie already knows what she wants to do—the 

advice is actually for Reuben Weinstock’s ears. 

He accedes to this advice and to Debbie’s wanting 

to help him. 

I he respect for the vocation of the artist 

shown in Goldie the Dollmaker is here extended to 

Debbie’s choice as well. Despite her special inter- 

est in artists, Goffstein does not propose that an ar- 

tistic vocation is necessarily the worthiest choice 

of career. When Reuben Weinstock tells Isaac 

Lipman that he wanted “something better” than 

piano tuning for Debbie, Lipman replies, “What 

could be better than doing what you love?” 

Lijunan’s response pays Debbie, and by extension 

90 



DLB 61 M. B. Goffstein 

Cioffstein’s child readers, the compliment of tak- 

ing them seriously. 

This is not to say that the tone of Two Piano 

Tuners is predominantly somber. Throughout the 

book Cjoffstein hints at the wry or bittersweet com- 

edy of ignoring perception in favor of expecta- 

tion or desire. This is nowhere more apparent 

than in the illustration of Reuben Weinstock listen- 

ing to Debbie play the piano. The slight tilt for- 

ward of his profiled body, the intent set of his 

mouth, and the slightly anxious look of his one 

eye visible to the viewer all testify to the excruciat- 

ing sound of Debbie’s playing. The drawing itself 

testifies to Goffstein’s affection for her charac- 

ters, an affection her readers cannot help but 

share. 

The composer that Goffstein introduces in 

A Little Schubert (1972) also inspires affection. 

Goffstein contrasts the physical person of Franz 

Schubert with the bleakness of his surroundings 

so that even the youngest reader can appreciate 

the composer’s situation: “In a cold and snowy 

town called Vienna, a short fat young man with a 

small round nose, round eyeglasses and curly 

hair, lived in a bare little room without a fire.” 

The above sentence is spread out over four 

pages, the breaks coming at the commas. There 

is plenty of time to take in all that the words sug- 

gest. 

The illustrations for these and for succeed- 

ing pages are each framed within a neatly out- 

lined rectangle centered on its respective page. 

This is a device that Goffstein employs in many 

of her picture books, but nowhere to better ef- 

fect than in A Little Schubert. The viewer is drawn 

into each illustration with all the intimacy that 

looking at a miniature implies, and sees moments 

when Franz Schubert “heard music that no one 

had ever heard before.” The most engaging illus- 

trations of Schubert, however, are on the last two 

pages as he dances to keep warm. On the four pre- 

vious pages he prepares to dance, and the reader 

sees him launch into some dance steps. To signal 

Schubert’s feelings and to hint at the nature of 

his music, Goffstein omits the framing device 

once Schubert actually begins to waltz. His joy- 

ous and unfettered figure whirls across the 

pages. 1 hese two pictures require no text for ac- 

companiment, although a record on which 

(ioff stein’s ex-husband, concert pianist Peter 

Schaaf, j)lays five of Schubert’s “Noble Waltzes” 

is included. 

In 1972, the same year (ioffstein [published 

A Little Schubert, she also j^ublished her first adoles- 

cent novel. The Underside of the Leaf. Like the 

three books before it, the novel deals with art 

and with finding a vocation, but these concerns 

are subordinate to Gof fstein’s account of her liero- 

ine’s coming of age. It is an account which oc- 

casionally recalls Maureen Daly’s Seventeenth 

Summer (1942). Both novels evoke the sights, 

smells, and sounds of a midwestern summer at 

the lake, and both portray the sexual and roman- 

tic (with the emphasis on the romantic) awaken- 

ings of their protagonists. 

The similarities between the two novels end 

there. Daly’s heroine is seventeen, while Paula 

Nathanson, the heroine of Goffstein’s book, is 

twelve when the reader first meets her. Paula 

spends her summer vacation with her grandpar- 

ents at their lake cottage. While they fish, Paula 

paints with her watercolors and daydreams about 

Tom Kadrie, jazz musician, artist, and the boy- 

friend of the girl next door. On his return to 

New York he sends Paula one of his paintings. 

Five and a half years later, although now an 

art student at a small women’s college in Ver- 

mont, Paula still thinks about him. On her way 

home for Ghristmas vacation, she stops in New 

York to see an exhibit of Maurice Prendergast’s 

work, but not before seeing Tom Kadrie, who un- 

successfully attempts to seduce her. Enough of a 

romantic to ignore his boorishness, Paula retains 

her idealized image of him until she boards a 

plane for home and notices a handsome boy wear- 

ing a Princeton scarf. 

Goffstein’s portrait of Paula is both funny 

and tender. This young lady is not one of the so- 

phisticated, wise-cracking protagonists fashion- 

able in adolescent novels published in the 1970s. 

Neither are her grandparents examples of the 

superhip elders usually found in these books. 

Paula’s personality and the incidents in which the 

reader sees her are fictional, but Goffstein drew 

on her knowledge of Bennington C’.ollege and 

New York Ciity for such details as locating Paula’s 

school and guiding her through a New York art 

gallery. 

The Underside of the Leaf introduces charac- 

ters, material, and thematic concerns that reaj)- 

pear in other guises or to different ends in later 

books. Details of Fish for Supper (1976) dovetail 

with j)assages from llie Underside of the Leaf, 

while “Daisy Summerfield,” the name of the hero- 

ine in Daisy Summerfield's Style (197v5), is also the 

name of Paula Nathanson’s college roommate. 

1 he salient fact here is the craft (ioffstein shows 

when she reworks material. Rather than repeat 
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Page from (joffstem's 1970 hook, Iwo Piano Tuners (Farrar, StraiLs & Giroux) 

herself, she discovers new meanings or new uses 

for the material. 

Me and My Captain (1974) can he seen as a 

case in point. 4 he central situation in the story is 

similar to that of The Underside of the Leaf. Like 

Paula, the “me” of the story has a crush on a 

man she sees as somewhat experienced and knowl- 

edgeable. The man in the second story is, how- 

ever, very different from Kadrie. The difference 

is so great that the situation takes on an entirely 
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Dust jacket for Goffstein s 1974 hook about a wooden doll’s af- 

fection for a carved sea captain (Farrar, Straus & Giroux) 

new aspect: Me and My Captains male lead is 

none other than a wooden carving of a sea cap- 

tain who stands with his boat on a shelf beneath 

the shelf of the wooden woman who admires 

him. She owns some shells and a ship in a bottle 

which she thinks are a link between them and 

which she would like to show him. She is, in 

short, looking for a soulmate, but as critics John 

L. Ward and Marion Nitt Fox note, her content- 

ment with simply dreaming of the captain helps 

make the book “a model of understatement and 

of poignant innocence and charm.” 

Goffstein turned her attention from 

wooden figures to a wide range of sculpture in 

Daisy Summer field’s Style, (ioffstein’s second book 

for young adults. Daisy Summerfield has just 

failed her first year of college and is on her way 

back to New York in Se[)tember of 1959 to enroll 

in the Minnie Peabody School of Fashion Design. 

Instead of enrolling in the school, Daisy surrepti- 

tiously switches luggage with an artsy-looking girl 

named Daphne Stephen and decides to study art 

and become a sculptor. Fler naivete (she does not 

know enough to see the difficulty of her j)lan), en- 

thusiasm, dedication, and real talent enable her 

to fulfill her dream. 

Cioffstein presents Daisy’s adventures in a re- 

alist mode, but Daisy Summerfield's Style is also a 

Canderella story of the transformation of an ordi- 

nary person into an artist, complete with the cos- 

tume change motif which here, as in the fairy 

tale, triggers recognition of (but does not in itself 

change) the heroine’s true identity. Moreover, 

even though Daisy has no fairy godmother to 

help her, she is encouraged and inspired by the 

sculpture she sees in a museum and in the art 

books which she buys. She enjoys the volume Art- 

ists in Their Studios so much that she buys a sec- 

ond volume in the series. 

Cinderella is not the only heroine that 

Daisy’s story brings to mind. Daisy is like Goldie 

in Cjoldie the Dollmaker in that she too finds com- 

fort in the light shed by a beautiful lamp. In this 

case, the light is diffused through a shade which 

has yellow cellophane-covered cutouts for the win- 

dows in the buildings in the background of its 

scene of Central Park. Daisy’s rationale for buy- 

ing the lamp is that she ought to be able to see 

the lamp’s version of Central Park since she can- 

not see any of New York City from her hotel win- 

dow. The rationale is comic, yet it is emblematic 

of the way in which Daisy spends her first nine 

months imagining community and creating it 

through sculpting figures, each of which she can 

take by its hand so as to look into its face. By the 

end of the book, Daisy’s love of art and her own 

art help her to find human companionship as 

well. Through its portrait of the artist as a young 

woman, Daisy Summerfield’s Style shows its young 

adult audience the pleasures of work well done. 

In Fish for Supper the reader is never told out- 

right what the book’s central character, the narra- 

tor’s grandmother, is thinking. Yet the important 

fact, her satisfaction with the ritual order and ac- 

complishment of her day, is clear. Cioffstein’s 

grandmother Rosie was the model for the 

fisherwoman whom the reader sees wearing the lit- 

tle heeled shoes and big round sun hat like those 

Paula’s grandmother wore in The Underside of the 

Leaf. I hat book’s yellow boathouse is here too, 

hut this time the story is the grandmother’s, not 

the child’s. 

Fven so, the book engages its child readers 

in several important ways. I he first, in terms of en- 

countering the text, is the narrator’s voice. It is 

both humorous and confiding: “When my grand- 

mother went fishing, she would get up at live 

o’clock in the morning and make herself break- 

fast, then clean up the dishes fast, fast, and go 
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Dust jacket for Goffstems 1977 Caldecott Honor Book about a grayidmother and the way she organizes her day (Dial) 

clown to the water wearing her big sun hat.” The 

sentence’s playful doubling of the words “fast, 

fast” is matched by an equally playful and pleas- 

ing repetition in the text’s conclusion. Here the 

reader sees that the whole story repeats, not just 

certain parts of sentences. After fishing all day, 

the grandmother eats her supper and cleans up 

the dishes “fast, fast” so that she can get up early 

and go f ishing again. The circularity of this conclu- 

sion is perfectly in tune with young readers’ tenta- 

tive sense of closure and their pleasure in 

successive retellings of favorite narratives. 

Cioffstein’s illustrations for Fish for Supper 

show quite literally, yet subtly, that the grand- 

mother is a many-sided person despite the same- 

ness of her days. The reader never sees her from 

the same angle twice in a row. Her right profile 

gives way in the next illustration to her left, then 

she is shown full-face, from her right, full-face 

again, followed by her left profile, then from the 

rear, and so on. Her facial expressions range 

from purposef ul to gratified. She never smiles out- 

right, which is in keeping with the text but which 

prompted one reviewer’s complaint that children 

would therefore be unable to tell if she were 

haj)|)y or not. Whatever its young readers sur- 

mise about the grandmother’s state of mind. Fish 

for Supper is a favorite among both children and 

adults. It was named a Ckildecott Honor Book in 

1977. 

My Crazy Sister (1976) portrays a woman 

with imagination, one who takes an idea and elabo- 

rates it into a wonderful play fantasy that she 

and her sister (the book’s narrator) can share. 

The crazy sister is, however, the sort of person 

who needs a little introduction. Goffstein pro- 

vides it in a way which ingeniously exploits the pic- 

ture book form. Three pictures sequenced on 

the title page, copyright page, and dedication 

page act as a silent preface which show: 1) a 

woman receiving a letter; 2) the same woman read- 

ing a letter; 3) a second woman driving a car. A lit- 

tle head sticks up in the back seat behind the 

driver’s. The stage is set for the arrival of the sis- 

ter and her baby in the first of the book’s three 

stories. 

The sister does not travel light. The car is 

packed with all of her possessions, yet when trans- 

ferred to the house they “fit in without crowd- 

ing,” even the baby whom the newcomer has 

absent-mindedly misplaced on a high shelf. Tem- 

porarily losing the baby is an example of the sis- 

ter’s craziness (especially for those readers who 

earlier noticed the little head popping up from 

the back seat of the sister’s car), hut at the same 

time it allows the sisters to see and greet each 

other first. 1 hen together they search for the 

baby and find the child a special place in the 

home. More than the crazy sister’s possessions 

“fit in without crowding”; the phrase also de- 
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scribes Goffstein’s sense of community, for it is re- 

ally the two sisters plus newcomer—the baby—who 

fit in without crowding. 

Goffstein continues her exploration of fam- 

ily relationships in Family Scrapbook (1978), which 

shows the warmth and closeness of the Frankel 

family as seen through the eyes of the older of 

its two children. The stories also deftly mark key 

moments of recognition where the narrator sees 

her parents in new ways, learns about her own as- 

pirations, and perceives the transcendent beauty 

of a work of art. 

The book includes seven short narratives, 

all about the Frankel family. The first, “The 

Night We Got a Pickup Truck,” establishes the 

Frankels as a family whose comfort and security 

is in loving each other. Referring to the new 

truck, Mrs. Frankel says, “It seems safer than a 

car,” but the real safety in this story is the narra- 

tor’s having a mother and a father who hear her 

singing a camp song in the back of the truck and 

add their voices to hers. The harmony is so sweet 

that it never disturbs the little brother discovered 

asleep when the truck’s ceiling light comes on. 

Although the incidents in the following six 

stories vary widely, they each indicate a like mo- 

ment of harmony or grace, right through to 

“Alberto Giacometti,” the last story in the book. 

While sitting on the porch, the narrator reads a 

magazine with an article about the artist. She sees 

that he and everything in his studio are gray, and 

that both he and his sculpture seem to ask, 

“What is man but dust?” The answer is one 

word: “Glory!” The narrator’s recognition of this 

testifies not only to the power of the work of art 

and of the photographs which record it, but also 

to the breadth of her own mental snapshots or 

stories. They reflect an imagination which seeks 

to share experience and find community and fam- 

ily feeling. 

It is not surprising, then, that four of 

Goffstein’s next five books also explore the ties 

which link person to person and generation to 

generation. Memory is one such link; imaginative 

projection is another. In My Noah’s Ark (1978), 

the toy ark of the title prompts stories about past 

events—in this case, in the mind of an elderly 

narrator-and makes them live again. Although 

Goffstein herself has never owned a toy ark, the 

importance of the object lies in the fact that she 

could imagine having one. As she told Sylvia and 

Kenneth Marantz in an interview for Horn Book, 

“ Fhe fun of writing is that you can take a per- 

sona. Once 1 told My Noah’s Ark to a group of chil- 

Dust jacket for Goffstein s 1978 book which consists of seven 

short narratives about one f amily (Farrar, Straus G7 Giroux) 

dren, and a little girl asked, ‘Do you still have it?’ 

I wondered: Do I look like I’m ninety-four? But 

it’s true in its way.” 

The truth of the book lies in its capturing 

of emotions. The narrator speaks simply but mov- 

ingly of her father’s carving her an ark, her hus- 

band’s carrying it to their new home, and her 

children’s listening to stories of their grandfa- 

ther’s playful shouting out as he built the boat. 

As George Shannon has noted in “All Fimes in 

One,” each detail the old woman recounts widens 

the ark’s circle of associations; this boat has room 

to hold a hundred years and more of joys and sor- 

rows. Kathy Piehl extends this insight with her ob- 

servation that “No one . . . expresses the Noah 

theme of life’s continuity more clearly and mov- 

ingly than M. B. Goffstein.” 

Fhe ark’s implicit reminder of the interde- 

pendence of all living things becomes explicit in 

Natural History (1979). Fhe book’s cover shows a lit- 

tle girl opening the door to the night sky and to 

a tree which in the next illustration reaches uj) to- 

ward the stars and moon. Fhe reader’s eye pene- 
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trates still liirther into space in the following pie- 

tiire of the earth as one “lively ball in the uni- 

verse.” I bis sweep out curves hack in again as 

succeeding pictures show the ocean, its individual 

creatures, grains of sand, a tree. All these are won- 

drous, made more so by both the watercolors 

Cioffstein uses here for the first time and by one 

last view of earth from far away. 

Wonder is, however, only one of the emo- 

tions with which the book is concerned. Compas- 

sion and hope are et|ually important. After 

surveying the earth’s harmony and rhythm. Natu- 

ral History bears witness to its disruptions. Men 

fight and break mountains, dogs and cats are 

homeless, old people look through garbage for 

their food. Few children’s books reveal painful 

truths so clearly. Of those that do, still fewer 

offer truthful cause for hope and consolation: 

“we have riches we are born to share. . . . Every liv- 

ing creature is our brother and our sister, dearer 

than the jewels at the center of the earth. So let 

us be like tiny grains of sand, and protect all life 

from fear and suf f ering!” The final pages of Natu- 

ral History show a protected cat and dog asleep 

on the beds of their respective child owners. 

Barla, Goffstein’s dog to whom the book was dedi- 

cated, would approve. 

The pictures of the pets remind the reader 

that fellow feeling starts close to home. So too 

does Neighbors, also published in 1979, the same 

year as Natural History. The book’s four brief chap- 

ters (one for each of the seasons) involve the at- 

tempts of two women in adjacent houses to reach 

out to one another. Their gestures of kindness fi- 

nally lead to a conversation which establishes 

them as friends. 

Goffstein turns to tradition and ritual in the 

last book in this informal “sequence” of books 

which explore the nature of community. Laugh- 

ing Lathes (1980) asks why the latkes laugh; answer- 

ing that question becomes an occasion for 

relating events and traditions associated with Ha- 

nukkah. Affection between parent and child, 

food shared in quiet celebration, and good 

humor are highlighted here as in Family Scrap- 

hook's “Yom Kippur.” Laughing Latkes brought the 

total of Goffstein’s books to eighteen, a number 

which holds special significance for her: “In the 

Hebrew system ... 18 is the luckiest number. I 

guess I never thought I’d make it.” 

It could be argued that Goffstein’s luck actu- 

ally picked up with her seventeenth book. An Art- 

ist (1980). I bis volume and four which follow it 

show (ioffstein’s interest in artists shift from de- 

picting apprenticeships such as Daisy’s and 

Paula’s to examining the impulses of genius. An 

Artist begins with an epigraph from Pissaro, 

“Only painting counts,” but the vision in An Artist 

is clearly Goffstein’s. She pictures both the artist 

and the world in which he moves and breathes. 

Within this world, “An artist is like God, but 

small.” Both this simile and the further defini- 

tion, “An artist is like God as God created him,” 

subordinate the artist’s ego to a transcendence 

much larger than himself. Only one small part of 

all creation, the artist struggles to create that part 

he sees: “Choosing and brushing his colors, he 

tries to make paint sing.” True to her explana- 

tion, Goffstein’s own watercolors sing throughout 

this subtle book. 

Lives of the Artists (1981) and An Artist's 

Album (1985) show Goffstein taking a break from 

her own illustrating to look at the work other art- 

ists have produced. Taken together, the two vol- 

umes present brief biographies of Rembrandt, 

Guardi, van Gogh, Bonnard, Nevelson, Vermeer, 

Boudin, the Woodland Indians, Cezanne, and 

Monet. The taut energy of these books recalls 

the passion Daisy Summerfield felt for her three 

volumes of Artists in Their Studios and fulfills 

Goffstein’s “hope that my passions [nature, art, 

and literature] are clear in my books.” Here, as 

in her fiction, Goffstein’s prose is spare yet evoca- 

tive; as she told the Marantzes, it reflects her de- 

sire to communicate that art is “beautiful and 

exciting and worth growing up for.” 

Given that ambition, Goffstein begins the se- 

ries of biographies with Rembrandt, “the greatest 

artist of them all.” The details she selects bring 

Rembrandt to life while at the same time mirror- 

ing Goffstein’s own concerns. When she describes 

Rembrandt’s artistry she outlines her own mini- 

malist aesthetic as well: “Every outside has an in- 

side, and every inside has an outside. Just one 

stroke of Rembrandt’s chalk, needle, brush, or 

pen could tell both tales.” 

And although one reviewer found 

Goffstein’s inclusion of the Woodland Indians in 

An Artist's Album “incongruous,” the selection is 

problematic only in that both illustrations chosen 

to represent them are black and white (rather 

than having one in full color, as is the case for 

the other artists). Goffstein’s own photograph of 

a Woodland Indian doll shows the beads 

Goffstein wore when she photographed it “re- 

flected at the upper left; and that white line’s my 

camera chain mirrored on her friendly face. For 

many years this portrait has hung alone above 
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Woodland Indian Woman, Doll, circa 1890 

Buckskin and cloth, approximately 12 inches tail (30.5 cm) 

Photograph by M. B. Goffstein 

Page from Goffstein’s 1985 book An Artist’s Album, featur- 

ing her photograph of a Woodland Indian doll 

(Harper G5 Row) 

my desk, and I often wonder: what is that distor- 

tion in the bottom right-hand corner?” The photo- 

graph also shows the doll’s turquoise-color seed 

beads. The doubling of beads (both object and ob- 

server wear them) and the reference to the cam- 

era’s reflection signal Goffstein’s sympathetic 

identification, yet she also shows,that no act of 

identification is without some version of “distor- 

tion in the bottom right-hand corner.” The photo- 

graph could not be more fitting as an emblem of 

the artist’s attempt to reach beyond the self to 

the mystery of the other. 

When the mystery is that of communication 

the writer must turn to metaphor to shape abstrac- 

tions into shared perceptions. A Writer (1984) and 

My Editor (1985, (h)ffstein’s first book for adults) 

employ contrasting sets of metaphor (both visual 

and verbal) to ev(3ke different aspects of the ef- 

fort to communicate, fhe first set, in A Writer, is 

organic: a writer “is a gardener, never sure of 

her ground, or of which seeds are rooting there.” 

She works “hoping her books will spread the 

seeds of ideas.” The illustrations for this book 

are watercolors like those in Natural History and 

An Artist, but they abandon outlining, a technique 

in which Goffstein “lost interest.” Such enclosure 

would be antithetical to the book’s central meta- 

phor of growth and to its exploration of the writ- 

er’s impulse to reach out. Goffstein elaborated on 

this impulse in her interview with Sylvia and 

Kenneth Marantz: “A book is a communication. 

You have to want to touch someone on the arm 

and say, ‘Gould I please tell you this?’ ” 

My Editor tells the other half of the story of 

trying to write; it shows the author struggling to 

find out what she has to say. The controlling meta- 

phor is that of the writer as an “archaeologist” 

who “rebuild[s] a little temple.” When her editor 

“pokes here and pushes there, to see where it 

caves in” she “can’t find the buried words” until 

she “remove[s] one big block.” More than just the 

pun on writer’s block suggests an adult audience. 

The book’s abstract illustrations (line drawings of 

geometric shapes; a circle represents the author, 

while the editor is a triangle) and focus on the writ- 

er’s inner struggle are both sophisticated and self- 

conscious; they let the reader eavesdrop, but they 

do not reach out to touch her arm. 

In contrast. School of Names (1986) reaches 

to embrace the whole of creation. The illustra- 

tions expand to one-and-a-half times their usual 

size, colors deepen, and edges blur. This is 

Goffstein’s first book illustrated with pastels in- 

stead of watercolors, and its energy passes be- 

yond celebration to incantation. The narrator 

wants to know all names—of continents, seas, riv- 

ers, grasses, winds, clouds: “I would like to recog- 

nize and greet everyone by name.” Although the 

Library of Gongress cataloging data classifies 

School of Names under science and ecology, the 

book is really about the highest art of all: the art 

of naming and of true speech and understanding. 

At first glance. Our Snowman (1986) may 

seem far removed from any such concern with 

art. A little girl and her brother go outside after 

the first big snowfall of the year and make a snow- 

man. Later, the girl and her father make a wife 

to keep him company. It is a simple story, yet it 

is one of creation. I he snowman and his wif e are 

fashioned from winter’s dust—snow-and though 

they will melt, “Year after year, these things work!” 

Like School of Names, this book is also illus- 

trated in pastels. The girl and her brother are en- 

gaging figures (the reader first sees them from 

behind as they stand looking out at the falling 
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snow) whose faces are no less expressive for 

being little sinnclges of color with no features. 

The tilt of the girl’s head as she zips her Jacket 

and her brother’s upturned face as he watches 

her pat a snowball show concentration and affec- 

tion. 

No wonder then that Goff stein’s books have 

been called “rubies” by Fed Morgan in the Satur- 

day Review (24 November 1979) and that she has 

been referred to as a “mistress of understate- 

ment” by Ethel L. Heins in a 1976 Horn Book re- 

view. Ehe American Library Association, the New 

York Times, and the American Institute of Graphic 

Arts have all cited one or more of her books for 

special honor. In 1979 seven of Goffstein’s earli- 

est books were reprinted in one volume, and new 

editions or reissues of Sleepy People, Brookie and 

Her Lamb, Goldie the Dollmaker, Two Piano Tuners, 

and A Little Schubert have recently appeared. 

Most of the attention Goffstein has received 

has been from reviewers of individual books, but 

her steadily growing reputation ensures that 

more sustained studies of her work will be forth- 

coming, particularly from critics interested in 

children’s books as occasions for literary or aes- 

thetic experience. The small number of review- 

ers who have expressed reservations have usually 

done so for pedagogical reasons. 

It is not surprising that Goffstein’s work 

sometimes frustrates child-centered criticism. Her 

books elude systematic definition. Timeless, yet 

particular, they speak to needs and wishes shared 

by people of all ages. lake C. S. Lewis, who ex- 

plained that he wrote children’s books because 

they were the best art form for saying what he 

wanted to say, Goffstein believes that “You have 

to be thinking of the work, and not about your- 

self at all. It’s the books I give everything to. . . . 

My books are for whoever reads them.” 

Interview: 

Sylvia and Kenneth Marantz, “M. B. Goffstein: 

An Interview,” Horn Book, 62 (November/ 

December 1986): 688-694. 
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Bibliographical Note: Because Edward Gorey has 

produced several privately printed works and lim- 

ited editions, this list includes only those books 

which have been commercially available. 

SELECTED BOOKS: The Unstrung Harp; or, Mr. 

Earbrass Writes a Novel (New York: Duell, 

Sloan Sc Pearce, 1953); 

The Listing Attic (New York: Duell, Sloan Sc 

Pearce, 1954); 

The Doubtful Guest (Garden City: Doubleday, 1957); 

The Object-Lesson (Garden City: Doubleday, 1958; 

London: Blond, 1958); 

The Bug Book (New York: Looking Glass Library, 

1959); 

The Fatal Lozenge: An Alphabet (New York: 

Obolensky, 1960); republished as The Gorey 

Alphabet (London: Constable, 1960); 

The Curious Sofa, as Ogdred Weary (New York: 

Obolensky, 1961); 

The Hapless Child (New York: Obolensky, 1961); 

The Beastly Baby, as Ogdred Weary (New York: 

Fantod, 1962); 

The Willowdale Handcar: or. The Return of the Black 

Doll (New York: Bobbs-Merrill, 1962); 

The Wuggly Ump (Philadelphia: Lippincott, 1963); 

The Insect God (New York: Simon Sc Schuster, 

1963); 

The West Wing (New York: Simon Sc Schuster, 

1963); 

The Gashlycrumb Tinies; or. After the Outing (New 

York: Simon Sc Schuster, 1963); 

The Remembered Visit: A Story Taken from Life (New 

York: Simon Sc Schuster, 1965); 

The Sinking Spell (New York: Obolensky, 1965); 

The Evil Garden, as Eduard Bluting (New York: 

Fantod, 1966); 

The Gilded Bat (New York: Simon Sc Schuster, 

1966; London: Cktpe, 1967); 

The Inanimate Tragedy (New York: Fantod, 1966); 

The Pious Infant, as Mrs. Regera Dowdy (New 

York: Fantod, 1966); 

Fletcher and Zenobia, with Victoria CTess (New 

York: Meredith, 1967); 

'Fhe Utter Zoo (New York: Meredith, 1967); 

The Other Statue (New York: Simon Sc Schuster, 

1968) ; 

The Blue Aspic (New York: Meredith, 1969); 

The Epiplectic Bicycle (New York: Dodd, Mead, 

1969) ; 

The Chinese Obelisks, Fourth Alphabet (New York: 

Fantod, 1970); 
Donald Has a Difficulty, with Peter F. Neumeyer 

(New York: Fantod, 1970); 

The Osbick Bird (New York: Fantod, 1970); 

Why We Have Day and Night, with Neumeyer (New 

York: Young Scott, 1970); 

The Deranged Cousins; or Whatever (New York: 

Fantod, 1971); 
The Disrespectful Summons (New York: Fantod, 

1971); 

The Eleventh Episode, illustrated by Gorey as Om 

(New York: Fantod, 1971); 
Fletcher and Zenobia Save the Circus, illustrated by 

Chess (New York: Dodd, Mead, 1971); 

The Sopping Thursday (Santa Barbara: Capricorn, 

1971) ^; 

The Untitled Book, as Edward Pig (New York: 

Fantod, 1971); 
The Abandoned Sock (New York: Fantod, 1972); 

The Audrey-Gore Legacy (New York: Dodd, Mead, 

1972) ; 

The Lavender Leotard; or. Going a Lot to the New 

York City Ballet (New York: Gotham, 1973); 

The Glorious Nosebleed: Fifth Alphabet (New York: 

Dodd, Mead, 1975); 
L’Heure bleue (New York: Fantod, 1975); 

The Broken Spoke (New York: Dodd, Mead, 1976); 

The Loathsome Couple (New York: Dodd, Mead, 

1977); 

Dracula: A Toy Theatre for All Ages: The Sets and Cos- 

tumes of the Broadway Production of the Play 

(New York: Scribners, 1979); 

Dancing Cats and Neglected Murderesses (New York: 

Workman, 1980); 

Le Melange (New York: (iotham, 1981); 

Melange Funeste (New York: Gjotham, 1981); 
Ilie Dwindling Party (New York: Random House, 

1982); ^ 
I'he Waterflowers (New \()rk: C5)ngdon N Weed, 

1982); 

99 



Edward Gorey DLB 61 

Edward Gorey 

A Mercurial Bear (New York: Gotham Book Mart, 
1983) ; 

The Prune People (New York: Albondocani, 1983); 
The Tunnel Calamity (New York: Putnam’s, 1984); 
Les Echanges Malendreaux (New York: Metacom, 

1985); 
The Eclectic Ahecedarium (New York: Adama 

Books, 1985). 
Collections: Amphigorey (New York: Putnam’s, 

1972); 
Amphigorey Too (New York: Putnam’s, 1975); 
Amphigorey Also (New York: Congdon & Weed, 

1984) . 

SF.LECIED BOOKS lELUSTRATED: Merrill 
Moore, Case Record from a Sonnetorium (New 
York: Twayne, 1951); 

Rex Warner, Men and Gods (New York: Earrar, 
Straus Sc (uroux, 1959); 

John Caardi, The Alan Who Sang the Sillies (Philadel- 
phia: Eippincott, 1961); 

Caardi, You Read to Me, Til Read to You (Philadel- 
{)hia: lappincott, 1962); 

Rhoda Eevine, Three Ladies Beside the Sea (New 
York: Atlieneum, 1963); 

Caardi, You Know Who (Philadelphia: Eippincott, 
1964); 

Prank Jacobs, Alvin Steadfast on Vernacular Island 

(New York: Dial, 1965); 

Ciardi, The King Who Saved Himself from Being 

Saved (Philadelphia: Eippincott, 1965); 
Eric Potter, ed.. Monster Festival (New York: Van- 

guard, 1965); 
Polly Redford, Christmas Bower (New York: 

Dutton, 1966); 
Felicia Lamport, Cultural Slog (Boston: Houghton 

Mifflin, 1966; London: Gollancz, 1967); 
Giardi, Monster Den; or, Look What Happened at My 

House and to It (Philadelphia: Eippincott, 
1966); 

Ennis Rees, Brer Rabbit and His Tricks (New York: 
Young Scott, 1967); 

Jane Trahey, Son of the Martini Cookbook (New 
York: Clovis, 1967); 

Edward Lear, The Jurnblies (New York: Young 
Scott, 1968; London: Ghatto Sc Wincius, 
1969); 

Henry Mazzeo, ed., Hauntings: Tales of the Supernat- 

ural (Garden City: Doubleday, 1968); 
Rees, More of Brer Rabbit’s Tricks (New York: 

Young Scott, 1968); 
Muriel Spark, The Very Fine Clock (London: Mac- 

millan, 1968; New York: Knopf, 1968); 
Jan Wahl, Cobweb Castle (New York: Holt, 

Rinehart Sc Winston, 1968); 
Lear, The Dong with a Luminous Nose (London: 

C^hatto Sc Windus, 1969; New York: Young 
Scott, 1969); 
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L.evine, He Was There from the Day We Moved In 

(New York: Quist, 1969); 

Doris Orgel, Merry, Rose, and Christmas Tree June 

(New York: Knopf, 1969); 

Peter F. Neumeyer, Donald and the . . . (Reading, 

Mass.: Addison-Wesley, 1969); 

Ciardi, Someone Could Win a Polar Bear (Philadel- 

phia: Lippincott, 1970); 

Edward Fenton, Penny Candy (New York: Holt, 

Rinehart Sc Winston, 1970); 

Felice Holmein, At the Top of My Voice and Other 

Poems (New York: Norton, 1970); 

Florence P. Heide, The Shrinking of Tree horn (New 

York: Holiday House, 1971; Harmonds- 

worth, U.K.: Puffin, 1975); 

Donald Nelson, Sam and Emma (New York: Par- 

ents’ Magazine Press, 1971); 

Rees, Lions and Lobsters and Loxes and Lrogs: Lables 

Lrom Aesop (Reading, Mass.: Young Scott, 

1971); 

Jacob David Townsend, Miss Clafooty and the 

Demon (New York: Fothrop, Fee Sc Shepard, 

1971); 

Beatrice de Regniers, Red Riding Hood; Retold in 

Verse for Boys and Girls to Read Themselves 

(New York: Atheneum, 1972; Fondon: Col- 

lins, 1973); 

John Bellairs, The House with a Clock in Its Walls 

(New York: Dial, 1973); 

De Regniers, The Enchanted Lorest (New York: Athe- 

neum, 1974); 

Brothers Grimm, Rumpelstiltskin, retold by Edith 

H. Tarcor (New York: Four Winds, 1974); 

Howard Moss, Instant Lives (New York: Saturday 

Review Press, 1974); 

Edmund Wilson, The Rats of Rutland Grange (New 

York: Gotham, 1974); 

Terence Winch, Nuns: Poems (Warwick, N.Y.: 

Wyrd Press, 1976); 

Heide, Treehorns Treasure (New York: Holiday 

House, 1981); 
T. S. Eliot, Old Possum's Book of Practical Gats 

(New York: Harcourt Brace Jovanovich, 

1982); 

Earn port. Light Metres (New York: Everest House, 

1982);^ 

Heide, Treehorris Wish (New York: Holiday 

House, 1984); 

Bellairs, The Lyes of the Killer Robot (New York: 

Dial, 1986). 

PFAY PRODLKH ION: Tinned Lettuce; or. The New 

Musical, with David Aldrich, New York Uni- 

versity, Fisch School of the Arts Undergrad- 

uate Theatre, 30 April 1985. 

OTHER: The Haunted Looking Glass, edited and il- 

lustrated by Gorey (New York: l.ooking 

Glass Fibrary, 1959); 

Alphonse Allais, Story for Sara: What Happened to 

a Little Girl, translated and illustrated by 

Gorey (New York: Albondocani, 1971). 

Edward Cxorey, the craftsman of numerous 

little books for the child and childlike, is a 

unique figure in contemporary literature. It 

could be safely argued that his eminent domain 

within the world of children’s fiction lies in particu- 

lar in the realm of illustration, his stories pon- 

dered and sidestepped by the squeamish or the 

uninitiated. Yet, though his drawings have en- 

hanced the work of John Giardi, Edward Fear, 

and Edmund Wilson, among others, it is his own 

written works (many rather macabre little picture 

books) that sustain his uncanny fascination with 

the child and the adult. Though his drawings eas- 

ily rank him with the most respected children’s il- 

lustrators, these little books show that he also 

deserves recognition as this century’s heir- 

apparent to the great tradition of Heinrich 

Hoffmann and Edward Lear-two of the nine- 

teenth century’s most esteemed practitioners of 

nonsense literature for children. And as with the 

best of HoHnvdnn—Struwwelpeter (1845) and King 

Nutcracker (1851)—it is often hard to discern be- 

tween the children’s tale and the adult’s. 1 he 

most whimsical of Gorey’s children’s tales seem 

quite adult; while many of his adult pieces exude 

the devilish merriment only allowable in the fan- 

tastical confines of childhood. 

The man who writes graphically of “the 

Beastly Baby” and “the Hapless Ghild” was born 

in Ghicago on 22 February 1925, the son of 

Edward Leo Gorey, a Gatholic newspaperman, 

and Helen Garvey Gorey, his Episcopal wile. 

Gorey was christened Edward St. John Ciorey 

and was initially instructed as a Gatholic—it lasted 

but a short time. The young Ciorey began to 

draw early on, such talent being encouraged by 

his parents (who divorced when he was eleven, 

only to remarry sixteen years later). Alter (ioiey 

graduated from high school, a near three-year ten- 

ure in the army ( June 1944-February 1946) pre- 

ceded matriculation at Flarvard and a B.A. in 

French in 1950: this last feat has prompted the au- 

thor to remark on occasion, “(iod knows, I didn’t 

get much out of college.” I hree years out of col- 
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le^e, alter several undistinguished art and writ- 

ing projects, (iorey found hinisell in New York, 

writing and working in design tor Donbleday’s 

art department. In 195‘^ (iorey also published his 

first novel, The Unstrung Harp. I bis nnortbodox 

tale for adults, coupled with (iorey’s 1954 piece, 

'The Tisting Attie, awoke a cnrions yet receptive 

readership, j)articnlarly in the small, vociferous 

bohemian coitmmnity of the New York literati. 

Donbleday’s publication of The Doubtful Guest 

three years later carried his work out of New 

York to cnrions children and adults across the 

country. The Doubtful (huest appears to be Gorey’s 

first concerted effort for the child audience. The 

style and content of these three offerings and 

Ciorey’s other 1950s publications for children— 

The Object-Tesson (1958) and The Bug Book (1959)— 

solidify the technique and concept which still dog 

this eccentric, rather mystical creator. 

Ciorey’s creations for children are at times 

hard to delineate, but it does seem appropriate 

to so label The Doubtful Guest. The rather Edwardi- 

an creations peopling Gorey’s seemingly British 

upper-crust household, resplendent in high col- 

lars and smoking jackets, floor-length frocks, and 

Fanntleroy sailor suits, receive an unlikely house- 

guest one night who, despite all manner of cajol- 

ing, never leaves: “It came seventeen years 

ago—and to this day/It has shown no intention of 

going away.” The creature, a sort of penguin / 

anteater mix adorned with a flowing scarf and 

high-top sneakers, is not dangerous, merely frus- 

trating; not stopped, merely sidestepped; not con- 

doned, merely tolerated. Gorey seems to have 

created both a child metaphor—for the character 

is quite childlike—and a symbolic representation 

of bimself, the young author garbed in fur coat 

anti sneakers, who like his creation has entered 

into households, caused consternation and out- 

rage, and yet remained unmoved through all, 

“the Doubtful finest.” 

If consternation abounds in the trials and 

tribidations surrounding Gorey’s besneakered mis- 

fit, then the starker contrivances of The Object Les- 

son, with its pseudo-Ciothic veneer covering a 

j)arody of many an Edwardian child’s concept of 

the dime novel romance and intrigue, confound 

yet tantalize on a subtler level. 4 his tale, loosely 

constructed melodramatic escapades about “his 

lordship,” along with the man in the fur coat and 

long, flowing scarf, “Madame (),” and others, 

seems to be about nothing in })articular; yet such 

is told in the most serious of tones. I he events 

are ludicrous, the characters cliched; the entire 

piece sophisticated nonsense. Eor example: 

It was already fhursday, but his lordship’s 

artificial limb could not be found; there- 

fore, having directed the servants to fill the 

baths, he seized the tongs and set out at 

once lor the edge of the lake, where the 

I hrobblefoot Spectre still loitered in a dis- 

traught manner. He presented it with a 

length of string. . . . 

Ghildren would have little trouble under- 

standing and enjoying the mock seriousness here 

as Gorey presents an adult romance perceived 

from the child’s point of view. The Object Tesson uti- 

lizes the same sort of illustrations as his previous 

offerings. By this time in his career Gorey’s draw- 

ings had become distinctive—always in the Victo- 

rian pen-and-ink style depicting properly 

dressed, turn-of-the-century fashion-conscious 

characters, one most likely attired in fur coat and 

scarf. 

A departure from this stark style came in 

1959 when the Looking Glass Library (who also 

that year published The Haunted Looking Glass, a 

collection of ghost stories edited by Gorey) re- 

leased The Bug Book—3. red, blue, yellow, black, 

and white extravaganza. The Bug Book is a para- 

ble of sorts which details three sets of bugs and 

their traumas and eventual triumphs over “a 

black bug, who was related to nobody,” and who 

one day “appeared in the neighborhood” and pro- 

ceeded to terrorize the others. The bugs band to- 

gether and drop a large boulder on the black 

bug which squashes him flat, and slipping the 

flat remains into an envelope, they leave it 

“propped against the fatal stone to be mailed.” 

The Bug Book's drawings, more suggestive than 

those in earlier works (the black bug being drawn 

as a silhouette and like the other bugs without fea- 

tures), show a freedom from restrictions imposed 

in earlier works; however, the now-typical Gorey 

hand-lettered text is here too a mainstay. 

By 1959 only one major critic had written 

of Gorey’s off-beat creations, yet when Edmund 

Wilson, in the 26 December New Yorker, com- 

pared Gorey’s expertise to that of Max Beer- 

bohm and Aubrey Beardsley, readers nationwide 

began to seek out and explore the surreal twists 

and curves of the world according to Gorey. 

With his illustrations for publications of the Look- 

ing Gdass Library as a start, he began to illustrate 

the work of other writers. His most lengthy en- 

gagement in this new position was as chief artist 

for John Giardi’s children’s poetry books pub- 
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The Doubtful Guest 
by Edward Gorey 

Dust jacket for Gorey s first book aimed primarily at the child audience (Doubleday) 

lished by Lippincott. His drawings, nearly all of 

which are two-color sketches with the usual array 

of Gorey characters, enhance six Ciardi collec- 

tions, from the 1961 The Man Who Sang the Sillies 

through the 1970 Someone Could Win a Polar Bear. 

Gorey’s output of original stories for chil- 

dren continued. In 1961 and 1963 he published 

two quite grotesque (each in its own way) yet ap- 

pealing pieces: The Hapless Child, a black-and- 

white mock-Victorian cautionary tale about a 

demure waif, Gharlotte Sophia, and The Wuggly 

Urnp (which could be subtitled “the hapless chil- 

dren”). Each is a tale about innocent children pow- 
erless to stop or even impede the dangers of the 

adult society rapidly descending upon them. 

Ehe macabre scenes of The Hapless Child are 

so intentionally overdone that both child and 

adult relish the eerie humor with its heightened 

sense of adult reality. Sophia is picked on, 

abused, shuflled from low-life, and sold to a 

“drunken brute” who puts her to work “making ar- 

tificial flowers.” In the end she escapes and runs 

into the snowy streets only to be run down by an 

auto, driven by her father, “who was not dead 

after all.” Oirey has given today’s children a won- 

derful parody ol that type of tale so much a part 

of the last century in Europe and Britain—indeed, 

if one knew not it would be easy to mistake this 

{)iece for one ol its middle-nineteenth-century 

predecessors, so skillful is this author-illustrator 

at capturing the mode. 

The Wuggly Urnp tells the story of three play- 

mates who are eaten by a strange creature (the 

Wuggly Urnp) who comes nearer and nearer with 

each turn of the page. The book, like The Doubt- 

ful Guest, arrayed in rhymed couplets, uses 

naivete in the shadow of disaster to counterpoint 

the worldliness and tawdriness experienced in 

The Hapless Child. While the three children spend 

their “happy childhood hours, / In weaving end- 

less chains of flowers / Across the hills the 

Wuggly Ump / Is hurtling on, kerbash, ker- 

blump!” The danger is upon them, and these inef- 

fective children are left only to “Sing glogalimp, 

sing glugalump / Erom deep inside the Wuggly 

Ump.” Edward Gorey has been quoted as saying 

he portrays children so frequently, even in his 

works for adults, because he sees their vulnerabil- 

ity. (T'rtainly The Hapless Child and The Wuggly 

Ump do nothing to contradict this rationale. 

Ciorey was quite prolific during the 196()s. 

Between the publications of The Wuggly Ump in 

1963 and his next children’s story. The Oshiek Bird 

(1970), for example, he produced sixteen other ti- 

tles. Ehe 196()s allowed him a time for further ex- 

perimentation, and hence during this period 

Ciorey dis])layed a refinement ol artistic tech- 

nicjiie through variations of style, as in I'he Evil 

Garden (1966) and llie Gilded Bat (1966), both ol 

a softer stroke than the pseudo-Edwardian at- 

tempts. Also, his stories began to ap[)ear fust in 
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Dust jacket for Jofm Ciardis 1961 childreris poecn Ulustrated 

by Corey (Lippincott) 

periodicals before final book release {Evergreen Re- 

view, Holidciy, and Bcillet Review), allowing an even 

wider exposure to the book-buying public. Dur- 

ing this period Gorey at times took to using (in a 

playful manner) pseudonyms, usually anagrams 

of his own name—his most frequent alter-egos are 

“Ogdred Weary” and “Mrs. Regera Dowdy.” In 

the late 196()s and early 197()s Gorey’s most dis- 

tinctive work was his illustrations for Peter F. 

Neumeyer’s Donald and the . . . (1969), his collabo- 

ration with Neumeyer on Donald Has a Difficulty 

(1970), and his drawings for new editions of two 

of Fdward Lear’s story poems. The Jumblies 

(1968) and The Dong with a Luminous Nose (1969). 

While (iorey prefers to think of himself as a 

writer first and an artist second, the drawings for 

these four works exhibit all the detail, composi- 

tion, and technique afforded a great illustrator. 

Most particularly with Lear, (iorey shows an inti- 

mate understanding of each poem: its mood, char- 

acters, and rhythm; the seeming collaboration is 

almost uncanny. 

Perhaps inspired by the recently close ac- 

(juaintance with the work of Lear, (iorey created 

The Osbick Bird, another offering in rhyming cou- 

plets reminiscent of The Doubtful Cuest and The 

Wuggly Urnp in style, yet (juite superior to both in il- 

lustrations. Not only does the rhyme remind one 

of The Doubtful Guest, that strange birdlike crea- 

ture that shows up one day and never leaves, 

here too is a similar occurrence: “An osbick bird 

flew down and sat / On Emblus Fingby’s bowler 

hat / It had not clone so for a whim, / But meant 

to come and live with him.” Fhe bird does so, 

and in the course of the adventure shares tea 

with Emblus, beats him at cards, accompanies 

him on a lute, attends his sickbed until Emblus 

dies, and stands sentinel at his grave, until, in typi- 

cal Gorey style, the bird, after several months of 

perching on Emblus’s headstone, “one day / . . . 

changed its mind and flew away.” The drawings 

are crisp and precise without losing any of the 

characteristic whimsy. One might say it is as if 

the artist, after ten years, finally decided to 

sharpen his drawing pencil, the detail and clarity 

of stroke in The Osbick Bird being the result. 

Nineteen seventy was also the year for The 

Chinese Obelisks, a rhyming alphabet in the tradi- 

tion of the famous “A was an Archer and shot at 

a frog.” Gorey’s piece begins, “A was an Author 

who went for a walk.” The “Author” in this sce- 

nario encounters several people and situations on 

his walk before he is trapped in a thunderstorm 

with the improbable misfortune that: 

U was the Urn it dislodged from the sky 

V was the Victim who cried out ‘But why?’ 

W was the Wagon in which his life ended 

X was the Exequies sparsely attended 

Y was the Yew beneath which he was laid 

Z was the Zither he left to the maid. 

The “Author” wears the unmistakable fur 

coat and sneakers (or are those ballet slippers?) 

linked with Gorey himself (he is fanatic about 

both fur coats with sneakers and the ballet), and 

the faces and clothing of the other characters por- 

trayed betray equally unmistakable members of 

the long-established Gorey “clan.” 

The beginning of the 197()s witnessed sev- 

eral Gorey-illustrated children’s works for the 

popular market augmenting his continued output 

of the little books for his rather limited adidt mar- 

ket. Two of Gorey’s most successful collabora- 

tions for children appeared in 1970 and 

1971—W//y We Have Day and Night (with Peter 

Neumeyer) and Fletcher and Zenohia Save the Cir- 
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Cover for the 1969 edition of Edward Lear’s 7ionsense rhyme ivhicli Gorey illustrated (Young Scott) 

cus (illustrated by Victoria Chess) respectively. In 

each instance Gorey is renewing a collaboration; 

he previously coauthored one book with 

Neumeyer and illustrated another (the two 

“Donald” stories) and is listed as joint author 

with Chess on Fletcher and Zenobia (1967). Fletcher 

and Zenobia Save the Circus reunites the cat and 

dog of the original story for an adventure involv- 

ing a wrecked circus train and its scattered per- 

formers. Gorey restrains his wry, macabre humor 

to create possibly his most conventional chil- 

dren’s tale. The plot is straightforward, the charac- 

ters agreeable. Gorey is a cat fancier, and here as 

in other novels of his doing the cats are the pre- 

ferred ones—such creatures saunter through a ma- 

jority of the author’s works, including Why We 

Have Day and Night. One- of his cats appears on 

nearly every page therein. 

Why We Have Day and Night is a wonderfully 

imaginative. explanation of the title concept that 

is taken to the usual absurd extremes by (rorey 

and Neumeyer, his willing and able cohort. In ex- 

plaining the concept of day and night the au- 

thors use the traditional “bug on the orange” 

demonstration, with an absurd twist. The story 

closes with the following adult reply to a child’s 

question: “But why is it dark all over jiow?” 

Because this little bug ou the spiiiuiug or- 

ange got hungiier and hungrier. 9'he hun- 

grier he got, the more he would spin. And 

the more he would spin, the hungrier he 

got. And finally he got SO hungry that he 

ate right through the outside, and into the 

middle; and he crawled down deep inside 

and it was all, all, all. . . . 

The adult cannot think of a proper reason and 

so the reader, like the child, awaits an explana- 

tion that will not come. 

Gorey’s international following picked tip in 

1972 when several of his earlier works were pub- 

lished in German by Diogenes Press in Zurich. Fur- 

ther adult writing and illustration for other 

authors continued. Amphigorey, a collection of fif- 

teen of his previously published small books, ap- 

peared in 1972; the volume, which sold well in 

the United States, became a best-seller across Eti- 

rope. Amid this fltirry of activity there (iorey pro- 

dticed that year a rather iiUrigtiing yet 

tmpretentiotis little book entitled 77/c Abandoned 

Sock: “One summer morning a sock on the line de- 

cided that life with its mate was tedious and 

un})leasant. It persuaded the clothespin to relin- 

cjuish its hold, and blew away on the next 

breeze.” The story then develops the adventures 

of this sock with dogs, boys, fish, and the ele- 

ments until at last it is caught fast in a thorn 

bush. “Rain fell f recjuently, then snow. With 

spring birds came and took bits of it for their 
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Clover for the paperback edition of Corey’s 1983 collectiori of 

seventeen previously published books 

(Congdon & Weed) 

nests. By the end of summer nothing was left of 

tlie sock to speak of.” Gorey’s simple yet effective 

text and black-and-white renderings combine to 

signal the reader that, it is presumed, one needs 

to be satisfied with a bad situation since in attempt- 

ing to better it, it will (according to Gorey) only be- 

come worse. 

kdward Ck)rey’s next children’s book. The 

Lavender Leotard; or, Gomg a Lot to the New York 

City Ballet (1973), is a homage to his fanatical ad- 

miration for the ballet (he has attended nearly 

every performance of the New York Gity Ballet 

since 1957). In The Lavender Leotard “The author 

introduces two small, distant, ageless, and wholly 

imaginary relatives to fifty seasons of the New 

\drk Caty Ballet,” who ramble through various 

dances and ballet repartee developing both aware- 

ness and appreciation (along with the reader) of 

this special art form. Gorey has caj)tured, 

through his youthful characters, the charm and 

the difficulty of execution that have been draw- 

ing fans like (iorey for decades. He has given the 

child reader an accessible yet lighthearted intro- 

duction to a normally remote (for many youths) 

area of the dance. 

With the exception of the titles mentioned 

above, during the 197()s (iorey occupied himself 

primarily with adult pieces, a second collection of 

his small hooks {Amphigorey Too, 1975), the cos- 

tume and set designs for the 1977 revival of 

Dracula, which became a Broadway hit (and for 

which Gorey was awarded a Tony), and numer- 

ous illustration assignments for other children’s 

authors. Among his most respected illustrations 

for other children’s works during this time are 

those for Red Riding Hood; Retold in Verse for Boys 

and Girls to Read Themselves, by^ Beatrice de 

Regniers (1972), Lions and Lobsters and Foxes and 

Frogs: Fables From Aesop, retold by Ennis Rees 

(1971), Edith H. T arcor’s retelling of Rumpelstilt- 

skin (1974), and the well-received The Shrinking of 

Treehorn, Elorence P. Heide’s brilliant satire of 

the ignored child (1971). 

This diversity of projects has continued into 

the 1980s. Dancing Cats and Neglected Murderesses, 

another small book, not really for children, not ex- 

clusively the domain of adults, was published in 

1980. Nineteen eighty-one saw the ten-year reun- 

ion in print of Heide and Gorey; Treehorn s Trea- 

sure, text by Heide, drawings by Gorey, shows 

what happens to our hapless child when the 

maple tree begins producing dollar bills. The re- 

union was amiable enough for the duo to collabo- 

rate in 1984 on Treehorn s Wish. In each case, the 

same sardonic humor and the incredibly alien- 

ated family are punctuated by Gorey’s black-and- 

white drawings. While Gorey seems to col- 

laborate well with several writers, his relationship 

with Heide has produced the best results. 

Exploring other avenues of drawing-to-text 

composition, Gorey returned to the children’s 

market with the 1982 Random House “pop-up” 

story of The Dwindling Party. While the story is vin- 

tage Gorey, the approach and execution are a de- 

parture from his normally stark, black-on-white 

renderings. The entire offering is lavishly de- 

tailed in full color. Even the rear views of the pop- 

up figures and scenes are meticulously drawn 

and colored. While sacrificing none of the Gorey 

humor, this storybook is by far the most appeal- 

ing and best conceived “children’s book” yet pro- 

duced by the author. Ihe “dwindling party” is 

the MacEizzet family, who while staying at 

Hickyacket Hall—“hie jacit”—dwindle one by one 

until only young Neville remains. Ehe macabre 

tale allows the family to be eaten by demons and 

carried away by a giant bat, while remaining fam- 

ily members carry out business in their remark- 
ably matter-of-fact Victorian manner. This cau- 
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tionary tale in verse closes with the unperturbed 

Neville presuming such happenings were “all for 

the best.” 

I bis venture into lavishness attracted Gorey 

to similar projects, such as the wordless “Magic 

Window”—styled The Tunnel Calamity (1984), a 

nine-page accordian book (the cover and interior 

pages fold out into a long, seemingly three- 

dimensional storyboard sans text). Fhe time as 

usual is Victorian, “St. Frumble’s Day, 1892” to 

be exact, and the players are typically Gorey. 

Through an actual window in the book’s cover, 

the reader views the children, ladies, and gentle- 

men through the tunnel connecting East Shoe- 

tree with West Radish. Unfortunately for these 

folks, they and the reader also view the menacing 

ULUUS, a long, primeval creature. Without text, 

it is left up to the artistry, and the unknown- 

beyond-the-next-page gimmickry, that only 

Edward Gorey can muster. The book is enjoyable 

and the art work is close in quality to the still 

more complex The Dwindling Party. The Tunnel Ca- 

lamity is a diversion, more for the childlike than 

for the child. The appeal of the story is dissi- 

pated after the first “reading,” with the charm re- 

maining only for those for whom the drawings 

hold fascination. 

As can be seen, Edward Gorey has explored 

several new creative avenues utilizing the same 

tried-and-true thematic consciousness through 

the first half of this decade, though his earlier 

work remains popular. In 1984 Congdon and 

Weed published Amphigorey Also, a companion vol- 

ume to Amphigorey and Amphigorey Too. Finally, as 

if his writing outlets are not sufficient to con- 

sume Gorey’s waking hours, the writer/artist has 

gone back to the theater as a designer and collabo- 

rator. 

Obviously the success of his designs for the 

revival of Dracula whetted his theatrical appetite, 

though his close involvement with the actual pro- 

duction was minimal. The following year, Ste- 

phen Cmrrens and David Aldrich took Gorey 

Stones, a musical entertainment based on eigh- 

teen of the writer’s vignettes, to a successful Broad- 

way run. Again, while assisting minimally with 

the actual production, Ciorey designed both sets 

and costumes. However, on Tinned Tettuce; or, 

The New Musical, the 1985 musical by Ciorey and 

musician Aldrich, the writer collaborated closely, 

selecting material, editing text to fit music, watch- 

ing rehearsals, and designing and costuming the 

show. If Gorey has established a particular place 

for himself within children’s literary history, it is 

as this century’s unclassifiable, most unorthodox 

children’s writer and illustrator. The times have 

caught up with his eccentricities, a fact which 

may tend to hamper originality in future offer- 

ings. Yet Gorey remains philosophic as he looks to- 

ward the 199()s—“When I began, I went too far 

with my books occasionally. I’ve given that up. It 

gets harder and harder to outrage the world. I 

sometimes think, what more can anybody possi- 

bly do?” If this question has a visual answer, one 

may rest assured that Gorey will find it. 
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gan, 1974); 

Doris Gates, Two Queens oj Heaven: Aphrodite, 

Demeter (New York: Viking, 1974); 

Brothers (Ainnn, Siiow White, adapted hy Paul 

Heins (Boston: Little, Brown, 1974); 

Cdiarlotte Herman, You've (Umie a Long Way, Sybil 

Macintosh: A Hook oj Manners and Crooming 

for (iirls ((diicago: J. P. O’Hara, 1974); 

Eleanor Graham Vance, The Everything Book (New 

York: Golden Press, 1974); 

Marcia Wiesbauer, The Big Green Bean (Lexing- 

ton, Mass.: Ginn, 1974); 

Margaret Mary Kimmel, Magic in the Mist (New 

York: Atheneum, 1975); 

William Sleator, Among the Dolls (New York: 

Dutton, 1975); 

Tobi Tobias, The Quitting Deal (New York: Viking, 

1975); 

Louise Moeri, Star Mother's Youngest Child (Boston: 

Houghton Mifflin, 1975); 

Fritz, Will You Sign Here, John Hancock? (New 

York: Coward-McCann Sc Geoghegan, 1976); 

Daisy Wallace, ed.. Witch Poems (New York: Holi- 

day House, 1976); 

Betsy Gould Hearne, South Star (New York: Athe- 

neum, 1977); 

Aileen Lucia Fisher, And a Sunjlozver Crew (Los An- 

geles: Bowmar, 1977); 

Yohvds, Jane, Wishing York: Viking, 1977); 

Spiridon Vangeli, Meet Cuguze (Reading, Mass.: 

Addison-Wesley, 1977); 

Patricia Lee Gauch, On to Widecombe Fair (New 

York: Putnam’s, 1978); 

Hearne, Home (New York: Atheneum, 1979); 

Pamela Stearnes, llie Alechanical Doll (Boston: 

Houghton Milllin, 1979); 
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Norma Farber, How Does It Feel To Be Old? (New 

\bik: Dutton, 1979); 

Barbara Shook Hazeii, 'Fight Times (New York: Vi- 

king, 1979); 

Wallace, ed.. Fairy Poems (New York: Holiday 

House, 1980); 

James Matthew Barrie, Peter Pan (New York: Scrib- 

ners, 1980); 

Fritz, The Man Who Loved Books (New York: 

Putnam’s, 1981); 

Kathryn Lasky, IFe Night Journey (New York: 

Warne, 1981); 

Brothers (irimm, Rafninzel, retold by Barbara 

Rogasky (New York: Holiday House, 1982); 

Mary Ckilhoim, Big Sixteen (New York: Morrow, 

^ 1983); 

Cdiarles Dickens, A Christmas Carol (New York: Hol- 

iday House, 1983); 

Pamela Espeland, The Cat Walked Through the Casse- 

role and Other Poems for Children (Minneapo- 

lis: C^arolrhoda Books, 1984); 

Livingston, ed., Christmas Poems (New York: Holi- 

day House, 1984); 

Saint George and the Dragon, adapted by Margaret 

Hodges (Boston: Little, Brown, 1984); 

Elizabeth Winthrop, The Castle in the Attic (New 

York: Holiday House, 1985); 

Dylan 44iomas, A Child's Christmas in Wales (New 

York: Holiday House, 1985); 

Vivian Vande Velde, A Hidden Magic (New York: 

Crown, 1985); 

Brothers Cuimm, The Water of Life, retold by Ro- 

gasky (New York: Holiday House, 1986); 

Livingston, Cat Poems (New York: Holiday House, 

^1987). 

() FHER: Brothers Grimm, The Sleeping Beauty, re- 

told and illustrated by Hyman (Boston: Lit- 

tle, Brown, 1977); 

Brothers Chimm, Little Red Riding Hood, retold 

and illustrated by Hyman (New York: Holi- 

day House, 1983). 

Elina Schart Hyman is an illustrator whose 

work began to be noticed in the 196()s and came 

to full flowering in the 197()s. Her work grapples 

with an unusually wide range of emotions, and it 

openly celebrates sexuality and physical beauty, 

while also conveying a compassionate acceptance 

of physical deformity and old age. She encom- 

passes realism and fantasy, humor and serious- 

ness. Eo date, these cjualities have been most 

richly demonstrated in her |)owerful full-color se- 

(juences for the folktales Snow White (1974), The 

Sleeping Beauty (1977), and Rapunzel (1982) and 

in her line and sepia work for Norma Earber’s 

How Does It Feel To Be Old? (1979). She has been 

honored several times by the New York Times in its 

Best Illustrated Books of the Year lists. She has 

also won the Boston Globe-Horn Book Award for il- 

lustration twice, and her work has been displayed 

in the American Institute of Ciraphic Arts Book 

Show and the Children’s Book Showcase. In 

1985 Hyman won the (Caldecott Medal for her il- 

lustrations for Margaret Hodges’s adaptation of 

Saint George and the Dragon (1984)./ 

Trina Schart was born in Philadelphia on 8 

April 1939 to Albert H. and Margaret Bruck 

Schart and describes in vivid words and pictures 

the formative experiences of her childhood {Self- 

Portrait: Trina Schart Hyman, 1981): “I was a really 

strange little kid. I was born terrified of anything 

and everything that moved or spoke. I was afraid 

of people, especially. . . . who knows why? My 

mother is a beautiful woman with red hair and 

the piercing blue gaze of a hawk. She never 

seemed afraid of anyone. It was she who gave 

me the courage to draw and a love of books. . . . 

Little Red Riding Hood . . . was so much a part of 

me that I actually became Little Red Riding 

Hood. ... I was Red Riding Hood for a year or 

more. I think it’s a great tribute to my mother 

that she never gave up and took me to a psychia- 

trist, and if she ever worried, she has never let 

me know.” 

Visiting a huge old farmhouse nearby and 

playing elaborate fantasy games with her sister 

Karleen, Hyman drew constantly and endured 

school until she could escape to the Philadelphia 

Museum College of Art, which she attended 

from 1956 to 1959. In Self-Portrait she says, “Sud- 

denly I was not only allowed to draw all day long, 

I was expected to! . . . It was as though I had been 

living, all my life, in a strange country where I 

could never quite fit in—and now I had come 

home.” In 1959 she married Harris Hyman, a me- 

chanical engineer, and they moved to Boston 

where Hyman spent a year at the Boston Mu- 

seum School of Fine Arts before she and her hus- 

band went to Sweden where she studied at the 

Swedish State Art School. There author-editor 

Astrid Lindgren gave Hyman her first commis- 

sion for illustrations, but it was not until after 

her return to the United States that she got a 

firm foothold as an artist, with Little, Brown in 

Boston. Her daughter, Katrin (model for many 

of her heroines), was born in 1963. Hyman and 

her husband divorced in 1968, and she moved 



DLB 61 Trina Schart Hyman 

Dust jacket for Hyrncm’s 1977 retelling of the Brothers Grimm fairy tale {Little, Brown) 

with her daughter to New Hampshire, where she 

has lived ever since. 

Since 1972 Trina Schart Hyman has worked 

as art director (and later staff artist) for Cricket 

magazine, for which she created the characters 

Cricket, Ladybug, Ugly Bird (the only bird in the 

world with fangs and dandruff) and Everybuggy 

Else. Like many artists, she has been fairly reti- 

cent about her private life, and the self-therapy 

of writing Self-Portrait clearly cost her a good deal 

of anguish (“It was awful. I hated writing that 

book,” she told David White in an interview pub- 

lished in 1983); in fact, though the information it 

contains is both honest and interesting, the emo- 

tional themes of Hyman’s life are evident in her 

pictures, especially those illustrating the folktales 

that call out deep resonances in her own personal- 

ity. They are her true autobiography. 

Trina Schart Hyman’s early illustrative style 

is well exemplified in Joy to the World: Christmas leg- 

ends (1966), a collection of Christmas tales by 

Ruth Sawyer, where a medieval background con- 

trasts with human figures that are more fully- 

developed and realistic. This allows a nice 

balance between drama (as when Brother Eroilan 

confronts the wolf and the dead burro in the for- 

est) and |)ure decoration (as in the title piece), 

d he technique of combining forceful, naturalistic 

close-ups with stylized, surrealistic landscapes is 

developed further in Hyman’s line work for 

Ruth Nichols’s youthf ul fantasy, A Walk Out of the 

World (1969), which matches the perfunctory text 

in some places, while extending its range and rich- 

ness in others. More consistent is the somewhat 

similar style adopted for Blanche Luria Serwer’s 

collection of Jewish tales. Let’s Steal the Moon 

(1970), which compares interestingly with Mau- 

rice Sendak’s and Margot Zemach’s illustrations 

for Isaac Bashevis Singer’s collections. 

All In Free but Janey (1968), which received a 

Boston Globe—Horn Book citation for its illustra- 

tions, is a hide-and-seek story written by 

Elizabeth Johnson which displays Hyman’s ability 

to produce a fully realized, emotionally convinc- 

ing narrative sequence around a brief picture- 

book text. Here the recurring motif of sturdily 

realistic children against abstract foliage evokes 

the childhood experience of “invisibility” in an en- 

vironment geared to adult-sized people, d he 

children’s feelings, and their physical comfort or 

discomfort, are real—but the rest of the world is 

sometimes only dimly present to them, janey’s day- 

dreams of life as a princess are sketchy-heraldic, 

with the obsessively personal quality of a latency- 

age child’s stiff, detail-packed drawings. Much of 

the book’s impact comes from Hyman’s contrast- 

ing of em[)ty, lonely spaces (reminiscent of An- 

drew Wyeth) with spaces that are filled to 

overflowing with figures: the result is a statement 

about security and anxiety, freedom and restric- 

tion, that loads the emotional dice for neither 

side and allows all possibilities to coexist. 
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Hoio Six Found ('Jmstmas (1969), a sniall- 

lorniat volume in j)aper covers, is the artist’s first 

original liction, and its mannered style indicates 

some uneasiness at this early venture into the ver- 

bal medium. But its archness is redeemed by 

some robust dialogue. In the course ol her quest, 

the heroine asks a tox what “a Christmas” is, and 

he replies: “A Christmas you say? Now let me 

see. . . . Ferha|)S I know it by another name. 

Would you describe the thing for me? What does 

it taste like? Is there lots of juicy blood? Is it 

sweet, or salty, or sour, or peppery? Is it crisp? 

Does it go crunch when one bites it, or does it 

slip between one’s teeth and slide clown one’s 

throat?” The pictures, in red and green on black 

and white, create snowy forests based (as so 

often) on the New Hampshire woods the artist 

kiujws at such close range. 

Hyman’s pictures for Osmond Molarsky’s 

Take It or Leave It (1971) show an easy mastery of 

inner-city landscape, with children—fat, thin, as- 

cetic, gross, black, white—lounging and strutting 

against backdrop glimpses of characterful adults. 

Here again, the artist celebrates the unfettered 

freedom of childhood, while reminding the 

reader of grown-up realities. 

In Jan Wahl’s Magic Heart (1972) and How- 

ard Pyle’s King Stork (1973) Hyman developed a 

much more free-flowing style, in line and water- 

color, for two lighthearted pastiche folktale texts. 

King Stork's illustration convinces by its magnifi- 

cent rendering of character and by its enthusias- 

tic, appreciative eroticism: the cocksure young 

soldier hero; the mature handsomeness of his 

magic benefactor. King Stork; the beautiful, 

scantily-clad and unmistakably untrustworthy 

pri ncess. Only the two minor characters, the 

King and the Witch, are stereotypes rather than 

fully-developed personalities. King Stork, a 

Ckildecott Honor Book in 1974, also won the Bos- 

ton Globe-Horn Book Award for illustration in 

1973, and predictably this prompted a letter to 

the artist from the Dallas Library System requir- 

ing a justification of the princess’s see-through 

dress. Hyman replied that the princess was 

“amoral, cruel, tricksy, and not a ‘nice’ young 

lady at all” and that such a woman would deliber- 

ately use her allure to gain her own ends. Here 

the artisf s habit of thinking “a lot about the charac- 

ters that I am drawing, . . . what motivates them 

. . . and what they are like in their everyday lives” 

seems to have stood her in good stead, since the li- 

brarians withdrew their protest. However, from 

the other side of the Atlantic, this same tendency 

to go beyond the literal sense of the text drew criti- 

cism (this time on aesthetic grounds) from Brian 

Alderson, writing in Childrens Book Review (1975): 

“fhe sheerness of the technique itself runs 

counter to the primitive essence of the story. 

Miss Hyman’s rich details have taken over from 

Howard Pyle’s straightforward accents, and his 

standard fairy tale hero and heroine have been re- 

placed by a butch drummer boy and a princess 

closely resembling Elizabeth Taylor in her svelte 

younger years.” Whether Pyle’s story is really as 

“primitive” as Alderson suggests is^ arguable, but 

the artist concedes, “I have been accused of it 

many times and I think it is a just accusation: 

that I say too much in my pictures, that I don’t 

leave the story well enough alone. All I can an- 

swer is that I’m a compulsive filler-in of space, 

and also fm basically a storyteller myself.” 

Nowhere is this last comment more clearly 

demonstrated, and the artist’s practice better vindi- 

cated, than in her 1974 acrylics for Snow White. 

This is in every sense a pictorial narrative, the 

number of full-color paintings being well over 

the minimum necessary to illustrate Paul Heins’s 

version of the Grimm text, leisurely though it is. 

The artist has scope to display her feel for the sym- 

bolic potential of natural imagery, her emotional 

range, her realism, and her romanticism, and the 

result is perhaps the finest Snow White of the cen- 

tury. Unlike Nancy Eckholm Burkert’s more 

widely acclaimed interpretation, Trina Schart 

Hyman refuses to retreat from feelings into deco- 

ration: her Witch-Queen is both stately and 

passionately Jealous; her minor characters (the 

King, the serving women, the Hunter) come viv- 

idly alive as individuals; her Prince is a real man, 

not a handsome dummy; the moment of Snow 

White’s awakening from living death is both touch- 

ing and clumsy-tender. In this series of rich, som- 

bre paintings, where careful and often significant 

background detail never overwhelms the drama 

of foreground events, the longing, devotion, ha- 

tred, suspicion, and fear that are explicit in the 

Grimm tale are given full rein as never before in 

a version for young viewers. Above all, the artist 

presents Snow White as a statement about human 

closeness and human loneliness—the same theme 

that appears in All In Free but Janey, and one 

which is presumably central to Trina Schart 

Hyman’s own life. 

Snow White remains Hyman’s masterpiece: 

its direct successor. The Sleeping Beauty (1977), 

has not the same concentrated power, perhaps be- 

cause its text (retold by Hyman herself with some 
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In this di:^u(s« dll' went over the seven mountains to tlie 

house of the seven d« arfs, knoeked at the door, and called 

out; “Preitv thmip for sale, lor sale. " 

Smw White looked out of the window and said; "C jotxl 

ibj-, dear woman. Wliat arc v ou .selling?” 

“Good things, prettt things,” she answered. “Licingsot 

all colors," and she took one out that u aamade oi bright 

“I can let t}»9 honest womanliy ylrHlght .Snow White, 

who unbolifcd-tln^t*»A>vl bouglit tie Icindsotne lacings. 

“Child,” s^Cm- old woman, “what a sight vou are! 

Caime, 1 wittlace you tip properly lor once.’ 

Snow White was not worried. She suxxl betore the 

w'oman, and jsennitted herself to he laced tip w ith the new 

ribbons; but the old w oin.an tightened them w) sw ilth and 

so firinh that Snow' White gasped and tell dow n .ts if dead. 

“Now you ate no longer the most Iseautiftii.' the Qiieen 

■said, and hurried .away. 

Not long after, toward evening, 

hotiTe'.'bffl^ow frightened thep were when thej- stiw theif 

beloved Snow White lying on tiic ground. She neither 

stirred mrmi^oeed. It wasft ifshe w ere dead. They lifted her 

up, and '4wBjlii*y3l9^iat she w.isjL>o ti^tly laced, they 

cut the rilfbjjHs mtwo. Tlten she breathe a bit and 

after a w hile became^Hie^id iJup^vely, 

When the dwarfs be.M wTOithad happened, they said,' 

“The old jH-dlar was none other nun the evil Qiieen, T.ike 

care and let nolsody tn if we are not with you.” ; 

‘ . 

flymans preliminary sketches for her book dummy of Snow White (courtesy of the artist) 
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HOW DOES IT 
FEEL TO BE OLD? 

by Norma Farber 
illustrated by Trina Schart Hyman 

Dust jacket for Norma Farber s 1979 book illustrated by 

Hyman (DutUm) 

nice turns of phrase) is both more diffuse and 

more optimistic. As in Snow White, the narrative 

proper is preceded by preliminary scenes that con- 

vey the passing of time, as the changing seasons 

are observed from within the palace walls. In- 

deed, Sleeping Beauty celebrates the man-made in- 

terior, as its predecessor celebrated the forest. 

T he arches and colonnades of the palace are an 

important presence throughout, with carved 

faces on the column capitals dispassionately watch- 

ing the human action. T he princess Briar Rose is 

Spring to Snow White’s Fall: robust, impish, 

copper-haired; and again there is a gallery of su- 

perbly realized cooks, servants, and courtiers. 

T he fairies break with convention in being of all 

ages, though the artist follows tradition in giving 

large butterfly wings to the twelfth good fairy, a 

touch that seems somehow out of keeping with 

the spirit of the interpretation, and is perhaps ex- 

plicable as a survival of a childhood fantasy of 

the artist’s own (see Self-Portrait). So, too, the 

double-page sj)read of the thorn hedge, crowded 

with the bones and corpses of those who have 

tried to break through to rescue Briar Rose, is 

rather overstated. But the magnificent scenes of 

the sleeping palace, with flies “like a crust all 

over the walls,” more than redeem such falterings. 

T he illustrations for Norma Farber’s metri- 

cal text. How Does It Feel To Be Old? (1979), demon- 

strate the maturity of Hyman’s work in line and 

wash. Beginning with the dust jacket, with its strik- 

ing juxtaposition of an old woman’s and a young 

girl’s face, this volume compels attention and emo- 

tional involvement, and there is a nicely calcu- 

lated use of sepia to represent the old lady’s 

memories, flooding over into the present as she re- 

calls her life to her youthful listener. Hyman’s vis- 

ual statement lifts this book well above the 

merely didactic level at which another artist 

might have left it, so that it becomes a moving evo- 

cation of human life and death. Similarly, the 

line drawings and color plates for Peter Pan 

(1980) go well beyond mere prettiness. Both the 

cozy romanticism and the melodrama of James 

Matthew Barrie’s story are present, but there is 

more: a hint (especially in the elongated, almost- 

naked Peter) of the way that Barrie, for all his tire- 

some whimsy, can at times connect in an 

uncanny way with the powers of the unconscious. 

Rapunzel (1982), the third of Hyman’s trio 

of folktales in full color, is a rich and accom- 

plished work, but in some senses seems a retreat 

from the positions reached in Snow White. The re- 

telling, by editor Barbara Rogasky, is less satisfac- 

tory than either Heins’s or Hyman’s (for Sleeping 

Beauty), overstating the emotion of this stark tale. 

The pictures themselves have all of Hyman’s 

usual ability to convey fear, despair, and self- 

doubt in the protagonists, against landscapes and 

interiors painted in subtle, dusky colors. But her 

decision to surround them all, not only with solid- 

color margins but with decorative borders that 

vary from page to page, is ultimately counterpro- 

ductive. The sense of restriction which the tech- 

nique imparts is appropriate to the greater 

portion of the narrative, since it deals with confine- 

ment and longing for freedom, but when the even- 

tual catharsis comes, the relentless borders 

remain, and offer no release. While some review- 

ers such as Linnea D. Lilja, in Language Arts 

(April 1984), have praised the technique for its en- 

hancement of the “folk quality of the story,” 

there is an emerging consensus among others 

that the borders detract from the impact of the 

paintings themselves, both in Rapunzel and in the 

somewhat similarly handled Little Red Riding 

Hood (1983), a Caldecott Honor Book in 1984. A 

February 1983 Horn Book reviewer commented 

on Rapunzel that “the excessive use of ever- 
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^NT &ORSE 
THE^ 

■Retold BY 

Map^air^t Bodies 
othmi^ea^Y ' ’ 

iCrina SchaH: i^man 
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Dust jacket for Margaret Hodges’s retelling of the legend of Saint George and the Dragon. Hyman received the Caldecott Medal 

in 1985 for her illustrations for this book (Little, Brown). 

changing ornamental borders becomes a graphic 

cliche, . . . they unnecessarily break up the pages, 

distracting the eye and almost trivialising the art- 

work,” and in the April 1983 issue, a reviewer of 

Red Riding Hood stated, “The visual impact of the 

full page paintings are hampered, however, by 

the elaborate borders rigidly framing the text on 

opposite pages.” The text of the latter volume is re- 

told by the artist herself, but like Rogasky’s for 

Rapunzel, it is open to criticism on the grounds 

that it softens or weakens the “original,” but 

then, what exactly constitutes the original text in 

the case of a folktale? 

The autobiographical material in both Self- 

Portrait and the 1983 Language Arts interview with 

David White makes clear what has been happen- 

ing to Hyman’s work as she enters midlife. The 

folktale texts that she has increasingly illustrated 

over the past ten years have an intensely per- 

sonal significance for her, and her courageous 

grappling with the feelings they embody has re- 

sulted in impressive interpretations, which re- 

store basic ambiguities in the structure of the 

tales (thus Mother Gothel, the witch in Rapunzel, 

is compassionate and kind to the child Rapunzel, 

while being cruel to Rapunzel’s parents and to 

the prince, both of whom she sees as threatening 

her “property”). However, alongside powerful 

emotions, the artist’s delvings into childhood feel- 

ings have brought up equally powerful wishes for 

protection from those feelings, fhis is where the 

decorative borders in Rapunzel and Little Red Rid- 

ing Hood begin to make sense. There is no doubt 

that in themselves, the borders, and the whole ap- 

paratus of decoration of which they form a part, 

are intensely gratifying: like the fox’s notion of 

“a Christmas,” Rapunzel looks good enough to eat. 

Hyman’s illustrations for Margaret Hodges’s 

Saint George and the Dragon (an adaptation of 

Edmund Spenser’s version of the legend in The 

Faerie Queene) earned her the coveted Caldecott 

Medal in 1985. Saint George, though a consistent 

and engaging piece of work, represents no new de- 

parture for the artist, and the award is therefore 

best considered as a retrospective honoring of 

Hyman’s oeuvre as a whole. 
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Ann McGovern, Zoo, Where Are You? (New York: 
Harper 8c Row, 1964); 
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Pine and Levine, The Egyptians Knew (New York: 

McGraw-Hill, 1964); 

John Keats, The Naughty Boy, a Poem (New York: Vi- 

king, 1965); 

Richard Lewis, ed.. In a Spring Garden (New 

York: Dial, 1965); 

Ester R. Haiitzig, hi the Park: An Excursion in Eour 

Languages (New York: Macmillan, 1968); 

Katerine Davis, The Little Drummer Boy (New 

York: Macmillan, 1968); 

Lloyd Alexander, The Kings Eountain (New York: 

Dutton, 1971); 

Florence B. Freedman, Two Tickets to Ereedorn: 

The True Story of Ellen ^ William Craft, Eugi- 

tive Slaves (New York: Simon Sc Schuster, 

1971); 
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York: Harper Sc Row, 1972). 

OTHER: God is in the Mountain, selected and illus- 

trated by Keats (New York: Holt, Rinehart 

Sc Winston, 1966); 
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erly Hall (New York: Atheneum, 1969). 

PERIODICAL PUBLICATIONS: “Caldecott Award 

Acceptance,” Horn Book, 39 (August 1963): 

361-363; 
“The Artist at Work: Collage,” Horn Book, 40 

(June 1964): 269-272. 

Ezra Jack Keats, prominent children’s 

picture-book author and illustrator, was born 11 

March 1916, in Brooklyn, New York, the son of 

Benjamin and Augusta Podgainy Keats. He is 

best known for his bold, beautiful, and honest in- 

terpretations of minority children living and 

growing in a mid-twentieth-century inner-city 

landscape. He attended public schools and gradu- 

ated from Thomas [efferson High School in 

Brooklyn, but received no formal training in art. 

Keats began to paint pictures at the age of 

four with encouragement from his mother. After 

he painted a village mural on the top of the 

white enameled kitchen table, his mother praised 

his work. Instead of destroying the mural by wash- 

ing it off the table. Ester Hautzig records in a bio- 

graphical sketch of Keats for Horn Book magazine 

(August 1963) that his mother took her best table- 

cloth, “covered the whole little mural and every 

time a neighbor would come in, she’d unveil it to 

show what [he] had done.” 

Benjamin Keats worried about his son’s artis- 

tic ambitions but had his own way of encouraging 

the boy’s talent. Mr. Keats would come home 

with a pack of cheap brushes or a tube of paint say- 

ing that a starving artist had traded them lor a 

bowl of soup at the (Greenwich Village beanery 

where he worked as a waiter. “It dawned on me 

that my father was buying this stuff for me and 

had a terrible conflict. He was proud of my paint- 

ing and he wanted to supply me with paint, but 

at the same time he lived in real dread of my liv- 

ing a life like that of the artists he had seen.” 

Although Ezra Keats was offered three schol- 

arships to study art after he graduated from high 

school, he could not take advantage of them be- 

cause of the Depression. For a while he drifted 

away from art and helped to support his family 

by loading produce on trucks for one dollar a 

day. Eventually, he became a muralist for the 

Works Progress Administration (WPA) and later 

began to illustrate in magazines such as Esquire, 

Colliers, Reader s Digest, and House Beautiful. An edi- 

tor from Doubleday asked him to do some book 

cover illustrations, the most notable being the 

cover for Irving Stone’s The Agony and the Ecstasy 

(1961). After seeing this book jacket, another edi- 

tor asked Keats to illustrate some children’s 

books, thereby launching his career as a chil- 

dren’s illustrator. 

As he was working as an illustrator for 

other writers’ books in the 195()s, Keats was trou- 

bled by two concerns: “one was that in many of 

the manuscripts I was given there was a peculiar 

quality of contrivance and rigid structure; the 

other was that I never got a story about Black peo- 

ple, Black children. I decided that if I ever did a 

book on my own it would be more of a happening— 

certainly not a structured thing, but an experi- 

ence. My hero would be a Black child.” Keats 

began to address these concerns in the 196()s, 

when he started to write and illustrate children’s 

picture books about his home, Brooklyn. 

Except for the years he served as a camou- 

flage expert in the United States Air C.orps dur- 

ing World War 11, Ezra Jack Keats lived in 

Brooklyn, New York. His love for Brooklyn 

blooms in his fictional inner-city neighborhood 

where his books portray the lives of several minor- 

ity children, seen in an environmeiU of stop- 

lights, mailboxes, garbage cans, and layers of 

advertisements on fences and walls—the land- 

marks for Keats’s inner-city setting. By using col- 

lage and later a rich impasto of creamy acrylic 

paints, Keats created exciting textures and 

shapes. Erec|uently walls are decorated with 

children’s artwork and sidewalks are chalked with 

hopscotch or tic-tac-toe games, revealing the 
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Ezra Jack Keats (photo by Weston Woods) 

streets as playgrounds for inner-city children. In 

Keats’s later books toys such as puppets created 

by “his” children give more dramatic insight into 

their private lives and emotional needs. 

Keats first received recognition as a major 

picture-book illustrator and writer when he was 

awarded the Caldecott Medal for The Snowy Day 

(1962). This book became the first in a series of 

{picture books with Peter, a black child, as the cen- 

tral character. Whistle for Willie (1964), Peter’s 

('Jiair (1967), A Letter to Amy (1968), and the 

(kildecott Honor Book Goggles! (1969) trace Pe- 

ter’s physical and emotional growth in the inner- 

city setting. He is a minority child, but he is also 

a universal child who copes with the typical prob- 

lems of growing up: acquiring motor skills such 

as whistling; accepting a new sibling; discovering 

girls, and taking care of himself outside the secu- 

rity of the home-important steps in Peter’s matu- 

ration as they are for all children. As Keats 

stated in the 28 March Milwaukee journal “ The im- 

portant thing is that kids in the book have to be 

real—regardless of color. . . . What’s really impor- 

tant is the honesty.” 4 his honesty is apparent in 

the universal childhood pleasures and concerns 

which permeate Keats’s books, (kiring for a pet, 

making and playing with pu|)pets, celebrating spe- 

cial occasions such as a birthday, or participating 

in a pet show fill his characters’ days and spill 

over into Keats’s illustrations with a spontaneous 

enthusiasm. 

Keats understood that his neighborhood chil- 

dren grew up and changed so he consistently intro- 

duced a younger generation of children who 

became the central characters in his later picture 

books. As Peter grows older in Goggles!, he be- 

comes friends with a younger black child named 

y^rchie, who becomes the central character in EH, 

Cat! (1970) and Pet Show! (1972). Other charac- 

ters, including Peter’s sister Susy, introduced as a 

newborn in Peter’s Chair, and her friend Roberto, 

briefly seen in Pet Show!, emerge as major charac- 

ters in Dreams (1974) and Louie (1975). Their mu- 

tual interest in puppetry forms the basis for their 

friendship as well as providing the narrative link 

with other children in the neighborhood. Peter 

and Archie are present in three later books but 

function primarily as older chaperons for Susy. 

This sense of character continuity is a rare qual- 

ity in children’s picture books. 

The Snowy Day is an excellent example of 

what Keats calls a “happening.” Through the in- 

formal plot Peter discovers the delight of playing 

in the snowdrifts on a peaceful neighborhood 

118 



DLB 61 Ezra Jack Keats 

(Viking) 

(Mnnnillan) 

('.overs for two of Keats's books luhich trace the development of an inner-city black child fanned Peter 
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street. 1 here are few details in this book’s set- 

ting; apartment buildings are suggested by dilTer- 

ent eolored reetangnlar j)ieees of constrnetion 

j^aper while gently nndulating pieees of eonstruc- 

tion paper in the foreground suggest snowdrifts. 

The narrative flows naturally as young Peter 

makes discoveries in the snow with bis boots—toes 

pointing in, toes pointing out, feet dragging 

tbrougb the snow. Peter builds a snowman, 

makes angel shapes in the snow, and pretends he 

is a mountain climber on a huge snowdrift. 

When be comes home in the late afternoon, he 

tucks a snowball in bis pocket for tomorrow. He 

forgets abotit this snow treasure and eventually 

learns that snow melts. 

d bese scenes demonstrate Keats’s expertise 

in selecting materials to build his collage illustra- 

tions. When Peter comes indoors at the end of 

bis clay in the snow he sits on a stool on an oval 

braided rug, made from concentric pieces of con- 

struction paper, as his mother helps him undress 

for his bath. She wears a yellow gingham dress 

which Keats cut from oilcloth used for lining cup- 

boards. Keats’s exceptional control in graphic 

design is shown in the creation of Peter’s under- 

wear from the white paper which forms the back- 

ground of the illustration. The underwear area is 

surrounded with pieces of brown construction 

paper that represent Peter’s legs and torso and 

the stool on which Peter sits is fashioned from 

black construction paper. The effect of steamy 

water in Keats’s illustrations of Peter’s bath was 

created by overlapping circles of transparent 

paper. 

d his secure, peaceful mood changes when 

Peter discovers the darkening wet stain on his 

snowsuit pocket from the melting snowball. Pe- 

ter’s sadness is accentuated by a gray background 

which Keats made by splattering India ink on the 

paper with a toothbrush through a screen. That 

night Peter dreams the snow has melted, but the 

morning light reveals a fresh snowfall for him 

and his friend from across the hall to explore. In 

the last pages of text the snowflake pattern in- 

creases until only the gentle snowfall is present 

once again in the endpapers. 

Peter is still a preschooler in Whistle for 

Willie, only now' he is longing for enough muscle 

control to pucker his lips and whistle. He wants 

to whistle in order to call his dachshund, Willie. 

In this book the dog becomes Peter’s dose friend 

and a{)j)ears in the remaining Peter books and oth- 

ers set in Keats’s inner-city neighborhood. Peter 

is again on the street, only this time it is summer 

and he is wearing shorts. I he setting of the inner- 

city street is previewed effectively in the 

endpapers, where Keats used rectangular cut, tex- 

tured paper to resemble a gray sidewalk. Sum- 

mer is evident in the early pages filled with an 

orange sun-drenched sky. 

When Peter discovers he cannot whistle, he 

becomes distracted in a game of spinning himself 

around and around until he becomes dizzy. 

Keats illustrates Peter’s dizziness effectively by 

floating the green, yellow, and red circles of a 

nearby stoplight outside their regular positions in 

this familiar city landmark. After a second unsuc- 

cessful attempt to whistle, Peter begins another 

sidewalk activity, drawing a chalk line to his apart- 

ment building entrance. These games, along with 

walking on cracks in the sidewalks and playing 

with his shadow, reveal Peter’s limited social inter- 

action with peers and his ability to entertain him- 

self. When he manages to whistle, both parents 

praise him. The book concludes with another 

sign of his growth as Peter goes on an errand for 

his mother to the grocery store; Peter’s head is 

held high, and Willie proudly follows his whis- 

tling master. 

Whistle for Willie includes more details and 

textures than The Snowy Day. The buildings con- 

tain brush strokes resembling bricks; fences and 

walls along the sidewalk where Peter plays exhibit 

children’s chalk art sandwiched between layers of 

old advertisements. These fences along with gar- 

bage cans, in particular, become visual motifs for 

Keats’s inner-city neighborhood. 

Peter’s Joy is partially eclipsed when a baby 

sister, Susy, is introduced and limitations are 

placed upon him in Peters Chair. When Susy is 

brought home, Peter discovers his blue bassinet 

has fallen victim to pink paint. Peter continues to 

enjoy games until he and Willie smash a building 

block tower and are hushed by his mother. When 

his blue youth chair becomes his father’s next 

painting project, Peter decides to run away from 

home taking the chair, his baby picture, a few 

toys, and Willie. On the sidewalk in front of his 

apartment building Peter discovers he is too big 

for his youth chair. With understanding and lov- 

ing from his parents, Peter decides to help his fa- 

ther paint the chair pink. Keats pasted pieces of 

newspaper under the work area where Peter is bus- 

ily painting the chair as well as himself while 

Willie walks off the newspaper leaving a trail of 

pink paw prints as a humorous visual conclusion 

to this narrative which focuses on sibling ac- 

ceptance. 
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He told his mother all about his adventures 

while she took off his wet socks. 

Page from The Snowy Day featuring one of Keats's collage illustrations (Vikmg) 

An interest in girls blooms in A Letter to Amy. 

When Peter begins to appreciate girls romanti- 

cally, he decides to invite Amy, a girl who lives in 

the neighborhood, to his birthday party. This invi- 

tation is special because it is handwritten; the 

other invitations to his boyfriends are made by 

telephone. Peter’s mother gently tells him he 

needs more information in Amy’s invitation since 

it simply says “Will you please come to my birth- 

day party. Peter.” Because he has sealed the enve- 

lope, he writes on the outside, “It is Saturday at 

2.” I his small detail is humorous, yet realistic, be- 

cause it reveals Peter is struggling to use written 

language as a communication tool. As Peter hur- 

ries to post his letter before a gathering rain- 

storm breaks, he wonders, “What will the hoys 

say when they see a girl at my party?” Cioncern 

for peer acceptance becomes another trait in Pe- 

ter’s developing personality. 

Keats’s details in the sidewalk setting func- 

tion more dramatically in A Letter to Amy than in 

previous books. I he wind in the storm that stalks 

Peter suddenly snatches Amy’s invitation from 

his hand. The letter “skips” across a hopscotch 

game chalked on the sidewalk while a j)air of 

eyes made from two letter l)’s in an old and torn 

sign on a nearby wall watch with wide-eyed excite- 

ment as Peter chases the envelo})e. In his haste to 

catch the envelope Peter collides with Amy who 

happens to he rushing down the street too. Amy 

121 



Ezra Jack Keats DLB 61 

runs off crying, and l^eter assumes slie will not 

come to his party, but to lY^ter’s surprise, Amy 

comes to his birthday celebration and brings her 

pet jtarrot, Pepe, which squawks birthday greet- 

ings to Peter. 

Pile more sophisticated conclusion of A Let- 

ter to Amy encourages children to guess Peter’s 

birthday wish as he blows out the candles on his 

cake. While the boys chant for “a trtickload of 

candy with no stomach ache,” Amy shyly looks at 

lAter, who may he considering a wish for a kiss 

from her. Catiuintiity with the earlier Peter books 

is maintained in the closing illustrations with sis- 

ter Susy wearing a party hat and sitting in her 

pink high chair as the ever-present Willie is sta- 

tioned close to the birthday cake. This book cele- 

brates another year of life and growth for Peter. 

In the C^aldecott Honor Book Goggles! the 

joy of growing older is replaced by the practical ex- 

perience of fending for oneself on inner-city 

streets when Peter finds himself threatened by 

older kids. Peter, along with his dog, Willie, and 

a younger friend, Archie, flee from a group of 

older boys who are chasing them in order to get 

a pair of old goggles Peter and Archie found on 

a vacant, rubble-filled lot. The endpapers (which 

Keats generally utilized to great advantage) fore- 

shadow the story’s tension with burnt orange con- 

struction paper resembling a city wall where kids 

have daubed various drawings. Intense, dark 

acrylic paints project the decay and rust in this 

inner-city setting; abandoned bed headboards, 

doors, and drainpipes are scattered on the lot, 

which Peter and Archie claim as their play- 

ground and hideout. The drainpipe eventually be- 

comes a refuge where the boys hide as the older 

gang searches for them. Willie helps Archie and 

Peter by picking up the goggles and running 

with them when Peter is knocked down by one of 

the older boys. By eluding this gang Peter and 

Archie become streetwise kids, capable of taking 

care of themselves in dangerous situations. 

fhe new' character to emerge from Goggles! 

is Archie. He is younger than Peter and more 

aware of his black identity, sporting a moderate 

Afro in contrast to Peter’s dosecropped hair. At 

first Archie is frightened when Peter stands tip to 

the older boys, btit when he is safely back on his 

apartment building steps with Peter, Willie, and 

the goggles, Archie begins to show his sense of 

humor as he puts on the goggles and brags with 

satisfaction, “We sure fooled ’em, didn’t we?” 

After being reassured by Peter, Archie continues, 

“'fhings look real hue, now.” With the conclusion 

of this book, Keats directed his narrative ener- 

gies toward the spunky, less inhibited character 

Archie. 

Hi Gat! and Pet Show! focus on Archie’s ac- 

quiring a pet and becoming involved in a pet 

show involving the whole neighborhood. Hi Gat! 

is another one of those light, narrative, “happen- 

ings” that Keats was fond of spinning. Archie is ca- 

sually walking down a street, licking an ice cream 

cone when he happens to peer into a storefront 

window and sees his ice cream beard reflection. 

This reflection and an umbrella from a nearby 

garbage can inspires Archie to go into a slapstick 

routine, impersonating an old man, for the 

group of neighborhood kids which includes 

Peter and Susy. 

Other “characters” become more interested 

in the ice cream than in Archie’s antics; a cat 

looks at the cone and follows Archie. Willie, Pe- 

ter’s dachshund, springs from the audience. 

Jumps up to Archie’s face, and begins to lick 

Archie’s ice cream beard. Wry-faced Archie 

croaks, “No respect for old age!” to the delight 

of the audience. A more visually sophisticated rou- 

tine follows when Archie creates a character 

named Mr. Big Face, improvised from a large 

shopping bag with Archie’s tongue protruding 

from one of the eyes and his hand projecting 

from Big Face’s ear. Curiosity draws the children 

and the cat nearer to Mr. Big Face until the cat 

Jumps up into the disguise, causing a wild dance 

that ends abruptly when the bag splits. 

The street show must go on and Archie, 

with help from Peter, continues to improvise 

until twilight when Archie returns home with the 

cat following at a safe distance. This is the same 

cat Archie is trying to find at the beginning of 

Pet Show!, in which Keats’s neighborhood chil- 

dren gather their menagerie of pets, including tur- 

tles, mice, frogs, and goldfish. Althotigh Peter is 

visibly taller and older in this book, he is caught 

up in the excitement of the contest and predicta- 

bly brings Willie, while his little sister Suzy is old 

enough to bring her goldfish. 

The special touch in this happy picture 

book is that everyone gets a blue ribbon award. 

“ Fhere was the noisiest parrot, the handsomest 

frog, the busiest ants, the brightest goldfish, the 

longest dog, the fastest mouse, the softest puppy, 

the slowest turtle-and many more.” The only 

shadow on this bright day is Archie’s inability to lo- 

cate his cat, but, true to his resourceful character, 

Archie brings a germ in a glass jar and receives a 

blue ribbon for “the qtiietest pet.” Eventually 
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Dust jacket for Keats’s 1972 book in which a group of neighborhood children put on a pet show (Macmillan) 

Archie’s cat appears beside an older neighbor 

lady who receives a ribbon for the cat with the 

“longest whiskers.” She offers the ribbon to 

Archie because she knows the cat belongs to him 

(apparently the cat is an alley pet appearing for 

daily nourishment near Archie’s doorstep), but 

Archie tells her to keep the ribbon, “It looks 

good on you.” Shared joy between old and young 

is the gratifying “happening” in this text. 

Keats previews his next inner-city narrative 

through one of the children in Pet Show! A small 

boy named Roberto and his pet mouse are 

among the contestants. In Dreams (1974) Roberto 

has made a paper puppet mouse at'school which 

he brings home and places on the window sill of 

his apartment. Ultimately Keats turns the narra- 

tive so that the puppet mouse saves Archie’s cat 

by frightening a large dog threatening the cat. 

Roberto witnesses this late night drama be- 

cause he cannot fall asleep. The other children 

in the apartment building are sleeping and dream- 

ing, which Keats creatively interprets by placing 

colorfully patterned papers in the apartment 

building windows of the sleeping occupants. Fhe 

book does succeed in maintaining continuity 

within Keats’s neighborhood since Roberto’s inter- 

est in making this mouse pup})et is an important 

narrative thread leading to Lome, which focuses 

on a lonely child who attends a puppet show 

staged in the street by Roberto and Susy. Keats 

continues to explore a more somber view of inner- 

city life and loneliness in childhood in this pic- 

ture book where puppetry and dreams sustain 

and help Louie to feel more accepted. 

As Louie opens, Roberto and Susy are prepar- 

ing to stage a puppet show in their neighbor- 

hood. The endpapers show the puppets, 

Roberto’s mouse and Susy’s puppet Gussie, and 

the work involved in making these creations. 

Gussie, a finger puppet, resembles a green-faced 

baby replete with bonnet, frock, and rattle. It is 

Gussie who evokes an enthusiastic “Hello! 

Hello!” from Louie, a lonely, fatherless, ostra- 

cized child who has never spoken a word to any- 

one until this moment. 

When the show concludes, Susy invites 

Louie to hold G-ussie until Peter comes to take 

her home. Yearning for the pu})pet Ciussie, Louie 

walks home alone with his face down, shoulders 

slumped. As he falls asleep at home, he dreams 

of sharing a huge ice cream cone with (hissie. 

Keats has (juietly included the ice cream cone as 

a visual motif in earlier illustrations—one where a 

little girl is licking a yellow cone while watching 

the puppet show, and the other as part of an ice 

cream advertisement placed on an aging board 
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ience. When Louie awakens, his mother tells him 

a note has been left lor him, which begins with a 

significant word lor l.onie, “Hello! Hello! Hello! 

Cio outside and follow the green string!” Lhe re- 

mainder of the book is without text as Keats 

traces Louie’s journey along the green string lead- 

ing to (iussie and the knowledge there are chil- 

dren who like him, who realize his needs, and 

who are willing to share part of themselves with 

him. Lhe visual ice-cream-cone motif and the text- 

less conclusion show Keats placing more thematic 

emphasis in the illustrations as generosity and con- 

cern are shown rather than stated. 

I list as Louie secures friendships in his neigh- 

borhood, he and his mother move to another 

New York neighborhood in The Trip (1978). 

Again, homemade toys, dreams, and costumes be- 

come the focus in this book. The endpapers 

show Louie has taken Gussie with him and that 

this puppet inspires more creativity since Louie is 

constructing a diorama of a city landscape from a 

shoe box and sheets of various colored papers 

and plastic. 

I bis project seems to fill a lonely void 

Louie feels intensely in his new home, “No kids, 

no dogs, no cats. And there weren’t even any 

steps in the front of the door to sit on.” Louie sus- 

pends a toy airplane from a string in his diorama 

shoe box and pretends he is flying among sky- 

scrapers in his old neighborhood. In this dream se- 

quence Louie lands the plane in his old 

neighborhood. There he meets costumed crea- 

tures, the first clue that Halloween must be near. 

Louie runs from the creatures until he recog- 

nizes that the mouse costume is similar to the 

mouse puppet which performed with Gussie. As 

Louie concludes Roberto is wearing the mouse cos- 

tume, Susy and Archie remove their masks and 

chant, “ flick or Treat.” In his dream Louie takes 

his old friends, including Archie’s cat, for an air- 

plane ride until Louie awakens to the chants of 

“Trick or Ireat” from the children in his neighbor- 

hood. Wearing an ice cream cone costume, the ob- 

ject in an earlier dream which he had shared 

with Ckissie, Louie joins other children for the an- 

nual late-October ritual. 

fhis repeated visual motif of the ice cream 

cone [provides added continuity between Louie 

and The Trip, as well as the assurance that Louie 

is adjusting to his new neighborhood as he goes 

with his new friends on Halloween. The Trip is sig- 

nificant because Keats leaves the old neighbor- 

hood where Peter, Archie, Susy, Amy, and 

Roberto have grown up to follow Louie on his 

quest to find stability in his life. Keats challenged 

himself as a writer in exploring Louie’s character 

and emotional needs. 

In Louie’s Search (1980) Keats follows Louie 

on a new journey to complete his family by find- 

ing a father. Before he sets out on his search, 

Louie, who is still fascinated with costumes, 

dresses up in a paper bag hat, a colorful necktie, 

and a red nose. Although he hopes to draw atten- 

tion to himself, Louie is not successful since most 

of the adults pay no attention to him. 

In Louie’s Search Keats examines more 

closely the lives in the inner city (as he did in Apt. 

3, 1971, which explores a developing friendship 

between two boys and a blind man in a run-down 

tenement). Louie notices two dozing, derelict 

men on a bench who are leaning against each 

other; other adults on the street are arguing or 

working, seemingly too preoccupied to notice 

Louie. Several workmen, including a street 

worker wearing a yellow hardhat and a baker wear- 

ing a pastry hat, visually repeat the idea of the im- 

portance of hats to Louie. When Louie picks up 

a music box that has fallen from a second-hand 

furniture truck, the costumed child finally draws 

the attention of a fierce-looking, red-bearded 

truck driver, named Barney, who assumes Louie 

has stolen the “music maker.” After catching 

Louie, Barney takes him home and “rants and 

raves” at Peg, Louie’s mother, for having a thief 

for a son. 

When this misunderstanding is corrected, 

a summer romance blooms between Peg and 

Barney; their relationship is highlighted by a glori- 

ous sun-drenched, water-sprayed tugboat ride in 

New York Harbor which Keats illustrates with 

great painterly enthusiasm. The summer ro- 

mance culminates in a late summer wedding with 

Louie on Barney’s shoulders, wearing Barney’s 

hat, the visual sign that Louie has found his fa- 

ther. The hat as visual motif is more subtly stated 

than the earlier ice cream cone in Louie and The 

Trip. 

The need for a father’s affection so promi- 

nent in Louie’s Search is remembered poignantly 

by Keats in an interview for American Artist (Sep- 

tember 1971), when he describes having to iden- 

tity his father’s body after he died from a sudden 

heart attack. “As part of the procedure, the po- 

lice asked me to look through his wallet. I found 

myself staring deep into his secret feelings, 

lliere in his wallet were worn and tattered news- 

paper clippings of the notices and awards I had 

won. My secret admirer and supplier [of painting 
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Cover for Keats s 1975 book in which a lonely boy secures the friendship of neighborhood children after watchmg them put on a 

puppet show (Greeyiwillow) 

brushes and tubes of paint], had been torn be- 

tween the dread of my leading a life of hardship 

and his real pride in my work.” 

Ezra Jack Keats and his books are loved by 

children throughout the world; several of his 

books have been translated into many languages 

including Spanish, Italian, Portuguese, and Turk- 

ish. In turn, Keats promoted interest in other lan- 

guages for American children when he 

illustrated In the Park: An Excursion in Four Lcm- 

guages (1968), written by Ester Hautzig. Because 

of this international interest Keats was invited to 

design UNICEF cards on four separate occa- 

sions. Such books as In a Spring Garden (1965), a 

collection of twenty-three classic Japanese haiku 

edited by Richard Eewis, show Keats’s understand- 

ing, sensitivity, and reverence for life through his 

striking interpretations of beauty in nature. 

In his later career Keats used less collage, 

preferring painting for sheer sensual pleasure 

and intensity apparent in the joyful colors of Pet 

Show! and the more somber hues of Apt. 3. Be- 

cause of this need to explore his range, critic 

Selma Fanes called Keats the Jackson Pollack and 

William de Kooning of American children’s 

books in her Horyi Book tribute (September- 

October 1984). Keats’s continuous search for artis- 

tic expression through more dramatic painterly 

media resembles the search for expression his 

later characters undertake. Keats’s ability to com- 

municate beauty and creative potential in the ordi- 

nary is the legacy he leaves to children. He died 

of a heart attack in New York CAty on 6 May 1983. 
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BOOKS; The Wicked Kings of Bloon (Englewood 
Cliffs, N.J.: Prentice-Hall, 1970); 

(dm 1 Keep Him? (New York: Dial, 1971); 
The Mystery Beast of Ostergeest (New York: Dial, 

1971) ; 
The Orchard Cat (New York: Dial, 1972); 
Won't Somebody Play with Me? (New York: Dial, 

1972) ; 
The Island of the Skog (New York: Dial, 1973); 
The Mystery of the Missins; Red Mitten (New York: 

Dial, 1974); 
There Was an Old Woman, adapted by Kellogg 

(New York: Parents’ Magazine Press, 1974); 
Much Bigger than Martin (New York: Dial, 1976); 
The Mysterious Tadpole (New York: Dial, 1977); 
The Mystery of the Magic Green Ball (New York: 

Dial, 1979); 
Pinkerton, Behave! (New York: Dial, 1979); 
The Mystery of the Flying Orange Pumpkin (New 

York: Dial, 1980); 
A Rose for Pinkerton (New York: Dial, 1981); 
The Mystery of the Stolen Blue Paint (New York: 

Dial, 1982); 
Tallyho, Pinkerton (New York: Dial, 1982); 
Ralph's Secret Weapon (New York: Dial, 1983); 
Paul Bunyan: A Tall Tale (New York: Morrow, 

1984); 
Chicken Little (New York: Morrow, 1985); 
Best Friends (New York: Dial, 1986); 
Pecos Bill (New York: Morrow, 1986); 

Aster Aardvark's Alphabet Adventures (New York: 
Morrow, 1987). 

BOOKS ILLUSTRATED: George Mendoza, Gwot! 

Horribly Funny Hairticklers (New York: 
Harper & Row, 1967); 

James Copp, Martha Matilda O’Toole (Englewood 
Cliffs, N.].; Bradbury, 1969); 

Eleanor B. Heady, Brave Johnny O’Hare (New 
York: Parents’ Magazine Press, 1969); 

Mary Rodgers, The Rotten Book (New York; Har- 
per & Row, 1969); 

Hilaire Belloc, Matilda Who Told Lies and Was 

Burned to Death (New York: Dial, 1970); 

Steven Kellogg 

Ruth Loomis, Mrs. Purdy’s Children (New York: 
Dial, 1970); 

Perry Parish, Granny and the Desperadoes (New 
York: Macmillan, 1970); 

Ered Rogers, Mr. Rogers’ Songbook (New York: Ran- 
dom House, 1970); 

Miriam Young, Can’t You Pretend? (New York: 
Putnam’s, 1970); 

Anne Mallett, Here Comes Tagalong (New York: Par- 
ents’ Magazine Press, 1971); 

Jan Wahl, Crabapple Night (New York: Holt, 
Rinehart & Winston, 1971); 

Aileen Eriedman, The Castles of the Two Brothers 

(New York: Holt, Rinehart & Winston, 1972); 
Wahl, The Very Peculiar Tunnel (New York: 

Putnam’s, 1972); 
Jeanette Eranklin Caines, Abby (New York: Har- 

per & Row, 1973); 
Joan M. Lexau, Come Here, Cat (New York: Har- 

per & Row, 1973); 
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Doris Herold Lund, You Ought to See Herbert’s 

House (New York: Watts, 1973); 

Leisel Moak Skorpen, Kisses and Fishes (New 

York: Harper & Row, 1974); 

Cora Annett, How the Witch Got Alf (New York: 

Watts, 1975); 

Alice Bach, The Smartest Bear and His Brother Oli- 

ver (New York: Harper & Row, 1975); 

Belloc, Hilaire Belloc’s '‘The Yak, the Python, the 

Frog” (New York: Parents’ Magazine Press, 

1975); 

Margaret Mahy, The Boy Who Was Followed Home 

(New York: Watts, 1975); 

Jean Van Leeuwen, The Great Ghristmas Kidnaping 

Gaper (New York: Dial, 1975); 

Bach, The Most Delicious Gamping Trip Ever (New 

York: Harper & Row, 1976); 

Edward Bangs, Steven Kellogg’s Yankee Doodle 

(New York: Parents’ Magazine Press, 1976); 

Judith Chaote, Awful Alexander (Garden City: Dou- 

bleday, 1976); 

Lou Ann Bigge Gaeddert, Gustav the Gourmet 

Giant (New York: Dial, 1976); 

Bach, Grouchy Uncle Otto (New York: Harper & 

Row, 1977); 

Carol Chapman, Barney Bipple’s Magic Dandelions 

(New York: Dutton, 1977); 

Bach, Millicent the Magnificent (New York: Harper 

& Row, 1978); 

Mercer Mayer, Appelard and Liverwurst (New 

York: Four Winds, 1978); 
Marilyn Singer, Pickle Pan (New York: Dutton, 

1978) ; 

Julia Castiglia, yz7/ the Pill (New York: Atheneum, 

1979) ; 
Douglas Davis, There’s an Elephant in the Garage 

(New York: Dutton, 1979); 
Susan Pearson, Molly Moves Out (New York: Dial, 

1979); 

William Sleator, Once, Said Darlene (New York: 

Dutton, 1979); 
Jean Marzollo, Uproar on Hollercat Hill (New 

York: Dial, 1980); 
Trinka H. Noble, The Day Jimmy’s Boa Ate the Wash 

(New York: Dial, 1980); 
Amy Ehrlich, Leo, Zack, and Emmie (New York: 

Dial, 1981); 
Mayer, Liverwurst is Missing (New York: Four 

Winds, 1981); 
Alan Benjamin, A Change of Plans (New York: 

Four Winds, 1982); 
Cathy Warren, The Ten-Alarm Gamp-Out (New 

York: Lothrop, Lee & Shepard, 1983); 
Jane Bayer, A My Name is Alice (New York: Dial, 

1984); 

Noble, ymmy’5 Boa Bounces Back (New York: Dial, 

1984); 

Carol Purdy, Iva Dunnit and the Big Wind (New 

York: Dial, 1985); 

David M. Schwartz, How Much is a Milliori? (New 

York: Lothrop, Lee Sc Shepard, 1985). 

PERIODICAL PUBLICATION: “The Christmas 

Witch,” Family Gircle (December 1974): 

117-121. 

Steven Kellogg grew up in Norwalk, Connec- 

ticut, with a crayon in his hand drawing and tell- 

ing stories to his younger sister. He loved animals 

and he loved drawing, two interests that led to 

his desire to become a “naturalist-illustrator”; a 

combination he called “the best of all possible 

worlds.” As a child, he wallpapered his room 

with drawings and fantasized about being invited 

to join a National Geographic expedition to sketch 

animals in Africa. He remembers his room as “a 

crayoned aviary-bestiary.” Some of his stories por- 

tray animal characters modeled on his sisters’ 

stuffed animals and the ceramic animal figurines 

that graced a shelf in his family’s living room. 

His best friend in his early years and the 

most important influence upon his decision to be- 

come an artist was his grandmother, whom he re- 

calls as “much more at ease with children than 

adults.” She spent hours with him, relating stor- 

ies of her childhood in the late nineteenth cen- 

tury. She taught him to know the flora and 

fauna of the New England woods and instilled in 

him an appreciation for the wonderful variety of 

trivial “treasures” to be found in the “Victorian 

clutter” of her room. Kellogg recognizes with sur- 

prise and pleasure how often the images in his 

writing and illustration reflect experiences he 

shared with her. 

He continued to draw and paint throughout 

his high school years, and when he graduated he 

was given a Pitney-Bowes scholarship to the 

Rhode Island School of Design, where he ma- 

jored in illustration. During the second semester 

of his senior year he studied in Florence on a Euro- 

pean honors grant from the Ckirnegie Founda- 

tion. It was in Florence that he discovered his 

love for the opera. Following his graduation 

from the Rhode Island School of Design in 1963, 

Kellogg undertook graduate study at the Ameri- 

can University in Washington, D.Ck There he 

taught etching and exhibited his artwork. His in- 

terest in children’s books grew, and he began sub- 
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niitting manuscripts to New York publishers. 

His career as an illustrator of children’s 
hooks began in 1966 when Harper and Row com- 

missioned him to illustrate Gwot! Horribly Funny 

Hairticklers. When, in 1967, he married his wife, 

Helen, who had six children, they moved hack to 

C’.onnecticut, and he began writing full-time. 

Helen, the children, and family pets have all ap- 

peared in Kellogg’s startlingly prolific illustrations. 

Pinkerton, Kellogg’s 180-pound spotted 

Great Dane, is the subject of Pinkerton, Behave! 

(1979). Kellogg’s comments on the theme Pink- 

erton, Behave! give insight into many of his books. 

The high-spirited and mischievous Great Dane’s 

salient characteristic is his individuality. Kellogg 

has quoted a passage in Thoreau’s Walden to illumi- 

nate the meaning of Pinkerton’s nonconformity: 

“If a man does not keep pace with his compan- 

ions, perhaps it is because he hears a different 

drummer. Let him step to the rriusic which he 

hears, however measured or far away.” Pinkerton 

has, like a human being, his own distinct personal- 

ity, described by Kellogg as that of an antihero, 

who does things in his own way, giving his own in- 

terpretation to commands issued by humans. 

This autonomy turns out to be an asset, not a liabil- 

ity. The book, Kellogg observes, says to children 

in a lighthearted way that it is very important to 

be yourself. A respect for individuality can be 

seen also in the sensuously illustrated The Mysteri- 

ous Tadpole (1977), where the eccentric tadpole 

turns out to be not a tadpole at all (no “ordinary 

frog”) but one-of-a-kind—the unique Loch Ness 

monster—and the intriguing ending of the book in- 

troduces an “unusual stone” which hatches to pro- 

duce an exotic bird, another rarity. 

The importance of the bond between hu- 

mans and animals is a constant theme in 

Kellogg’s work. He praises the infinite variety 

found in the world, and that celebration is re- 

flected in the rich detail and variegation in his 

drawings, which radiate an exuberant delight in 

“God’s plenty” and an almost Rabelaisian plea- 

sure in the wonders of creation. Harking back, 

perhaps, to the wondrous trivia of his grandmoth- 

er’s room, his illustrations at their richest are vis- 

ual equivalents of the “Pied Beauty” celebrated 

by (ierard Manley Hopkins. His portrayals of ani- 

mals are noteworthy for exuding joy (as for exam- 

ple in Paul Bunyan: A Tall Tale, 1984), as though 

the illustrator had envisioned them in an Eden- 

like garden, where they live in unalloyed har- 

mony with humans. 

4 he reviews of Kellogg’s books chronicle his 

journey from his beginnings as an illustrator for 

others to the creator of his own texts. His illustra- 

tions for George Mendoza’s Gwot! were welcomed 

by the reviewer for the New York Times Book Re- 

view (22 October 1967) as “superbly grotesque” 

and “quite literally horrible” in a way appropriate 

to the text. Kellogg’s first single-handed creation. 

The Wicked Kings of Bloon (1970), was thought by 

Euple Wilson in a Library Journal (15 April 1971) 

review to be “garish” and “overdone” in its art, 

yet its child appeal can be inferred from its selec- 

tion as a Junior Literary Guild offering. 

Gan / Keep Him? (1971) aroused some contro- 

versy over its portrayal of a mother in a ruffled 

apron; perhaps in reaction to this implication of 

sexist stereotyping, Kellogg, in The Island of the 

Skog (1973) portrayed a notably strong female 

leader and (at the behest of his editors) for Steven 

Kellogg’s Yankee Doodle (1976) altered one line of 

the chorus of Edward Bangs’s famous song, chang- 

ing “Mind the music and the step / And with the 

girls be handy” to “And with the folks be handy”— 

an attempt to please feminists which unfortu- 

nately pleased no one and offended some purists. 

Kellogg’s own The Orchard Cat (1972) is an ex- 

ceptional little parable, the text in rhyming lines 

of red ink providing a fine contrast to the intri- 

cate black-and-white illustrations. Mama Cat’s mis- 

anthropic deathbed advice (“You gets what you 

takes and you takes what you gets”) to her son 

proves unworkable as a philosophy of life. The 

young cat discovers he does not after all want to 

become “King”: he learns from a houseful of chil- 

dren how to play and how to “care”—and is con- 

verted from a power-hungry tyrant to a lovable, 

loving cat. The 1 April 1973 issue of Booklist fea- 

tured a review which praised the “honest emo- 

tions” and “bizarre humor” of Kellogg’s 1972 

book Wont Somebody Play with Me? The same year 

Paul Heins, in the June issue of Horn Book, com- 

mented favorably on Kellogg’s drawings for Joan 

Lexau’s Come Here Cat, stating that Kellogg “squan- 

ders his inventive ingenuity in occasional corners 

only and sets up a happy contrast between the 

single-minded little girl and the bustling, exuber- 

ant community in which she lives.” 

Olga Richard and Donnarae MacCann, in a 

detailed review of Mercer Mayer’s Appelard and Liv- 

erwurst (1978) in Wilson Library Bulletin, succinctly 

describe the qualities of Kellogg’s art: his “car- 

toon illustrations make fun of farmers as well as 

small-town hoi polloi. The pages contain dozens 

of tiny, visual sub-plots: slapstick, pie-throwing 

feuds, dog-cat wars, some excessive crowding 
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Pinkerton, Behave! 
Story and pictures by 

STEVEN KELLOGG 

A ROSE FOR 
PINKERTON 
Story and pictures by 

STEVEN KELLOGG 

Dust jackets for Kellogg’s three books about the antics of a free-spirited (heat Dane (Dial) 
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(five beasts) in Appelaixl’s bed. On some pages 

Kellogg allows color to overpower his elaborate an- 

imated line. Yet the color is used to heighten the 

comical dimension. . . . Most of the time the com- 

positions are well organized in layers.” This book 

may be a benchmark in Kellogg’s development of 

a simplified background for his wealth of detail. 

Pinkerton, Behave! in 1979 received an even more 

enthusiastic review from Barbara Elleman in Book- 

list: “Kellogg wittily captures expressions and 

movements of animal and human, wisely allow- 

ing the focal humor to emanate through the 

faces and action and foregoing the background de- 

tail usually found in his work, . . . bright lively col- 

ors and spare use of narrative blend to help 

make this a splendid comedic success. Kellogg at 

his best.” 

Several of Kellogg’s most recent creations 

have met with strong appreciation, especially 

Chicken Little (1985), a “fantasy within a fantasy” 

story wherein Foxy Foxy’s dreams of his “poultry 

feasts” are shown in balloons which multiply the 

comic effect, and Paul Bunyan: A Tall Tale (1984), 

for which Kellogg’s outrageous illustrations are 

splendidly fitting. 

Kellogg has used a variety of materials and 

variations in style. Some of his illustrations are 

soft and gentle, an effect produced by pastels 

and watercolors; he has also shown himself to be 

the master of the black-and-white line drawing en- 

hanced with meaningful touches of color, as in 

'The Mystery of the Missing Red Mitten (1974). To pre- 

pare illustrations to be reproduced by the color 

separation process on the four-color offset press, 

he works on four sheets of clear acetate, shading 

it gray or black according to the intensity of color 

desired. As he has commented, “I must think in 

color but work in black and white. It was a chal- 

lenge, but I’ve gotten used to it.” This method pro- 

vides more accurate color printing at less cost 

than photographic processes. 

Kellogg is elo(|uent in expressing his belief 

in the importance of picture books in the develop- 

ment of a child’s love for reading. He believes 

first that books should be “deliberately enjoy- 

able,” since pleasure is uppermost and crucial in 

creating lifelong readers and because children 

open their hearts to books they enjoy; second, he 

gives unstintingly of his time to visit schools 

across the nation, introducing children to books 

and storytelling and lecturing to college students, 

parents, and librarians. He has been particularly 

vocal about the contrasting ef fects of viewing tele- 

vision and reading books upon the development 

Dust jacket for Kellogg’s 1985 retelling of the Chicken Little 
nursery rhyme (Morrow) 

and growth of children’s minds. Television, he ob- 

serves, captivates children, seducing them away 

from books, depriving them of the special inti- 

macy that is a part of sharing books and reading 

aloud in the evenings. “Reading is a much more 

supportive activity than television,” he notes. 

Books have far more potential for nourishing the 

emotions and imagination than do the images on 

the television screen. Kellogg has also written co- 

gently of his philosophy of art: “Art is the lan- 

guage of feeling.” He wants his books to have 

the “emotional intensity,” the approachability, of 

opera. Kellogg believes that emotion as ex- 

pressed in opera and as experienced by children 

is “unbridled”; hence the parallel. 

He recognizes the musical qualities of lan- 

guage and visual images, which “can be orches- 

trated by the artist as he moves them across the 

pages of the book. Rhythms and harmonies can 

be established on some spreads, and atonal ef- 

fects or dissonances can be introduced on oth- 

ers.” Further, he believes a meaningful analogy 

can be drawn between the sense of “movement” 

possible through the art of the picture book and 

the movement of film images. He begins with a 

defniition of the picture book as “a synthesis of lit- 
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Preliminary sketch for Kellogg’s forthcoming alphabet book (courtesy of the artist) 
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craturc and the visual arts,” the essence of which 

is “the relationsliij) of the written word and the pic- 

ture.” Words and pictures do not exist in a static re- 

lationship, for, in Kellogg’s words, “children’s 

books are the forerunner of film. As yon turn 

the j:)ages, you ‘move’ the pictures. This relates, 

in turn, to the momentum and sense of timing 

that is so important. . . . Fhe turning page . . . 

gives the illustrator the chance to utilize the ele- 

ment of surprise to advance the movement of the 

story and deepen the involvement of the viewer 

in much the same way that the theatrical director 

uses the revolving stage or the rising curtain be- 

tween the scenes and acts of a play.” 

The illustrators he admires are able to “ani- 

mate” their characters and to design pages “so 

that they crackle with graphic vitality. The charac- 

ters seem to speak, cavort and leap from the 

page so energetically that their life and move- 

ment are totally convincing.” The moving quali- 

ties of individual pictures are enhanced by the 

artistic use of the turning pages. Picture book de- 

sign and filmmaking are both arts that “deal with 

the phenomenon of ‘moving pictures.’ ” The 

most imaginative picture books achieve the “un- 

canny fusion” between picture and text, with rela- 

tionships and tensions between the two “allowing 

magical discoveries and subtle revelations to 

emerge” in a “dynamic new expression” which 
can enchant young readers and invite them to 

enjoy a lifetime association with art. 

Picture books are universal in their appeal, 

belonging to people of all ages and to a rich tradi- 

tion that harks back “to the pictorial narration of 

the cave paintings, and to the sequences and tales 

that were illustrated on the walls of ancient tem- 

ples and tombs.” Kellogg has achieved a secure 

place among leading contemporary illustrators 

for children. His works frequently appear on 

best books of the year lists, and he has garnered 

several distinguished awards. Pinkerton, Behave!, 

Can I Keep Him?, and The Orchard Cat were 

placed in the American Institute of Graphic Arts 

Book Show; Cayi I Keep Him? won the Dutch 

Zilveren (iriffel Award; and The Mysterious Tad- 

pole received the Irma Simonton Black Award. 

He has devised a style unmistakably his own, its 

hallmarks being the qualities of the artist himself— 

whom Joel C. Fhompson has described as “a 

man full of sunshine, bubbling over^with enthusi- 

asm, laughter and thought.” Judith Elkin has 

noted how “his simple caricatures of people and 

animals combine ingenuity and wit with a feeling 

for the ridiculous that appeals to the imagination 

of many young children.” 

Kellogg is now in control of the prodigious 

energy of his art, and the “busyness” criticized by 

some early reviewers has been replaced by an artis- 

tic balance of rich detail against a simplified back- 

ground. His progressively more distinguished 

style and his boundless creative energies promise 

ever more delightful books in the years ahead. 

References: 

Judith Elkin, Review of The Mystery of the Missing 

Red Mitten and The Mystery of the Magic 

Green Ball, Times Literary Supplement, 18 July 

1980, p. 809; 

Olga Richard and Donnarae MacCann, Review of 
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Joel C. Thompson, “Kellogg’s Great Dane Listens 
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port, Connecticut, Sunday Post, 2 December 
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Laura M. Zaidman 
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BOOKS: Printing and Promotion Handbook; Hoiv to 

Plan, Produce, and Use Printing, Advertising, 

and Direct Mail, with Daniel Melcher (New 
York: McGraw-Hill, 1949); 

See For Yourself: A First Book of Science Experiments, il- 
lustrated by Frank Jupo (New York: Alad- 
din, 1952); 

A Parent’s Guide to Childrens Reading (Garden 
City: Doubleday, 1958; revised, 1964; re- 
vised again, 1969 and 1975; revised again, 
Philadelphia: Westminster, 1983); 

Color ABC, illustrated by Rene Martin (New 
York: Platt & Munk, 1959); republished as 
First ABC (New York: Platt &: Munk, 1965); 

Rockets Into Space, with Alexander L. Crosby 
(New York: Random House, 1959); 

A Teacher’s Guide to Children’s Books (Columbus, 
Ohio: Merrill, 1960); 

Rivers, What They Do, with Crosby (Racine, Wis.: 
Whitman, 1961); 

Junior Science Book of Rain, Hail, Sleet, Snow, illus- 
trated by Weda Yap (Champaign, Ilk: 
Garrard, 1961); 

A Parent’s Guide to Children’s Education (New York: 
Trident, 1963); 

Children’s Reading Begins at Home: How Parents Can 

Help Their Young Children (Winston-Salem: 
Starstream, 1980); 

Encourage Your Children to Read (New York: Dell, 
1981). 

RECORDING: Books for the Preschool Child, Chil- 
dren’s Book Council, 1977. 

OFHER: Reading in Action, edited by Larrick 
(New York: Scholastic Magazines, 1957); 

Piper, Pipe that Song Again! Poems f)r Boys and 

Girls, edited by Larrick, illustrations by 
Kelly Oechsli (New York: Random House, 
1965); 

Poetry for Holidays, edited by Larrick, illustrated 
by Oechsli (Cdiampaign, Ilk: Garrard, 1966); 

What Is Reading Doing to the Child’?, edited by 
Larrick (Danville, Ilk: Interstate Printers & 
Publishers, 1967); 

Green is Like a Meadow of Grass: An Anthology of 

Children’s Pleasure in Poetry, edited by 
Larrick, illustrated by Oechsli (Champaign, 
Ilk: Garrard, 1968); 

Piping Down the Valleys Wild: Poetry for the Young of 

All Ages, edited by Larrick, illustrated by 
Ellen Raskin (New York: Delacorte, 1968); 

Reading: Isn’t It Really the Teacher?, edited by 
Larrick and Charles J. Versacci (Danville, 
Ilk: Interstate Printers & Publishers, 1968); 

On City Streets: An Anthology of Poetry, edited by 
Larrick, illustrated with photographs by 
David Sagarin (New York: Evans, 1968); 

7 Heard a Scream in the Street: Poems by Youjig People 

in the City, edited by Larrick, illustrated with 
photographs by students (New York: Evans, 
1970); 

Somebody Turned On a Tap in These Kids: Poetry and 

Young People Today, edited by Larrick (New 
York: Delacorte, 1971); 

The Wheels of the Bus Go Round and Round: School 

Bus Songs and Chants, edited by Larrick, illus- 
trated by Gene Holtan (San Carlos, Cak: 
Golden Gate Junior Books, 1972); 

More Poetry for Holidays, edited by Larrick, illus- 
trated by Harold Berson (Champaign, Ilk: 
Garrard, 1973); 

Male and Female Under 18: Frank Comments from 

Young People about Their Sex Roles Today, ed- 
ited by Larrick and Eve Merriam (New 
York: Avon, 1973); 

Room for Me and a Mountain Lion: Poetry of Open 

Space, edited by Larrick (New York: Evans, 
1974); 

Crazy to Be Alive in Such a Strange World: Poems 

about People, edited by Larrick, illustrated 
with photographs by Alexander 1.. Crosby 
(New York: Evans, 1977); 

Bring Me All of Your Dreams: Poems, edited by 
Larrick, illustrated with photographs by 
Larry Mulvehill (New York: Evans, 1980); 

Tambourines! Tambourines to Glory!: Prayers and 

Poems, edited by Larrick, illustrated by (ieri 
CAienke (Philadelphia: Westminster, 1982); 

When the Dark Comes Dancing: A Bedtime Poetry 
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Nancy Larrick (photo by Alexander Crosby) 

Book, edited by Larrick, illustrated by John 

Wallner (New York: Philomel, 1983). 

PERIODICAL PUBLICATIONS: “The All-White 

World of Children’s Books,” Saturday Re- 

view, 48 (11 September 1965): 63-65; 

“Poetry Becomes a Way of Life,” Top of the News 

(January 1971): 148-155; 

“Divorce, Drugs, Desertion, the Draft: Facing Up 

to Realities in Children’s Literature,” Publish- 

ers Weekly, 201 (21 February 1972): 90-91; 

“Will Children Still Read Children’s Books?,” Pub- 

lishers Weekly (10 April 1972): 122-123; 

“Minority Books for White Children? Some Teach- 

ers Say No,” Bulletin of the Council for Interra- 

cial Books for Children, 6, nos. 3-4 (1975): 4-7; 

“Poetry in the Story Hour,” Top of the News, 32 

(January 1976): 151-161; 

“ Fhe (dianging Picture of Poetry Books for Chil- 

dren,” Wilson Library Bulletin, 55 (October 

1980): 113-117; 

“fh'om Fennyson to Silverstein: Poetry for C4iil- 

dren 1910-1985,” Lanp;uage Arts, 63 (Octo- 

ber 1986): 594-600. 

Nancy Larrick has exerted a significant inllu- 

ence on contemporary children’s poetry as the edi- 

tor of numerous poetry anthologies and also as a 

teacher and critic. Through her work as a univer- 

sity professor of education and her many periodi- 

cal articles she has shared her innovative 

approaches to poetry with her colleagues, and as 

an editor for language arts journals she has in- 

spired teachers for over three decades. She has 

published twenty-eight books for or about chil- 

dren since 1952, perhaps her most significant con- 

tribution to the field of children’s literature. With 

her extensive work in various aspects of language 

arts, particularly reading and poetry, Larrick has 

earned her reputation as a foremost critic and an- 

thologist. 

Larrick, daughter of Herbert S. and Nancy 

Nulton Larrick, was born on 28 December 1910 

in Winchester, Virginia. She received her A.B. 

from (k)ucher C4)llege in 1930, an M.A. from Co- 

lumbia University in 1937, and her Ed.D. from 

New York University in 1955. Her thesis, “Your 

Cdiild and His Reading: How Parents C^an Help,” 

is based on a survey of parents’ comments and 

questions about their children’s reading. She fol- 

lowed this study with the very successful A Par- 

ent’s Cuide to Children's Reading (1958), now in its 

fifth edition, which has given practical advice to 

parents and teachers for encouraging children to 

read. 
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After completing her undergraduate educa- 

tion, Larrick taught in Winchester public schools 

from 1930 to 1942. For the next three years, dur- 

ing World War II, she served as education direc- 

tor for the U.S. Treasury Department’s War 

Bond Division in Washington, D.C. Moving to 

New York Caty after the war, she edited Young 

America Readers weekly news magazines for chil- 

dren until 1951; she also edited The Reading 

Teacher in the early 195()s and served as educa- 

tional director of children’s books at Random 

House from 1952 to 1959. She edited “Poetry Pa- 

rade” recordings for Weston Woods in 1967 and 

was the poetry editor for English Journal, a publica- 

tion of the National Council of Teachers of En- 

glish, for two years in the mid 1970s. Her 

contributions to periodicals, such as Saturday Re- 

view, Parents' Magazine, the New York Times Book Re- 

view, and the Christian Science Monitor, have 

further established Larrick as a leading authority 

on teaching language skills to children. 

In 1958 Larrick married Alexander L. 

Crosby, a writer with whom she coauthored Rock- 

ets Into Space in 1959. For her many books and 

work with reading and literature, Larrick has re- 

ceived many honors: New York University Found- 

er’s Day Achievement Award (1955); the 

presidency of the International Reading Associa- 

tion (1956-1957); Edison Foundation Award 

(1959); Carey- Fhomas Award (1959); an LL.D. de- 

gree from Goucher College (1975); IRA’s Certifi- 

cate of Merit (1977); membership in the Reading 

Hall of Fame (1977); and various other awards 

from universities and educational foundations. 

She had a productive teaching career as adjunct 

professor of education at Lehigh University from 

1964 to 1979; she has held teaching posts at New 

York University’s Graduate School of Education, 

Indiana University, and Bank Street College of Ed- 

ucation; and she has been a lecturer at several dis- 

tinguished universities. 

In her influential article “ I he All-White 

World of Cdiildren’s Books” {Saturday Review, 

1965), Larrick criticized the racial biases of 

children’s literature, pointing to the omission of 

black characters in children’s books. A study ana- 

lyzing trade books over a three-year period 

showed that only four-fifths of one percent in- 

cluded contemj3orary black Americans. When 

blacks outside the United States or blacks before 

World War II were |)ortrayed, they were depicted 

as slaves, sharecroppers, or menial workers. 

(ainsecjueiuly, Larrick argues forcefully 

against racial stereoty])es. Larrick called the lack 

of racial ec|uality in children’s books one of the 

most critical issues in American education of the 

time. “Integration may be the law of the land,” 

she wrote in 1965, “but most of the books chil- 

dren see are all white.” 1 he impact she described 

was destructive to black children, but whites suf- 

fer even worse, she ex[)lained. White children 

learn from these “gentle doses of racism” that 

they are in the majority, when in fact, they are a 

minority in the world. Her words sound even 

more prophetic today. “There seems little chance 

of developing the humility so urgently needed 

for world cooperation,” she concluded, if Ameri- 

cans continue to assume such a superior attitude. 

Her article had considerable impact on children’s 

books, but even to the present there has been 

only a slight increase in books displaying the ra- 

cial, regional, and religious diversity of America’s 

cultures with their various life-styles. 

1 he same year Larrick’s article appeared in 

Saturday Review, she produced Piper, Pipe that 

Song Again! Poems for Boys and. Girls, an anthology 

of seventy-eight poems about nature, the seasons, 

animals, and children’s playfulness. Some of 

children’s lovely, most-wished-for things in the 

world are represented here, along with such clas- 

sics as William Wordsworth’s “My Heart Leaj)s 

Up,” Robert Louis Stevenson’s “My Shadow,” and 

Robert Frost’s “Stopping by Woods on a Snowy 

Evening.” However, the New York Times Book Re- 

view critic who stated that “verbal magic,” “maver- 

ick vision,” and the ability to “stretch the 

imagination” are lacking in this anthology failed 

to read these traditional poems from a child’s per- 

spective and, furthermore, ignored such clever 

poems as Alfred Noyes’s “Daddy Fell into the 

Pond,” Ogden Nash’s “Adventures of Isabel,” 

and John Ciardi’s “Some Cook!”—all gems in- 

cluded to ])rovoke a child’s giggles and imagina- 

tive response. In her introduction Larrick 

reminds readers that poems are meant to be 

read aloud to appreciate the rhythm, just as 

songs are meant to be sung aloud for the melody 

and lyrics to come alive. 

1 he following year Poetry for Holidays (19()(i) 

was published. It contains fifty-eight |)oems for 

popular celebrations, beginning with Halloween 

(perhaps because it is the most magical, imagina- 

tive, and nonreligious holiday) and including 

Fhanksgiving, (Christmas, New Year’s Day, Saint 

Valentine’s Day, Saint Pat t ick’s Day, Faster, May 

Day, the Fourth of July, and birthdays. Of 

course, (’.hristmas is represented by the most 
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j)()enis, with iwenly-oiie selections. Had the 

poems been compiled today, one might find a 

more representative sam[)ling of holidays cele- 

brated by religions and ethnic minorities: Hanuk- 

kah, Ikissover, the C^hinese New Year, and the 

Feast of Our Lady of Ciuadalupe. To Larrick’s 

credit, this anthology does include two poems by 

black poets (Langston Hughes’s “C^arol of the 

Brown King” and Owendolyn Brooks’s “Otto”); 

furthermore, three black children are pictured 

(one each with the above two poems and one danc- 

ing with five whites around the maypole for 

Fleanor Farjeon’s “For a Dance”). Undoubtedly, 

even for Larrick, breaking into the “all-white 

world” of children’s literature was not easy. A se- 

(jLiel, More Poetry for Holidays, a collection for vari- 

ous holidays, was published in 1973. 

1 he title of Larrick’s 1968 anthology Piping 

Down the Valleys Wild: Poetry for the Young of All 

Ages comes from the first line of William Blake’s 

“ Fhe Piper.” Aimed at adults, Larrick’s introduc- 

tion explains how children react to poetry and 

how parents and teachers can nurture that intui- 

tive interest. Fhe connection with Blake’s work 

stresses the importance of children’s pleasurable 

response to musical language, allowing them to ob- 

serve the world more clearly and sensitively. Hav- 

ing studied a variety of poetry which appeals to a 

wide range of children, preschool to twelve, 

Larrick finds that youngsters are “particularly re- 

sponsive to the simple, almost conversational lan- 

guage” of modern poets such as Robert Frost, 

Ckirl Sandburg, and T. S. Eliot; of earlier poets, 

Robert Louis Stevenson is the favorite. 

Larrick presents young readers with a large 

sampling of imaginative poems, yet they are 

rather traditional in content. Larrick states in her 

introduction that children “in the realm of fan- 

tasy, . . . are ready to suspend their disbelief 

more readily. Witches—even elves and fairies— 

have appeal. Talking animals win almost every 

child, particularly if they are funny. The humor 

of ‘ Fhe Owl and the Pussy-(^at’ seems to be as pop- 

ular today as when it was created almost a hun- 

dred years ago.” Fo help children enjoy poetry, 

Larrick suggests that they hear its rhythm; conse- 

(piently, adults who like poetry themselves can 

help young children by selecting the right poems 

and by reading aloud effectively. Fhe sixteen sec- 

tions, organized loosely by cjuoted lines that re- 

flect various themes of the nearly 250 poems, 

cover humor and nonsense, nature and seasons, 

evening sights, fantasy, people, animals and in- 

sects, travel, the city, dreams, and poetry. The 

final poem (written by (Tinese poet Yuan Mei) 

sums up Larrick’s vision of poetry’s transcending 

the explainable, the commonplace: 

Only be willing to search for poetry, and 

there will be poetry. 

My soul, a tiny speck, is iny tutor. 

Evening sun and fragrant grass are 

common things, 

But, with understanding, they can become 

glorious verse. 

Another 1968 anthology. Green is Like a 

Meadow of Grass: An Anthology of Childrens Plea- 

sure in Poetry, presents seventy-four poems writ- 

ten by children; these original verses are rather 

simple, some two and three lines, and are ar- 

ranged thematically for a kaleidoscopic array of 

children’s interests: spring, fog, grass, sea shells, 

animals, fairies, the moon, the city, and their feel- 

ings. 

On City Streets: An Anthology of Poetry was also 

published in 1968. Here poems for readers ages 

ten and up mirror both the exciting and the 

bleak aspects of city dwellers’ lives. The poetry is 

complemented by black-and-white photographs 

to heighten the stark reality of various facets of 

urban experiences. In her introduction Larrick ex- 

plains how at fifteen she moved from an easy- 

going country town to Baltimore, with its 

excitement, clutter, and noise; later, attending Co- 

lumbia University for graduate study, she was 

even more impressed by a great city’s rhythms. 

Consequently, Larrick offers readers poems 

“sometimes nonsensical, more often tinged with 

tragedy, but always vibrant with the drama of city 

life.” Familiar selections include Langston 

Hughes’s “Dream Deferred,” Carl Sandburg’s 

“Jazz Fantasia” and “Prayers of Steel,” Gwendolyn 

Brooks’s “We Real Cool,” and Robert Frost’s “Ac- 

quainted with the Night.” The less familiar are 

even more fascinating: for example. Eve 

Merriam’s fantasy “Alligator on the Escalator,” 

about an alligator in a department store, and Greg- 

ory Corso’s tragic “Italian Extravaganze,” an elabo- 

rate funeral for an infant. Larrick’s selections, 

based on the choices of over one hundred young 

inner-city children, reflect what life is like on city 

streets, as well as what it might be like when the im- 

agination runs wild. 

Larrick followed this theme of urban experi- 

ence with I Heard a Scream in the Street: Poems by 

Young People in the City (1970), in which racial mi- 

norities and other inner-city groups are repre- 

sented. Poems by youths range from those with 
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Dust jackets for tivo of Larrick’s three 1968 anthologies 

{Ev(ms) 
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musing, introspective tones to those with 

stronger, more muscular language and challeng- 

ing spirit, riiese [)oeins hy and lor adolescents 

from inner-city ghettoes mirror their sensitivity 

and courage as well as their anger and misery. 

An examj)le of their awareness of the world’s in- 

sanity at the height ol the Vietnam War is “A 

War Chune,” which calls war “uniformed mur- 

der’’ and mourns all those killed in war— 

especially innocent children. 

It is obvious that Larrick s})eaks out for an 

awareness of social realities and for justice and 

ecjuality in an unjust, unecjual society. With Eve 

Merriam, a popular poet with similar views of so- 

cial consciousness, Larrick coedited Male and Fe- 

male Lhider 18 (1973), an anthology of poems and 

comments by young people, eight to eighteen, ex- 

pressing their social roles and their awareness of 

sociological realities. In a 1972 Publishers Weekly ar- 

ticle Larrick speaks out on ways books can help 

young {)eople cope with the reality of their confus- 

ing wc:)rld. She defends realistic children’s books 

as aids in dealing with concerns such as divorce, 

drugs, and the draft. Consequently, those study- 

ing children’s literature must be taught to face con- 

troversial issues in the books they will be 

teaching and offering young readers. 

Larrick continued to edit poetry anthologies 

for children in the following decade: Room for Me 

and a Mountain Lio7i: Poetry of Open Space (1974), 

Crazy to Be Alive in Such a Strange World: Poems 

about People (1977), Bring Me All of Your Dreams: 

Poems (1980), Tambourines! Tambourines to Glory!: 

Prayers and Poems (1982), and When the Dark Comes 

Dancing: A Bedtime Poetry Book (1983). In addition 

to these collections, she published books to guide 

parents in their children’s readings: Childreiis 

Reading Begins at Home: How Parents Can Help 

Their Young Children (1980) and Encourage Your Chil- 

dren to Read (1981). 

Id encourage teachers and parents to turn 

children into enthusiastic readers, Larrick has pub- 

lished many articles in magazines and journals de- 

signed to help teachers of children’s literature 

provide the best possible experiences for their stu- 

dents. One article demonstrating Larrick’s tremen- 

dous inlluence on the teaching of children’s 

literature is “Poetry in the Story Hour,’’ which ap- 

peared in Pop of the News in 197(7 Her innovative 

approaches in both the elementary school class- 

room and the university classes are based on the 

conviction that “a child’s appreciation of poetry de- 

pends upon involvement-immediate involve- 

ment.” (a)nsequently, she structured her poetry 

workshop class to enhance that individual partici- 

pation. fating Eve Merriam’s advice in “How to 

Eat a Poem” (“Bite in. /Pick it up ... It is ready 

and ripe now, whenever you are”), Larrick 

stresses that poetry should be experienced in all 

its delights without verbal preliminaries to get be- 

tween the reader and the poem. Fhe possibilities 

for creative involvement in poetry are endless, 

and for children are “ready and ripe now.” 

Also, Larrick has written an excellent con- 

cise history of the illustration of children’s poe- 

try, “The Changing Picture of Poetry Books for 

Children,” which appeared in the Wilson Library 

Bulletin in 1980. Beginning with the didactic, con- 

descending verses of the early chapbooks, she 

traces milestones of children’s poetry from the 

beautifully “written, designed, illustrated, en- 

graved, hand-colored, and bound” volumes of Wil- 

liam Blake’s Songs of Innocence (1789) through 

illustrators Walter Crane, Kate Greenaway, and 

Randolph Caldecott and the giants of the nine- 

teenth century’s golden age of children’s 

literature—Edward Lear, Lewis Carroll, and Rob- 

ert Louis Stevenson. After discussing several 

twentieth-century poets, such as A. A. Milne, and 

illustrators such as Ernest H. Shepard and Alice 

and Martin Provensen, she cites her own poetry 

anthologies {On City Streets and / Heard a Scream 

in the Street) and four other works as examples of 

books illustrated with photographs. Also Larrick 

gives examples of modern printing and exciting 

new concepts in children’s poetry—certainly a 

long journey from the poor quality of eighteenth- 

century chapbooks. 

Nancy Larrick’s contributions to children’s 

poetry warrant her reputation as an authoritative 

voice offering advice about teaching and enjoying 

literature. She has exerted tremendous influence 

as an editor of language arts journals, author of 

many professional journal and popular magazine 

articles, and anthologist of more than a dozen po- 

etry books. Her work has enlightened two genera- 

tions ol children and adults about the pleasures 

of poetry. 
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Although he has become an author and illus- 

trator ol children’s hooks late in life, tollowing a 

snccessfnl career as a commercial designer and 

painter, Leo Lionni has nevertheless made an 

enormous and invaluable contribution to picture 

hooks for young children over the past three de- 

cades. He has combined his skill as a designer 

and as a graphic artist continually seeking to wed 

form with content in each of his hooks, and his in- 

tegrity as an author-illustrator in ccjnveying a 

sense of great care and craftsmanship in the mak- 

ing of picture books, to produce a series of illus- 

trated fables and parables for children that stress 

the importance of aesthetic values, individuality, 

and self-worth. 

In contrast to illustrators who have evolved 

a consistent personal style, Lionni has sought to 

match his style and choice of medium to the con- 

tent of each individual story, and in so doing has 

brought a freshness and originality of technique 

to his work that has seldom been surpassed. His 

influence on the development of present-day 

children’s book illustration has been pervasive, 

and particularly important in the areas of page de- 

sign and the use of collage. 

Leo (Leonard) Lionni was born in Amster- 

dam, Holland, on 5 May 1910, the son of Louis 

and Elizabeth Grossouw Lionni. Born into an artis- 

tic and creative family—his mother was a concert 

soj)rano, his uncle an architect—Lionni spent the 

first twelve years of his life in Amsterdam and 

much of his time in the art museums there, study- 

ing the works of the great masters and forming 

an early resolve to become an artist. The Amster- 

dam school system placed great emphasis on na- 

ture studies, and Lionni was continually 

collecting and drawing plants, shells, stones, 

leaves, and small animals, a habit which was to re- 

main with him and which would strongly influ- 

ence his later career as a designer and illustrator. 

IJonni spent the remainder of his childhood trav- 

eling with his family in Belgium, France, Switzer- 

land, and Italy, and he received some schooling 

in each of these countries. 

He attended the University of Zurich from 

1928 to 1930, and in December 1931 he married 

Nora Maffi. In the next few years Lionni began 

to establish himself as a painter, opening his own 

advertising agency, exhibiting his oil paintings 

and contributing articles on art and the cinema 

to European art journals while working to obtain 

his doctorate in economics from the University of 

Cienoa in 1935. In 1939 Lionni emigrated to the 

United States, becoming a naturalized citizen in 

1945. Almost immediately he established himself 

as a dynamic talent in commercial design. Work- 

ing variously as art director for N. W. Ayer and 

Sons, a Philadelphia advertising agency, design di- 

rector for the Olivetti Corporation, art director 

for Fortune magazine, coeditor of'Trmf and head 

of the graphics design department for the Par- 

sons School of Design, Lionni received numerous 

honors and awards and served at one time as presi- 

dent of the American Institute of Graphic Arts. 

In 1947 he began to exhibit his paintings 

and sculpture in one-man shows throughout Eu- 

rope and the United States. Reviewers of his 

work described Lionni as a phenomenon, genu- 

inely versatile, and one of the world’s most origi- 

nal designers. He did not consider making a 

career of children’s book illustration until 1958 

when, while traveling by train with his grandchil- 

dren between New York and Greenwich, Connecti- 

cut, he created the story of Little Blue and Little 

Yellow (1959) for their amusement. From that 

time, Lionni’s considerable talents were devoted 

to writing and illustrating books for young chil- 

dren. 

Lionni is the father of two sons, Louis and 

Paolo, one an architect and the other a poet and 

painter. He and his wife presently divide their 

time between a New York apartment and a 

seventeenth-century farm house in the Tuscan 

hills of Italy. His homes are plentifully furnished 

with art and folk objects acquired in his travels, 

as well as with the works of artists who have influ- 

enced his work, such as Jean Arp and Paul Klee. 

In describing how Little Blue and Little Yellow 

came about, Lionni remarked: “This first book 

Just happened. I told a story to my grandchil- 

dren, made it into a dummy, and showed it to an 

editor friend. The book was successful.” Little 

Blue and Little Yellow, now an established classic, is 

the story of two blobs of color who are the best 

of friends, so much so that they hug each other 

until they become a single blob of green. This cre- 

ates problems with their parents, who fail to recog- 

nize their children, but Little Blue and Little 

Yellow manage to separate into their original col- 

ors, and all ends happily. 

Illustrated entirely with torn-paper collage, 

a dramatically innovative technique for its clay. 
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little hluejind little yellow 

Cover for Lionni's 1959 allegorical tale in which he uses two 

colored shapes as his protagonists (McDowell, Obolensky) 

the theme of the book is the unfairness of judg- 

ing by appearances. Some critics have also inter- 

preted Little Blue cind Little Yellow as social 

commentary, specifically as a plea for racial inte- 

gration, although Lionni has denied that this was 

his intention. Deceptively simple, with its brief, 

economical narrative and torn-paper characters. 

Little Blue and Little Yellow is a profound parable dis- 

playing both humor and pathos; it is also a very 

neat little lesson in color theory. 

The characters, as they jump about on the 

page against backgrounds of various shapes and 

colors, are vivid personalities with which children 

consistently identify. Lionni once said in an inter- 

view with Rose H. Agree for the Wilson Library Bul- 

letin: “Wherever you go, when you a^k, ‘Who is 

the mother and who is the father,’ you always get 

the same answer—it’s fantastic. Overwhelmingly, 

the round one is the mother and the long one is 

the father. I always ask that of every group of chil- 

dren.” Critical reception Little Blue and Little Yel- 

low was uniformly enthusiastic; it was the first 

|)icture book to tell an allegorical tale about 

human problems and human situations using nei- 

ther humans nor animals as its protagonists, but 

merely bits of torn })aper distributed across the pic- 

ture s|)ace in such a way as to denote specific ac- 

tions, j)urposes, and emotions. 

Lionni finds the inspiration for his stories in 

his own childhood. In “Before Images,” an essay 

that appeared in the November/December 1984 

issue of Horn Book, Lionni states: “When I was a 

child, I was a passionate collector of small ani- 

mals. ... I kept them within the glass walls of ter- 

rariums where ... I arranged sand and stones, 

mosses and ferns, to simulate a natural habi- 

tat. ... I suddenly recognized them, after half a 

century, in the fables I had written and illus- 

trated, . . . now I knew how much they had condi- 

tioned the choices of theme, the formal 

preferences, the whole intricate game of symbols 

which characterize my work as an artist.” 

Inch by Inch (1960), Lionni’s second book for 

children, is a fable about an inchworm who saves 

himself from being eaten by birds by agreeing to 

measure the tails, legs, and necks of his preda- 

tors. While it is easy enough to measure the tail 

of the robin, the neck of the flamingo, and the 

legs of the heron, the inchworm must resort to 

strategy when the nightingale demands that the 

worm measure his song. In creating this tongue-in- 

cheek tale, Lionni drew upon the nature studies 

of his childhood, creating a microcosmic world 

peopled by small animals. In this hostile environ- 

ment the inchworm survives by using his talents 

and intelligence. 

Illustrated in richly textured collage and 

crayon against a white background. Inch by Inch 

combines lavish surface texture with careful page 

layout and dramatic design; the story’s protago- 

nist and focal point, the bright-green inchworm, 

is carried along page by page through his vividly 

colored and textured world until at last he 

“inches out of sight.” 4 he simple text, which 

seems to nestle unobtrusively in the upper and 

lower corners of each page, also paces the tale 

with poetic economy. 

Lionni, whose personal opinion is that “a 

good children’s book is, inevitably, autobiogra- 

phy,” has noted that Inch by Inch reflected his life 

in advertising. “When I had to make a living, I 

had to survive and I really made a living telling 

people things that they didn’t need to know. 

That’s what the inchworm did and he managed, 

very cleverly, to survive.” 

At a time when full-color reproduction in 

children’s picture books was becoming more feasi- 

ble, Inch by Inch strongly influenced other artists 

to emj)loy collage as an illustrative medium. How- 

ever, Inch by Inch, a (kildecott Honor Book in 

1961 and winner of the Lewis Ckirroll Shelf 

Award in 1962, has seldom been cxjualed in the 

areas of collage design and technicjue. 

Following Inch by Inch, Lionni produced a 
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Swimmy 
by Leo Lionni 

• 

Pantheon 

Dust jacket for Liomus 1963 story of a. small black fish who 

must learn to survive on his own after his family is 

eaten {Pantheon) 

book which focuses on another aspect of nature. 

On My Bench There Are Many Pebbles (1961) re- 

flects Lionni’s lifelong habits of collecting pebbles 

and making careful drawings of natural objects. 

Once again matching style to content, Lionni 

used black-and-white pencil drawings to illustrate 

the book; the absence of color focuses attention 

on the forms of the pebbles themselves. The pres- 

ence of pebbles is a recurring motif in Lionni’s na- 

ture fables: “Perhaps the pebble is a sort of 

symbol to me. . . . We have endless objects but na- 

ture has only a few and I try to keep things as 

close as possible to a very elementary situation.” 

If Inch by Inch reflects Lionni’s pragmatic pe- 

riod of survival in the world of advertising, his 

fourth book, Swirnmy (1966), mirrors his increas- 

ing involvement in j)olitics. Swimmy is the story of 

a small black fish whose brothers and sisters are 

devoured by a hungry tnna. Alone in his under- 

sea world, Swimmy moves on until he finds an- 

other school of fish and concocts a clever plan to 

saleguard himself and his new family from preda- 

tors by teaching them to swim in a formation re- 

sembling one giant fish, proclaiming, “I’ll be the 

eye” as he leads his family out into the world. 

Again the theme has to do with the ingenu- 

ity and resourcefulness of a small animal hero, 

but in Swimmy Lionni draws upon a j)ersonal con- 

viction. As he told Agree: “I didn’t think it was 

enough to be an artist-I had to be a protest 

painter. . . . d he artist is a man like other men 

. . . with the same responsibilities. But when the 

time comes, the artist must realize that he has a 

specific function to perform—he is the eye—not 

the body.” 

Unlike the clean-edged, sharply realistic cut- 

paper world of Inch by Inch, Swimmy’s undersea 

world is composed of highly textiued watercolor 

washes and prints that create an impressionistic 

underwater locale. In Swimmy Lionni has been crit- 

icized for displaying too much preoccupation 

with the surface qualities of forms for their own 

sake, but the illustrations are undeniably beauti- 

ful, creating moods and impressions through the 

alternate use of greyed tones and vibrant colors. 

Moreover, the simple and economical text is both 

extended and embellished by the illustrations, 

which reflect Lionni’s philosophy of suiting the 

style to the content of the story. In “My Books 

for Children,” an essay published in the October 

1964 Wilson Library Bulletin, Lionni states: “I find 

greater joy and satisfaction in developing a form 

for each idea, . . . style is more than a technical 

mannerism. ... It is a method of going directly 

to the heart of each situation and . . . finding the 

proper technique for expressing it.” 

Though Swimmy s pages come close to being 

overwhelmed by the abundance of experimental 

textures and special effects, the book aptly demon- 

strates Lionni’s versatility as an illustrator. Win- 

ner of the German Children’s Book Prize in 

1963 and a Caldecott Honor Book in 1964, 

Swimmy was also chosen to receive the (iolden 

Apple Award at the Bratislava First Biennial in 

Czechoslovakia in 1967, the first picture book by 

an American illustrator to be so honored. 

In 1956, while working as art director for For- 

tune magazine, Lionni visited India. The immedi- 

ate result was a photographic portfolio for 

Fortune entitled “Resurgent India”; however, the 

visit made a lasting impression on Lionni, re- 

flected in Tico and the Golden Wings (1964). A pic- 

ture book invented in the style of an old Hindu 

folktale, Tico and the Golden Wings is the story of a 

bird born without wings. One night a magic 

“wishingbird” grants Fico’s wish for a pair of 

golden wings. But his friends find I ico’s wings 

strange and different, and they forsake him. One 

by one Tico gives away his golden feathers to 

help the needy, growing plain black feathers in 
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their place. At last Tico is like the other birds. 

But even after he has become one of them he 

tells himself, “and yet I am not like my old 

friends. We are all different. Each for his own 

memories, and his own invisible golden dreams.” 

In Tico and the Golden Wings Ldonni deals 

with the familiar themes of the search for iden- 

tity and appreciation of one’s own uniqueness. 

The illustrations are stylized after the manner of 

far Eastern art. The figures are one dimensional, 

frequently painted in profile against a back- 

ground of stylized leaves in a variety of rich dark- 

green and golden hues. The overall color scheme 

creates a somber and dignified ef fect, and the pic- 

tures, when carefully arranged against the white 

background, have a static quality that contributes 

to the universality of the theme. 

As ever, Lionni suits the artistic style to the 

content of his fable. In “My Books for Children” 

he wrote: “When a story takes shape in my imagi- 

nation, it does so in sentences and images. Some- 

times the words trail the pictures and often it is 

the other way around, but the give and take be- 

tween the two happens almost simultaneously in 

the privacy of my own mind. And so the form ex- 

presses the content in a direct, convincing man- 

ner.” Though Tico and the Golden Wings is a 

departure from the brightly colored collages of 

his earlier fables, it is still firmly grounded in the 

natural world Lionni knows so well, the world of 

plants and small animals: birds, fish, and, in his 

next picture book, mice. 

With Frederick (1967), considered by critics 

to be among his best work, Lionni began to em- 

ploy mice as his heroes and antiheroes; indeed 

the mouse has become a Lionni trademark. Freder- 

ick is the story of a “chatty family of field mice” 

who spend the summer storing up food for the 

coming winter months—all except Lrederick.^ He 

works instead at gathering sun rays,, colors, and 

words to ward off the cold, silent bleakness of win- 

ter. When winter arrives and all the food is 

eaten, the other mice turn to Lrederick, who 

shares with them his stored memories of sun- 

shine and flowers and the mysteries of nature in 

rhyme. 

Frederick'^ theme is a variation on the grass- 

hopper and the ant; it stresses the value of the art- 

ist in society and his s[)iritual contribution to the 

community. Lionni has placed Frederick at that pe- 

riod in his life during which he began to reexam- 

ine the function of the artist in liociety: “I 

became more introspective and began to feel 

that, after all, as an artist, you’re really justified 

Pantheon 

Dust jacket for Lionni s 1967 book which stresses the value of 

the artist in society and his spiritual contribution to the 

com.munity (Pantheon) 

enough; maybe you should, for awhile, concen- 

trate on that. You perform a function in society 

even if it does not actually involve running about 

in the streets with a flag in your hand.” 

The collage illustrations, done in a range of 

soft browns and grays, convey the introspective 

mood of the story. The torn-paper mice stand 

out against the clean edges and textures of the 

background, and the double-page spreads, with 

their assortment of shapes—rocks, mice, trees—fill 

the picture plane without overwhelming it. I he 

subdued palette and carefully arranged designs 

well support the sensitive, s|)are text. 

In a sense, Frederick is one of the most auto- 

biographical of Lionni’s fables, going back to his 

early childhood development as an artist. In “Be- 

fore Images,” which discusses the origins of liter- 

acy in children, Lionni wrote: “Since the |)icture 

book seems to be the door that leads into the com- 

plexities of literacy, it is surj)rising that it has 

been given so little attention. . . . The study of lit- 

eracy is all too often a matter of spinning words 

about words without looking back to the images 

that precede words and to the feelings that pre- 

cede both.” Lrederick’s story is one of the progres- 
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sion f rom Icelings to images and finally to words— 

an emergence into literacy—as he experiences the 

warmth of the sunlight and the colors of nature, 

then the [poetic ex[)ression of all that he has felt 

and seen. Frederick was a (Caldecott Honor Book 

in 1968. 

From the outset, Lionni sought to create stor- 

ies that have a beginning, a middle, and an end 

and that convey a moral. In “My Books for Chil- 

dren” he wrote: “In some of my stories the moral 

is (juite simple and obvious; in others it may be 

more difficult to articulate, . . . my stories are 

meant to stimulate the mind, to create an aware- 

ness, to destroy a prejudice.” While his early fa- 

bles succeeded in conveying this moral intent 

with subtlety and charm, his handling of a moral 

message was less sure in The Alphabet Tree (1968), 

a fable about letters of the alphabet living on the 

leaves of a tree. When a strong wind blows some 

of the letters away, the rest form themselves into 

words for greater safety at the suggestion of a 

friendly insect. It is a purple caterpillar, how- 

ever, who suggests to the words that they should 

form themselves into sentences that “mean some- 

thing.” The words take his advice, spelling out 

“peace on earth good will toward men,” a mes- 

sage which the caterpillar determines to carry to 

the president. 

While the idea of letters living in a tree has 

charm, and the collage and watercolor illustra- 

tions are gracefully executed, the story line is over- 

whelmed by a heavy-handed pacifism that 

detracts from the whimsical appeal of a parable 

about the origin of words and meanings. For this 

reason critics have found The Alphabet Tree far 

less satisfying in conveying its political moral 

than Sunmmy, and it is considered the least success- 

ful of Idonni’s books. According to Elva Harmon 

of Sehool Library Journal (February 1969), “The 

acid political overtones of the topical punch line 

are more likely to hold attraction and meaning 

for political hip-to-yip adults rather than for . . . 

young children.” 

Far more successful in presenting its simpler 

message of living in harmony with nature is The 

Biggest House in the World (1968). Illustrated with 

colorfully realistic, at times surrealistic, crayon 

technicjue, The Biggest House in the World is a na- 

ture parable reminiscent of the stories in medie- 

val bestiaries. When a little snail living on a 

cabbage leaf tells his father he wants to have the 

biggest house in the world, his father recites a cau- 

tionary tale about another little snail who learned 

to make his shell grow to a great size, so large 

that its owner perished because he could no 

longer move. “That was the end of the story. 

Fhe little snail was almost in tears. But then he re- 

membered his own house. ‘I shall keep it small,’ 

he thought, ‘and when I grow up I shall go wher- 

ever I please.’ ” On the last pages the little snail, 

with his tiny house, is shown against a beautiful 

forest floor filled with flowers, ferns, and multi- 

colored stones. 

Perhaps more than any of his preceding 

books, the illustrations for The Biggest House in 

the World extend the story line as the foolish 

snail’s house grows bigger and bigger, more 

brightly colored and more oddly shaped from 

page to page, until it is mistaken by a swarm of but- 

terflies for a circus and a cathedral. Lionni’s use 

of bright translucent colors and unusual aerial per- 

spective demonstrate a perfect blending of style 

with story content. The Biggest House in the World 

has been placed on a par with Inch by Inch and Fred- 

erick for its neat, tightly constructed nature plot 

and its adroit wedding of pictures and text. 

Lionni continued his use of mice as protago- 

nists in Alexander and the Wind-Up Mouse (1969), 

“about the conflict between traditional values, 

rooted in the human condition, and the gradual 

mechanization of Man.” At this period in his life, 

he remarked: ''Alexander found me tremendously 

involved. ... I intended to do a group of books 

with mice as characters around the same theme.” 

Alexander and the Wind-Up Mouse also marked a 

gradual turning point in Lionni’s style of illustra- 

tion, a style depending heavily on bold, bright col- 

ors, lavishly textured collages, and a flat, 

posterlike effect. Though continuing to produce 

picture books illustrated with a variety of media, 

Lionni began to employ these techniques more fre- 

quently. 

Alexander and the Wind-Up Mouse is the story 

of a lonely mouse who finds a friend in Willy, a 

mechanical mouse who is the favorite toy of the 

children in the house where Alexander lives. Alex- 

ander envies Willy, who is loved, while Alexan- 

der is chased and persecuted every time he 

appears. Determined to become a mechanical 

mouse like Willy, Alexander seeks the help of a 

magical lizard who can grant wishes. But in the 

meantime Willy, his mainspring broken, has been 

tossed onto a scrap heap. Alexander, instead of 

wishing himself to be like Willy, wishes Willy to be- 

come a real mouse, and the two friends are hap- 

pily reunited. 

Alexander’s story illustrates the importance 
of remaining human, of thinking for oneself. 

144 



DLB 61 Leo Lionni 

Alexander and the Wind-Up Mouse 
* 

by Leo Lionni 

Cover for Liomus 1969 story of a lonely mouse who be- 

friends a mechanical mouse (Pantheon) 

and of the transforming power of love. Illus- 

trated with lavishly textured and marbleized col- 

lages, Alexcinder and the Wind-Up Mouse shows 

evidence of the artist’s preoccupation with tex- 

tures and special effects for their own sake. 

Nevertheless the brightly colored, bold designs 

set against black and white backgrounds are spec- 

tacular. Alexander and Willy are mirror images 

of Frederick and his family, and, while the story 

lacks the depth of Frederick, the surprise twist of 

plot at the end makes it a satisfying tale. Alexan- 

der and the Wind-Up Mouse was a (Caldecott Honor 

Book in 1970 and also won the first,Christopher 

Award in the Children’s Book Category the same 

year. 

ddie simple plot of Lionni’s next book. Fish 

Is Fish (1970), like Fhe Biggest House in the World, 

is reminiscent of the cautionary tales in medieval 

bestiaries. In an underwater world rendered in 

soft crayon [pastels, a minnow and a tadpole are 

the best of friends, until the tadpole turns into a 

frog and goes out into the world. One day the 

frog returns and tells his friend about the won- 

ders he has seen in the world outside the pond. 

Fhe minnow, in a series of colorful pen-and-ink 

images, tries to picture such oddities as birds, 

cows, and peoj^le. His curiosity getting the better 

of him, the minnow tries to leave the pond to see 

the world for himself but cjuickly learns the impos- 

sibility of living on land like his friend the frog. 

With the frog’s help he returns to the j^ond, 

happy to be a fish. Fhe moral of the tale is 

spelled out by the frog when he says, “Frogs are 

frogs and fish is fish and that’s that!’’ 

In Fish Is Fish Lionni shows that there are re- 

strictions which inhibit self-reliance and individu- 

ality, namely, the limitations imposed on all 

creatures by nature. However, the vivid contrast 

between the minnow’s imagination and his softly 

crayoned aquatic world points up the quiet beau- 

ties of his simple life. As in all of Lionni’s fables, 

in which his heroes come to realize an underly- 

ing truth about the beauties of nature, friend- 

ship, freedom, or life itself, the minnow learns to 

recognize and appreciate the peculiar value and 

beauty of his pond existence. Lionni also makes 

an interesting humorous observation about the na- 

ture of imagination when he depicts the minnow 

imagining brightly colored flying fish, fishlike 

cows, and walking fish-people. 

In his next few books Lionni’s usually deft 

and humorous moral messages became more com- 

plex and less suited to a picture-book format 

than his earlier, simpler themes. In still another 

mouse fable, Theodore and the Talking Mushroom 

(1971), Lionni deals with a problem that, like the 

pacif ism message in The Alphabet Tree, is more com- 

prehensible to adults than to young children, 

namely, people who set themselves up as false mes- 

siahs. Theodore, who has a low opinion of him- 

self and his ability to run, finds a blue 

mushroom that says “Quirp!’’ He “translates’’ this 

message to his friends as “the mouse should be re- 

vered above all other animals.’’ The trick works, 

and the animals begin to pay homage to Fheo- 

dore and his mushroom until one day when they 

come upon a whole valley filled with blue mush- 

rooms saying “Quirp!’’ Fhe angry animals turn 

on Theodore, who runs away and is never seen 

again. 

The earth-tone collages contrast sharply 

with the bright-blue mushroom and crisp-edged 

flower garlands, creating a more restrained 

mood than that in Alexander and Ihe Wind-Up 

Alouse; Lionni’s use of collage with mixed media 

here is designed to convey a more subtle mes- 

sage. Although the illustrations are visually effec- 

tive, the story itself is uncomfortably moialistic. 

Here, as in The Alphabet 'Tree, Lionni j)laces too bur- 

densome a moral in a picture book. While 'Theo- 

dore and the 'Talking Mushroom shows Lionni the 
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illustrator at his best, his greatest successes, such 

as Frederick, Inch by Inch, and Swirnmy, have more 

to do thematically with aesthetic truths than with 

political or social commentary. 

Much the same holds true of The Greentail 

Mouse (1973). Illustrated with double-page paint- 

ings resembling his collages and rendered in sub- 

dued oranges, browns, and blues. The Greeiitail 

Mouse is the story of a group of happy field mice 

who are visited one clay by a mouse from the 

city. He tells them about the festivities of Mardi 

Ciras, particularly about the wearing of masks. 

I he field mice decide to hold their own Mardi 

Ciras, complete with their own ferocious dis- 

guises. They soon forget, however, that they are 

merely pretending, and their happy community 

becomes filled with suspicion and hatred. It takes 

another visiting mouse to point out to them that 

it is the masks that are the cause of their trou- 

bles. When the masks are removed and de- 

stroyed, the mice are happy and peaceful again. 

The fable deals with the problems of appear- 

ance versus reality and the dangers of pretending 

to be what one is not. Appropriately, the illustra- 

tions are at first cheerful and pleasantly colored 

in rich complementary blues, oranges, and soft 

grays, darkening to menacing shades of gray, 

green, and black as the mice fall under the evil 

spell of their masks. At the story’s end the 

bright, cheerful colors return. 

However, the psychology involved in the 

tale is too complex for young children. The after- 

effects of the mice’s ordeal are glossed over; the 

whole problem of dealing with fears and bad mem- 

ories is never really addressed. The mouse called 

CTeentail chooses to hide her fears behind cheer- 

ful evasiveness. The story depends too much 

upon telescoping and manipulation of events to 

convey its message. In The Greentail Mouse Lionni 

undertakes too great a task in too short a space, 

though the illustrations are finely rendered and 

well match the tone and mood of the story. 

The quality of the illustrations is more ques- 

tionable in Lionni’s next fable. In the Rahhitgarden 

(1975). Fhis tongue-in-cheek story concerns two 

happy rabbits who live and play in a beautiful gar- 

den. One day they are warned by their mentor, 

the Old Rabbit, not to eat the apples from the 

apple tree “or the fox will get you.” When the 

Old Rabbit leaves, however, the carrot supply 

runs out and the hungry rabbits are befriended 

by a serpent who gives them apples from the 

tree. Ihe three friends play happily together 

until one day when the fox appears. By means of 

Theodore and the Talking Mushroom 
V 

Cover for Lionni’s 1971 fable about a mouse who sets himself 

up as a false messiah (Pantheon) 

a trick the serpent saves the rabbits, and when 

the Old Rabbit returns he soon relents and eats 

an apple himself. 

The point of the fable is that appearances 

are often deceiving, but one is never too old to 

learn. The opaque mixed-media illustrations, con- 

sisting of collage, crayon, and pastel, create a flat, 

lusterless effect of thick color. They lack the rich- 

ness and clarity of Lionni’s usual designs, and the 

story itself is thin and often confusing, for at 

times it appears to be allegory and at other times 

simply a statement that adults are not always 

right. Lionni’s usual meticulous care in rendering 

and wedding pictures and plot is lacking in this 

fable, though the illustrations do retain a charac- 

teristic boldness of style. 

In A Colour of His Own (1975) Lionni em- 

ployed watercolor printmaking to do a study in 

color somewhat reminiscent of Little Blue and Lit- 

tle Yellow. The theme also is similar: love and 

friendship as the solution to problems of identity. 

In this small picture book, with a text pared 

down to the bare essentials, Lionni tells the story 

of an unhappy chameleon who longs for a color 

of his own. He tries living on a leaf so that he 

will always be green, but autumn comes and the 
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chameleon turns yellow, then red, and finally 

black in the long winter night. In the spring, how- 

ever, he meets an older and wiser chameleon 

who suggests that they stay together so that they 

will always be the same color. 

The setting of A Colour of His Ouyn returns 

to the terrariums of Lionni’s childhood. The 

softly textured watercolor prints against white 

backgrounds suggest nature with a simplicity and 

directness reminiscent of Inch by Inch and 

Sunmmy. Lionni uses pure color and the quizzical 

expressions in his chameleon’s eyes to express 

mood and message in a satisfying blend of pic- 

tures and text. In A Colour of His Own Lionni also 

returns to the picture book in its earlier, purer 

form, as a work capable of conveying a story 

largely on the strength of pictures alone. As in 

his first books, his pictures speak for themselves; 

the text is greatly simplified and unobtrusive, as 

in Little Blue and Little Yellow. At this point Lionni 

had turned away from heavily moralistic themes 

and allegory and back to a more satisfying picture/ 

story combination: appreciation of the beauties 

of nature and of life itself. 

In Pezzettino (1975) Lionni once more used 

shapes as his characters, with a little orange 

shape called Pezzettino, or “little piece,” as his 

hero. In this simple search-for-identity story, 

Pezzettino feels insignificant compared to his big- 

ger friends, who can run, fly, swim, and climb 

mountains. He feels he must be a little piece of 

someone else bigger and more important, but can- 

not discover whose little piece he is. Finally he 

seeks the help of the wise-one who sends him to 

the island of Wham. There, while searching up 

and down, Pezzettino falls and breaks into many 

little pieces, making the immense discovery “I am 

myself!” 

f he brilliantly colored illustrations of primi- 

tive checkered creatures suggest the work of con- 

temporary British illustrator Brian Wildsmith, 

while the collage backgrounds of land and sea, 

done in textured and beautifully marbleized pa- 

j)ers, are pure Lionni. fhe two media wed very 

well, and the theme of the story—that each per- 

son is an individual in his own right, no matter 

how' small—is a [:)erceptive lesson to offer young 

children, fhe cheerful colors, which seem to 

glow against the white background, and the sim- 

plicity of line and form aptly complement the sim- 

j)le, straightforward text. 
Lven though his most frequentl^^ used me- 

dium remains collage, Lionni continually uses 

new' techni(|ues to enliven his cut-paper illustra- 

tions. In / Want to Stay Here! I Want to Co There! A 

Flea Story (1977) Lionni uses the humorous de- 

vice of two “invisible” heroes whose whereabouts 

are made known by their dialogue, which is en- 

closed in red and blue balloons. An adventurous 

flea, followed reluctantly by his more nervous, 

stay-at-home companion, hops joyously from ani- 

mal to animal in his eagerness to see something 

of the world. Finally he hops aboard a bird to dis- 

cover the wonders of flight, while his friend re- 

turns home reflecting that, after all, a little travel 

can he interesting. 

Lionni uses an assortment of marbleized, tex- 

tured, and patterned papers to depict the fur on 

a dog, the feathers on a chicken, as well as flow- 

ers, water, and trees. Though the style lacks origi- 

nality, it is the humor of the story situation, the 

novelty of unseen characters and the naturalness 

of their dialogue as they talk, bicker, and protest 

that lift the story out of the ordinary. The theme 

is, simply, “be yourself,” and Lionni adroitly cre- 

ates empathy both for the adventurous flea and 

his more practical friend through their character- 

delineating dialogue. Lionni takes his readers on 

a nature tour, encouraging them to look closely, 

as a flea might do, at the familiar and common- 

place things we take for granted: birds, animals, 

earth, water, and sky. 

Lionni’s fifth mouse fable, Geraldine, the 

Music Mouse (1979), is illustrated entirely in 

crayon, a style well suited to the soft, imaginative 

mood of the story. Geraldine finds a large block 

of parmesan cheese and, with the help of her 

friends, carries it back to her home. After nib- 

bling off a few chunks as payment for her 

friends’ help, she is surprised to see the head of 

a mouse-sculpture emerging. She soon nibbles 

out the form of a mouse blowing upon its tail 

like a flute, and that night listens in rapture as 

magical music pours from the sculpture. Night 

after night Geraldine listens to the music, and 

one day her friends, unable to find food, de- 

mand that she share the cheese with them. 

Geraldine protests, “But that is not possible! . . . 

Because . . . it is MUSKd” After a few unsuccess- 

ful attempts to demonstrate, (ieraldine plays a 

tune for her friends, who agree that such a magi- 

cal cheese cannot be eaten. Now, however, the 

cheese can be eaten, says (ieraldine, “Because . . . 

now the music is in me.” 

(ieraldine, like Frederick, is a defender of 

the arts. I hough the soft, meditative illustrations 

are not as enterprising as much of Lionni’s preced- 

ing work, they express perfectly the tone of this 
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Geraldine, the Music Mouse 

Dust jacket for Lionni s 1979 mouse fable illustrated entirely 

in crayon (Pantheon) 

imaginative story about the importance of beauty 

in life and of the artist as a spiritual guide in the 

community. Geraldine, the Music Mouse, along with 

Frederick and Alexander and the Wind-Up Mouse, 

ranks as one of Lionni’s most successful mouse fa- 

bles. 

Just as he offered a simple lesson in color the- 

ory in Little Blue and Little Yellow, Lionni pre- 

sented a lesson in art appreciation and creativity 

in Leds Make Rabbits (1982). In this tale, illus- 

trated in pencil, crayon, and collage, a scissors 

and pencil consult together and decide to “make 

rabbits.” The pencil quickly sketches a rabbit 

while the scissors creates a rabbit from scraps of 

colored paper. The two rabbits become hungry, 

and the pencil and scissors supply carrots. When 

the rabbits awake hungry from a nap, however, 

the pencil and scissors have gone. After a brief 

search for their creators, the rabbits discover a car- 

rot that one of them proclaims is real because “it 

has a shadow!” After gobbling up the carrot, the 

rabbits grow shadows of their own, exclaiming, 

“We are realV' as they hop happily away. 

The artwork of the story is attractively var- 

ied with its combinations of crisp shapes, lines, 

and patterns, and the book neatly portrays the na- 

ture of creativity and the imagination. Fhe story 

is less a story, however, than a presentation on cre- 

ating the appearance of reality, known in the art 

world as “trompe I’oeil,” and Let's Make Rabbits, 

while a pleasant artistic exercise, lacks the sub- 

stance of Little Blue and Little Yellow. 

Lionni’s next book, Cornelius (1983), is a com- 

ical view of human nature. Cornelius is an un- 

usual crocodile who walks upright and takes 

pleasure in learning new things. To all his observa- 

tions, however, his unimaginative friends reply, 

“So what!” Frustrated, Cornelius leaves his river- 

bank home and goes into the Jungle where he 

meets a monkey who can stand on his head and 

hang by his tail. The excited Cornelius urges the 

monkey to teach him these tricks, and when he 

has learned them he returns home and demon- 

strates his new accomplishments. Still his friends 

reply, “So what!,” and the discouraged Cornelius 

decides to leave. But, glancing back, he sees his 

friends eagerly practicing standing on their heads 

and hanging by their tails. Cornelius smilingly ob- 

serves that “life on the riverbeach would never 

be the same again.” 

This tale about the trials and triumphs of 

leadership, illustrated in textured and torn-paper 

collage, conveys no deep message, only a wry 

and gently humorous comment about the differ- 

ence between leaders and followers. Nothing new 

is introduced in the way of technique; Lionni’s 

handling of collage is as distinctive and visually ef- 

fective as ever, but the story, like Let’s Make Rab- 

bits, is basically light and whimsical. The direct 

and simple text is well complemented by the 

posterlike pictures. 

Recently Lionni has used his familiar col- 

lage mice characters to illustrate such preschool 

wordless board books as the Pictures to Talk 

About series. In a style highly reminiscent of Ital- 

ian artist Bruno Munari, whose style is character- 

ized by simplicity of design and masterful use of 

color against white space, these books offer pic- 

tures of two appealing mice examining objects, 

places, and animals in a manner that raises, for 

very young children, the questions who? what? 

where? and when? The stated purpose of the 

books is “to engage the eye and mind of the 

young child.” His Colors, Letters, Numbers and 

Words to Talk About series accomplishes the 

same purpose; hence Lionni’s work has come 

largely full circle, returning to the simplicity of pic- 

torial statements that stand, with or without texts, 

on the strength of their own careful design and 

skillful artistry. 

Because of his desire to achieve coherence be- 
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tween form and content in his books, Lionni has 

seldom collaborated with other authors. His posi- 

tion, as stated in “My Books for Children,” is 

that “For an artist, to work for others means com- 

promises which, however reasonable they may be, 

often leave the initial idea marred, transformed, 

devitalized.” In Mouse Days: A Book of Seasons 

(1981), with text by Hannah Solomon, he offers 

a series of twelve crayon paintings depicting the 

months of the year. The simple narrative, com- 

bined with the colorful antics of Lionni’s mice, pro- 

duces a pleasant picture book for very young 

children. The paintings are highly detailed and 

humorous, rendered in soft, glowing colors. 

There is little genuine collaboration be- 

tween author and artist, however; the text is 

merely a light-weight commentary upon the pic- 

tures. Mouse Days could succeed equally well or bet- 

ter as a wordless book of seasons. In spite of its 

failure as a collaborative effort, however. Mouse 

Days is visually beautiful, restating Lionni’s consid- 

erable talents for telling a tale or creating a 

mood with pictures. 

Artistically and thematically, Lionni’s books 

have developed in ways that reflect his own child- 

hood and its influences, as well as his life as a de- 

signer, artist, and thinker. Several concerns and 

themes consistently manifest themselves in his 

books. The majority of his fables convey themes 

rooted and grounded in nature: the ethereal 

beauty of Swimmy’s undersea world, the meadow 

setting of Frederick, and the varied beauties of the 

forest floor in The Biggest House in the World are 

the essential stage settings for the themes of joy 

in life and inner strength and courage derived 

from the wonders of the natural world. As 

Lionni remarked: “The world in which we move 

is an ever-changing spectacle, revealing around 

each corner new adventures, new beauty and, of 

course, new problems.” 

This preoccupation vyith nature has charac- 

terized his books throughout his career, begin- 

ning as it did with the nature studies, drawings, 

and terrariums of his childhood. In his observa- 

tions on the beginnings of literacy in his article 

“Before Images,” Lionni makes a strong case for 

the autobiographical nature of children’s books: 

“For the author of children’s books the act of re- 

capturing and expressing the feelings of his ear- 

liest encounters with things and events is 

essential.” Art, to his mind, always expresses the 

feelings of childhood, and it is these feelings that 

emerge in the simple, direct designs and tech- 

nicjues that characterize his books and appeal so 

strongly to children for whom collage, crayon, 

and pressed prints are familiar forms of picture 

making. 

Lionni’s work is further characterized by a 

deep concern for quality. He believes that chil- 

dren must grow up with a sense of excellence 

and pride in workmanship: “To have little re- 

spect for our materials and for the things we 

make means to have little respect for the people 

for whom these things are meant. Shoddy work- 

manship makes for a shoddy environment for 

Man.” The precision with which Lionni matches 

his medium of expression to the content of each 

fable exemplifies the care he feels is so essential 

for the creation of a superior picture book: “I 

have the feeling that if you are very thorough 

and put love and care into a thing it will come 

out well somehow.” Critics have agreed that, 

even though his stories themselves are usually 

above average, it is his illustrations that lift his 

books into the realm of excellence. 

Lionni’s books are moral in nature, occasion- 

ally moralistic, but always seeking to convey a 

sense of awareness of the world, of the impor- 

tance of personal choice and of thinking for one- 

self. His protagonists generally emerge as victors 

because they display the virtues of patience, good- 

ness, intelligence, or the willingness to learn 

through suffering, as do Little Blue, Swimmy, 

and Tico. As Lionni has said concerning the typi- 

cal hero in his books: “It is always his own vital- 

ity, his discovery that life is a positive, exciting 

fact, that makes him come out on top.” While he 

denies that his books have hidden meanings— 

such as racial messages in Little Blue and Little Yel- 

low or Marxist overtones in Swimmy—lAonni 

believes that “all works of art, no matter how sim- 

ple in scope, must have more than one level of 

meaning. Children’s books are no exception.” 

While Lionni is noted for his innovative use 

of collage, a strong sense of design underlies 

each medium or combination of media which illus- 

trates his stories. A technique of filling the pic- 

ture area with large, simple shapes withotit 

overwhelming or cluttering it is a Lionni trade- 

mark, as is his use of white backgrounds, crop- 

ping, and carefully informal arrangement of 

objects within the picture plane. Lionni uses 

color as carefully as shape and form, employing 

a balance of vivid and grayed hues to convey 

mood and setting. In the use of textured and pat- 

terned papers for his collages he is unsurpassed. 

File overall effect is one of both pictorial rich- 

ness and great economy of shape, line, and form, 
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Dust jacket for Lionni s most recent book (Pantheon) 

an impression which is further enhanced by his 

lean, spare texts, which occasionally sparkle with 

gentle humor. 

Lionni’s books have frequently reflected his 

own changing ideas and attitudes about art and 

the place of the artist in society. Little Blue and Lit- 

tle Yellow bears out Lionni’s belief that images to- 

tally lacking in detail can be decoded by young 

children as long as their shapes, positionings, and 

spatial relationships on the page express the mean- 

ing of the text and thereby evoke recognizable 

emotions. Inch by Inch reflected his attitudes to- 

ward his early career in advertising, Swimmy his po- 

litical sentiments of the artist-as-activist, and 

Frederick his later attitude of the artist as social con- 

tributor apart from political or other considera- 

tions. Following Frederick his work turned toward 

the theme that had by then assumed the greatest 

importance for him: personal choice in an increas- 

ingly impersonal world. Alexander and the Wind-Up 

Mouse exemplified this new theme, which re- 

mains Lionni’s prime area of concern in his 

books: “It’s no accident that exactly those books 

which pose basic problems of choice are my favor- 

ite l)ooks—h^ Inch\ Swimmy, Frederick and Alex- 

ander. 1 hey are the ones which, I find, say the 

most to me.” 

Lionni has succeeded in creating picture 

books which critics praise for their variety and ex- 

cellence of technique in de])icting the natural 

world and for the subtlety of his messages. He 

has also succeeded in producing stories to which 

children relate because of their bold, colorful pic- 

tures reminiscent of kindergarten art. 1 hough a 

Lionni theme may occasionally have more mean- 

ing for an adult than for a child reader, in gen- 

eral his stories are suitable for young children. In 

his interview with Ruth Agree he stated: “It has al- 

ways been important that grownups like my 

books—I have always said that I do not write for 

children specifically but for the child in myself as 

well as in other adults.” In his article “My Books 

for Children” Lionni wrote that he is never con- 

scious of the average age of his readers because a 

children’s book “should appeal to all people who 

have not completely lost their original joy and won- 

der in life.” 

Though Lionni’s later work appears to be 

more formulated in style and his fables more 

whimsical and lacking in depth, he remains a con- 

summate artist whose greatest strength lies in cre- 

ating images that tell a story with charm, 

elegance, and grace. His source of inspiration, na- 

ture, is a vast and varied one and has proven to 

be an apt teacher of his lessons for children. As 

he stated in “My Books for Children,” “This infi- 

nite stream of experiences will never run dry. It 

is in the realities around me, in fact, that I find 

the assurance that my work will continue, for it is 

there that I will always find the stuff for my sto- 

ries.” 

Interviews: 

Rose H. Agree, “We Meet Leo Lionni,” Top of the 

News, 19 (October 1962): 65-67; 

Agree, “Lionni’s Artichokes: An Interview,” Wil- 

son Library Bulletin, 44 (May 1970): 947-950. 
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Hazel Rochman 

BOOKS: Whispers, and Other Poems, illustrated by 

Jacqueline Chwast (New York: Harcourt, 

Brace, 1958); 

Wide Awake and Other Poems, illustrated by Chwast 

(New York: Harcourt, Brace, 1959); 

Pm Hiding, illustrated by Erik Blegvad (New 

York: Harcourt, Brace, 1961); 

See What I Found, illustrated by Blegvad (New 

York: Harcourt, Brace & World, 1962); 

I Talk to Elephants, photographs by Isabel Gordon 

(New York: Harcourt, Brace & World, 1962); 

Pm Not Me, illustrated by Blegvad (New York: 

Harcourt, Brace & World, 1963); 

Happy Birthday!, illustrated by Blegvad (New 

York: Harcourt, Brace & World, 1964); 

The Moon and a Star, and Other Poems, illustrated 

by Judith Shahn (New York: Harcourt, 

Brace & World, 1965); 

Pm Waiting, illustrated by Blegvad (New York: 

Harcourt, Brace & World, 1966); 

Old Mrs. Tunndlytart and Other Rhymes, illustrated 

by Eurico Arno (New York: Harcourt, Brace 

& World, 1967); 

A Crazy Plight, and Other Poems, illustrated by 

James J. Spanfeller (New York: Harcourt, 

Brace & World, 1969); 

The Malibu arid Other Poems, illustrated by 

Spanfeller (New York: Atheueum, 1972); 

When You Are Alone / It Keeps You Capone: An Ap- 

proach to Creative Writing with Children (New 

York: Atheueum, 1973); 

Come Away, illustrated by Irene Haas (New York: 

Atheueum, 1974); 

The Way Things Are, and Other Poems, illustrated by 

Jeuui Oliver (New York: Atheueum, 1974); 

4-Way Stop, and Other Poems, illustrated by 

Spanfeller (New York: Atheueum, 1976); 

A Lollygag of Timencks, illustrated by Joseph Low 

(New York: Atheueum, 1978); 

O Sliver of Liver: Together with Other Triolets, Cin- 

quains, Haiku, Verses, and a Dash of Poems, illus- 

lrated by Iris Van Ryubach (New York: 

Atheueum, 1979); 

No Way of Knowing: Dallas Poems (New York: Athe- 

neum, 1980); 

A Circle of Seasons, illustrated by Leonard Everett 

Eisher (New York: Holiday House, 1982); 

Sky Songs, illustrated by Eisher (New \brk: Holi- 

day House, 1984); 

Alonkey Puzzle and Other Poems, illustrated by Anto- 

nio Erascoui (New York: Atheueum, 1984); 
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A Song I Sang to You: A Selection of Poems, illus- 

trated by Margot Idines (New York; 

Harcoiirt Brace jovanovich, 1984); 

The ('Jiild as Poet: Myth or Reality’? (Boston: Horn 

Book, 1984); 

Celebrations, illustrated by Fisher (New York: Holi- 

day House, 1985); 

Worlds I Know and Other Poems, illustrated by Fini 

Arnold (New York: Atheneum, 1985); 

Sea Songs, illustrated by Fisher (New York: Holi- 

day House, 1986); 

Earth Songs, illustrated by Fisher (New York: Holi- 

day House, 1986); 

Higgledy-Piggledy, Verses and Pictures (New York: 

Atheneum, 1986). 

RECORDINGS: Myra Cohn Livingston: The Beauti- 

ful Poet Who Writes Beautiful Poems for Chil- 

dren, Center for Cassette Studies, 1973; 

Reading Poetry Aloud, by Livingston and Sam 

Sebasta, Children’s Book Council, 1975; 

First Choice: Poets and Poetry, Pied Piper Produc- 

tions, 1979; 

Selecting Poetry for Young Children, Children’s Book 

Council, 1980; 

The Writing of Poetry, Harcourt Brace Jovanovich, 

1981. 

OTHER: A Tune Beyond Us: A Collection of Poetry, 

edited by Livingston, illustrated by James J. 

Spanfeller (New York: Harcourt, Brace 8c 

World, 1968); 

Speak Roughly to Your Little Boy; a Collection of Paro- 

dies and Burlesques, Together with the Original 

Poems, Chosen and Annotated for Young People, 

edited by Livingston, illustrated by Joseph 

l.ow (New York: Harcourt Brace Jovan- 

ovich, 1971); 

“What the Heart Knows Today,” in Somebody 

Turned on the Tap in These Kids, edited by 

Nancy Larrick (New York: Delacorte, 1971), 

pp. 6-26; 
Listen, Children, Listen: An Anthology oj Poems for 

the Very Young, edited by Livingston, illus- 

trated by Frina Schart Hyman (New York: 

Harcourt Brace Jovanovich, 1972); 

“ I he Rest is Silence,” in A Forum for Focus, edited 

by Martha L. King, Robert Emans, and Patri- 

cia J. (aanciolo (Urbana, Ilk: National Coun- 

cil of Feachers of English, 1972), pp. 

354-372; 
What a Wonderful Bird the Frog Are: An Assortment 

of Humorous Poetry and Verse, edited by Living- 

ston (New York: Harcourt Brace Jovan- 
ovich, 1973); 

Poems of Lewis (wirroll, edited by Livingston, illus- 

trated by John Fenniel and others (New 

York: Crowell, 1973); 

One Little Room, An Everywhere: Poems of Love, ed- 

ited by Livingston, illustrated by Frasconi 

(New York: Atheneum, 1975); 

O Frabjous Day! Poetry for Holidays and Special Occa- 

sions, edited by Livingston (New York; Athe- 

neum, 1977); 

Callooh! Callayl: Holiday Poems for Young Readers, ed- 

ited by Livingston, illustrated by Janet Ste- 

vens (New York: Atheneum, 1978); 

Poems of Christmas, edited by Livingston (New 

York: Atheneum, 1980); 

“Nonsense Verse: The Complete Escape,” in Cele- 

brating Childrens Books, edited by Betsy 

Hearne and Marilyn Kaye (New York: 

Lothrop, Lee 8c Shepard, 1981), pp. 122-139; 

How Pleasant to Know Mr. Lear!, edited by Living- 

ston (New York: Holiday House, 1982); 

Why Am I Grown So Cold: Poems of the Unknowable, 

edited by Livingston (New York: Atheneum, 

1982); 

“Some Afterthoughts on Poetry, Verse and Criti- 

cism,” in Signposts to Criticism of Childrens Lit- 

erature, edited by Robert Bator (Chicago: 

American Library Association, 1983), pp. 

211-218; 

The Scott, Foresman Anthology of Childrens Litera- 

ture, edited by Livingston and Zena Suther- 

land (Glenview, Ilk: Scott, Foresman, 1984); 

Christmas Poems, edited by Livingston, illustrated 

by Hyman (New York: Holiday House, 

1984) ; 

Easter Poems, edited by Livingston, illustrated by 

John Wallner (New York: Holiday House, 

1985) ; 

Thanksgiving Poems, edited by Livingston, illus- 

trated by Stephen Cammell (New York; Holi- 

day House, 1985); 

A Learical Lexicon: A Magnificent Feast of Bosh- 

hlobherbosh and Fun from the Works of Edward 

Lear, edited by Livingston, illustrated by 

Joseph Low (New York: Atheneum, 1985); 

Poems For Jewish Holidays, edited by Livingston, il- 

lustrated by Lloyd Bloom (New York: Holi- 

day House, 1986); 

/ Like You, // You Like Ale, edited by Livingston 

(New York: Atheneum, 1987); 

Cat Poems, edited by Livingston (New York: Holi- 

day House, 1987); 

Valentine Poems, edited by Livingston, illustrated 

by Patricia Brewster (New York: Holiday 

House, 1987). 
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PERIODICAL PUBLIC:ATI0NS: “Not the Rose 

. . . Horn Book, 40 (August 1904): 355-300; 

“ I he Poem on Page 81,” Top of the News, 24 (No- 

vember 1907): 28-41; 

“A Eune Beyond Us: The Bases for (dioice,” U57- 

son Library Bulletin, 44 (December 1909): 

448-455; 

“I Still Would Plant My Little Apple Iree,” Horn 

Book, 47 (Eebruary 1971): 75-84; 

“Poetry-Stepchild of Children’s Literature: 

Searching CSD’s Notable Book Lists 

1940-1955: Part I,” School Library Journal, 20 

(15 May 1974): 28-31; 

“Poetry-Stepchild of Children’s Literature: 

Searching CSD’s Notable Book Lists 

1950-1970: Part II,” School Library Journal, 

21 (15 September 1974): 30-41; 

“But Is It Poetry? Part I,” Horn Book, 51 (Decem- 

ber 1975): 571-579; 

“But Is It Poetry? Part II,” Horn Book, 52 (Lebru- 

ary 1970): 24-31; 

“Beginnings,” Language Arts, 55 (March 1978): 

340-354; 

“David McCord: Lhe Singer, the Song and the 

Sungf' Horn Book, 55 (Eebruary 1979): 25-39; 
“Imagination: The Form of Things Unknown,” 

Horn Book, 58 ( June 1982): 257-208; 

“The Light in His Attic,” New York Times Book Re- 

view, 9 March 1980, p. 30. 

Myra Cohn Livingston’s poetry for the 

small child has earned her both popularity and 

critical acclaim. Widely anthologized, her early 

work evokes a simple, cheery, protected world of 

play and dreamy innocence, much in the tradi- 

tion of Robert Louis Stevenson. Some of her 

more recent poetry, which has been highly recom- 

mended for middle grades and up,'Shows an in- 

creasing complexity in form, mood, and theme, 

even while it retains the immediacy of the contem- 

porary child’s voice and experience, and a continu- 

ing delight in play. Since her first book. Whispers, 

and Other Poems, was published in 1958, twenty 

books of her poetry have appeared, many of 

which have received awards; and in 1980 she re- 

ceived the National Council of Leachers of En- 

glish Excellence in Poetry Award for the body of 

her work. She is also a discriminating and lively an- 

thologist, who draws on a wide range of times 

and cultures. Her hooks and articles on sharing 

poetry and teaching creative writing to children 

continue to have an important inlluence. 

“Lhe trouble with you,” the poet Horace 

Ciregory told the young Myra C4)hn when she 

was his college student in New York in the 194()s, 

“is that there’s no devil in your world.” She attril)- 

utes this (jLiality in her early books to her (|uiet, 

idyllic childhood. Born in Omaha, Nebraska, to 

Mayer Louis and Ciertrude Marks C4)hn on 17 Au- 

gust 1926, she started to write poems and stories 

at an early age. She has kept a journal since she 

was ten years old. Her mother read to her from 

a wide range of literature and encouraged her 

writing, and she remembers her father as a vision- 

ary with a great sense of humor. When she was 

eleven the family moved to California, and the 

next year she became a professional musician, 

studying counterpoint with Darius Milhaud in 

1944 and playing the French horn in orchestras 

until she was eighteen. But by the time she en- 

tered Sarah Lawrence College in 1945 (where 

she studied under poets Horace Gregory and Rob- 

ert Litzgerald) writing had won out over music. 

She wrote Whispers, and Other Poems as a col- 

lege freshman. It was not published until twelve 

years later, but the title poem appeared in 1946 

in Story Parade, a magazine for children. “Whis- 

pers” is still probably her most popular and anthol- 

ogized poem, capturing the sensuous experience 

of the very young child and the delighted sibilant 

opposition of “secrets” and “others”: 

Whispers 
tickle through your ear . . . 

Another poem included in the volume, “Discov- 

ery” (“Round and round and round I spin/ 

Making a circle so I can fall in”), rhythmically 

expresses immediate experience and then makes 

a leap that is both physical and imaginative. 

Poems like “ Lhe Merry-Go-Round” and “In the 

Sand” use the form of so many of her poems of 

childhood experience: starting directly with an 

everyday object or situation, slowly expanding to 

a wider world of imagination, and then returning 

abruptly down to earth. Many themes, like the cele- 

bration of play and of being alone, are central to 

Livingston’s work; so also is the tension between 

fact and mystery as it is ex})ressed in “October 

Magic,” with its movement from the vehement “I 

know / I saw” to the tentative “I think / j)erhaps I 

saw.” 

After graduating from Sarah Lawrence with 

a B.A. in 1948, Livingston returned to (kilifor- 

nia, where she wrote book reviews for the Los Ange- 

les Mirror and the Los Angeles Daily News and was 
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an assistant editor ibr Campus Magazine. She 

worked in j)nblic relations with movie and mnsi- 

eal personalities and as personal secretary to 

singer Dinah Shore and later to violinist Jascha 

Heifetz, with whom she has remained close 

friends. She married Richard Livingston, a Orti- 

fled Public Accountant, in 1952 and moved to Dal- 

las, where their three children, Joshua, Jonas, 

and Jennie, were born. The Livingstons lived in 

Dallas for thirteen years, and many years later 

Myra Cohn Livingston was to draw directly on 

her experience there for her book No Way oj Know- 

ing: Dallas Poems (1980). 

Whispers, and Other Poems, which won a New 

York Herald Spring Children’s Book Festival 

award, began Livingston’s long association with 

Margaret K. McElderry, who was at the time an ed- 

itor at Harcourt, Brace. McElderry has served as 

Livingston’s editor for most of the poet’s career. 

Since 1974 many of her books have appeared 

under McElderry’s imprint at Atheneum. 

In 1959 Livingston published Wide Awake 

and Other Poems, still drawing on her own happy 

childhood as well as her experience with her 

young children. These are poems for the small 

child, for whom, as the poem “Reflection” shows, 

the world is “mostly—me.” In the tradition of Rob- 

ert Louis Stevenson the child’s experience is 

warm and sheltered: a rock is “a place to keep a liz- 

ard warm / or a frog asleep.” The emphasis on 

play includes “Lamplighter Barn” (with its ono- 

matopoeic “prickly” hay) and also the wild move- 

ment of “Ocean Call,” where, as in William 

Blake’s poetry, the child at play is in harmony 

with nature, unafraid of the waves “rushing to 

swallow me.” There are several poems about the 

ocean included in the volume which are character- 

ized by a striking immediacy, reinforced in “Sea- 

weed” by the onomatopoeia (“slippery”) and the 

funny rhyme (“gummy” / “tummy”), and in 

“Beach” by the close-up details which alternate 

with the sense of repeatedly looking far into the 

distance (“so few sandpipers / ever so few”). 

4'he imagery in “A Lime for Building” is con- 

crete, physical, noisy, with alliterative pumps push- 

ing, graders groaning, mixers moving; and then 

suddenly, as in “Discovery,” there is that imagina- 

tive leap: “moving the road / to another place in 

town.” “The House at the Catrner” expresses an 

isolated fearful moment within the stable, comfy 

world; but only in “Moon” is there a sense of the 

fierce, with the menacing repetition, “And the 
sky turns gray / And the sky turns pale.” 

As she watched her children grow, Living- 

ston wrote several books of rhythmic prose for 

the small child, from Pm Hidirig (1961), winner 

of the Eexas Institute of Letters Award, to Happy 

Birthday! (1964); they were published as picture- 

books, most of them illustrated by Erik Blegvad. 

In the Dallas Public Library she started the shar- 

ing of poetry with young people and the teach- 

ing of creative writing that she has continued in 

lectures, classes, and workshops throughout the 

United States for over twenty years. 

In 1964 Livingston moved with her family 

back to Los Angeles, and she has lived in Califor- 

nia ever since, in the mountains overlooking the 

Pacific Ocean. Besides being a passionate beach 

bum she enjoys raising camellias, bookbinding, 

bookmark collecting, bridge, and working double 

crostics. An avid book collector, she has a poetry li- 

brary of over ten thousand volumes. She has col- 

lected rare books since she was fifteen and owns 

special editions of Yeats, Joyce, and Crane, as 

well as an extensive collection of illustrations by 

Randolph Caldecott. 

As an instructor and teacher of creative writ- 

ing in public libraries and schools throughout the 

country since 1966 and as poet in residence for 

the Beverly Hills Unified School District since 

1972, she works with kindergarten through high- 

school students. She is also a senior instructor to 

teachers and librarians at the University of Califor- 

nia Los Angeles Extension, offering courses on 

creative writing in the classroom and the back- 

ground of poetry children enjoy. Her tape Select- 

ing Poetry for Young Children (1980) is part of the 

Children’s Book Council’s Prelude series; and her 

set of eight sound filmstrips for classroom use 

The Writing of Poetry (Harcourt Brace Jovanovich, 

1981) has won several awards. In her early book 

on teaching creative writing. When You Are Alone / 

It Keeps You Capone: An Approach to Creative Writ- 

ing with Children (1973), in her eloquently argued 

The Child as Poet: Myth or Reality? (1984), and in nu- 

merous articles, she draws on her wide classroom 

experience to attack the “ridiculous posture” of 

those who say that children are born poets and 

that the spilling out of raw emotion is poetry. 

She is equally scathing of those who mistake the 

tools of poetry for poetry, and she condemns 

what she calls the “Iruth Wisdom Beauty” ap- 

proach that limits poetry to special subjects and 

diction. Her article “Beginnings” {Language Arts, 

March 1978) summarizes her approach: “No one 

can teach creative writing. . . . One can only make 

children aware of their sensitivities, and help chil- 

dren learn of the forms, the basic tools of poetry. 
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into which they can put their own voices. During 

these [twenty] years I have totiched the lives of 

thousands of children and I have given praise 

when it is due, and criticism when it is war- 

ranted. But I have never told a child that he is a 

poet, for I know only too well the years and w'ork 

it takes to be considered a poet.” 

Soon after moving to Cktlifornia, Livingston 

j)nblished more books of poems for the young 

child: The Moon and a Star, and Other Poems 

(1965), Old Mrs. Twindlytart (1967), and A Crazy 

Flight, and Other Poems (1969). The Moon and a 

Star celebrates the quiet growing moments of 

childhood. Nature is unthreatening; if it is rain- 

ing, the child thinks of indoor games to play. In 

the beautiful poem “Empty Lot” the rhythm 

strengthens the sense of meandering, dreaming, 

messing about; and with wonderful unity and 

economy, the poem shows that the title is a per- 

fect pun: all the negatives (“forgot,” “left,” 

“empty”), the very lightness of “featherweed,” ful- 

fill a valuable need. 

That “empty lot” is threatened by pollution 

and encroachment in The Malibu and Other Poems 

(1972); yet, at the same time, the play of knowl- 

edge and creativity is exciting, as the child ex- 

plores a wider world, a contemporary California 

landscape. More complex than her earlier books, 

this outstanding collection for the middle grades 

and up won the 1972 award of the Southern Cali- 

fornia Council on Literature for Children and 

Young People. 

As in all her books, the simple child’s world 

is portrayed in The Malibu and Other Poems. “Fa- 

ther” is a moving view of the protective parent, 

an Atlas figure of moral and physical strength. 

Fhe watty “74th Street” is an affectionate, funny 

(and popular) poem about a child’s learning to 

roller skate, falling down and getting up again 

and again. Fhe experience is wonderfully evoked 

in the colloquial diction, the onomatopoeia, and 

the jerky rhythm of the free verse with its careful 

placing of words: 

She brushes off the dirt and the 

blood and j)uts s(nne 

spit on it and then 

sticks out the other foot 

again. 

Fhe poem “Driving” evokes a special play ex- 

perience of modern life is the freedom ol the 

o{)en road, not concerned with destination, htU 

“over and over and ever and along,” with the self 

Myra Cohn Livingston 

Dust jacket for Livingston's 1969 volume of poetry for the 

young child (Harcourt, Brace World) 

given up to a larger continuous rhythm. Fhe 

same sense of freedom, vitality, rhythm, and con- 

nection is expressed in “The Way It’s Coing,” 

where play has become creativity both the mak- 

ing of art, music, and literature and the active re- 

sponse to them. Fhe “fast-beating” rhythm 

expresses the sense of the process, the “picture- 

frame” controlling the pulsating energy, as the 

child can look 

and can think 

and can wander 

alone 

in my 

book 

“Math (4ass” |)ortrays confinement; the 

child would rather be “buzzing free” like the fly. 

BtU the poem “(ierman Shepherd” is not as sim- 

[)le: it celebrates both the joy of instinctive plea- 

stne and also the widening excitement ol 
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knowledge. The rhythm reinforces the sense of 

the (log’s darting back and forth in the waves; 

“the joy of a wetness” is like the earlier poems of 

the small child at play on the beach. But this 

child’s pleasure also includes what the dog “has 

never heard of” and “can never name”: knowl- 

edge about the moon and the tides, awe about 

the mysterious powers of a whole universe. 

Also more complicated is the use of the collo- 

(|uial voice. In the title poem, “ Fhe Malibu,” the 

casual, tentative tone beautifully expresses the 

sense of a half-deserted beach where vague 

things seem to change their nattire and merge, 

and man, dogs, and plants are not able to make 

much imprint. In tension with this is the down-to- 

earth voice that is anything but vague “(h^) ” 

knows “you” can “yank” the weeds. In “Only a Lit- 

tle Litter,” a poem that is a funny, half-rueful 

apostrophe to the moon (“Hey moonface / man-in- 

the-moonface,”), the colloquial expresses a range 

of moods. The puns on the vernacular (“thanks a 

heap”) express the irony, especially of man’s false 

perception (“can you stand the view?”), and the re- 

versal and half rhyme strengthen the sense of in- 

creasing encroachment: “did you notice ours / 

with the stripes and stars?” 

“On a Bike” also explores how the devil of 

pollution affects the way man views his experi- 

ence. In a scene reminiscent of Wordsworth’s 

“Composed Upon Westminster Bridge,” the cy- 

clist, alone in the quiet hills, can see “just where 

the city makes / its pattern in the earth below,” a 

view C3f man and nature in harmony. She can ob- 

serve small things around her, “A dusty toad / 

Bulged gray / and bulbous in the road,” where 

Livingston’s use of assc^nance, alliteration, and 

rhyme strengthen the meaning of ct^nnection. 

When the quiet is broken by an angry man in a 

car, the view becomes brown and lifeless, and the 

cyclist hurries chjwn after the car. Upward town. 

Livingston dedicated The Malibu to Jascha Heifetz. 

Simple experiences continue to be the sub- 

jects of several poems in The Way Things Are, and 

Other Poems (1974), which won the 1975 award of 

the Society of Children’s Book Writers. The rhyth- 

mic onomatopoeic “Street Song” (“me and potato 

chips / munching along”) and the poem “Ocean 

Dancing” evoke the child’s physical bliss. Frouble 

is distant in “Poor,” which dej)icts the middle- 

class child’s view, “I heard of poor.” But there is 

a sense of yearning in the childhood poems like 

“Lonesome,” “For Laura,” and “We C>oidd Be 

Friends.” 

Fhe devil is closer, though understated, in 

“ Fo a Squirrel,” where those in cars are involved 

in pollution, even death: “I spot you as I ride” 

the child persona says, foreseeing that the animal 

will be hit by a speeding car. In the poem “Earth- 

quake” there is a threat to all coziness as win- 

dows, books, and lamp shade are caught up in a 

primary chaos. Fhe invented transitive verb in 

“It . . . / trembles the lampshade” emphasizes the 

child’s state as well as the physical happening. 

Fhe poem is controlled, partly through allitera- 

tion and ass(3nance (her bed is a “kayak,” a wonder- 

ful echo of “earthquake”); this is^just a jarred 

moment, but 

It makes me wonder 

where I can go 

and be unafraid. 

Several poems in this book deal with grow- 

ing up. In the deceptively simple “The Way 

Things Are,” the use of the most basic diction, 

much of it monosyllabic, such as “But still, you’ve 

got to go,” and the pushing, insistent rhythm and 

assonance emphasize that this is the everlasting 

pattern of growing up, even while the conversa- 

tional voice keeps the universal immediate. The 

colloquial tone and vernacular idiom in “It’s 

Neat” express the sense of the child’s identiFica- 

tion, almost making the moon a role model for 

growing up (“How do you do it? . . . All by your- 

self ”). In the poems “Mummy,” “Natural History 

Museum,” and “Dinosaurs,” the child’s emotional 

identification makes her reach out to imagine the 

people and creatures of other times; this is op- 

posed to the sterile kind of learning of the school 

history lesson with its “stuffy room” and “big black- 

boards.” But it is through the imagery of her be- 

loved music that Livingston best expresses the 

creative learning experience. In “Record” she de- 

scribes the physical sensation of listening to 

music, the way a haunting melody “Will whirl 

within my head for days and days.” This “play” is 

active and rigorous; it is also tentative and mysteri- 

otis. The individual must search independently, 

“Asking what it is that Mozart knew / That I 

must find myself,” and such knowledge, connect- 

ing “knew” and “new,” transforms her, becoming 

“a part of all I know.” 

Her 4-Way Stop, and Other Poems (197(3) contin- 

ues with many of the same themes, but in gen- 

eral it is more diffuse and polemical, stated 

rather than shown. Verse about national holidays 

and famous historical figtires is entertaining, but 

the best poems in the book recreate the child’s ex- 

158 



DLB 61 Myra Cohn Livingston 

4-WAY STOP and 
other poems by 

Nn'RA COHN LIVINGSTON 

DRAWINGS BY JAMES J. SPANFELLER 

Dust jacket for Livingston's 1976 volume of poetry (Atheneum) 

perience, both physically (as in “Bubble Gum,” 

“starting with a tiny blob upon your tongue” and 

moving without a break, almost without punctua- 

tion, to the climax) and emotionally (as in “Bed- 

time,” with the fear of what lies behind the closet 

door). “The Trouble Is—” captures the irritated 

rhythm of the nagging adult: “Have you prac- 

tised?” Fhere is no abuse, no fear; this is a cared- 

for child; and even the “Haiku for Halloween” 

(“Feel the / Pale eyeballs of a dead cat—”) has a deli- 

cious horror. Included are poems which deal 

with nature: peaceful and mysterious in “Ocean 

At Night”; the child in connection with grass, 

trees, and sun in “Summer Morning,” and the sym- 

bolic meaning of circles within circles, which is 

rooted in the child’s physical experience in “Mov- 

ing (douds.” 

A Lolly gag of Lmiericks (1978) is a relishing of 

delightf ul nonsense, inspired by the unusual place- 

names Livingston encountered on a trip to En- 

gland. The situations are immediate and 

dramatic, with a crazy logic: 

Said an old man from Needlcs-on-Stoor, 

“I eat all of my meals on the floor; 

Lhongh I’m perfectly able 

Lo sit at the table, 

I find it a terrible bore.” 

Livingston has always written and collected 

humorous verse, and the nineteen highly success- 

ful anthologies she has edited show that levity is 

not alien to good poetry. In Speak Roughly lo Your 

Little Boy; a Collection of Parodies and Burlesques, To- 

gether with the Original Poems, Chosen and Annotated 

for Young People (1971) her notes comment on 

how parody can be spoof, satire, ridicule, or seri- 

ous social comment. What a Wonderful Bird the 

Frog Are: An Assortment of Humorous Poetry and 

Verse (1973) is a collection of verse from the fifth 

century A.D. to modern times. Livingston has ed- 

ited collections of Lewis Carroll and Edward 

Lear, but most of her anthologies combine the hu- 

morous with more serious moods. Listen, Children, 

Listen: An Anthology of Poems for the Very Young 

(1972) includes nonsense and lyrics. In her intro- 
duction to O Frabjous Day! Poetry for Holidays and 

Special Occasions (1977) she says: “whereas holi- 

days can be joyous, they can also be fraught with 

unhappiness, sad memories, or worry.” Mary M. 

Burns praised Callooh! Callay!: Holiday Poems for 

Young Readers (1978) for offering “new perspec- 

tives on familiar events or personalities through 

fresh material or by Juxtaposing contrasting 

views” {Horn Book, April 1979). 

While insisting that all poetry is not for chil- 

dren, whose experience is necessarily limited, Liv- 

ingston chooses poems for her anthologies from 

many times and places, including translations, 

lesser-known writers, and the less familiar works 

of the famous. In an important article, “A Tune 

Beyond Us: The Bases for Choice” (1969), she 

says she is committed to “the idea of humane liter- 

acy,” to finding poems “relevant to today’s young 

person in subject, emotion and rhythm, that will 

broaden his view of the human condition, and 

present him with as many pc^ssibilities for self- 

identification and identification with the experi- 

ences of others as is possible.” Zena Sutherland 

in Children and Books (1981) points out that many 

of Livingston’s selections “may |)lease both the 

read-aloud audience and adults.” She comments 

particularly on Livingston’s “excellent” anthology 

for adolescents, A I'une Beyond Us: A Collection of Po- 

etry (1968). For grades six and up Poems of Christ- 

mas (1980) includes poems and carols about the 

Nativity—the animals, the wonder, and the celebia- 
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tioii, from fifteenth-century France to contempo- 

rary America. Ihe i984 anthology Christmas 

Poems, illustrated in red, green, and white by 

Frina Schart Hyman, has eighteen poems for 

young children, some specially commissioned for 

this collection (by John (aardi, Valerie Worth, 

David McCord, and others), some published be- 

fore, some traditional. In the same holiday series 

are Easter Poems (1985) and Thanksgiving Poems 

(1985): the latter, beautifully illustrated by Ste- 

phen Ciammell, includes two traditional Indian 

poems and Psalm 100, as well as commissioned 

poems from contemporary poets. 

Livingston continues to write her own light, 

irreverent verse, as in O Sliver oj Liver: Together 

with Other Triolets, Cinquains, Haiku, Verses, and a 

Dash of Poems (1979), but the book is dedicated to 

the memory of her recently deceased father, and 

some poems express a darker reality. “Some- 

where between Utah and Nevada: Airborne,” writ- 

ten in five tercets, opposes the limited view (“no 

tears, no grief ”) of the first and last stanzas, with 

the stark vision of death and abandonment 

(“Nameless, naked and alone”) of the three mid- 

dle stanzas. In the pun, “Airborne,” and in the 

grim perception of an elemental landscape, this 

poem looks forward to Livingston’s major 1984 

book. Sky Songs, which won the Parents Choice 

Award. The ghost, in the eerily dramatic poem 

“A Ghostly Conversation” (reminiscent of Harold 

Munro’s “Overhead on a Saltmarsh”), is defined 

by negatives, yearning but horrifying, coming 

closer and closer (“Be with me . . .”) to the rising 

denial of the listener. The poem “Never” is a nas- 

tier “Whispers,” with “gobs of guile” and sibilant 

onomatopoeia, “surreptitious telephones.” 

I here are also deeply celebratory poems in 

0 Sliver oj Liver. In “Sea Level Drive” the separa- 

tion between earth, sky, and ocean “loosens” and 

“melts,” so that waves fly and clouds sail. “Lights: 

Cambridge, Massachusetts,” with its wonderful 

evocation of driving along the river at night, the 

lights flashing past, their reflections “undulating” 

in the water, proclaims the power of the poem to 

give form to all that energy and movement. The 

intensity of imaginative experience is recreated 

in “Storyteller,” where mermaids and waves 

come right up to the storyteller’s chair: like the 

Mozart theme in “Record,” stories change us and 

become part of us; “They dive/among us . . . 

1 hey swim / into our lives.” The poem “Parched 

Farth” looks forward to A Circle of Seasons (1982) 

in its imagery and its acceptance of the dark: the 

“jigsaw-puzzle ground” allows you to go down 

MYRA COHN LIVINGSTON 
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Dust jacket for Livingstons 1979 volume which contains both 

light, irreverent verse and poems that express a darker 

reality (Atheneum) 

into the mystery; and the shape of the lines rein- 

forces the idea of rebirth— 

In time 
the grass 

these 
will cover 

too. 

Drawing on her Dallas experience of many 

years before, Livingston wrote No Way of Know- 

ing: Dallas Poems (1980), a series of individual vi- 

gnettes which, in their speech patterns, rhythms, 

and language, lovingly evoke her friends in 

Dallas’s black community. The book won the 

1981 Texas Institute of Letters Award and was 

praised by Mary M. Burns as “fresh and haunt- 

ing . . . particularly effective in suggesting the per- 

sonae of the speakers” {Horn Book, February 1981). 

Livingston’s books of individual poems have 
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Dust jackets for two of Livingston’s book-length poems illustrated by Leonard Everett Fisher (Holiday House) 
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been illiistralecl f^y [accjueline ('hwast, Janies ]. 

Spanfeller, Jenni Oliver, l ini Arnold, and others 

with cjiiiet drawings that exjiress the child’s 

world. Some of her most recent books show a 

great change in form and format, as well as consid- 

erable development in theme. A C/ircle of Seasons, 

Sky Songs, and Sea Songs (1986) each consist of 

one long unified jioem, though each section (par- 

ticidarly in Sky Songs) has its own unity and can 

be read individually. All these are large-size 

books and are illustrated by Leonard Everett Fish- 

er’s fnll-page acrylic impressionist paintings: in A 

C'Arcle of Seasons a framed painting appears next 

to each section; in Sky Songs and Sea So7igs each 

poem is printed within a double-page painting. 

(Celebrations (1985), also illnstrated by Fisher in 

bold acrylics and with the same large-size format, 

includes poems for sixteen holidays from Martin 

Lnther King Day to Passover and April Fools’ Day. 

A (Circle of Seasons was praised by Paul Heins 

{Horn Book, October 1982) for the way in which 

“words and pictures taken together create a sur- 

prising combination of exaltation and serenity.” 

Named a Notable Book by ALSC, the children’s di- 

vision of the American Library Association, the 

poem combines the nature themes of Keats and 

Shelley and the play of Blake with the imagery 

and voice of a contemporary child. 

Each of the poem’s thirteen sections consists 

of a descriptive quatrain (three rhymed lines and 

one unrhymed) and an invocation (a couplet 

printed in three lines). There are three sections 

for each season, and the last section repeats the 

first except for a change in the invocation. The sea- 

sons are personified, each section expressing a sus- 

tained mood and metaphor. 

Play unifies the seasons. Spring “pokes,” 

“sticks,” and “skips” in the first section; then base- 

ball is the metaphor, with vigorous verbs express- 

ing the sense of energy released: 

Spring brings out her baseball bat, swings 

it through the air, 

IMtches bulbs and apple blossoms, throws 

them where it’s bare. 

Cratches dogtooth violets, slides to mea- 

dowsweet. 

Bunts a breeze and tags the trees with 

green buds everywhere. 

Stimmer’s first metaphor is of fireworks; in the 

next section dreamy, easily flowing Summer 

“Fishes for a frog prince” in story and imagina- 

tion. Autumn “makes a last long play” in a foot- 

ball metaphor of fighting and losing. Nature is 

an artist at play, fingerpainting and sculpting, in 

the strange, still, frozen depths of Winter. 

There is drama in the contrasts and connec- 

tions between the seasons and within each sea- 

son, and suspense in the overall movement from 

awakening to growth to dying and rebirth. 

Spring pokes down “far below” in the “cracked 

earth” searching for “sleeping seeds.” In a wonder- 

ful onomatopoeic section that focuses on sound. 

Spring bubbles with stream waters, splatters with 

warm rain, and listens to what a “wakening” 

breeze has stirred. Summer’s powerful fireworks 

join earth, sun, and sky, even while Summer, like 

Spring, “dives deep.” The final summer meta- 

phor, reminiscent of Keats’s “Ode to Autumn,” is 

filled with bursting growth expressed in sensuous 

imagery, especially of taste. Autumn is the bleak- 

est season, jarring half-rhymes emphasizing the 

dying fall which is also growth; movement is fast 

and “across,” the world is “grown gray and old” 

and must “Rest well.” In Winter furious attack 

on the earth from above slowly “Quiets down,” 

and after the “strange” delicate creativity of ice 

and snow, nature wakes with a birth “cry” as the 

wind rises, the crust on earth thins, “and above—a 

blue patch in the sky.” The repetition of the first 

Spring quatrain emphasizes that the seasons’ 

cycle is forever. The change in the invocation 

from the plant imagery of the first section to 

O life, 

O birth. 

You start again in earth! 

both generalizes the cycle to all life and applies it 

to the growth of each individual. In earth, the 

ground far below, is where life starts and 

ends. 

No living things are the subjects of Sky 

Songs. These are poems about the basic elements: 

air, water, dust; their light, color, and movement; 

and the sun, moon, stars, and weather. In a 

starred review in Booklist (15 May 1984) Betsy 

Hearne praised Livingston’s imagery and her use 

of the “swelling rhythm” of the cinquain. Within 

a traditional form of fifteen lines in three cin- 

quain stanzas the fourteen poems show extraordi- 

nary diversity, moving from the sky at night with 

the moon, stars, and planets through daybreak 

and burning noon to a rising storm, the plague 

of smog, then snow, rain, and sunset. Each poem 

can stand alone, but each is also part of a whole 

and gains resonance from the way its images, 

moods, and rhythms are developed and varied. 
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Cione is the cheeky, affectionate “Hey, 

moonface.” These apostrophes to the sky are 

often informal and immediate, but they are more 

distant than the child’s easy identification in the 

earlier books. In the first poem, “Moon,” the “al- 

ways” of the first question, “Why is / The moon 

always / changing?” is echoed in the “away” of the 

last question with its falling rhythm, “What is it 

they see when they look / away?” 

But the “you” invoked is not only the sky, 

or God; it is also the individual. “Suns live in 

you”; each person must “journey” as the planets 

do. The personifications and the domestic, often 

contemporary, imagery (of clothing, houses, cook- 

ing, and play) reinforce that it is the individual vi- 

sion that gives meaning to the physical universe. 

Every poem is about perception; the suns are 

“eyes”; “you are . . . floodlit by waking sun” to 

transform and connect with the power of the cre- 

ative imagination. 

“Clouds” is about those “strange animals” 

that come out, and in their play they creep, stalk, 

fly, tumble, die, and vanish in the rising wind—as 

the species have evolved and as each person 

grows and dies. The fierce wind shows the dy- 

namic tension between protection and destruc- 

tion: it tears the enveloping storm clouds, and it 

tears the blankets of the sky into pieces that fall 

to make a “sleeping bag” on earth. The dark 

must be accepted: in “Noon” the attempt to 

chase away all shadows has turned the sun into a 

Cyclops, energy out of control. In the last poem, 

with the exquisite, tenuous beauty of sunset yield- 

ing to the gray and the dark, allitera- 

tion, assonance, and repetition strengthen the 

widening meanings of “sun set,” the energy that 

must die and is always renewed within an ever- 

lasting form. From that melancholy, wondering 

first question about “always changing,” Sky Songs 

shows in form, tone, and theme that the change 

happens in all ways, and that it is forever, and 

that the mystery remains. 

Monkey Puzzle and Other Poems (1984), illus- 

trated with woodcuts by Antonio Frasconi, con- 

tains poems for grades five through nine, 

combining detailed description of particularized 

trees with wider associations of dreams and the 

natural cycle. The beautiful, mysterious “Irish 

Yew”: 

You are the once upon a time of green, 

(^f mist. Of turrets, towers and of 

spiraled stair. 

A ring of bugles in the (giiet air. 

is full of literary echoes, especially of 'Feimyson. 

Its focus on 

all shapes unseen 

and known, 

with the startling “and known” instead of the ex- 

pected “unknown,” emphasizes the power of imag- 

inative truth. Fivingston continues to use the 

cinquain with concentration, and several shaped 

poems are witty and rhythmic, including “Monte- 

rey Cypress: PT. FOBOS,” which begins dramati- 

cally, 

at whim of winds 

my limbs are bent. 

“Trees: the seeds” is reminiscent of Circle of 

Seasons with the seeds hoping an animal “will 

bury us in earth.” “Forest: an invitation” cele- 

brates not only “the foxglove / in the spring” but 

also “the tangling / claw and root” and “Ferns 

and fungus / nursed in dark.” But this natural 

cycle that includes the fierce and the dark is shat- 

tered in the last poem, “Rain Forest: Papua, New 

Guinea,” when the Binandere tribespeople tell of 

how the lumbering operations have destroyed 

their way of life: “The forest was like the bones 

in our body. / Now they have our forest.” 

In her introduction to the poems she 

selected for The Scott, Foresman Anthology of 

Childrens Literature (1984), coedited with Zena 

Sutherland (designed mainly for adults working 

with children and for students in children’s litera- 

ture classes), Fivingston says that she has organ- 

ized the poems to “suggest the growth patterns 

of children. This pattern begins with concepts of 

self and family and moves out into the world of 

school, the realities of the universe as well as the 

realm of the imagination and spirit.” Her own 

work has shown a similar development as she has 

continued to grow and change. Her poems for 

the very young still speak to today’s children: A 

Song I Sang to You (1984) is a selection from her 

early books published between 1958 and 1969; 

and Worlds I Know and Other Poems (1985), new 

poems for grades three through six, focuses on 

the young child, especially in relation to the ex- 

tended family. But the poet praised by Rebecca 

Fukens in the 1978 edition of Twentieth (unitury 

Childreyis Writers for “An unusual ca})acity to re- 

late to the small child” is now also being highly rec- 

ommended “for all ages” in starred reviews. 

“I am writing entirely differently now,” Fiv- 
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Pa^e from a revised typescript for a poem by Livingston that appeared in her 1985 volume C^elebrations (courtesy of the author) 
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ingston says, “and I see the devil’s pitfalls. But I 

still see with the eyes of a child. Each of us must 

live life anew and discover the simple things of 

childhood. It is not the thing encountered that 

matters so much as the humanness with which 

we meet, apprehend, and possibly comprehend it.” 

The circles of “Discovery” have widened. In 

the tradition of the nineteenth-century romantic 

poets, Livingston believes in nature as model, 

and her view of nature includes an acceptance of 

the dark; individual growth is part of the univer- 

sal cycle of life and decay. Her devil is the threat 

of man’s interference with the natural process, in 

the physical universe and in the individual imag- 

ination. 

Papers: 

Some of Myra Cohn Livingston’s manuscripts 

and papers are located in the Kerlan Collection 

at the University of Minnesota, Minneapolis. 
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As both author and illustrator, Arnold 

Lobel’s im})ortance is undeniable. I he various 

awards that his books have received underscore 

this evaluation, but even more importantly, the 

prominent (jualities of his works—their warmth 

and humor, social commentary, and basic truth- 

make Arnold Lobel an important figure in con- 

tem|)orary children’s literature. 

Although he was born in Los Angeles, 

Lobel spent almost all of his childhood in Schenec- 

tady, New York. His parents, )ose|)h and Lucille 

Stark Lobel, discouraged over not having found 

a western “pot of gold,” had moved back east 

when he was six months old. Shortly after, they de- 

cided to get a divorce and arranged for Lobel to 

be brought up by his grandparents. Despite his 

parents’ breakup, these very early years of child- 

hood were happy ones for Lobel; he especially ad- 

mired his grandmother’s calm ability to handle 

any crisis. However, from kindergarten to the sec- 

ond grade, he was often sick with a number of ill- 

nesses and was frequently hospitalized for 

extended periods of time. Absent from school 

for so long, Lobel found himself isolated from 

most of his third grade classmates when he did re- 

turn, and in an effort to make friends, he told sto- 

ries to the class, drawing pictures on the 

blackboard to accompany his words. 

Fhis early fascination with text and illustra- 

tion continued for Lobel. As a teenager he avidly 

read and looked at a number of children’s books, 

and when he entered Pratt Institute in Brooklyn, 

he chose the field of illustration as his special inter- 

est. While pursuing this field, Lobel also became 

involved in drama and met Anita Kempler when 

they performed in the same play. After he gradu- 

ated from Pratt in 1955, Lobel and Kempler mar- 

ried and settled in Brooklyn (Anita Lobel is also 

a well-known children’s artist). I hree years later, 

after some unsuccessful jobs with advertising agen- 

cies, Arnold Lobel’s illustrations to three activity 

fun books by Sol Scharfstein were published. How- 

ever, it was not until 1961 that his first drawings 

to a picture book. Red Tag Comes Back, were pub- 

lished. 

During the 196()s Lobel illustrated over 

twenty books for other writers. 1 hese works, 

many of them in Harper and Row’s I (km Read 

series, ranged from picture-book narratives con- 

cerned with science and history to poetry, fan- 

tasy, and realistic fiction. Among this variety ol 

texts, several key elements of Lobel’s style 

emerge: facial expressions are simply, yet effec- 

tively drawn; backgrounds are well detailed; and 

the color scheme is fairly limited. At times Lobel 

uses pen and ink or pencil alone. In other books 

he adds two or three colors, and only rarely, as 

in Miriam Young’s Miss Suzy (19(')4), does a full 

range of colors appear. Representative of the ma- 

jority of evaluations of Lobel’s al)ility to integrate 
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his illustrations into someone else’s text is a com- 

ment made in the 12 May 19()3 New York limes 

Book Review on Mildred Myrick’s The Seerel Three 

(19(')3): “Everything—text, pictures, format—add 

lip to near perfection.” 

V^ery soon after Lobel began illustrating the 

stories of Other authors, he wrote his first picture 

hook for children, A Zoo for Mister Muster, in 

1962, and the following year its sequel-A Holiday 

for Mister Mw,s/cr—appeared. Lobel considers Mus- 

ter, the main character of these books, as a “child 

substitute” since “he has all the attributes of a 

child but moves througli the story with the inde- 

pendence of an adult.” Muster’s most prominent 

(juality, his love of animals, permeates both 

books. In the first, the animals return his love 

when they escape from their cages and appear at 

his apartment to live. In the second book. Muster 

lovingly takes the animals that have been sick 

with colds to tbe seashore. 

A zookeeper and several policemen provide 

the complication of plot in A Zoo for Mister Muster 

as they, understandably enough, want the unwill- 

ing animals to come back to the zoo. But in the 

end Mister Muster is deputized as an assistant 

zookeeper, and the animals happily return. 

While A Zoo for Mister Muster is simply plotted, its 

sequel contains more complications. The animals 

love the seashore but, even more than that, are en- 

thralled by the amusement park nearby and its 

rides; needless to say, they are reluctant to leave 

the roller coaster, Ferris wheel, and parachute 

jump. But finally Muster paints the van that they 

rode to the seashore in, disguises himself, and 

tricks the animals into thinking they will take the 

most exciting ride of all, and they do, as they 

travel all the way back to the zoo. 

A Holiday for Mister Muster is clearly the 

more interesting, imaginative story of the two 

and was recognized by the Neiu York Times as one 

of the best illustrated books of the year for 1963. 

Lobel’s style of illustration is very similar for 

each story: pen and ink combined with orange in 

the first book and yellow in the second along 

with the cartoonlike animals and humans visually 

link the two books together. 

fhe comic tone established in Lobel’s first 

two books continues in his third. Prince Bertram 

the Bad. Published in 1963, this story revolves 

around a very naughty prince who first finds out 

that badness will be punished: he is turned into a 

dragon when he hits a witch with a slingshot. Cain- 

versely, he learns by the end of the story that good- 

ness is rewarded, for the witch reverses her spell 

when he thaws her out of a snowdrift with his 

fiery breath. FJoise Rue, writing for Library Jour- 

nal (15 March 1963), praised Prince Bertram the 

Bad as “one of the best of recent ‘mean’ stories,” 

and Elizabeth Ciraves, reviewing this book for Com- 

mouweal (24 May 1963), noted the “crisp, humor- 

ous text and the equally sure and witty 

three-color illustrations.” Certainly, comic details 

such as the gingersnaps the departing dragon 

takes with him and cartoonish characters are re- 

sponsible for the book’s humorous nature, but its 

typical folktale theme has been treated elsewhere 

in ways which are likewise perceptive and comical. 

Although he had illustrated several I Can 

Read books from 1961 to 1963, it was not until 

Lucille (1964) that Lobel wrote bis own. The 

pages tell, very disjointedly at first and then 

much more smoothly, of a horse who yearns to 

be what she is not—a lady. A farmer’s wife helps 

to make her dream come true as she buys her a 

fine hat, shoes, and dress and then invites Lucille 

inside the farmhouse to sip tea and listen to the 

radio. But when Lucille becomes nervous over 

the large number of ladies who have come to call 

on her and awkward as she bumps into the farm 

wives and spills the tea, she herself declares that 

she is a horse, not a lady. Lucille then runs into 

the fields and back into her stable, happy in hav- 

ing discovered her own identity. Lobel’s theme is 

clear—accept who you are—and the story which ex- 

presses it is both interesting and humorous. The 

humorous quality is highlighted by Lobel’s illustra- 

tions, which rely on cartoon art and so enhance 

the comic nature of the plot. 

In Prince Bertram the Bad Lobel used folktale 

characters and a folktale theme to tell how a bad 

prince was transformed into a good one, and in 

Giant John (1964) characters from fairy tales ap- 

pear once more. Portrayed are fairies who play 

magic music. Giant John who must dance to their 

melodies, and a princess, queen, and king who 

hire John for a week so that the money he earns 

will keep himself and his mother from starving. 

No strong theme emerges from this book; at the 

climax, the fairies make Giant John dance, he 

knocks down the castle, the princess and her fam- 

ily cry, and the fairies, saddened over what they 

have done, help John rebuild what was de- 

stroyed. In the resolution. Chant John brings 

home a bag of gold to his mother, and they all, in- 

cluding the fairies, sit down to dinner. While not 

one of Lobel’s most humorous and imaginative 

texts, the strength of the book rests in his illustra- 

tions of the gentle giant, his loving mother, and 
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the carefree fairies. 

With his next two books, The Bears of the Air 

(1965) and Martha, the Movie Mouse (1966), Lobel 

again turns to animals as his main characters. 

The major conflict in The Bears of the Air is set up 

at the beginning of the story: four young bears 

want to do things that are fun instead of the 

more “useful” activities their grandfather insists 

they do. They want to Juggle and somersault, per- 

form rope tricks and play a violin; not take naps, 

climb trees, go for walks, or catch fish. A second 

conflict Joins this first as the grandfather begins 

to show them the correct way to climb trees and 

a bird, whose nest has been disturbed by his climb- 

ing, angrily grabs the glasses off his nose. How- 

ever, one of the four young bears, Harold, 

quickly lassos the bird; another, Ronald, Juggles a 

third bear, Donald, over his head so that he can 

somersault and catch the falling glasses while the 

fourth bear, Sam, plays his violin so sweetly that 

the bird, no longer angry, says, “What beautiful 

music. . . . My little eggs will hear it and they will 

soon hatch happily!” Thus, the grandfather 

comes to appreciate the bears of the air and the 

“fine and useful things” they do. This story, with 

its well-defined and humorous plot, is also en- 

hanced by Lobel’s depiction of the bears’ facial ex- 

pressions and reactions to each unfolding event 

in the book. 

Lobel’s next work, Martha, the Movie Mouse 

(1966), is a “rags to riches” story of a homeless 

mouse who finds both a place to stay—a movie 

theater—and a friend—the man who runs the pro- 

jector. But even more importantly, she discovers 

her own creative potential to sing movingly of 

her past: “of mousetraps / Tightly set / And city 

streets / All dark and wet.” As a blues singer and 

a dancer, Martha wins acclaim and admiration, 

yet, for her, nothing can quite compare to the 

pleasure of watching movies with popcorn and a 

lemon Coke at hand. Inspired by Lobel’s love of 

movies and the remembrance of pet mice he had 

raised, this story is significant in two ways: it is 

told in verse, a genre that Lobel returns to a few 

years later, and its illustrations are a mixture of 

bordered and unbordered pictures. Until 1963 

Lobel had not used any type of bordering device, 

but in Myrick’s The Secret Three and Young’s Miss 

Suzy he began to establish undefined borders 

around several illustrations in each book. Lobel 

roughly sketched formal borders around all of 

his pictures for Millicent E. Selsam’s Let’s Get Tur- 

tles, published in 1965. Ehen, in 1966, Martha, the 

Movie Mouse and Oscar Otter, an 1 (km Read book 

Cover for LobeVs 1965 book about four young bears who 

want to have fun instead oj engaging in the usefil activities 

that their grandfather wants (Harper Row) 

by Nathaniel Benchley, were published with dis- 

tinct line borders, an artistic pattern which Lobel 

continues to follow in the 1980s. 

His last two books to be published in the 

196()s, The Great Blueness and Other Predicaments 

(1968) and Small Pig (1969) reflect a surer hand 

in many ways. In The Great Blueness and Other Pre- 

dicaments, an overall unity results from a circular 

border surrounding the opening and closing illus- 

trations and two separately bordered pictures 

each time the wizard portrayed walks down to his 

cellar and concocts a different color. Lobel’s tale 

of how colors came to be is both cumulative and cli- 

mactic. For a world without color, the wizard first 

creates blue, but when that makes everyone sad, 

he mixes up yellow. Yellow', however, hurts 

everyone’s eyes, so the wizard finally mixes up 

red. Unfortunately, that color makes everyone 

cross. Nonetheless, the book ends haj)pily as the 

wizard, unable to concoct any new' colors, acciden- 

tally upsets the old ones, creating all the hues 

that anyone could wish for. This resolution is 

ably complemented by a climax in Lobel’s color 

scheme. Ehroughout the book the colors shift 

from black and white to blue, then to yellow, and 

finally to red until the last two illustrations con- 

clude the story with a j)rofusion of color and de- 
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tail as the townspeople paint the world around 

them and then show their gratitude to the wizard 

tor a world “too heautitul ever to be changed 

again.” 

In Small Pig, however, a world is changed. 

A tanner’s wite, intent on cleaning tlie entire 

tarin, sucks up the small pig’s lovely mud hole, 

washes him, and then places a blue ribbon 

around his neck. From that point, according to 

the August 1969 Horn Book reviewer, “Small Pig’s 

saga grows timnier by the episode” as he runs 

away, searching tor a new mud hole, gets chased 

trom a pond, tails to find mud in a Junkyard, 

and then settles into soft cement in the city. Res- 

cued by firemen, the small pig returns with the 

farmer and his wife, who have been looking for 

him, and when it rains harmony is restored by 

the water which forms new mud for the small 

pig. Interwoven with his humorous plot and well- 

drawai characters, Lobel’s theme is quietly evi- 

dent. t he farmer’s wife learns that the basic 

nature of others must be respected. This percep- 

tion clearly ties the second of l.obel’s I Can Read 

books to the first, Lucille, for in that text the 

horse comes to accept her own nature. 

In the nine books that Lobel wrote and illus- 

trated during the I96()s, two elements continually 

appear. First of all, the tone of almost every 

work is decidedly humorous, and both the text 

and illustrations add to this comic quality. Sec- 

ond, the works abound with main characters who 

are, as Lobel designates them, “child substitutes.” 

PTom Mister Muster eating a chocolate soda to con- 

sole himself to Harold, Ronald, Donald, and 

Sam, who enjoy being bears of the air, to the 

small pig who angrily runs away from the prob- 

lem of no mud, Lobel comically reflects the chil- 

dren that he is illustrating and writing for. 

Farly in his career Lobel realized that “A 

good illustrator . . . should have a repertory of 

styles at his command-like an actor switching 

from role to role.” This assessment of diversity 

and its significance becomes even more impor- 

tant and evident in the books that Lobel illus- 

trated in the 197()s. Fhese works, although they 

contain nearly the same range as those done ear- 

lier, show a definite shif t in concentration. Lobel il- 

lustrated only two I Ckm Read books during this 

period, but he provided illustrations for several 

books of poems, including Edward Lear’s The 

New Vestments (1970), Jack Prelutsky’s Nightmares: 

Poems to 'Trouble Your Sleep (1976), and a collection 

of Mother (loose rhymes, (Pegory (P'lggs and 

Other Nursery Rhyme People (1978). In addition. 

Cover for LoheVs 1968 imaginary tale about the creation of 
color (Harper (ff Roiu) 

Lobel drew the scenes for three folktales while 

he continued to illustrate animal fantasies and re- 

alistic fiction. 

Such a diversity of texts requires a variety 

of styles, and illustrations such as those for Jean 

Van Leeuwen’s Tales of Oliver Pig (1979), 

Prelutsky’s Circus (1974), and Sulamith Ish- 

Kishor’s The Master of Miracles (1971) reflect 

Lobel’s differing techniques. For Van Leeuwen’s 

five stories Lobel chose soft pastel colors, out- 

lined details in pen and ink, and bordered every il- 

lustration to reflect the warm, secure world of 

Oliver Pig. In Circus, bright colors and a great 

deal of movement and detail visually capture 

Prelutsky’s poem on circus performers, and in 

The Master of Miracles dark lines embody the sad- 

ness, mystery, and awe surrounding this tale of 

the man who lets the fabled Oolem live when it 

should have been rettirned to clay. 

Fhe response of librarians and teachers, re- 

viewers and readers to Lobel’s work during the 

197()s was very complimentary as evidenced by 

the many awards and honors that he received. In 

1972 (dieli Duran Ryan’s HildiluLs Night 
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(1971)—one of Lobel’s own favoriie stories—was 

named a C^aldecott Honor Book. That story, 

along with two others illustrated hy Lohel, Rob- 

ert A. Morris’s Seahorse (1972) and Norma 

Fat her’s As I Was Crossing Boston Common (1973), 

was also included in the Cdiildren’s Book Show- 

case for 1972 and 1973. Later in the 197()s two 

more works illnstrated hy Lobel, Anne K. Rose’s 

As Right As Right Can Be (1976) and Merry Merry 

FIBriiary hy Doris Orgel (1977), were chosen hy 

the New York Times to he among the best illns- 

trated children’s hooks of the year. These honors 

and others reflect Lobel’s constant growth as an 

artist. 

Critical recognition was extended to Lobel’s 

own stories as well. Frog and Toad are Friends 

(1970), for instance, was named a Caldecott 

Honor Book in 1971. This third I Can Read 

hook hy Lohel includes five stories about its two 

main characters and their deep friendship. Al- 

though Load is easily fooled, fretful, or overly 

shy at times, he cares deeply for his friend Frog, 

who in turn is supportive and loving. Lohel’s sim- 

ple theme—the value of friendship—is ably ex- 

pressed through the warmth and humor of each 

story. In “The Letter,” for example. Frog finds 

out that load sadly waits for the mailman every 

day, hoping for a letter which never comes, and 

so Frog writes him a note, thanking Toad for 

being his best friend. The friendship between the 

two is evident, and the humor of the story ap- 

pears when Frog rushes hack to Toad and they 

wait four days for a snail to deliver the letter. 

I he hook’s illustrations, done in shades of 

brown, green, and gray with details outlined in 

pen and ink, nicely suit the earthhound world of 

Frog and load, while the animals’ ex|)ressive 

faces truly reflect Lohel’s stories of friendship. 

With his next two hooks, both published, in 

1971, Lohel returned to })oetry, a genre that he 

had first used in Alartha, the Movie Mouse. While 

his verse is rather strained in that poem, those in- 

cluded in 'The Ice-CWeam (drne Coot and Other Rare 

Birds (1971) and the narrative verse of On the Day 

Peter Stuyvesant Sailed into 'Town (1971) flow 

smoothly. I’he comical verses of 'The Ice-Cream 

Cone Coot are especially imaginative as Lohel tells 

of various inanimate objects transformed into 

birds. Fhere are the Bnttonheaks which button 

up the front of a shirt, the Milkhottle Midge 

which contains milk, the Key (aanes which fly 

overhead looking lor locked doors, and other 

birds that animate salt shakers, hiooms, gloves, 

and jjencils. Helj)ing to suspend disbelief, Lohel’s 

drawings of these strange creatures contain just 

enough detail to make their imaginary natures 

real. 

Inchided in the Cdiildren’s Book Showcase 

for 1971 and given the Christo|)her Award for 

that year, Lohel’s [)oem on Peter Sttiyvesant has a 

slightly different tone. While still humorotis, it re- 

lates the historically doctimented transformation 

of New Amsterdam from a dirty, garbage-filled, 

unkempt village to a clean, well-planned town 

through the leadership of Governor Stuyvesant. 

Both literary and visual devices emphasize the be- 

fore and after state of this Dutch village and the 

strength of the man who changed it. The repeti- 

tion of key lines, for instance, underscores 

Stuyvesant’s disgust and dismay as well as the 

force of his proclamation: 

All you men and you maids, get your brooms and 

your spades. 

We must work now without hesitation! 

Yes, Let’s work now without hesitation!. 

Visually, Lobel’s bordering of almost every page 

of text and illustration also conveys the order 

that Stuyvesant brings with him, and the book’s 

three double-spread illustrations dramatically 

present New Amsterdam as it is when he arrives, 

the village after its changes, and in a dream that 

Stuyvesant has, its growth into New York City. 

Praised by Evelyn Stewart in the 15 May 

1972 Library Journal as “a masterpiece of child- 

styled humor and sensitivity” and named a New- 

bery Honor Book for 1973, Lobel’s next work. 

Frog and Toad Together (1972), continues the story 

of the two friends. The five stories of this text, 

however, are even more perceptive than those in 

the first Frog and load book. Human tendencies 

to follow lists and the schedules they define, to 

give in to temptation, to feel brave and afraid at 

the same time, and to elevate oneself at the ex- 

pense of diminishing another are the focus of 

four of the stories. In the third tale Frog and 

load test their will power on a freshly made 

batch of delicious cookies. While Frog overcomes 

his desire to eat every single one, the more realis- 

tic Load exclaims that Frog can keep his will 

power as he goes home to bake a cake. Actually, 

even Frog’s character is not strong enough to re- 

sist temptation since he has to remove it hy throw- 

ing the cookies to the birds. 

I he last story in the collection, “d he 

Dream,” is eijiially insightful. By dreaming of sur- 

passing Frog in his newfound role as the great 
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Dust jacket for LobeVs 1971 book. Though humorous in tone, the book provides a historically documented account of New 

Amsterdam’s progress under the leadership of Peter Stuyvesant (Harper ^ Row). 

Toad, Foad reveals how inferior he feels. Yet 

every time the dream elevates Toad, Frog de- 

creases in size until he can hardly be seen. When 

Toad realizes that Frog might be lost, he rejects 

his wish to be the best and so regains Frog’s friend- 

ship. For Toad a best friend, not achievement or 

fame, comprises the enduring quality of life. 

L.obel’s second Frog and Toad book, then, af- 

Firms the central concern of the first one- 

friendship. 

Unlike PTog and Toad are Frmids or Frog and 

Toad Together, the stories in Lohel’s Fifth I Can 

Read book. Mouse Tales (1972), contain neither a 

common theme nor characters. Instead, each of 

the separate tales is told by a father mouse to his 

seven sons as bedtime stories. Appropriately 

enough, the hook concludes with the father say- 

ing good night to his sleeping children and then 

joining his wife for a cup of tea. Within this unify- 

ing frame, the stories range from a little girl 

mouse being granted wishes by a magic well and 

a little hoy mouse whose imagination sees a fierce 

cat in the clouds to a very dirty mouse who lets 

the whole town flood as he takes a hath. 

Fohel visually separates these seven bedtime 

stories from the unifying tale of the father 

mouse and his children by bordering each page 

of the stories but leaving unbordered the pages 

of narrative frame. Thus, the borders distinguish 

one Fiction from another. Contemporary reac- 

tions to these stories-within-a-story were very fa- 

vorable. Carol Chatfield, in the 15 December 

1972 Library Journal, praised the work’s “good 

humor and sense of the ridiculous,” and the De- 

cember 1972 Horyi Book reviewer concluded with 

a very positive evaluation of the illustrations: “Scat- 

tered through most of the cream-colored pages 

are small drawings in pastel tones of gray, 

brown, yellow, and magenta; and the joy of look- 

ing at the mice and their adventures equals the 

joy of reading about them.” In 1973 the book re- 

ceived the Irma Simonton Black Award given by 

the Bank Street College of Education. 

Fold in rhyming verse, Lobel’s third narra- 

tive poem. The Man Who Took the Indoors Out 

(1974), is another highly imaginative story of a 

man who invites all of his indoor things outside 

but finds them behaving uncontrollably as they 

head toward the village and then out to sea. Bell- 

wood Bouse searches for his furniture, his 

kitchen utensils, and appliances in vain and 

spends the next year without his “Indoors.” 
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1 hen one winter morning all of his possessions re- 

turn, and in celebration he dances with his white 

wicker rocker, the only piece of outside furniture. 

Although described by Judith S. Kronick in 

Library Journal (15 October 1974) as “an amusing 

though pointless fantasy,” Lobel’s tale has a very 

strong point, for Bellwood Bouse, by resolving, 

“1 will not let my Indoors / Run loose anymore,” 

has learned that there is a sense of order which 

must be followed. Certainly, the illustrations them- 

selves are structured through Lobel’s use of bor- 

ders around each picture. Included in the 

Children’s Book Showcase and selected as one of 

the best illustrated books of 1974 by the New York 

Times, this work continues to show the more ab- 

surd side of Lobel’s humor. 

A gentler humor pervades Lobel’s next two 

picture books, both in the I Can Read series. Owl 

at Home (1975) follows the precedent set in Frog 

and Toad are Friends as five stories are told about 

a central character, an owl. Much of the humor 

in this book springs from his personality. The 

owl is anything but wise as he invites Winter in- 

side his house as a guest, is scared of the bumps 

his own feet make in bed, tries to be both up- 

stairs and downstairs at the same time, and be- 

lieves the inanimate moon to be his friend, but 

for all this, he is ultimately appealing. 

Perhaps the strangest story in the collection, 

“Tear-Water Tea,” suggests that a periodic cathar- 

sis of the soul is needed as Owl, determined to 

make some tear-water tea, thinks of life’s sad 

things—broken-legged chairs, unsung songs be- 

cause of forgotten words, unfound spoons be- 

hind stoves—and cries into his kettle. When the 

kettle is full he stops crying, heats the water, and 

drinks his tear-water tea as if to say that sadness 

nourishes as well as depletes. 

In Frog and Toad All Year (1976), winner of 

the Christopher Award, humor also predomi- 

nates as the two friends sled together, wait out a 

spring rain by Frog telling a story, eat ice cream 

cones under a tree, rake autumn leaves, and 

share (Tristrnas Eve together. Fhe winter-to- 

winter progression of the stories emphasizes the 

permanence of the two characters’ friendship 

while the contents of the last three tales espe- 

cially show its depth. In “(4iristmas Eve,” for ex- 

ample, load worries that something has 

ha{)pened to Frog when he does not come to din- 

ner on time. His imagination envisions his friend 

at the bottom of a deep hole, lost in the woods, 

or chased by a huge animal, and so load rushes 

out the door with a rope, lantern, and frying pan 

to handle each danger. Much to his surprise, he 

meets Frog, late because of wrapping Foad’s pres- 

ent, and the two sit down to eat and to enjoy 

Toad’s new gift, a clock to keep proper time so 

that Toad will not have to worry so much. 

Both Owl at Home and this third book of 

Lobel’s Frog and Toad series reflect a similarity 

of visual techniques. Lobel uses very expressive 

faces; limited, highly appropriate colors with de- 

tails and outlines done in pen and ink; and a mix- 

ture of bordered and unbordered illustrations to 

ably complement and embody his stories. 

Lobel once explained that he and his wife 

hesitated to collaborate because their styles were 

“very dissimilar.” However, Lobel was only think- 

ing of their visual styles, and as his written work be- 

came stronger, it was perhaps inevitable that he 

would one day create a story in words for Anita 

Lobel to illustrate. Reminiscent of a folktale in its 

use of a trickster character and cumulative plot, 

their first collaboration. How the Rooster Saved the 

Day, was published in 1977. 

Lobel’s story tells of a thief who plans to 

cause eternal night by killing the rooster who 

crows up the sun each day. Under the cover of 

this lasting night the robber intends to rob and 

plunder. However, the wise rooster, in the tradi- 

tion of Chanticleer, pretends to be deaf and un- 

able to hear the robber’s plans. The thief laughs 

when the rooster explains that his deafness was 

caused by quacking, barking, oinking, and moo- 

ing, and then he tries to show the rooster the 

noise that really should be made. But, as the rob- 

ber loudly crows cock-a-doodle-doo, he calls 

forth the day himself and ruins his own plans. 

How the Rooster Saved the Day was lauded by Dana 

Pinizzotto, writing for School Library journal (April 

1977), as “a first-rate, first-time collaboration 

from the Lobels” while the reviewer for Horn 

Book ( June 1977) complimented its “enchanting 

blend of two individual yet compatible talents in 

a handsome entity.” 

In two works which follow this collaboration— 

Mouse Soup (1977) and Grasshopper on the Road 

(1978)—Lobel returns to a now-familiar format 

for his I Can Read books: a number of stories re- 

volving around one or two animal characters. 

Mouse Soup also shares a similar structure and vi- 

sual technique with one of Lobel’s earlier books. 

Mouse Tales. In each work one story is used to 

unify several unrelated ones; in Mouse Soup that re- 

lationshij) is especially tightly w^oven. Following 

the tradition of the Arabian Nights and 

Scheherazade’s dire need to weave stories, Lobel 
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Arnold and Anita Lobel (photo by Ian Anderson) 

depicts the protagonist of Mouse Soup caught by a 

weasel. The mouse, knowing that he will be the 

main ingredient in the weasel’s soup, stalls for 

time by telling four stories which he claims will 

make the soup taste even better. Characterized 

by humor, these four tales are visually set off 

from the main story through the use of borders, 

the same technique that Lobel had used in Mouse 

Tales. 

After the stories are told (of a mouse who 

tricks the bees who are nesting on his head, of 

two rocks who yearn to see the other side of the 

hill, of a girl mouse who needs quiet instead of 

cricket songs, and of an old lady mouse who is 

grieving over the dying thornbush that had been 

growing from her sofa), the next part of the 

mouse’s plan unfolds. He tells the weasel that the 

soup now needs animals and objects that repre- 

sent each of the stories, and so the weasel is fi- 

nally tricked. While he goes off to find bees, 

mud, rocks, crickets, and a thornbush, the mouse 

follows only long enough to see the weasel stung, 

dirtied, tired, and pricked and then runs home 

to eat supper and read before bedtime. Clearly 

this conflict between a small mouse and a large 

weasel not only results in an interesting story but 

strongly emphasizes the importance of the four 

tales that are told. 

Evaluated by David Winder in the Christian 

Science Monitor (23 October 1978) as “a worthy suc- 

cessor to the popular ‘Frog and load’ volume,” 

Crasshopper on the Road is a criticism of contempo- 

On Market Street 

Words by Arnold Lobel 

Dust jacket for Arnold and Anita Label’s 1981 alphabet 

book (Greenwillow) 

rary society. The reader readily identifies with 

the main character—the grasshopper—who enjoys 

the world around him and its many changes. 

Through his eyes the reader sees the various ani- 

mals that he meets and perceives in most of them 

an obsessive allegiance to statistics. There are the 

beetles who only love the morning, the housefly 

who wants to sweep up every speck of dust, the 

mosquito who has to obey the rules concerning 

his ferry, and the three butterflies who do the 

same thing the same way every day. The last in- 

sects that Crasshopper encounters on his journey 

down the road, the dragonflies, are an emblem 

of those who are too busy to really appreciate 

life, for the dipping, diving, and zooming that 

the dragonflies do preclude the “time to look at 

sunsets and mountains.” Lobel’s book, then, sati- 

rizes those who live in too narrow a world. 

In an interview conducted for Publishers’ 

Weekly in 1971, Lobel distinguished between the 

roles of an author and an illustrator in the cre- 

ation of a picture book: “A good writer of pic- 

ture books will not overstep his area, he will 

know how to underwrite. Bad writers wall start 

doing the artist’s work for him—they will describe 

visually what should not be described at all.” CTr- 

174 



DLB 61 Arnold Lobel 

tainly, Lobel followed this conviction in the first 

work that he and his wife collaborated on, and in 

their second one, A Treeful of Pigs (1979), his 

inode of underwriting is even more evident. 

In the tradition of a droll, cnmulative folk- 

tale, Lobel’s text focuses on a lazy farmer and his 

hardworking wife. The farmer agrees to help her 

raise pigs when the animals are still nnbonght, 

but when the piglets are actually on the farm, he 

makes up a number of impossible conditions 

under which he will help her one day. He prom- 

ises to help her plant corn, for example, when 

the “pigs bloom in the garden like flowers,” to 

dig a mud hole when the “pigs grow in the trees 

like apples,” to carry buckets of water when the 

“pigs fall out of the sky like rain,” and to harvest 

the corn when “those pigs would disappear like 

the snow in the spring.” Much to his amazement, 

each of these events happens, but he still refuses 

to help until all the pigs disappear. Then he 

wants his wife’s help, but she wisely refuses, say- 

ing that she will help when he promises “never 

to be lazy again.” Under this condition he prom- 

ises, she releases the penned-in pigs, and they all 

rejoice with a corn-on-the-cob supper. While 

Lobel’s story presents the main events of the 

plot, Anita Lobel’s illustrations further endow it 

with humor as she reveals that the one responsi- 

ble for the pigs blooming in the garden, growing 

on the apple tree, falling from the sky, and disap- 

pearing like the snow is the farmer’s wife. Thus, 

the illustrations truly integrate, as well as depict, 

the plot. 

Lobel had begun the 1970s with the publica- 

tion of the first Frog and Toad book and appropri- 

ately ended the decade with another work in this 

highly popular series. Published in 1979, Days 

with Frog and Toad continues the excellent blend 

of humor and warmth, companionship and friend- 

ship that permeated the earlier stories of the se- 

ries. In the first four stories of this work. Load 

promptly cleans his house early so that he can 

rest later, the two friends successfully fly a kite. 

Frog tells a scary story causing both himself and 

load to shiver, and load’s birthday gift—a hat—is 

reduced in size so that he can wear it. 1 he fifth 

story concludes the book with another strong affir- 

mation of friendship as Load, thinking that 

PTog’s sudden absence means that he does not 

want him as a best friend anymore, is reassured 

when Frog exclaims that he just wanted to be 

alone “to think about how f ine everything is,” esj)e- 

cially his friendship with dbad. 

In the 198()s Lobel continues to illustrate. 

Dust jacket for LobeVs 1983 book of limericks and nursery 

rhymes (Harper Row) 

write, and collaborate on children’s books. As an 

artist, his illustrations for jack Prelutsky’s The 

Headless Horseman Rides Tonight: More Poems to Trou- 

ble Your Sleep (1980) and C^arol Chapman’s The 

Tale of Meshka the Kvetch (1980) are ably suited to 

each text. The combination of both his dark draw- 

ings and Prelutsky’s macabre poems “elicit feel- 

ings of exquisite terror” according to an August 

1980 Horn Book review, while the simpler draw- 

ings of Meshka, her difficulties, and her charac- 

ter change reflect Chapman’s droll story of a 

woman who is really afflicted by all she com- 

plains of. His illustrations for The Random House 

Book of Poetry for Children (1988) capture in f ull- 

color illustrations the essence of jack Prelutsky’s 

selection of poetry from poets representing many 

periods. A january-february 1985 Horn Book re- 

viewer noted the special (juality of Lobel’s illustra- 

tions for Maxine Kumin’s llie Microscope (1908), 

which includes “humorous parodies of the Dutch 

painters of Leeuwenhoek’s era. But only Arnold 

Lobel would deflate the brooding passion of the 

stormy sea by including a sign-bearing fish.” 

Lobel’s inventiveness as author-illustrator is 

evident in Fables (1980), a collection of Wholly mod- 

ern fables with animal characters and morals. 
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L()l)el had been encouraged lo do an adaptation 

oi Aesop’s tales by Harper and Row but, finding 

them too “didactic and dry,” turned to bis favor- 

ite animals instead, letting tbeir characteristics sug- 

gest new stories, fbese fables, like Aesop’s, show 

both the virtues and faults of society in tbeir ac- 

counts of a camel who keeps on dancing not be- 

cause she is good but because she enjoys ballet; 

of a mouse who undergoes many hardships to 

reach bis goal—the sight of the sea; and of a hippo- 

potamus who eats so much that be cannot physi- 

cally leave the table. For these fables and 

seventeen others, Lobel chose a double-line bor- 

der around each page of text and illustration 

and a third border around each individual pic- 

ture as well. The drawings, done in a full range 

of colors, were praised in Newsweek (fS August 

1980) by Annalyn Swan “as witty and homey as 

the tales themselves,” and the book was honored 

with the Caldecott Medal in f98f. Lobefs humor- 

ous animals and bis joy of rhyme combined in 

two books that provide an exciting approach to po- 

etry for children. The Book of Pigericks (1983) and 

Whiskers and Rhymes (1985) include original limer- 

icks and nursery rhymes on well-designed pages 

that capture the visual and aural attention of 

young readers. 

On Market Street (1981), illustrated by Anita 

Lobel, is an alphabet book. Its poetic text, describ- 

ing the various presents that a little boy buys on 

Market Street for a good friend, his cat, embod- 

ies all of the elements of warmth, caring, and 

love that make so many of Lobefs books appeal- 

ing. Wliile Lobefs text quietly presents the story, 

bis wife’s illustrations vividly focus on the apples, 

books, clocks, and doughnuts that each respec- 

tive merchant is selling. Furthermore, one of the 

book’s closing pictures depicts the boy’s cat sur- 

rounded by ]3resents, a highly unifying illustra- 

tion, for Lobefs verse bad not named the friend 

for whom the gifts were intended. The Rose in My 

Oarden (1984) represents an equally successful col- 

laboration with bis wife that results in a stunning 

liorticLiltural excursion. 

In Lobefs creation of either a story or an il- 

lustration, he constantly revises and deletes so 

that only those words or lines that truly fit are re- 

tained. As an illustrator, this means placing lay- 

ers of tracing paper over various, sketches and 

only redrawing those lines that he really likes—an 

enjoyable process that comes easily. But in the 

“unwriting” that Lobel does with his stories, the de- 

cisions over which word to choose or cross out 

weigh heavily. 

Despite this difficulty, however, Lobefs 

works testify to his excellence as both a writer 

and artist. Undoubtedly, their qualities of 

warmth and humor, affirmation and truth 

greatly contribute to this excellence, but one 

more element adds to this spirit—a capacity and ne- 

cessity for growth reflected most clearly in 

Lobefs attitude toward future books. For him, 

the work that is not yet conceived or visualized of- 

fers the most challenge and excitement, for his “fa- 

vorite is always the next one, the one I haven’t 

done yet. I like to think that’s because I’m still 

growing.” 

Interviews: 

“Arnold Lobel . . . the natural illustrator . . . the 

entertainer,” Early Years, 11 (November 

1980): 34-35, 103; 

“Authors and Editors,” Publishers' Weekly, 199 (17 

May 1971): 11-13. 
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(2 December 1945- ) 

Nellvena Duncan Eutsler 

BOOKS: Cathedral: The Story of Its Construction (Bos- 

ton: Houghton Mifflin, 1973); 

City: A Story of Roman Planning and Construction 

(Boston: Houghton Mifflin, 1974); 

Pyramid (Boston: Houghton Mifflin, 1975); 

Underground (Boston: Houghton Mifflin, 1976); 

Castle (Boston: Houghton Mifflin, 1977); 

Great Moments in Architecture (Boston: Houghton 

Mifflin, 1978); 

Motel of the Mysteries (Boston: Houghton Mifflin, 

1979); 

Unbuilding (Boston: Houghton Mifflin, 1980); 

Electricity, edited by Bill Sims (Knoxville, Tenn.: 

Tennessee Valley Authority, 1983); 

Mill (Boston: Houghton Mifflin, 1983); 

Baaa (Boston: Houghton Mifflin, 1985). 

BOOKS ILLUSTRATED: David Lord Porter, 

Help! Let Me Out! (Boston: Houghton 

Mifflin, 1982); 

Robert Ornstein and Richard F. Thompson, The 

Amazing Brain (Boston: Houghton Mifflin, 

1984). 

David Macaulay was born in Burton-on- 

Trent, Lancashire, England, on 2 December 

1945, son of James and Joan Lowe Macaulay. His 

books provide an excellent example of the fact 

that childhood experiences, interests, memories, 

and associations come to the surface in adult 

years and have a significant impact upon creative 

performance. His father, an industrial engineer, 

introduced him at an early age to simple 

technology—how to construct and make things 

work. When Macaulay was eleven he moved to 

the United States with his parents but did not 

leave his love for England behind. He still retains 

his British citizenship and collects memorabilia of 

his life there, such as a miniature coronation set 

complete with golden carriage and royal band on 

horseback. His cherished memories and experi- 

ences surface by way of the imagination in his 

books. 

Macaulay’s academic background includes a 

David Macautay (photo by Jim Kalett) 

bachelor’s degree in architecture from the Rhode 

Island School of Design and a year of study in 

the European Honors Programs in Rome, Hercu- 

laneum, and Pompeii. He acknowledges a respect 

for the works of Giambattista Piranisi, Milton Cha- 

ser, and Maurice Sendak. He thoroughly re- 

searches all of his projects, travels to the site, 

takes numerous photographs, and literally walks 

the land; thereby lending authenticity to the fin- 

ished product. Marc IVeib in Print magazine calls 

Macaulay’s j)rocess the “archeological method.’’ 

The recognition and list of awards he has re- 

ceived are im|)ressive. His first book, Cathedral: 

llie Story of Its Construction (1973), received a 

(kildecott Honor Medal and the German |ugend- 
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hiichpreis and the Dutch Silver Slate Pencil 

Award. It appeared on the ALA, the New York 

'rimes, and the School Library Joiuiial best books of 

the year lists, and on the Neiv York 'Limes Best Illus- 

trated Cdiildren’s Books of the Year list. It was a 

runner-up for the Boston Globe-Horn Book Award 

and was a Horn Book “Fanfare” book. City: A Story 

of Roman Planning and Construction (f974) was in- 

cluded on the ALA, the New York Limes, and the 

School Library journal lists for best books of the 

year, and was also a Horn Book “Fanfare” book. Pyr- 

amid (1975) received the Christopher Award and 

the New York Academy of Sciences Children’s Sci- 

ence Book Award. It was also listed by the ALA, 

the New York Times, and the School Library Journal 

on their best books of the year lists. Underground 

(1976) was also an ALA Notable Book and was 

listed by both the New York Times and the School Li- 

brary Journal on their best books of the year lists 

and was a Horn Book “Fanfare” book. Castle 

(1977) was a Caldecott Honor Book, and ALA 

and School Library Journal listed it on their best 

books of the year lists. It was a Horn Book “Fan- 

fare” book. The New York Academy of Sciences 

gave it Honorable Mention. Unbuilding (1980) 

was included on both best illustrated and best 

books of the year lists by the New York Times. The 

School Library Journal listed it as one of the best 

books of the year, and Horn Book cited it as a “Fan- 

fare” book. David Macaulay has been awarded 

the Washington Children’s Book Guild Non- 

fiction Award, and in 1977 the American Insti- 

tute of Architects presented him with their medal 

for his contribution as “an outstanding illustrator 

and recorder of architectural accomplishment.” 

Macaulay’s output during the past thirteen 

years certainly represents unremitting activity. 

I hough research and layout take the most time, 

Richard Ammon has reported that Macaulay exe- 

cutes “the final drawings with lightning speed.” 

Geoffrey House explains that for Macaulay “writ- 

ing is laborious” and the “drawing of each line of 

detail is the most tedious part of composing a 

book” because each strand of hair, each brick, 

and each stone must be carefully drawn. 

Whether Macaulay finds the drawing process te- 

dious or sketches with felicity, he accomplishes a 

great deal. In drawing, Macaulay has a definite 

purpose in mind; “to illustrate the way these 

large structures came to be built and to give 

some insight into actual problems of early technol- 

ogy, materials and tools.” 

Cathedral (1973), Macaulay’s first book, devel- 
oped from his interest in gargoyles. Macaiday’s 

concerns in this book, as evidenced in the text, 

are numerous-the culture of thirteenth-century 

France, the process of governing, the geography 

and landscape, religion, architecture, death, bur- 

ial, and the process of building. The reason for 

the building of the cathedral reflects one aspect 

of man’s nature, his pride, his drive “not to be out- 

done!” Giving thanks to God, the people of 

Ghutreaux, Macaulay’s imaginary city, wish to 

build the “longest, widest, highest, and most beau- 

tiful cathedral in all of France.” Although this tem- 

ple of worship is built for the gloi^y of God, man, 

as is typical, is building the edifice for his own 

honor and glory. 

The monumental task begins in 1252, and 

the reader sees the passage of time not only in 

the construction of the cathedral but in the 

change of roofing material on the houses which 

surround the building site. At one point Macau- 

lay calls attention to the cathedral roof which is 

begun in 1275. Therefore, it is natural to look at 

the roofs of surrounding houses. In the year 

1270 all houses are thatched. By 1275, it is 

vaguely suggested, there is the beginning of 

change in a few houses, which by 1280 is made ap- 

parent by the growing number of slate roofs. By 

the year 1302, many more houses have the slate 

roofs and by 1306 they nearly predominate. By 

1338, when the cathedral is completed, the 

houses visible both within and without the city 

wall have been reroofed. 

The information in Cathedral, as in all of 

Macaulay’s books, is given with clarity and direct- 

ness. The professionals in charge are introduced. 

The money is in the hands of the clergy; the Flem- 

ish architect, with his knowledge of architecture 

and engineering, is in charge of design and super- 

vision, and he directs the master craftsmen. Each 

craftsman is introduced and pictured, and the 

tools of each trade are pictured and explained. 

Fhe floor plan is given and a wall elevation illus- 

trates the elaborate design. 

The first double spread of the book intro- 

duces a whimsical scene with two ducks swim- 

ming in a stream and a fox jumping a riverlet. In 

Cathedral the people and the workers have very lit- 

tle identity; the focus is on the building, and the 

workers are dwarfed by all of the activity. The 

only names given are for those figures which are 

drawn larger than life: the bishop, the clergy- 

men, and the architect. 

However, Macaulay does portray village life, 

depicting a sleeping cat, oblivious of the nearby 

mouse, and children at play with their dogs while 
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CATHEDRAL 
The Story of Its Construction 

Dust jacket for Macaulay’s first book, which describes the build- 

ing of a medieval French cathedral (Houghton Mifflin) 

others are swimming nearby. The workers are 

shown in a relaxed moment drinking their mead 

while watching a few performers. There is little in- 

dication, because of the length of the project, 

that seasons are passing, but one spring birds 

hatch their eggs. In the year 1302 May Day is cele- 

brated with a fair and the traditional dancing 

around the Maypole. 

Each activity of preparation for building the 

cathedral is carefully delineated. The trees are 

felled, the stones quarried, the site cleared. Foun- 

dations are dug; materials are assembled; mortar 

is mixed; foundations are completed; stone is set 

on stone for the walls. The architect grows old 

and is replaced; the bishop dies, is buried. Roof- 

ers, stonecutters, and sculptors are introduced. De- 

vices such as the great wheel and the windlass 

are employed and explained. Carpenters begin 

the finishing; glassmakers make the stained glass 

lor the windows, fhe bells are cast and the lost 

wax process is explained. Decorations and sculp- 

ture are added, and finally, after eighty-six years 

have passed, “the j)eo|)le of (dmtreauX have built 

their cathedral and offer it to (iod.” The presenta- 

tion of the text is simple and straightforward; the 

book’s outstanding feature is the stunning per- 

spective and imaginative views of the building. 

Oily (1974) follows the format of Cathedral; 

however, the text is more elaborate. 4he time 

frame for City is between 300 B.c\ and A.l). 150. (at- 

ies were then “designed and built to serve the 

needs of all the people,” for “the Romans knew 

that well planned cities did more to maintain 

peace and security than twice the number of mili- 

tary camps.” They also knew that a city had to be 

“a place where people wanted to live.” Planners 

were well aware of the importance of water sup- 

ply, sewage, traffic systems, and the dangers of 

overpopulation. But all of their motives were not 

entirely pure. During the building of the city, 

certain wealthy “Verbonians” insured their own 

niches “in some prominent place.” 

Plans for this imaginary Roman city, Verbo- 

nia, were started in 26 B.C. The specialists in- 

volved are military engineers, including planners, 

and the city is planned to provide for both the sa- 

cred and secular aspects of its citizens’ lives. The 

environment is then explored; customs are ex- 

plained; rites are observed. Terms unfamiliar to 

most readers are always carefully explained and 

pictures detail specific information. 

The tools used are all enumerated, de- 

scribed, and pictured, and their functions are ex- 

plained. Materials (stone, clay, mortar, wood) are 

listed and their sources identified. Shops are 

built, laborers are enlisted. Roads and bridges 

are built. Walls rise and an aqueduct is built, fhe 

city takes shape. 

The reader is told that “to maintain as high 

a level of work as possible the laborers were 

treated almost as well as the soldiers.” fo prove 

this point Macaulay even provides a picture of 

these laborers showing them all in a pleasant 

mood, with smiles carefully drawn on every face. 

Not only are the workers happy, the Roman sol- 

diers observing their period of relaxation are 

happy too. Macaulay’s figures do not leap, soar, 

or bound about the page, fhey have little anima- 

tion but suit the purpose for which they are used. 

Process is important in building this city, 

but people are important, too, because the city is 

“designed and built to serve the needs of all the 

people who lived within.” Alter three years ol con- 

struction families move to the city, and Macaulav 

portrays the activities of daily life. Apartments 

and homes have been built; businesses have been 

established. Daily lile is reflected as citizens meet 

by the neighborhood well. (4hldren play; water 

is drawn for the laundry. An intimate picture of 
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their life is revealed as the citizens recline for 

their meals and relax in the atrium. I heir most 

personal retjihrements are met as well. Toilets 

are pictured and the o})eration of the sewage dis- 

posal is explained. 

I'he baker, the olive oil mercfiant, and tfie 

goldsmith are introduced. The barber’s role is de- 

fined as the purveyor of news. For the spreading 

of the news “barbers were almost as important as 

the government decrees read in the forum, and 

they were definitely faster.” By A.D. 14 the city is 

thriving. Cirocery shops, pastry shops, furniture 

shops, clothing shops, drugstores, wine shops, 

snack bars all cater to the needs of the people. 

Next, the forum is built and the temples to 

|upiter, Juno, and Minerva rise. Government is 

formed; senators are elected. The Court of Jus- 

tice is established and offices and schools are pro- 

vided. A large triumphal arch is constructed to 

the glory of the emperor. Public baths, complete 

with steam rooms, swimming pool, and an exer- 

cise room serve the people, and an amphitheater 

is built for entertainment activities. All of life’s 

needs are satisfied, and by A.D. 100 Verbonia has 

reached its optimal size. Everything is still in work- 

ing order, having been maintained through the 

years. 

Those who have assumed that technology is 

a modern phenomenon need only to read CAty to 

explore a lesson in efficiency in city planning in 

Roma at the dawn of the Christian era. Roger 

Downey declares that CAty is “not just a tribute to 

the efficiency and common-sense of Roman plan- 

ning but also an appeal to modern city planners 

to relearn the forgotten lessons of the past.” 

For Pyramid (1975) Macaulay traveled to 

F.gypt. He rode on a camel, scaled the Great Pyra- 

mid, and shot eighteen rolls of film. The book 

opens in the year 2470 B.C. as the new pharaoh be- 

gins his reign, and, as is the custom, he prepares 

for the end of his life and his burial. Here the pre- 

occupation is with death. Some workers look as if 

they are barely animated mummies while others 

look as if they have just stepped off a decorated 

tomb wall. 

In Pyramid the reader becomes familiar with 

the geography of Egypt as it relates to the pyra- 

mid, acquires some concept of the culture of the 

times, and is given an introduction to the con- 

cept of the pyramid as the book explains the Egyp- 

tian religious belief of life after death. Little of 

the aspect of government is explored. The major 

focus is on the architecture of the pyramid as a 

tomb. The text ex{)lains the plans of the funer- 

ary complex, gives an overview of the process of 

building, explains where the laborers come from, 

and identifies them with their specialized tasks. 

Macaulay also pictures and labels the tools used. 

Land is cleared and the project begun. Sev- 

eral thousand men are assembled: stonecutters, 

masons, surveyors, mortar makers, carpenters, 

and general laborers. During flood time over 

50,000 workers, mostly farmers, are drafted. 

Over two million blocks of stone are used to cre- 

ate a man-made mountain to protect the “sacred” 

body of the pharaoh. Perhaps the greatest under- 

statement in the book is that “each year the vil- 

lages lost several of their men” during the 

construction process. 

The pharaoh dies in 2439 B.C., thirty-one 

years after the pyramid was begun. His body is 

prepared for burial; the tomb is blessed, and he 

is finally laid to rest, unless his ka (spirit) decides 

to make a nightly Journey into another world. 

The pyramids, as Macaulay notes, “continue to 

serve as a tribute to tFiose who so skillfully organ- 

ized the efforts of thousands of people in an at- 

tempt to deny the finality of death and the 

limitations of time by leaving behind something 

that would last forever.” In this story the workers 

are expendable, but the pharaoh is immortalized. 

With Underground (1976) Macaulay moves 

into the twentieth century, where the reader 

views, at a typical intersection, building founda- 

tions and also the constructions that exist under- 

neath streets and sidewalks. Macaulay explores 

subways, sewers, telephone and power systems, col- 

umns, cables, pipes, tunnels, and other under- 

ground elements of a large city. His information 

is accurate, but the method of presentation is ideal- 

istic. 

A guide for the reader is conveniently sup- 

plied early in the book on a double-page spread, 

and Macaulay next explains and pictures the vari- 

ous types of foundations: the floating founda- 

tion, friction piles, bearing piles, and piers. He 

diagrams a site plan and the soil profile which de- 

termines the type of foundation needed. He ex- 

plains that “the best foundation for a particular 

building is determined by the weight of the build- 

ing, the area over which the weight is to be distrib- 

uted, and the soil conditions.” He notes that for 

most small buildings a spread foundation is used. 

This process he explains and illustrates, showing 

the entire process of building a spread f oundation. 

Then Macaulay tackles the greater Job. 

Through thirty pages he pictures and explains 

the process for making a floating foundation for 
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UNDERGROUND 

DAVID MACAULAY 

Dust jacket for Macaulay’s 1976 book, which details the sub- 

structure of a modern city block (Houghton Mifflin) 

one building, fricdon piles for a second, bearing 

piles for a third, and for a fourth, piers. A dou- 

ble spread directs attention to the area beneath 

the surface of the streets and sidewalks, which is 

filled with the basic utility systems: water, sewage 

removal and drainage, electricity, steam, gas, and 

telephone communications. 

Macaulay shows an ideal utility layout, not- 

ing that each utility is given a specific location. 

Again he excavates and exposes and explains the 

water supply system and pictures a typical water 

system layout. He follows the flow of water from 

the pumping station, explains the matter of pres- 

sure, the materials of the pipes, the testing, the 

valves, and the route of water flow. 

He next introduces a typical sewer system lay- 

out, the sewer profile, and describes how the 

sewer pipe is laid, fhe storm drain system is de- 

j)icted, as are the electrical system, the steam distri- 

bution system, the gas distribution system, and 

the telephone system. Also the matter of repair- 

ing each system is clearly explained. The last sec- 

tion of the book is allotted to the subway 

transportation system. Macaulay’s subway system 

uses both the “cut and cover” tunnel and the 

deej) bored tunnel. He shows both ty[)es, with 

tracks, elevators, escalators, and pedestrian cross- 

over ramps. He also shows the air ventilation sys- 

tems. 

As usual, Macaulay has presented a clear 

and detailed picture of his material. But the curi- 

ous and attentive reader will find much humor 

in details Macaulay has hidden in this maze of 

pipes and tunnels, and indeed on the open city 

streets. Dogs and fire hydrants abound, and the 

reader meets expected critters as well as exotic 

ones. An archaeologist following these workers 

around would have a field day. 

In writing Caslle (1977) Macaulay was able 

to return to his childhood haunts. The setting is 

Wales, where Macaulay often vacationed with his 

family when he was a child. The building of this 

castle and the town which surrounds it is part of 

a “military program [which] displays both supe- 

rior strategical skill and the farsightedness re- 

quired for truly successful conquest.” It was built 

as a “tool of conquest” and as a “defensive struc- 

ture.” The offensive use is evidenced by its “place- 

ment along important supply and communication 

routes and to some extent from [its] intimidating 

appearance.” The town which surrounds the cas- 

tle, once it is established and prospers “provide[s] 

a variety of previously unavailable social and eco- 

nomic opportunities.” Therefore, the town con- 

tributes “to both conquest and peace.” 

The setting for this project is determined by 

the monarch of England to fulfill his ambitions 

for conquering the Welsh. He chooses Kevin le 

Strange to be Lord of Aberwyvern. Macaulay’s 

imaginary district is a “rich but rebellious area of 

northwest Wales.” The construction of the castle 

and town must be paid for by Lord Kevin, who col- 

lects rent and taxes from his tenant farmers, 

earns income from his own livestock and j)ro- 

duce, or donates personal funds. 

James Babbington, the master engineer, de- 

signs the project and supervises the work. The spe- 

cific setting chosen is a high limestone outcrop 

along the coast. Master James brings with him dig- 

gers, carpenters, laborers, and many supplies: tim- 

ber, tools, and hardware, fhe castle is designed 

first and the castle defenses are outlined and ex- 

plained. A plan for Aberwyvern, the town, is 

given. Living quarters for the men are built and 

workshops erected. A birds-eye view of the area 

is shown and a plan for the castle is laid out. fhe 

workers: (piarrynien, blacksmiths, mortar makers 

and carriers, masons, carpenters, diggers, and 

even Master James’s dog are pictured. Also, the 

full comj)lement of tools is shown. 
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On 8 [line 1288 Master James and the sni- 

vevors mark off the location of all the main walls 
j 

and towers. The masons build the castle and 

town walls as Macaulay carefully pictures and de- 

scribes each step. Seasons change, winter comes, 

and work is temporarily halted. In the spring 

work is resumed. 1 he reader understands the rea- 

sons for the minutest details of merlins, battle- 

ments, arrow loops, each strategy of defense 

provided for the castle. 

By spring 1284 several towers and much 

wall have been built. By October 1285 the outer 

curtain is almost finished and much of the inner 

ctirtain. I his castle is complete with basements 

for food storage, dungeons, garderobes, cesspits, 

and a magnificent chapel and gatehouses. 

By 1286 the town wall is finished. The town 

grows and boasts a master shoemaker and master 

tailor. Workroom and workshops teem with activ- 

ity. After the town becomes a parish and has a 

priest assigned, a church is built. In 1287 the gate- 

houses are complete, and Macaulay provides a 

double-spread view of an almost finished castle 

complete with battlements. 

Permanent quarters to house the garrison 

are then built, and the reader is provided with il- 

lustrations of their defensive weapons: the lance, 

sword, dagger, crossbow, longbow and arrow, 

mace, shield, and battle ax. Last, the great hall 

and kitchen are completed. Attention is turned 

to the “finer” aspects of life. The arrival of Lady 

Catherine and her attendants is anticipated. The 

staff consists of Walter, the bailiff, Robert, the 

chaplain, and Lionel, the barber and doctor. Quar- 

ters are provided for the servants, laborers, and 

general storage. Kennels are built for the dogs 

and a mew for the hunting birds. A lawn and gar- 

den for flowers and herbs are also prepared. In 

April 1288 Lady Catherine arrives with her ladies- 

in-waiting, children, and servants. 

In 1290 Aberwyvern is given a charter. It is 

not until 1294 that King Edward visits, and a ban- 

(|uet and entertainment are prepared. He has 

come to give warning of the unrest that prevails. 

It is at this point that preparations are made for 

defense of the stronghold. However, it is not 

until 1295 that the defenses are put to the test. 

As the battle is mounted, the reader is shown the 

offensive weapons used by the assailants: cata- 

pults, battering rams, siege towers, and a sapper’s 

tent used as a protective cover while attempting 

to undermine the wall. 

The castle and its battlements prove worthy 

of defense against the onslaught. But the “con- 

quest” (d Wales is effected only after 200 years 

when the town built in conjunction with the cas- 

tle integrates the intruders with the local inhabi- 

tants. Castle is filled with lore of the period, 

which is deftly integrated through Macaulay’s 

words and illustrations. 

During 1978 and 1979 Macaulay was in- 

volved with the publication of Great Moments in Ar- 

chitecture (1978) and Motel of the Mysteries (1979). 

Great Moments in Architecture, as K. Creenland 

Barry writes in an amusing preface, is “the gener- 

ally misunderstood and frequently misrepre- 

sented drawings of the distinguished twen- 

tieth-century draftsman and amateur historian 

David Macaulay. Although the works of this hith- 

erto neglected artist crystallize the formal and in- 

tellectual preoccupations of generations of 

quintessentially disillusioned visionaries, many of 

the plates have lain untouched for years. Those 

that surfaced periodically were more often than 

not the victims of a misguided aestheticism.” 

Motel of the Mysteries is set 3,000 years in the fu- 

ture. According to Marc Treib it is a “minor para- 

ble of our ‘modern’ society and built 

environment.” He says, “This book is no doubt 

Macaulay’s tongue-in-cheek nose-thumbing at all 

[the] archeological noise surrounding the ‘King 

Tut madness.’ ” Junior high school students find 

the book very appealing and entertaining. It fits 

in well with their comic book preoccupation. 

Unbuilding (1980), Macaulay’s eighth book, 

is one of demolition rather than of construction. 

The scene shifts to the United States, specifically 

New York City, in 1989, significantly on April 

first. Macaulay interviewed demolition firms, ask- 

ing questions about the “unbuilding” process. For 

this book he also took many photographs and re- 

searched exhaustively. 

To set the scene Macaulay provides a brief 

history of the reasons for building the Empire 

State Building, the building which is to be disman- 

tled. This building was built between 1929 and 

1931. Its great height is accounted for “because 

[of ] the high cost of land and the desire to build 

as much rentable space as possible,” in other 

words-greed. However, the Empire State Build- 

ing, Macaulay asserts, is a “masterpiece of organi- 

zation.” It was finished in less than eighteen 

months. 

Macaulay, in a flight of fantasy, decides to 

symbolically dismantle the building. The book 

was no doubt influenced by the attention di- 

rected in the late 197()s to the problems the 

United States was having with Arab oil 
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Dust jacket for Macaulay's 1980 satire about the dismantling 

of the Empire State Building (Houghton Mifflin) 

consortiums. Macaulay creates the character of 

Prince Ali Smith of Arabia, buyer of this struc- 

ture, which he has determined to transport to 

the Arabian desert to reconstruct for an office 

building there. The picture Macaulay paints of 

the Arab is not an attractive one, picturing him 

as a perpetual student and implying that the 

Arabs are unable to do anything for themselves 

but must rely on others, that money is the solu- 

tion to all problems, that they can never agree 

among themselves. 

I his story is also a satire, evident in many 

ways, the most obvious being the play on words 

as Macatilay selects names: The Cheater Riyadh In- 

stitution of Petroleum (CiRIP), the conglomerate 

which purchases the building, and Krunchit and 

Sons, the demolition concern hired to supervise 

and carry out the unbuilding. I'his story, too, 

could be a reaction to the purchase of London 

Bridge, which was imported and rebuilt in an 

American desert. 

(iarelLilly Macaulay details not otily the dem- 

olition process but also gives various reasons lor 

choosing certain procedures. In so doing he has 

outlined the rationale for the original construc- 

tion. Krunchit estimates it will take three vears to 

dismantle, more time than it originally took to 

build. One hundred twenty workers are hiied, 

such as house wreckers, iron workers, and opera- 

ting engineers, a scaffolding contractor, electri- 

cians and plumbers, as well as teamsters. 

Derricks and cranes are used, as well as pneu- 

matic demolition hammers, oxypropane torches, 

bulldozers, air compressors, propane bottles, tem- 

porary piping, wrecking bars, and assorted hand 

tools. These tools are listed and pictured. 

A sidewalk shed is built, scaffolding is se- 

cured to the buildings, a chute is built to carry 

off debris. As each piece to be saved is removed, 

it is carefully numbered to record its position for 

rebuilding. The television tower is removed first, 

next the mooring mast. Two derricks are secured 

to the structural skeleton and material to be sal- 

vaged is lowered below. Next two climbing cranes 

are installed. One is lowered to the roof by helicop- 

ter. 

Floor by floor the reader is led through the 

process both through words and graphic illustra- 

tions. Every ten days a floor is reduced to rubble 

and steel. The rubble is taken to a New Jersey 

landfill and the steel is recycled. 

Finally, the pieces to be ship|)ed to the Mid- 

dle East are loaded aboard the Desert Queen 

which has been docked near 34th Street at a Hud- 

son River pier. At the end of 1992 the site is 

cleared, and the mooring mast which had already 

been designated as an historic landmark is re- 

built from the original materials. A basement 

and subbasement of the building are converted 

into a midtown gallery for the Metropolitan Mu- 

seum of Art; trees and shrubs are planted and a 

new park is created. 

In the meantime, the Desert Queen sinks and 

the cargo is lost. Prince Ali resigns himself to his 

loss. Fhe dismantling of the Empire State Build- 

ing has been much to do about nothing, but 

Prince Ali will have an office building—he returns 

home, planning to submit plans for buying the 

CTrysler Building. In a closing scene, the reader 

sees that apparently no one has learned a lesson. 

Ehe World Erade (ienter buildings have cranes 

in place, and the Statue of Liberty is encased in 

scaffolding. 

Macaulay’s use of persjiective is always stuii- 

ning. If the j)age does not have sidficient length 

lor an idea, Macaulay simply turns the book side- 

ways and jirovides the \ iew on two pages. 4 his is 

a fascinating book if one has any imagination 
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and wishes to understand that Macaulay is saying 

more than can be said in words. Roger Downey 

suggests that it is “not liard to read a serious mes- 

sage between tlie lines of Macaulay’s fantasy: a 

message about the value of the past to the pres- 

ent, ahotit waste, about the danger of becoming 

the world’s first entirely disposable society.” 

Eh’ctncity (1983) was undertaken at the re- 

quest of the fennessee Valley Authority. It tells 

the story of the production of electricity from 

“dams to coal plants to nuclear facilities to solar en- 

ergy.” Macaulay has said, “At first 1 thought I 

was being asked to do a piece of propaganda, but 

1 was finally persuaded that they really wanted a 

clear, accurate account of how and why they do 

what they do.” Macaulay is certainly aware of the 

dangers of this nuclear age: “The technology for 

producing nuclear energy is fascinating, they re- 

ally have no idea what to do with the rapidly accu- 

mulating amounts of spent fuel. The five 

hundred thousand years required before the plu- 

tonium byproduct of the fission process becomes 

safe is mindboggling.” 

Mill (1983), Macaulay’s latest architectural 

book, is his most ambitious book in terms of 

story line. In it Macaulay explores the cotton mill 

industry from its inception in the United States 

in the late eighteenth century through modern 

times. Mill contains not only the plans and con- 

struction methods for four textile mills built at 

twenty-year intervals in Rhode Island, it also ex- 

j)lains that “unprecedented period of technologi- 

cal invention known as the Industrial Rev- 

olution,” particularly that part which involves the 

mechanization of spinning and weaving repre- 

sented by the textile industry. 

As Macaulay explains in the preface, the 

Wicksbridge mills are imaginary, but “their plan- 

ning, construction, and operation are typical of 

those developed throughout New England dur- 

ing the nineteenth century.” He further explains 

that “each New England mill is an architectural 

statement of the financial resources and ambi- 

tions of its owners. The permanence and often re- 

markable state of preservation of these mills are 

a tribute to the ingenuity and hard work of their 

builders. The number and density of communi- 

ties that grew up around these mills still recall 

the lure of financial independence and personal 

prosperity that these structures once symbolized. 

In tlieir physical domination of the surrounding 

landscape, however, many mills continue to re- 

mind us that no opportunity comes without a 

price.” 

David Macaulay 

Dust jacket for Macaulay’s 1983 book about the building and 

maintenance of a succession of New England mills 

(Houghton Mifflin) 

In the introduction Macaulay gives histori- 

cal background for the need for developing cot- 

ton mills independent of Europe and especially 

Great Britain following the American Revolution, 

and through his story Macaulay shows the 

growth of this important industry. Before 1790 

there were other mills in colonial America, all 

water powered: saw mills, fulling mills, and grist 

mills. A few water-powered mills spinning cotton 

existed after 1790. It was not until 1810 that the 

first cotton mill was built. The incentive for build- 

ing cotton mills in America was provided by the 

embargo prohibiting the importation of any for- 

eign goods, which was in effect in 1807. 

As usual, Macaulay selects the site for his 

building project; an overview of this site is shown 

on the double-spread title page. The new kind of 

building designed to accommodate great num- 

bers of new machines is the subject of this book. 

Erom the illustrations, the reader has a good 

sense of place and an intimate look into the lives 

of real people. Ehis book involves more than the 

construction process. It becomes an exercise in en- 

gineering, with explanations for using river 

power efficiently. 
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Since the water wheel is a most important ele- 

ment of a mill, Macaulay first introduces various 

types of wheels: the flutter wheel, the tub wheel, 

the undershot wheel, and the overshot wheel. 

Each wheel uses a wheel pit which is linked to 

the river by a raceway; the upper portion is the 

headrace, the lower portion, the tailrace. The 

saw mill uses both the flutter wheel and a tub 

wheel. A fidling mill uses an undershot wheel, 

and the grist mill uses an overshot wheel. 

On 27 February 1810 four men form a part- 

nership for building the Yellow Mill. Three of 

the men provide the backing. Two of the part- 

ners provide money for the machinery and the ini- 

tial supply of cotton. The third partner furnishes 

materials, workers, and money to build the mill. 

The fourth member, twenty-seven-year-old Zacha- 

riah Plimpton, provides the experience and the ex- 

pertise. As a fourteen-year-old boy he had been 

apprenticed for eight years in a mill in England. 

H e was familiar with every area of cotton spin- 

ning, weaving, and factory management. He 

came to America at age twenty-two and for five 

years had managed a small mill, gaining knowl- 

edge and firsthand experience. 

On 19 March Plimpton begins the process 

to select a site, taking into consideration access to 

a river for power and to a road or canal for trans- 

portation. He estimates the river’s flow and se- 

lects the “highest available head.” Next Plimpton 

designs a wheel which will operate efficiently. He 

selects the breast wheel and explains the differ- 

ence between the breast wheel and the overshot 

wheel, also explaining the variations by which he 

modifies the breast wheel to a mid-breast wheel. 

In order to plan the mill and determine the dimen- 

sions of the building, he designs the power train, 

that system of gears, shafts, pulleys, and belts 

needed to transmit power from the water wheel 

to the machines. Of major concern is the “plac- 

ing [of] walls as close as possible [to the machin- 

ery] in order to let the most daylight into the 

work space.” 

Wood is chosen as the most practical build- 

ing material. Benjamin Quigg, a millwright, is 

hired to design the timber frame for the building 

and supervise the construction. Macaulay pro- 

vides plans for the power train and a layout of 

the machinery. Front, side, and rear views of the 

mill are included. I he building is sixty-four feet 

long and thirty-four feet wide, with two full 

floors and a usable attic. Plans for the mill are ac- 

cepted and construction begins. 

Nearby saw mills supply the well-seasoned 

timber for siding, roofing, and flooring. Window 

frames, glass, nails, tools, and various cast-iron 

pieces are ordered from Providence, Rhode Is- 

land. Additional timber is cut from local trees. A 

local farmer quarries stone for the foundations 

and wheel pit from his property. Itinerant labor- 

ers help with the project. 

The site is cleared and excavation begun for 

the tailrace. The wheel pit is dug as Macaulay ex- 

plains and pictures the process. Next, when the 

river is lowest, a dam is built. The process in- 

volves the use of a coffer dam, all clearly pic- 

tured and explained. While the dam is being 

built the headrace is dug and a spillway created. 

Posts and beams have been cut and fitted to- 

gether by a system of tenons and mortices and 

secured by treenails (wooden dowels). The foun- 

dation for the building is capped with sills; floor 

beams are installed; joists connect the beams and 

support floor planks. Frames for the building are 

assembled, and on 31 August all partners assem- 

ble. On 1 September the frames are raised and 

the skeleton for the building is ready for comple- 

tion. The neighboring farmers have assembled 

en masse for the “raising” as they recognize that 

a new market for their agricultural products and 

various skills has been created. The process for 

framing the building is delineated, explained, 

and illustrated. 

Plimpton next concentrates on completing 

the wheel, and the reader learns of the gudgeon, 

journal bearing, felloe, and spoke, soaling, and 

bucket falls and understands how the wheel pro- 

vides the power. Finally the headrace is exca- 

vated and lined. Next the power train is 

constructed and the gears installed. 

During the winter months window glass is in- 

serted, cast-iron stoves are installed, and the inte- 

rior is whitewashed; the building is finished. In 

March cotton is delivered to nearby farmers who 

clean it for processing. By April the machinery is 

installed; the first cotton is carded, and after the 

fiber is drawn, roved, and spun, it is wound on a 

bobbin ready for another machine where it is fur- 

ther spun on a throstle before the yarn is tied in 

bundles ready for the manufacture of cloth. Each 

})rocess of spinning is illustrated and explained. 

I he Yellow Mill in f ull operation, Macaulay 

turns his attention to a more intimate view in 

terms of family life and living conditions of the 

Plimptons and factory workers. Originally 

Plimpton and his partner Quigg had rented beds 

from local families during the construction of the 

mill until Qiiigg supervises the building of a stor- 
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age shed, a privy, two wooden houses for mill 

workers, and a stone cottage for Plimpton. Fhe 

widow Lucy Iripp arrives with her children. She 

will take in boarders, and her children wall work 

in the mill. The reader, by way of illustrations, vis- 

its both the bedroom and the kitchen of a house. 

The Sparrows and their three teenaged daugh- 

ters arrive; they will also take in boarders. Spar- 

row will run the company store. Next Macaulay 

explains the wage scale for the workers, includ- 

ing that for child labor. 

On 25 June 1811, one year and four 

months from the beginning of construction, the 

Inst sacks of yarn are ready for delivery. As the 

section for the Yellow Mill closes, the reader is in- 

vited to a very intimate picture of Zachariah 

Plimpton in the form of selected excerpts from 

his diary. Entries between 4 July 1811 and 6 

June 1829 reveal routine problems at the mill, 

Zach’s marriage, the War of 1812, the birth of 

his five children, the death of one, the building 

of a meeting house, a new bridge, completion of 

a new' canal, and his purchase of shares in the 

mill with his father-in-law so together they can 

own the entire mill complex. 

The Plimptons weather the depression of 

1829, see opportunity in the market for “Negro 

cloth,” created by the increase of the slave popula- 

tion, and decide to build the Stone Mill which 

will both spin and weave cloth. Macaulay goes 

through the same construction process with choos- 

ing a new site, and plans are drawn for a larger, 

more efficient modern plant. 

Ehe Stone Mill is added to the complex al- 

ready begun by the Yellow Mill. The site selected 

is directly across the river from Yellow Mill. 

Plimpton also purchases a nearby fulling mill 

and its water rights. Again the reader sees the 

planning, design, and construction of a cotton 

mill, with explanations for changes and refine- 

ments, the changes necessitated by the larger pro- 

ject and the rationale for each change, and 

additionally the reader is introduced to the pro- 

cess of weaving. The use of a power loom intro- 

duces new terms: warp and weft, shed, quill, and 

shuttle. 

By October 1832 the community has grown 

and prospered. Plimpton has started a Sunday 

school, and we see a young girl and her brother 

buying “a spelling book, a writing book, and 

some quills” for schooling. Macaulay again indi- 

cates the passage of time as he concludes the 

Stone Mill section with excerpts from the diaries 

of Zachariah Plimpton and Ej)hraim Dodge, the 

new' manager, fhe saw mill upstream is pur- 

chased by Plimpton and his father-in-law'. 

Ephraim Dodge becomes Plimpton’s son-in-law'. 

In 1837 the market declines. Yellow Mill 

burns, and new equipment is purchased for 

Stone Mill. In 1838 son Samuel Plimpton goes 

west. Zach and his wife move to Providence in 

their old age. William Plimpton and Dodge be- 

come partners, though Dodge dies in a tragic acci- 

dent in 1842. William, now the sole owner of 

Stone* Mill and other mills in Rhode Island, by 

this time shares his new wife’s abalitionist view's 

and decides to abandon the production of 

“Negro cloth.” He is ready to widen the variety 

of his product. As he increases the size of Stone 

Mill, the reader is led through the process of up- 

dating the machinery and enlarging the plant 

with a larger addition. 

This time an engineer is hired, and the 

reader sees the study of a new site and the pro- 

posed changes; because of the convenience of the 

railroad, brick is chosen as the new building mate- 

rial. A new heating system using steam for power 

replaces the cast-iron stoves. A boiler house is 

built. The water power system is rebuilt to in- 

crease the “head,” and the breast wheels are re- 

placed by the more efficient water-powered 

turbine. The turbine is pictured and its operation 

explained. 

A stone foundation is prepared for the 

brick walls. A new dam is built. Step by step 

again the reader sees the new mill built, a power 

train installed, and the turbine set in place. By mid- 

September 1853 Plimpton Mill starts producing 

fine checks, stripes, and plaids. This mill employs 

twenty-five men, forty-five women, and thirty- 

five children. The Plimpton Mill has grown with 

the nation and has changed with the times. 

The story of Plimpton Mill ends with per- 

sonal letters and diary excerpts by Alonzo Hum- 

phrey, the new agent. By September 1860 there 

are rumbles of the Civil War, but the Plimptons, 

anticipating a shortage, stock up on white cotton 

(buying four times the usual quantity). Little is re- 

corded during the period of the war, but the 

years following it are years racked with problems 

at the mill. In 1870 there is news that Harwood 

Company will build a new cotton mill. Business is 

not good for the Plimptons as local competition en- 

ters the scene. 

fhe Harwood mill is to be “an absolutely 

modern cotton mill.” fhis mill, in contrast to the 

Plimpton Mill with its 1,300 spindles, will have 

30,000 spindles and 700 looms and will be run 

186 



DLB 61 David Macaulay 

by an enormous steam engine. The site chosen 

tor the new mill is across the river from the 

Plimpton Mill, with a spur from the main rail pro- 

viding transportation for coal which will run the 

engine, transportation for receiving raw cotton 

and delivering finished fabrics. 

Foundation for this mill is granite; the build- 

ing is brick, with windows of the building 

spanned by brick arches. Construction was 

geared so the building would wathstand the tre- 

mendous vibration of the machinery. Building re- 

quirements are altered because of past 

experiences with construction problems. Insur- 

ance companies insist on certain recjuirements in 

construction to reduce fire hazard and insist on 

the installation of a sprinkler system. 

Aesthetics are considered when installing a 

mansard roof and the dormer windows. The 

reader sees this huge new' mill and surrounding 

complex as they near completion on a double 

spread. By 1872 the great steam engine is in- 

stalled; the shafting is put in place and aligned 

and, due to its self-aligning device, operates quite 

smoothly. This mill employs one hundred men, 

two hundred women, and one hundred fifty chil- 

dren over the age of twelve. Most of the workers 

are emigrants from Canada, and a new Catholic 

church is built to minister to their spiritual needs. 

In Mill the reader has scanned through sev- 

enty years—from the water wheel to the steam tur- 

bine. He has witnessed the hazards of small 

children working around the machinery and has 

seen some concern for the welfare of the worker. 

In addition, he has learned of many changes 

other than methods of building a mill. Gradu- 

ally, attracted by low taxes and poor people will- 

ing to work for low wages without union 

protection, the textile industry moved south. 

In 1893 the Plimpton Mill burns to the 

ground, but Harwood survives to ,the twentieth 

century. However, the life of it finally “ebbs 

away.” In 1950 Wicksbridge becomes a residen- 

tial suburb. Between the years 1956 and 1968 the 

Harwood Mill building becomes a mini-mall. By 

1974 the owners have converted it to apartments 

and condominiums. While laying a sewer line 

under a parking lot, workmen discover a Roman 

coin, the one which had been |)laced there by Zach- 

ariah Plimpton in 1810 while he was finishing 

the wheel pit for the Yellow Mill. The story has 

come full circle. Mill is more than an explication 

of the design and building of four mills. 

Macaulay’s ultimate [)urpose in the book is to pro- 

vide the reader with a view of the life and times 

Dust jacket for Macaulay s most recent work, a parable about 

the last people on earth (Houghton Mifflin) 

of a people in a small New England community. 

Macaulay has illustrated two works for 

other authors: David Lord Porter’s Help! Let Me 

Out! (1982) and Robert Ornstein and Richard F. 

Thompson’s The Amazing Brain (1984). The latter 

book “takes the reader on a visual and intellec- 

tual exploration into the history, evolution, con- 

struction, and chemical and electrical operation 

of the only object we know of that is able to con- 

template, study, and describe itself,” the brain. 

The “many drawings by David Macaulay provide 

both an actual and metaphorical picture of the 

brain that makes even its most hidden secrets not 

only comprehensible but filled with beauty as 

well.” 

Macaulay’s latest work to date is Baaa 

(1985), a story of the last people on earth. Macau- 

lay has said that he is not certain where this idea 

came from “—a little bit of gloom and doom from 

news here and there. Maybe it’s a })ersonal re- 

sponse to the neutron bomb; I don’t know.” Phis 

small volume is not, as has been reported by 

Larry McCkirthy, “a parable about what happens 

after people disa|)pear from society and sheep 

take over and begin acting like their human j)rede- 

cessors”; this story is really about how j)eople 

have come more and more to act like sheep. 
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David Macaulay has also been involved in pre- 

paring television versions ol Castle, Cathedral, and 

Pyramid. Both Castle and Cathedral have been pre- 

sented on PBS in 1983 and 1986 respectively. 

Both have been very enthusiastically received. 

Videotapes of these books were produced by Uni- 

corn, and distribution is handled by PBS video. 

Roger Downey has suggested that neither 

the art nor the words of Macaulay’s books have 

been adequately valued. Downey suggests that 

there are three reasons for Macaulay’s compara- 

tive obscurity. First, he is a draftsman; second, 

his art is not “pure”; and third, since his “art is 

not merely beautiful but useful—educational, 

even—so naturally it is relegated to the children’s 

rooms and young-adult sections of libraries and 

bookstores. . . .” These books, Downey suggests, 

could be “shelved with the ‘how-to’ books,” and, 

in fact, Macaulay’s books are used in many 

schools of architecture. 

Macaulay’s first books may be concerned sim- 

ply with the process of building and construction, 

but in his later books he strives to develop mean- 

ing and theme. He is interested in more than con- 

struction; he is also interested in preservation 

and education. 
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James Edward Marshall is best known for 

his series of Ceorge and Martha hooks and as 

the illustrator and occasionally the coauthor with 

H an y Allard of the Stupid Family hooks, a more 

sophisticated and satiric series. His work is un- 

usual in the wit, humor, and sophistication em- 

ployed in the treatment of themes especially 

suitable lor very young children: respect, kind- 

ness, and friendship. He has said that when he cre- 

ates a story he begins with the character or 

characters and then puts them into unlikely situa- 

tions. As a result, he gives the reader “two di- 

verse elements that shouldn’t go together, hut 

when they do it clicks.” Often this means putting 

the familiar animal characters of children’s stor- 

ies into parodies of adult situations. Thus his 

hooks become attractive both to young children 

and to the adults who read to them. 

Marshall was horn 10 October 1942 in San 

Antonio, Fexas, the son of George E. Marshall, 

an insurance salesman, and Cecille Harrison Mar- 

shall. James Marshall, who lived on a farm out- 

side the city, was discouraged in his drawings by 

an unsympathetic first grade teacher, so he con- 

centrated on studying English history and playing 

the violin and the viola. At seventeen he won a 

scholarship to the New England Conservatory of 

Music in Boston, which he attended in 

1960-1961. However, he suffered an injury to his 

hand in 1961 which put an end to hopes for a pro- 

fessional music career. He then attended various 

schools, including Trinity College and Southern 

Connecticut State College, from which he was 

graduated with a B.A. in history in 1967. Erom 

1968 to 1970 he taught Erench and Spanish at Ca- 

thedral High School in Boston’s South End. 

About this time he returned to the drawing 

that he had enjoyed as a child. Persuaded by a 

friend, he took a portfolio of drawings to 

Houghton Mifflin in Boston. A few weeks later 

the company commissioned him to illustrate 

Byrd Baylor’s Plink Plink Plink (1971), and a year 

later Marshall produced his own book, which was 

listed among the New York Times Best Illustrated 

Books of the Year. The American Library Associa- 

tion named it a notable book, and the Children’s 

Book Showcase included it in their 1973 list 

of awards. 

For his style of illustrating, Marshall acknowl- 

edges a debt to both Maurice Sendak and 

Edward Corey. His work is also similar to that of 

two popular earlier illustrators: Jean de Brunhoff 

(1899-1937), creator of the Babar books, and 

Roger Duvoisin (1904-1980), a prolific illustrator 

of books for children. Marshall’s hippos, (jcorge 

and Martha, are reminiscent of Brunhoff’s ele- 

phant Babar family in their simple, chunky out- 

lines and in the use of a few bright colors. 

Though Marshall is less the draftsman than 

Brunhoff, Duvoisin, Sendak, and Corey, he com- 

bines some of their qualities: the rounded figures 

of Sendak and Brunhoff, the wit of (L)rey, and 

the freedom of space favored by Duvoisin. 

In the illustrations for Plink Plink Plink Mar- 

shall displays almost all the techniques he would 

use in later books. I he ink drawings are tinted 

with green, orange, red, brown, and black. Some- 

times the entire page is colored; at other times 
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only details are colored. The drawings of the 

night scenes, in which the small boy in bed imag- 

ines what could be making the sounds he hears, 

are dark and elaborate, filling the page com- 

pletely. The contrasting scenes which disclose the 

real causes of the noises are simple, linear, and 

light. The reader is also introduced to animal char- 

acters that will reappear in later books: a bear 

like Carruthers and a turtle like Eugene, intro- 

duced in What’s the Matter with Carruthers? A Bed- 

time Story (1972), and a peg-legged pirate- 

alligator like those seen in Russell Hoban’s Dinner 

at Alberta’s (1973). 

In George and Martha (1972), however, Mar- 

shall uses a simpler kind of illustration, large line 

drawings washed with gray, pink, yellow, and 

green. I he title characters are hippos, Oeorge 

and Martha, named after the viciously battling aca- 

demic couple in Edward Albee’s Who’s Afraid of Vir- 

ginia Woolf? In five brief stories Marshall plays 

against picture and text the incongruity of these 

large ungainly hippo friends being considerate 

and kind to each other while respecting the lim- 

its of f riendshi|) (unlike Albee’s characters). Eor ex- 

ample, Martha tosses the bathtub over (leorge’s 

head when she catches him peeping in upon her 

in the bath, but later sbe consoles him when he 

breaks a tooth and has to have a gold replace- 

ment. Likewise, George eats Martha’s split-pea 

soup although he hates it, and when she catches 

him pouring a bowlful into his slipper, she is not 

angry but says she does not like to eat it either. 

She just likes to make it. She of fers him chocolate 

cookies instead. 

In What’s the Matter with Carruthers? A Bed- 

time Story (1972), Marshall cleverly suggests the 

analogy between the cross child at bedtime and 

the ill-mannered bear Ckirruthers, who should be 

hibernating. His friends Emily Pig and Eugene 

lurtle, who do not understand his disj)osition, 

try to amuse Carruthers until he suddenly falls 

asleep in the leaves they have raked up. The mys- 

tery solved, they put (kirrutheis to bed in his 

own house, expecting that he will awake with his 

own sweet nature. The illustrations are perhaps 

superior to the text, whi( h occasionallv is too liter- 

ary in style or too loose in its episodic plot, but 

overall the book continues Marshall’s success 

with Ceorge and Martha. 

Ceorge and Martha Encore (1973) expands 
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Dust jacket for the first of Marshall's six George and Martha hooks (Houghton Mifflin), which feature two hippos named for 

characters in Edward Albee's play Who’s Afraid of Virginia Woolf? 

upon the theme of friendship between the two hip- 

pos, retaining the five-story format as Marshall 

again explores the incongruity between the bulky 

creatures and their delicate social graces. Cieorge 

reluctantly attends Martha’s dance recital and en- 

joys it so much that he takes lessons as well. In 

“ The French Lesson,” Martha teaches George at 

his request how to say “Bonjour” and “Voulez- 

vous m’embrasser.” In “ The Beach” (ieorge re- 

sists the temptation to say “I told you so” when 

Martha gets burned while sunning. Fhese adult sit- 

uations are used to show the child how friend- 

ship helps one both to grow and to support and 

help others. 

In 1973 Marshall also published Miss Dog’s 

Christmcis Treat, in which the reader is invited to 

help Miss Dog find the one box of candy that she 

did not eat before Christmas so she can treat her 

invited guests, and Yurnmers!, in which Marshall 

devilishly exposes the gluttony of a greedy, over- 

weight pig named Emily in a story that attracts 

both child and adult. The overweight Emily 
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stuffs herself with food while she and her friend 

Eugene, a prudent and taciturn turtle, take a 

stroll for exercise. After eating two sandwiches, 

corn on the cob, scones, jam, and tea, Eskimo 

pies. Girl Scout cookies, milk, free pizza slices, 

cherry pop, and a candied apple, Emily gets sick 

and blames it on the exercise, causing Eugene to 

blandly suggest, “Maybe you should stay in bed 

and eat plenty of good food.” Emily replies, “Oh, 

yummers!” In 1973 Marshall also illustrated All 

the Way Home by Lore Segal. The book, which por- 

trays a noisy procession of animals who follow 

the crying girl Juliet home from the park, was en- 

tered in the American Institute of Graphic Arts 

Book Show in 1973-1974 and was listed in the 

Children’s Book Showcase of 1974. 

In Willis (1974) Marshall treats the theme of 

friendship among a different set of animals, 

though they are again placed in an unlikely situa- 

tion. Bird, Lobster, and Snake find their friend 

Willis the alligator squinting his eyes because he 

has no sunglasses to wear at the beach. They set 

out to earn nineteen cents to add to the ten cents 

they have so they can buy a pair of glasses for 

twenty-five cents (this is Bird’s faulty arithmetic). 

They are inept or unqualified for the series of 

jobs they undertake until they capitalize on their 

talents and put on a show to make the money. 

The Snake charms the Lobster to sleep, and Bird 

plays the cello while Willis dances. The result is 

enough money for sunglasses for all four, with 

moral and instructional messages presented wit- 

tily and indirectly. In 1974 Marshall also illus- 

trated Norma Klein’s Dinosaurs Housewarming 

Party, wherein the various animals compete with 

their presents; E. H. Tarcov’s The Frog Prince, an 

adroitly illustrated retelling of the fairy tale by 

the Grimm brothers; and Charlotte Pomerantz’s 

The Piggy in the Puddle, which was placed in the 

American Institute of Graphic Arts Book Show 

in 1973-1974 and whose delicately drawn pig char- 

acters recall Marshall’s character Emily. 

In 1974 Marshall also illustrated the first of 

the better known Stupid Eamily books by Harry 

Allard. In The Stupids Step Out (1974), which was 

listed in the Children’s Book Showcase in 1975, 

Marshall’s heavy black line drawings and bold col- 

ors complement the antics of the obtuse family of 

father Stanley Q. Stupid, Mrs. Stupid, their chil- 

dren Buster and Petunia, their cat Xylophone, 

and their dog Kitty. 4he illustrations embellish 

this satire on the nuclear American family as pre- 

sented in children’s books and television shows of 

the 1950s. Everything is reversed. Lor example. 

the family goes to sleej) with dunce caps on their 

heads and their feet on the pillow. As the adult 

laughs at this parody of the stereotype of the 

ideal family, the children enjoy the simple plea- 

sure of being superior to the characters and 

events in the story, where, for example, the chil- 

dren try to slide up a banister and the dog Kitty 

drives the car. The treat of the family outing- 

potato sundaes with butterscotch syrup for all— 

reflects the child reader’s level of comedy. 

By the mid 197()s Marshall had moved to 

Charleston, Massachusetts, with his English bull- 

dog and a large family of cats. The bulldog 

shows up in several illustrations. In Four Little Trou- 

bles (1975) Marshall presents a collection of four 

picture books, cased together, like Sendak’s Nut- 

shell Library (1962). He was the author and illustra- 

tor of three: Eugene, the adventures of a turtle 

preparing for school with “two brand new pen- 

cils, a new box of Crayolas, and a brand new tab- 

let”; Sing Out Irene, the triumph of the girl 

bulldog Irene in the unlikely role of a toadstool 

in the school’s spring pageant; and Snake, in 

which being able to hear makes the snake first an 

outcast and then a hero. The fourth book. Some- 

one is Talking About Hortense, was written by 

Laurette Murdock and features a paranoid white 

mouse who learns that the whispering of friends 

was only their plans for her birthday party. The 

collection effectively captures the anxieties about 

and the resolutions to problems common to small 

children. 

In The Guest (1975), Marshall deals with 

friendship in the unlikely pair of Mona, a moose, 

and Maurice, a snail. The large amorphous draw- 

ings of the gray moose are framed by the cheer- 

ful pink, green, and yellow colors of the house 

and surroundings. Maurice disappears, Mona be- 

comes disconsolate, but then Maurice reappears 

as a parent of twenty baby snails, all with Erench 

names. Mona makes Erench toast for all—an 

irony that along with several jokes about eating 

snails shows that the book is aimed for a sophisti- 

cated child audience. 

In 1975 Marshall also illustrated four books 

by other writers using his familiar cartoon styles. 

In Gynthia Jameson’s A Day With Whisker Wickles, 

about a comic mix-up in an animal day nursery, 

Marshall used colored black line drawings. Eor 

the award-winning Dinner at Alberta's by Russell 

Hoban he used black-and-white drawings to illus- 

trate the story of how the crocodile Arthur im- 

proves in his social graces alter becoming 

infatuated with Alberta Saurian. The first illuslra- 
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Dust jacket for Marshall’s 1973 book in which he exposes the gluttony of a greedy, overweight pig named Emily 
(Houghton Mifflin) 

tion, an overhead view of the crocodile family at 

a table, is reminiscent of the optical puzzles of M. 

C. Escher. In Jeffrey Allen’s Mary Alice, Operator 

Number 9, Marshall’s boldly colored drawings suit 

the small-town story of Mary Alice, the duck tele- 

phone operator who cannot be replaced satisfac- 

torily by substitutes when she is ill. He also 

illustrated Harry Allard’s The Tutti Frutti Case: Star- 

ring the Four Doctor s of Goodge, which was in- 

cluded on the New York Times Best Illustrated 

(diildren’s Books of the Year list. 

In 1976 Marshall produced George and Mar- 

tha Rise and Shine, another in his series using the 

five-story format and the familiar drawings of 

the hippos. Most of the stories turn on reversals 

of expectations. George gets caught in a lie; Mar- 

tha studies fleas until they hop on her; George is 

frightened by the scary movie he takes Martha 

to; and Martha discovers that George’s secret 

club from which she is excluded is her fan club. 

In Speedboat (1976) Marshall introduces two char- 

acters reminiscent of reckless Toad and his more 

prudent friends in Kenneth Grahame’s classic 

Wind in the Willows (1908). The dog Jasper 
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Dust jacket for Marshall’s 1975 story of the friendship be- 

tween a moose and a snail (Houghton Mifflin) 

Raisintoast has irresponsible adventures upriver 

with his speedboat while his friend Tweedy-Jones 

stays home but has an even more marvelous adven- 

ture. The bubble he blows with gum turns into a 

balloon and takes him high into the air. The 

story delicately explores the tolerance demanded 

in the friendship of these two personality types— 

one active and adventurous, and the other pas- 

sive and a homebody. 

Marshall illustrated three books by others in 

1976: Jeffrey Allen’s Bonzini: The Tattooed Man, 

which was listed in the Children’s Book Showcase 

in 1977, Frey a Littledale’s The Boy Who Cried Wolf, 

and Diane Wolkstein’s Lazy Stories (folktales 

from Japan, Mexico, and Laos retold). The illus- 

trations of Allen’s book are particularly well 

done; they capture the flat, dull landscape of 

Kazoo, Texas (a reflection surely of Marshall’s 

childhood experience in that state), with its west- 

ern space and isolation. Marshall dedicated the il- 

lustrations to Edward Gorey, and the Edwardian 

costumes show his influence, but unlike Corey’s 

characters, the children in Bonzini are cheerful 

and hopeful. Ehe simple ink drawings in Lazy Stor- 

ies differentiate nicely the nationalities of Mexico, 

Laos, and Japan. 

In A Summer in the South (1977), Marshall 

was less successful with a longer story intended 

for grades four to six. An episodic parody of an 

Agatha Christie type of mystery novel, it features 

the sleuthing of detective Eleanor Owl and her as- 

sistant, the cat Mr. Paws, as they attempt to dis- 

cover by whom and why the various and 

eccentric, guests in the resort hotel are being dis- 

turbed. The characters are cleverly distinguished: 

Miss Marietta Chicken, a retired circus per- 

former; Eoster Pig, a querulous, wealthy, and 

family-proud landowner; Don Coyote, a hypo- 

chondriac and recluse; the Cootie family of Pud- 

dle Rapids who arrive via envelope; and a 

grotesque band of four bogus baboon musicians. 

The parody, the puns (Don Coyote), and the musi- 

cal misinformation of the baboons may appeal 

more to adults than children, but the book sells 

well in England, no doubt because the English 

are mad about mysteries. 

Marshall’s illustrations for Harry Allard’s 

Ids So Nice to Have a Wolf Around the House (1977), 

a reversal of the ordinary wolf story, are better at- 

tuned to the modern child. Black line drawings 

washed with green, red, pink, and gold under- 

score the tongue-in-cheek story of Cuthbert Q. 

Devine, a wolf on the lam, who hides out by becom- 

ing a devoted companion and servant to an old 

man and his three equally aged pets—a dog, a 

cat, and a fish. Revealed to be a bank robber, Cuth- 

bert reforms and the judge lets him off, and the 

five retire to the more healthful climate of Ari- 

zona. 

In another Allard book. Miss Nelson is Miss- 

ing (1977), Marshall was allowed the opportunity 

to illustrate situations more immediate to the 

young child’s world. In this book, which won the 

Georgia Children’s Book Award and was in- 

cluded in American Institute of Graphic Arts 

Book Show in 1980, Marshall’s black line draw- 

ings washed with yellow, green, pink, and blue 

found a more compatible mystery story. Marshall 

portrays the innocence of the nice blond teacher. 

Miss Nelson, as she fails to cope with the worst be- 

haved class in school. Room 207. He pictures viv- 

idly her “substitute,” Miss Viola Swamp, in an 

ugly black dress and green horizontally striped 

stockings. The illustrations cleverly reveal to the 

reader why and how Miss Nelson disappears to 

be replaced by Miss Swamp and then reappears 

once the classroom is brought under control. 

In 1978 Marshall wrote and illustrated 

George and Alartha: One Fine Day, five moral tales 

about his hippo characters and their friendship. 

The incongruity of Martha happily walking a tight- 

rope in the first story sets off the collection. 

“The Icky Story” has Martha capping one of 
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Dust jacket for Marshall’s f ourth George and Martha book which includes five moral tales focusing on their friendship 

(Houghton Mifflin) 

(ieoige’s nauseating stories with one of her own 

that makes him queasy. The final two stories in 

the book are related: Martha lets George worry 

in anticipation after he frightens her in “The Big 

Scare” before she finally scares him in retaliation 

in the tunnel of love in “The Amusement Park.” 

In 1978 Marshall coauthored with Harry 

Allard I'he Stupids Have a Half a sequel to The 

Stupids Step Out, which features a reversed situa- 

tion that many young school children can relate 

to and laugh at. To celebrate the failing report 

cards of their children, the Stupids invite their rel- 

atives to a costume ball, d he dog Kitty writes the 

invitations, while the excited cat Xylophone gets 

his tail caught in his nose. Together the pets pre- 

pare an outrageous punch for the party. The illus- 

trations in bold, primary colors are clever and 

consistent with the text. The simple plot and silly 

puns are also appropriate for the child audience. 

Marshall also illustrated two books by other 

authors in 1978: Jan Wahl’s Carrot Nose in black 

and white with orange accents and Frank Asch’s 

MacGoose’s Grocery. In the latter, sure line draw- 

ings and simple, cheerful colors of blue and or- 

ange and clever touches such as the grocery signs 

“Our Furnips are Fops” and “Cream of Junebug 
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Soup,” show the affinity of the illustrator for the 

text. 

In 1979 Marshall selected thirty-four 

rhymes and did the illustrations for James 

Marshall’s Mother Goose, which includes both the fa- 

miliar, such as “Little Boy Blue,” and the lesser 

known, such as “I am Queen Anne.” He also pub- 

lished Portly McSwine, in which he portrays a worry- 

wart pig who agonizes over each imagined thing 

that may go wrong with his party on National 

Snout Day. At one point, Portly even takes the pre- 

caution of getting a swine-flu shot. 

In his illustrations for Allard’s Bumps in the 

Night (1979), Marshall pays tribute to Edward 

Gorey’s 1977 stage designs for Dracula by imitat- 

ing their stylization. Marshall’s black-and-white 

drawings are washed with gray and black while se- 

lected details are accented in pink (Gorey had 

used a single red detail in each of his gray and 

black scenes). The story is a parody of the detec- 

tive and ghost tale, consisting of six short chap- 

ters. The characters—Trevor Hog, Dagmar 

Baboon, and the crocodile medium. Madam 

Kreepy—are familiar Marshall creations, but the 

story has a greater appeal for knowing adults 

than for children. A better book for the child 

reader is Allard’s I Will Not Go to Market Today 

(1979), which was featured on the New York Times 

Ten Best Illustrated Books of the Year list. 

Marshall’s illustrations greatly enhance the story, 

which concerns the repeated attempts by the 

rooster Fenimore B. Buttercrunch to get to mar- 

ket for strawberry jam. The bold drawings in 

red, pink, black, brown, and white capture the 

humorously exaggerated series of disasters— 

including a blizzard, hurricane, and earth- 

quake—that prevent him from reaching his destina- 

tion. 

(jeorge and Martha: Tons of Fun (1980) is dedi- 

cated to Maurice Sendak. The five stories are 

slighter than in the previous George and Martha 

books, but the interweaving of them is more skill- 

fully done. The familiar line drawings of the 

gray hippos are lightened by the pink, green, 

and yellow colors used effectively throughout. 

Fhe friendship of the two withstands Martha’s ab- 

surd vanity in a close-up picture showing mainly 

her nostrils, her criticism of George’s eating 

sweets, and her interruption of his handstand 

practice. One clever illustration juxtaposes the 

bidk of (ieorge against the outlined bulk of the re- 

frigerator he is raiding. In another Marshall pays 

subtle tribute to various children’s authors by plac- 

ing their names on the books on shelves in a shop. 

Ma^hall 
  ' 

Dust jacket for Marshall’s 1981 sequel to his 1972 hook 

What’s the Matter with Carruthers? A Bedtime Story. 

Both stories focus on the friendship between a bear, a pig, 

and a turtle (Houghton Mifflin). 

Marshall illustrated Jane Yolen’s Flow 

Beastly! A Menagerie of Nonsense Poems in 1980 and 

wrote and illustrated two books. Space Case and 

Troll Country, published under the name Edward 

Marshall. Marshall illustrated Yolen’s book in the 

tradition of Edward Lear, treating such fanciful 

animals as the “fanger,” “shimmings,” “shirk,” 

“octopie,” and “canterpillar.” In Space Case a fly- 

ing saucer which arrives on Halloween is taken to 

be Just another kid in costume. To the family of 

Buddy McGee, who takes it home, it is jtist an- 

other gadget. And at Buddy’s school, it is seen as 

an electronic calculator. Ehiis the plot of the 

story cleverly reveals how the marvelous is re- 

duced to the mundane. 

The saucer leaves the dull schoolroom but 

promises to return for Cdiristmas. The black ink 

drawings, colored by overlays in red, blue, and yel- 

low, and the solid wash backgrounds in Space 

Case mark a new variant of Marshall’s style. Both 

the story and illustrations of 'Troll Country, in 

which a little girl confronts and defeats the trolls 

that her mother believes in and that her father 
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does not, recall works by Seiidak in which chil- 

dren confront and defeat similar monsters as 

they mat m e. 

d he dominant themes and illustrative styles 

have continued in the work of James Marshall, 

who now divides his time between an apartment 

in New \drk and a house in Mansfield Hollow, 

Cainnecticut. He completed illustrations for John 

Mcfarlancrs retelling of some of Aesop’s fables in 

I'lie Exploding Frog and Other Fables from Aesop in 

1981, using the vivid colors and black back- 

ground of Space Case. Marshall’s drawings are su- 

perior to McFarland’s rather undistinguished 

retelling. The final picture of the exploding frog 

shows it swelling beyond the picture frame be- 

fore it explodes into brightly colored bits scat- 

tered all over in and outside the frame. 

The Stupid family reappears in The Stupids 

Die (1981), coauthored by Marshall and Allard, 

but the story is thinner than those of the previ- 

ous books and directed more to the humor of 

adults. The Stupids wake up expecting a great 

day, but nothing out of the ordinary happens— 

that is, according to the Stupid mentality. When 

the lights go out, they conclude happily that they 

must be dead. And when the lights come on 

again, they think they are in heaven. But Grandfa- 

ther, who happens by, tells them that they are 

still in Cleveland, an inside joke that adults will ap- 

preciate more than children. However, Marshall’s 

humorous illustrations are still on the child’s 

level, especially one of Mrs. Stupid’s dresses 

made of live chickens. 

Marshall has also published a sequel featur- 

ing Carruthers in Takmg Care of Carruthers (1981). 

Fhe format of this book is more elaborate, consist- 

ing of a prologue, twelve chapters, and an epi- 

logue. In the prologue Carruthers is grumpy 

because he has a cold on a rainy winter Sunday. 

Fo entertain him, Eugene the turtle makes up a 

story about them and Emily the pig and their ad- 

ventures as they row down the Chattahoola river. 

Many of their adventures are (|uite clever, espe- 

cially the saving of a seasick swan and the 

fending off of an autograph hound who only 

wants signatures of famous persons. "Fhe fic- 

tional visit of Eugene, Emily, and (Carruthers to 

the home of the famed cookbook author Ambro- 

sia Suet and her secretary Miss Prune suggests a 

satire on (Gertrude Stein and Alice B. Foklas in 

the illustrations, d he story ends with Carruthers 

taking the role of the baby bear in a production 

of “(Goldilocks,” staged at the town of Stupen- 

dousberg. 

Three by the Sea (1981), written under the 

name Edward Marshall, concerns three small chil- 

dren, Folly, Spider, and Sam, in a storytelling com- 

petition after lunch on the beach. Through their 

stories, Marshall manages both to write a clever 

easy-to-read book and to make fun of poor exam- 

ples of that genre. Folly starts with an inane exam- 

ple from her reader about a cat, a dog, and a rat. 

Sam takes the same characters and develops 

them in a more imaginative manner but then re- 

sorts to a stereotyped trick ending. Spider’s scary 

version is about a hungry sea monster who passes 

up eating cheese, the rat, or the cat for a lunch 

of two boys and a girl on toast. True to the na- 

ture of small children, the other two Jump when 

Sam yells, “Look out!” 

Between 1982 and 1984, Marshall wrote 

five other witty, easy-to-read books under the 

name Edward Marshall: Fox and His Friends 

(1982), Fox in Love (1982), Fox at School (1983), 

Fox on Wheels (1983), and Fox All Week (1984). In 

all the stories Fox tries for the upper hand, but 

more often than not, he is outfoxed by his 

younger sister Louise or by fate. These books 

have been recognized for their superiority by the 

Junior Literary Guild and the American Booksell- 

er’s Association. Fox at School was even chosen an al- 

ternate by the Book-of-the-Month Club. 

The herd of Rapscallion Jones (1983) is a 

more grown-up fox, but he fumbles through life 

in similar fashion when he has to come up with 

some way to pay the rent demanded by the board- 

ing house owner, the bulldog Mama Jo. He consid- 

ers marrying a rich widow, and then tries being a 

writer, but he can not get beyond “Once upon a 

time.” At last he is shown attempting to paint 

Mama Jo, with cigar in mouth, as the Statue of Lib- 

erty. The story does not have a line of illustra- 

tion nor a word more than necessary. 

In The Cut-Ups (1984), Marshall portrays 

two boys. Spud Jenkins and Joe Turner, who get 

into all sorts of trouble during their summer vaca- 

tion to the dismay of their parents. They snorkel 

in a flooded bathroom; and they set up a magic- 

marker tattoo parlor for the neighborhood kids. 

But they meet more than their match in Mary 

Frances Hooley, who uses them in her plot 

against assistant principal Lamar |. Spurgle to re- 

cover his cache of her confiscated toys. Fhe story 

is as vivid as its blue, orange, green, yellow, and 

purple-colored illustration. Fhe story is every 

child’s dream of summer license but also a night- 

mare of the final authority to be reckoned with 

when school starts in the fall. 
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George and Martha Back in Town (1984) pre- 

sents the familiar hippos in five more stories in 

which each tests their friendship either by snoop- 

ing, making rash boasts, playing practical jokes, 

or giving gratnitons advice. However, at the end 

they are still friends; Cjeorge gives np trying to 

read a book alone and settles for telling stories to 

Martha until dark. Their acceptance or each oth- 

er’s foibles is more generous than that of two 

hens in Wings: A Tale of Two Chickens (1986). In 

this story the sensible Harriet has to rescue silly 

Winnie from the clutches of Mr. johnson, whom 

she fails to recognize as a fox and her enemy. 

The plot depends on disguises in the episodic ad- 

ventures including a balloon ride and a church re- 

vival. Nice touches in the illustrations include the 

sign on the water tower and the Fox’s chicken cos- 

tume that looks more like Little Red Riding 

Hood’s cloak. The climax of the story is a real cliff- 

hanger for the hens are perched on a sharp bluff 

with sharks in the water below and the fox racing 

towards them. Of course the message is that 

Winnie got into all this trouble because she failed 

to be a reader like Harriet and had never seen 

foxes in books. 

During recent years, Marshall has continued 

to illustrate a variety of books by other authors. 

After doing Harry Allard’s There's a Party at 

Mona's Tonight (1981), which features transparent 

disguises that Potter Pig adopts in his attempts to 

crash Mona’s party, Allard and Marshall coau- 

thored two more books about Miss Nelson and 

her alter-ego Miss Viola Swamp. In Miss Nelson is 

Back (1982) and Miss Nelson Has a Field Day 

(1985), they give a few new twists to her disguise 

as Viola Swamp. In Miss Nelson is Back, the 

teacher has to go to the hospital to have her ton- 

sils out. Fhe children dress up as her and lool 

the dotty principal, Mr. Blandsworih, into think- 

ing she’s back. That leaves them free to play 

hooky in town. However, from her hosj)ital win- 

dow, Miss Nelson sees them, and Miss Viola 

Swamp reaj^pears to whij) Room 207 of the 

worst school in Texas back into sha})e. In Miss Nel- 

son Has a Field Day, Viola Swamp returns to the 

H orace B. Smedley School to substitute for 

C^oach ‘Armstrong, who has been driven to a ner- 

vous breakdown by his football team’s antics and 

failure to score a single point, much less win a 

game. But she soon has the Smedley Fornadoes 

in shape to meet the CTntral Werewolves. 

Marshall’s illustrations of the zany elementary 

kids and elementary school life are clever as al- 

ways, especially the one of the dowdy and glum 

cafeteria ladies in the serving line. 

Other books illustrated during this recent 

period include Daniel Manus Pinkwater’s Roger's 

Umbrella (1982), in which the cat Roger finds him- 

self whisked away by a bewitched, unruly um- 

brella; Jeffrey Allen’s Nosey Mrs. Rat (1985), in 

which a nosy neighbor, Mrs. Shirley Rat, meets 

her comeuppance in little Brewster Blackstone; 

and a retelling of Clement C. Moore’s famous 

story. The Night Before Christmas (1985). Marshall 

has written a sequel about Lolly, Spider, and 

Sam called Three Up a Tree (1986); a sequel to 

Yummers! called Yummers Too (1986); and he has il- 

lustrated Allen’s forthcoming sequel to Mary 

Alice, Operator Number 9. Announcement of a se- 

quel to The Cut-Ups has been made as well. Read- 

ers may look forward, therefore, to seeing many 

other books featuring Marshall’s familiar casts of 

animals and small children. 
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SKLECn Kl) BOOKS: A Boy, a Dog, and a Frog 

(New York: Dial, 1967); 

If I Had (New York: Dial, 1968); 

llie Terrible Troll (New York: Dial, 1968); 

'There's a Nightmare in My Closet (New York: Dial, 

1968);^ 

Frog, Where Are You? (New York: Dial, 1969); 

I Am a Hunter (New York: Dial, 1969); 

A Special Trick (New York: Dial, 1970); 

Mine, by Mayer and Marianna Mayer (New York: 

Simon & Schuster, 1970); 

The Queen Always Wanted to Dance (New York: 

Simon Sc Schuster, 1971); 

A Boy, a Dog, a Frog, and a Friend, by Mayer and 

Marianna Mayer (New York: Dial, 1971); 

Me and My Flying Machine, by Mayer and 

Marianna Mayer (New York: Four Winds, 

1971) ; 

A Silly Story (New York: Parents’ Magazine Press, 

1972) ; 

Bubble, Bubble (New York: Parents’ Magazine 

Press, 1973); 

Frog on His Own (New York: Dial, 1973); 

Mrs. Beggs and the Wizard (New York: Parents’ Mag- 

azine Press, 1973); 

Frog Goes to Dinner (New York: Dial, 1974); 

One Monster After Another (New York: Golden 

Press, 1974); 

'Fwo Moral Tales (New York: Four Winds, 1974); 

Two More Moral Tales (New York: Four Winds, 

1974)—includes Bird's New Hat and Bear’s 

New Glothes; 

What Do You Do With a Kangaroo? (New York: 

Pour Winds, 1974); 

You're the Scaredy-Cat (New York: Parents’ Maga- 

zine Press, 1974); 

The Great Gat Chase (New York: Four Winds, 1974); 

Walk, Robot, Walk (Fexington Mass.: Ciinn, 1974); 

just For You (New York: Golden Press, 1975); 

One Frog Too Many, by Mayer and Marianna 

Mayer (New York: Dial, 1975); 

Ah-Choo (New York: Dial, 1976); 

Hiccup (New York: Dial, 1976); 

Liza Lou and the Yeller Belly Swamp (New York: Par- 

Mercer Mayer 

ents’ Magazine Press, 1976); 

Just Me and My Dad (New York: Golden Press, 

1977); 

Little Monster’s Word Book (New York: Golden 

Press, 1977); 

Mercer’s Monsters (New York: Golden Press, 1977); 

Oops (New York: Dial, 1977); 

Professor Wormbog in Search for the Zipperump-a-Zoo 

(New York: Golden Press, 1977); 

Professor Wormbog’s Gloomy Kerploppus: A Book of 

Great Smells (And A Heart-Warming Story, Be- 

sides) (New York: Golden Press, 1977); 

Appelard and Liverwurst, illustrated by Steven Kel- 

logg (New York: kbur Winds, 1978); 
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Little Monster at Home (New York: (iolclen Press, 

1978); 

Little Monster at School (New York: Cioklen Press, 

1978); 

Little Monster at Work (New York: Cjolclen Press, 

1978); 

Little Monsters Alphabet Book (New York: Golden 

Press, 1978); 

Little Monster’s Bedtime Book (New York: Golden 

Press, 1978); 

Little Monster's Counting Book (New York: Golden 

Press, 1978); 

Little Monster’s Neighborhood (New York: Golden 

Press, 1978); 

Little Monster’s You-Can-Make-It Book (New York: 

Ciolden Press, 1978); 

How the Trollusk Got His Hat (New York: Golden 

Press, 1979); 

Little Monster’s Mother Goose (New York: Golden 

Press, 1979); 

East of the Sun ^ West of the Moon (New York: 

Four Winds, 1980); 

Herbert, the Timid Dragon (New York: Golden 

Press, 1980); 

Little Monster’s Scratch and Sniff Mystery (New 

York: Golden Press, 1980); 

Professor Wormbogs Grazy Gnt-Ups (New York: 

Golden Press, 1980); 

Liverwurst is Missing, illustrated by Kellogg (New 

York: Four Winds, 1981); 

Merry Christmas, Mom and Dad (New York: Golden 

Press, 1982); 

Play With Me (New York: Golden Press, 1982); 

fust A Snowy Day (New York: Golden Press, 1983); 

Malcom’s Race (New York: Scholastic, 1983);, 

Gator Gleans House (New York: Scholastic, 1983); 

Just Go to Bed (New York: Golden Press, 1983); 

Too’s Bracelet (New York: Scholastic, 1983); 

Sweetmeat’s Birthday (New York: Scholastic, 1983); 

Possum Ghild Goes Shopping (New York: Scholastic, 

1983); 

When I Get Bigger (New York: Golden Press, 1983); 

Bat ('Jiild’s Haunted House (New York: Scholastic, 

1983); 

All By Af)).vc// (New York: Golden Press, 1983); 

/ Was So Mad (New York: Ciolden Press, 1983); 

just (Wandma and Me (New York: Ciolden Press, 

1983) ; 

Me Too! (New York: (iolden Press, 1983); 

llie New Baby (New York: Golden Press, 1983); 

^Tuk Takes a LLip (New York: Bantam, 1984); 

leep and Beep, Go to Sleep (New York: Bantam, 

1984) ; 

dink Goes Fishing (New York: Bantam, 1984); 

Tinka Bakes a Cake (New York: Bantam, 1984); 

Little Critter’s Day at the Farm (New \()rk: Scholas- 

tic, 1984); 

Little Critter’s Holiday Fun (New York: Scholastic, 

1984); 

Little Monster’s Moihng Day (New York: Scholastic, 

1984); 

Little Monster’s Sports Fun (New York: Scholastic, 

1984) ; 

Trouble in Tinktonk Land (New York: Bantam, 

1985) ; 

The Tinktonks Find a Home (New York: Bantam, 

1985); 

just Me and My Puppy (New York: Golden Press, 

1985); 

Tonk Gives a Magic Show (New York: Bantam, 

1985); 

Zoomer Builds a Racinst Car (New York: Bantam, 

1985); 

Just Grandpa and Me (New York: Golden Press, 

1985) ; 

Policeman Critter (New York: Simon Sc Schuster, 

1986) ; 

Fireman Critter (New York: Simon Sc Schuster, 

1986); 

Cowboy Critter (New York: Simon Sc Schuster, 

1986); 

Astronaut Critter (New York: Simon Sc Schuster, 

1986); 

Just Me and My Little Sister (New York: Golden 

Press, 1986); 

Just Me and My Babysitter (New York: Golden 

Press, 1986); 

Whinnie the Lovesick Dragon (New York: Macmillan / 

London: Collier Macmillan, 1986); 

There’s An Alligator Under My Bed (New York: 

Dial, 1987). 

SELECTED BOOKS ILLUSTRATED: John D. 

Eitzgerald, The Great Brain (New York: Dial, 

1967); 

Sidney OfTit, The Boy Who Made a Million (New 

York: St. Martin’s, 1968); 

George Mendoza, The Crack in the Wall and Other 

Terribly Weird Tales (New York: Dial, 1968); 

Mendoza, The Gillygoofang (New York: Dial, 1968); 

Liesel M. Skorpen, Outside My Window (New 

York: Harper Sc Row, 1968); 

Kathryn Hitte, Boy, Was I Mad! (New York: Par- 

ents’ Magazine Press, 19(i9); 

Sheila La Farge, Golden Butter (New York: Dial, 

1969); 

Mildred Kantrowitz, Good-Bye Kitchen (New Yoi k: 

Parents’ Magazine Press, 1969); 
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Filzgcrald, M ore Adventures of the (Aeat Bruin 

(New York; Dial, 1969); 

Warren Fine, I'he Alousechildren atid the Famous (Col- 

lector (New York: Harper Sc Row, 1970); 

jean Russell Larson, jack Tar (Philadelj)hia: 

Smith, 1970); 

Marianna Mayer, Me and Aly Flying Machine (New 

York: Ikirents’ Magazine Press, 1971); 

Barbara Wersba, Fet Me Fall Before I Fly (New 

York: Athenenm, 1971); 

jane H. Yolen, llie Bird of Time (New York: 

Caowell, 1971); 

jan Wahl, AlargareCs Birthday (New York: Four 

Winds, 1971); 

Fitzgerald, Me and My Little Brain (New York: 

' Dial, 1971); 

Wahl, (jrandmother Told Me (New York: Little, 

Brown, 1972); 

Fitzgerald, The Great Brain at the Academy (New 

" York: Dial, 1972); 

Candida Palmer, Kim Aim and the Yellow Machine 

(Lexington, Mass.: Ginn, 1972); 

Fitzgerald, The Great Brain Reforms (New York: 

Dial, 1973); 

Mabel Watts, While the Horses Gjalloped to London 

(New York: Parents’ Magazine Press, 1973); 

Wersba, Amanda Dreaming (New York: Athenenm, 

1973); 

khtzgerald. Return of the Great Brain (New York: 

Dial, 1974); 

John Bellairs, The Figure in the Shadows (New 

York: Dial, 1975);' 

Fitzgerald, The Great Brain Does It Again (New 

York: Dial, 1975); 

jay Williams, Everyone Knows What a Dragon Looks 

Like (New York: Four Winds, 1976); 

Williams, The Reward Worth Having (New York: 

Four Winds, 1977); 

Marianna Mayer, Beauty and the Beast (New York: 

Four Winds, 1978). 

O 1 HP^R; The Poison Tree and Other Poems, edited 

by Mayer (New York: Seribners, 1977); 

The Sleeping Beauty, edited and retold by Mayer 

(New York: Macmillan / London; Collier 

Macmillan, 1984); 

Cdiarles Dickens, A (Christmas (Carol, abridged by 

Mayer (New York: Macmillan, 1986). 

Mercer Mayer, artist and author, has writ- 

ten and illustrated more than eighty picture 

books since he became involved in children’s litera- 

ture in 1967. Among his works are fantasies, folk- 

tales, and realistic stories, both with and without 

text, and picture books with overtly educational 

content. Fhe visual wit of his illustrations has 

won him wide popularity among small children, 

and his clear and unusual appreciation of the 

full range of human emotions has earned him 

the interest and respect of critics and educators. 

Mercer Mayer was born in Little Rock, Ar- 

kansas, on 30 December 1943. His father served 

in the navy during World War 11 and was away 

from home for much of Mercer Mayer’s first 

years. Fhe Mayers lived on a navy base, and the 

young Mercer divided his free ♦time between 

snake and lizard hunting in the nearby swamps 

and immersing himself in picture books and art. 

Among those artists who influenced him as a 

child were Arthur Rackham, John Tenniel, N. C. 

Wyeth, and Aubrey Beardsley. 

His family traveled widely within the United 

States and settled in Hawaii when Mercer Mayer 

was thirteen years old. He was graduated from 

Theodore Roosevelt High School in Honolulu 

and attended the Honolulu Academy of Arts. 

One of his first professional assignments was as po- 

litical cartoonist for the International Brother- 

hood of Teamsters in Hawaii. Another was 

painting a series of pictures with his mother, who 

is also an artist, to decorate the Kahala Hilton 

Hotel. 

He later continued his art training at the 

Art Students League in New York City, where he 

met his first wife, Marianna, with whom he eventu- 

ally collaborated on several children’s books. 

They were married in 1963, moved to Sea Cliff, 

Long Island, and in 1973 moved again to a fifteen- 

acre farm in the Connecticut countryside. Mayer 

worked for a time in the art department of an ad- 

vertising agency before he began illustrating and 

writing children’s books. Although an art school 

instructor had discouraged him against book illus- 

tration on the grounds that it was unprofitable, 

Mayer nevertheless showed his portfolio to sev- 

eral editors and received a number of books to il- 

lustrate. Among these early commissions were 

John D. Fitzgerald’s The Great Brain (1967) and 

its numerous sequels; Cieorge Mendoza’s The 

Gillygoofang (1968) and The Grack in the Wall and 

Other Terribly Weird Tales (1968); Liesel M. 

Skorpen’s Outside My Window (1968); and Sidney 

Offit’s The Boy Who Made a Million (1968). Mercer 

continues to illustrate books written by other au- 

thors, several of which have received awards and 

critical acclaim. 

In 1967 Mayer also began creating his own 

original children’s books. The first to be pub- 
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BOY, A DOG and 
FROG Mercer Mayer 

FROG, WHERE ARE 
YOU? by Mercer Mayer 

A BOY, A DOG, 
A FROG and 
A FRIEND A new book by 

Mercer and Marianna Mayer 

('oxx'Ks for four volumes in Mayor's first wordless ficture-book series (Dial) 
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lished was a wordless picture book, A Boy, a Dog, 

and a Frog (1967). I bis small volume presents a 

contest of wills between an adventuresome boy 

and the frog he tries to capture in his net. After 

several attempts, the boy and his dog go home dis- 

appointed. I he frog, lonely, follows the boy and 

surprises him in the bathtub. Fhe pleasure of 

friendship when it is given freely contrasts with 

the child’s previous desire for dominance over 

the would-be friend. The success of this led 

Mayer to produce five more books, similar in for- 

mat, characters, style, and wit: Frog, Where Are 

You? (1969); A Boy, a Dog, a Frog, and a Friend, 

with Marianna Mayer (1971); Frog on His ()w7i 

(1973); Frog Goes to Dinner (1974); and One Frog 

Too Many, also with Marianna Mayer (1975). 

In these books the boy is essentially isolated 

from other people and seeks to assert himself in 

the world of small animals. The frog often serves 

as the boy’s alter ego, misbehaving in a park or res- 

taurant, rejecting the arrival of a sibling and so 

on. Anger, frustration, resentment, anxiety, mali- 

cious glee, and embarrassment are displayed by 

the characters, along with Joy, determination, lov- 

ing concern, and loyalty. The breadth and sub- 

tlety of emotion presented in the six books of 

this series, a series suitable for a very young, 

prereading audience as well as for an older one, 

set Mayer apart from the writers / illustrators of 

more conventional and limited books. 

The Boy and Frog books are visually sub- 

dued: the strong use of brown pencil line on the 

white page, the simplicity and directness of style, 

and the pictorial wit all contribute to their suc- 

cess. A Boy, a Dog, and a Frog won the 1970 Soci- 

ety of Illustrators Annual National Exhibit 

Citation and a Brooklyn Art Books Citation in 

1973; Frog Goes to Dinner also won the Brooklyn 

award in 1976. In 1974 two of the books in the se- 

ries received the International Books for Chil- 

dren Award from the Association for Childhood 

Education: A Boy, a Dog, and a Frog and A Boy, a 

Dog, a Frog, and a Friend. 

Fhe First storybook that Mayer began to 

work on, in 1967, was not A Boy, a Dog, and a 

Frog but There's a Nightmare in My Gloset (1968), 

which features a cast of monsters, terrifyingly 

ugly but totally benign and, ultimately, childlike. 

Anthropomorphic monsters such as these, some- 

times threatening but more often amiable, are a 

major component of Mayer’s later work. These 

prototypical creatures hide in a small boy’s closet: 

they are his night fears incarnate. When he 

forces himself to confront them, he finds them 

THERE’S A NIGHTMARE 

written and illustrated by MERCER MAYER 

Cover for Mayer’s 1968 book about a small boy's fear of mon- 

sters and how he overcomes it (Dial) 

easy to subdue and live with; he makes peace 

with his own private nightmares. The artwork in 

this book is reminiscent of the spare line draw- 

ings and simple backgrounds of A Boy, a Dog, and 

a Frog, but a wider range of colors is used. 

The desire of a small child to master his 

fears and command power in his world are 

themes that appear in many of Mayer’s books of 

the late 1960s and early 197()s. If I Had and The 

Terrible Troll, both published in 1968, are two ex- 

amples. In the former book, a small boy fanta- 

sizes the revenge he could enjoy against those 

children who bully and bother him, if only he 

owned a gorilla, an alligator, a lion, or a snake, ani- 

mals that would defend him against his perceived 

enemies. In the end he concedes to reality, but re- 

ality is not without its comfort: he has the loyal pro- 

tection of a big brother. The Terrible Troll presents 

a threatening fantasy world, too. Fhis time the set- 

ting is medieval, and the protagonist is a twentieth- 

century boy who wishes himself into the role of 

page to a brave knight. After several humorous ad- 

ventures, the knight enters a troll’s castle to 

Fight. At the end of a long, anxious day, the troll 
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emerges the victor; the boy quickly wishes him- 

self back into the modern world. The threaten- 

ing force here is too powerful to master or 

befriend; escape is the only solution. 

/ Am a Hunter (1969) combines the motifs of 

mastery and escape that have been observed in 

the previous books and adds a disturbingly open 

ending. A boy uses his imagination to turn mun- 

dane things around his house into mighty ene- 

mies to vanquish or props for adventures of 

which he is the all-powerful hero. Each 

transformation—for example, of the garden hose 

into a snake—angers his parents and neighbors. 

Ehe adults here, as well as in other of Mayer’s 

early books, are essentially the enemy, insensitive 

to the child’s need for fantasy, escape, and con- 

trol over his world. The adult authority figures 

in this book are conventional, literal, and restrict- 

ing; the child is inventive, imaginative, and de- 

structive of property. Adults are concerned with 

good behavior; children ignore decorum to pur- 

sue more interesting ends. The child in I Am a 

Hunter is allowed to have his way; at the end of 

the book, he sails off in his bathtub, rejecting the 

parents who angrily urge him to sit down and 

wash. Mayer neither reconciles the child with pa- 

rental authority nor reintegrates him into the 

real world. He is allowed to reject frustrating real- 

ity in favor of imaginative fulfillment. 

A Special Trick (f97()), a variation on the sor- 

cerer’s apprentice story, provides a successful, 

well-integrated synthesis of the themes of the pre- 

ceding books. A boy, working for a magician, acci- 

dentally lets loose some creatures, monstrous and 

otherwise, who make shambles of the magician’s 

place. With the help of the sorcerer’s book of 

spells, the boy restores order and also keeps one 

spell for himself: the ability to turn his bed into 

a flying fiorse. Though Mayer again presents an 

aggressive attack on order and authority, in A Spe- 

cial Trick the child successfully masters his anti- 

social feelings. He overcomes them, not only 

conforming to adult standards but also keeping 

some of their power for his own use, for later es- 

cape to freedom, d his book, illustrated in warm, 

muted colors with dramatic, swirling black lines 

and forms, uses a style that is reminiscent of Ar- 

thur Rackham yet decidedly contemporary at the 

same time and subtly reflective of “Po[)” art. A Spe- 

cial Trick won the AKiA (Children’s Book Award 

in 1970-1971. 

Other picture books of the early 197()s also 

reflect Mayer’s preoccupation with the child’s 

need to fantasize that he has power and compe- 

tence, despite the difficult and sometimes danger- 

ous obstacles in his path. Mrs. Beggs and the 

Wizard (1973), You re the Scaredy-Cat (1974), and 

What Do You Do With a Kangaroo? (1974) are charac- 

teristic of this group of books. 

The protagonist of Me and My Flying Ma- 

chine (1971) sets out to build a fantastic airplane 

by himself from junk parts, but fails. “Tomorrow', 

I’ll build a rowboat,” he decides. He is disap- 

pointed but undaunted. You’re the Scaredy-Cat, 

which was listed by the Child Study Association 

in 1974 as one of the Books of the Year, is an- 

other realistic tale. Two brothers camp in their 

backyard. The older one frightens himself with a 

monster story, then, to save face, accuses his 

brother of being a coward. Like Me and My Flying 

Machme, this book shows children coping with an 

unwelcome reality. 

Mrs. Beggs and the Wizard uses a cast of adult 

characters to act out a child’s hostile fantasies. 

What Do You Do With a Kangaroo? is a more play- 

ful treatment of the same theme. Both books cre- 

ate suspense and use improbable, surprise events 

for humor. The former ends with the suggestion 

of some untold, horrible revenge on Mrs. Beggs 

and her boarders by the wizard whom she had pre- 

viously foiled. The fantasy is played out to its 

end rather than assimilated into the conven- 

tional, real world. The latter book closes with a 

young girl taking several obstreperous, demand- 

ing animals to bed with her, accepting them as 

parts of herself, rather like the monsters in 

There’s a Nightmare in My Closet. What Do You Do 

With a Kangaroo? won the 1975 Brooklyn Arts 

Books for Children citation. 

Ehe illustrations in the books of this period 

contain strong, swirling lines, sometimes as out- 

lines, sometimes for texture and detail. Colors 

tend to be tinted or muted and rarely, if ever, satu- 

rated. Crosshatching is widely used. Some of 

these books employ cartoon conventions, such as 

multiple picture boxes on a page. 

Another group of books by Mercer Mayer 

which can be considered together are the word- 

less (or nearly wordless) fantasies: Bubble, Bubble 

(1973), Two Moral Tales (1974), Two More Moral 

Tales (1974), Ah-Choo (197(5), Hiccup (1976), and 

Oops (1977). In small format, using a humorous, 

cartoonlike style and little if any text, Mayer pre- 

sents imaginative stories in which peo[)le or an- 

thropomorphic animals act out fears and wishes, 

aggressive and affectionate behavior, rivalry and 

cooperation. The circumstances are sometimes 

rather sophisticated in these books, dealing, for in- 
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(Parents' Magazme Press) 

♦ 

“^hat do you do 
with a kangaroo? 
GiQ. writtenSi illustrated by Mercer Mayer 

^<4#nMy«| 

iUi 

as 

(Pour Winds) 

Covers for two of Mayers early 197()s books that reflect his preoccupation with the child’s need to fantasize that he has power and com- 

petence despite the difficult and sometimes dan^eroiLs obstacles in his path 
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stance, with chivalry and courtship, arrest and 

trial. Although wordless, like the Boy and Frog 

books, the mood here is very different, more exu- 

berant and hyperbolic. Fhe impossible happens; 

ideas are carried to their logical limit and be- 

yond; wishes, for good and evil, are granted. 

The art in these later picture books is more flam- 

boyant, more cartoonlike than in the earlier word- 

less series, in keeping with the comic exag- 

gerations and slapstick humor. 

In 1974 Mayer began writing and illustrat- 

ing for Golden Press, a division of Western Pub- 

lishirtg Company. This decision to produce books 

for mass marketing as well as for the more expen- 

sive and exclusive publishers was generated, ac- 

cording to Mayer, by a desire to reach a wider 

audience, one that visits the supermarket and 

drugstore but rarely, if ever, the bookstore. 

The Golden books bear the clear stamp of 

Mayer’s distinctive artistic style, sense of humor, 

and f ascination with strange creatures of his imagi- 

nation. These books, even more than his others, 

abound in visual jokes that reward the attentive 

picture reader. Despite the similarities, the 

Golden books, as a group, differ in texture and 

tone from those that Mayer has published with 

Dial and Four Winds. Visually, they are much bus- 

ier; emotionally, they are simpler. The Golden 

story books project security and affection. Prob- 

lems are easily resolved in the course of each 

story, and the conclusions are emotionally satisfy- 

ing. These Golden books are designed to enter- 

tain, teach, and gratify the needs of small 

children more peaceable, trusting, and innocent 

than those for whom You’re the Scaredy-Cat or / 

Am a Hunter were written. The Golden books are 

easier for adults to live with because they omit 

the strongly rebellious, vengeful, terrified feel- 

ings that are brought forward in many of 

Mayer’s other books. Not that these books deny 

all negative emotions: frustration, loneliness, and 

embarrassment, for example, are included, but 

characters display these feelings to a rather mild 

degree and are brought to emotional comfort 

within each book. 

Some of Mercer Mayer’s Golden books are 

set in a fantasy land on the Fdge of Nowhere 

and peopled with monsters, most of whom are lov- 

ing, bumbling, and childlike. Fluman beings occa- 

sionally appear, but they are a minority of the 

population, outsiders. Language is used inven- 

tively, and Mayer f reely makes uji^ names and 

[)lays with the sounds of words. 

One grouji within the (iolden hooks deals 

with Little Monster, an upright, winged reptilian 

being with fangs, who dresses and acts like a little 

boy of about five. Some of the books in this group- 

ing are educational, such as Little Monster's Alpha- 

bet Book (1978) and Little Monster’s (h)unting Book 

(1978). Others provide a moral or social lesson 

through the medium of a story, such as Little Mon- 

ster at School (1978), a book in which the protago- 

nist helps a misbehaving schoolmate through 

honest praise and the offer of friendship. There 

are gimmick books, too: Little Monster’s Vou-Can- 

Make-It Book (1978) and Little Monster's Scratch and 

Sniff Mystery (1980), for instance. 

Related to these book are others that are set 

in the same imaginary land but do not feature Lit- 

tle Monster as their protagonist. This group in- 

cludes stories essentially for entertainment, 

stories that accumulate improbable events, build- 

ing to a sometimes frantic climax before coming 

to a calm conclusion. One Monster After Another 

(1974), How the Trollusk Got His Hat (1979), and 

the books about Professor Wormbog typify this cat- 

egory. 

A third grouping within the Golden books 

are those which present a hairy little creature 

called Little Gritter whose well-meaning inten- 

tions do not match his limited abilities and who, 

therefore, often falls into trouble. The adven- 

tures in Just for You (1975) and just Me acid My 

Dad (1977) are realistic and familiar: the little 

child tries to please and impress his parents by 

showing his competence, but in the end, the best— 

and only—way he can succeed is by giving them 

his love. These books reinforce the young child’s 

need for acceptance, forgiveness, and love. Merry 

Christmas, Mom and Dad (1982) and Just Grandma 

and Me (1983) are other titles in this series. 

While creating the Golden books, Mayer con- 

tinued writing and illustrating for other publish- 

ers. His work in Jay Williams’s Everyone Knows 

What a Dragon Looks Like (1976) was given the 

Irma Simonton Black Award, and the book was 

cited by the New York Times in its Best Illustrated 

Children’s Books of the Year list. 

In 1978 he illustrated Beauty and the Beast, a 

version retold by Marianna Mayer. His version of 

East of the Sun Cff West of the Moon followed in 

1980. These folktale books are a departure in sub- 

ject matter, mood, and, to some extent, style 

from his other work. Fhe traditional material is 

handled seriously, with considerable emotional in- 

tensity. Fhe illustrations are luminous, richly and 

subtly colored paintings with graceful, wiry lines. 

In some, such as Beauty and the Beast, he uses a l)or- 
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Dust jacket for Marianna Mayer’s 1978 retelling of the well-known French fairy tale, with illustrations by Mercer Mayer 

(Four Winds) 

der decoration to frame each illustration. Unex- 

pected angles and dramatic variations in distance 

and point of view are utilized. Visual imagery is de- 

veloped for symbolic effect: in Beauty and the 

Beast roses bloom and droop, paralleling events 

in the story. There is a wealth of detail in the pic- 

tures, which appear full and lavish without being 

busy. Exotic settings and foreign cultures are pre- 

sented. These books lack the humorous cartoon 

quality of many of his earlier illustrations, focus- 

ing instead on grace and dignity. It is, perhaps, 

no wonder that Mercer Mayer’s own favorite 

among his books is East of the Sun ^ West of the 

Moon. 

In 1978 Marianna and Mercer Mayer were 

divorced. In 1979 he married his current wife, 

Jo. I hey are jointly bringing up Jo’s son, Len, 

whom Mayer adopted in 1980, and a daughter, 

Jessie Browning, who was born to them in 1979. 

I hey live in Bridgewater, Connecticut, where 

Mayer enjoys fishing, composing music on a 

Kurzweil 250 sequencer synthesizer, and listening 

to opera. 

Although Mercer Mayer sees himself primar- 

ily as an artist, his storytelling powers are consider- 

able. In quiet, realistic tales like the Boy and 

Frog series, as well as in wild flights of fancy, like 

One Monster After Another, he plots a story clearly, 

accumulating incidents, building to a strong cli- 

max and a clear conclusion. Sometimes the con- 

clusions are unexpected, open-ended, and 

thought-provoking, even disturbing; sometimes 

they are traditional and restore sense and peace 

to the world. Either way, the stories he creates 

are eventful and original. 

Mayer’s work for Western Publishing Com- 

pany has a built-in popularity because of the dis- 

tribution techniques for Golden books. It is 

interesting that these books have received little 

critical attention, although they are for the most 

part clever, subtle, and attractive. It should also 

be noted that Just For You (1975), the first book in 

Mayer’s Little CTitter series, recently sold its one- 

millionth copy. His books for other publishers 

have been awarded numerous prizes and hono- 

rary citations and are important in the canon of 

children’s literature for their visual beauty and 

wit, for their ingenious stories, and for their ex- 

pression of human feeling. 

From the outset of his career as a writer 

and illustrator, Mayer has developed a strong 

and unusual approach to children’s literature. 
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one that does not condescend to the child or ro- 

manticize childhood. On the contrary, he has 

empathetically explored the depths of children’s 

passions and revealed their rich variety. He as- 

serts, when speaking about his work, that he has 

never written for children, but has tried instead 

to capture his own childhood in his books. He 

also admits that having children of his own has 

changed his sense of childhood somewhat, soften- 

ing the resentment against adult authority fig- 

ures, who appear as the enemy in many of his 

early books. Reflecting the world, real and imagi- 

nary, from the child’s point of view has been a hall- 

mark of his work from the beginning of his 

career, and whatever changes come in his ap- 

proach to children and their books, the honesty 

and emotional intensity that are essential to his 

work will remain unchanged. 
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SELECTED BOOKS: Oddly Enough (Cambridge: 

Washburn Sc Thomas, 1926); 

Floodgate (Cambridge: Washburn & Thomas, 
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Stirabout (Cambridge: Washburn & Thomas, 
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I'he Old Bateau, and Other Poems (Boston: Little, 
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Odds Without Ends (Boston: Little, Brown, 1954); 
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Is, illustrated by Kane (Boston: Little, 
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All Day Fong; Fifty Rhymes of the Never Was and Al- 

ways Is, illustrated by Kane (Boston: Little, 

Brown, 1966); 

Every Time I Climb a Tree, illustrated by Marc 

Simont (Boston: Little, Brown, 1967); 

Notes from Four Cities, 1927-1933 (Worcester, 
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For Me to Say; Rhymes of the Never Was and Always 

Is, illustrated by Kane (Boston: Little, 

Brown, 1970); 
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Idle Star in the Pail, illustrated by Simont (Boston: 
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Speak Up, More Rhymes of the Never Was and Always 
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Is, illustrated by Siiuont (Boston: LJttle, 

Brown, 1979); 

All Small, illustrated by Madelaine Cull Linden 

(Boston: Little, Brown, 1986). 

O'LHLR: Once and For All, edited by McCord 

(New \ork: (a)ward-McCauin, 1929); 

What ('Jieer: A)i Anthology of American and British Hu- 

morous and Witty Verse, edited by McC.ord 
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lished as The Pocket Book of Humorous Verse 

(New York: Pocket Books, 1946); repub- 

lished as The Modern Treasury of Humorous 

Verse (Ciarden Caty: Garden City Books, 

1951). 

David McCord ranks among the handful of 

top twentieth-century poets for children. Critics 

have said shining things about him, awards have 

showered down on him, and his poems are often 

anthologized. These poems embody a curiosity 

about the world which echoes with sounds to 

please and tickle the young and which shows a 

lightness in relation to a subject which plays 

games with and yet simultaneously keeps a dis- 

tance from the reader. McCord conducted a cru- 

sade to reach children with poems and through 

that medium to wake them to the pleasures and 

satisfactions of observation, word play, and sound. 

David Thompson Watson McCord was born 

in New' York City on 15 November 1897 and 

spent his earliest years in the East: on Long Is- 

land and in Princeton, New Jersey, with summers 

in the Poconos. The only child of Joseph Alexan- 

der and Eleanore Baynton Reed McCord, when 

he was twelve financial reverses resulted in his 

family moving to Oregon. A small glimpse of his 

feelings about that move appear in his poem “A 

Eool and His Money”: “In the observation car /Of 

our (kilifornia train / I sat out back; and far / 

Behind me slid the plain. / And what would be- 

come of me / In the land where I was to be?” 

Out west he stayed out of school for three 

years, during which he spent much time alone on 

his uncle’s ranch. “I didn’t see five kids my age 

once a year,” he said of that time. After three 

years in Lincoln High School in Portland, Ore- 

gon, he worked a while in Des Moines, Iowa, and 

spent the rest of the year in Washington, Pennsyl- 

vania, j)rej)aring for entrance examinations for 

Harvard. McCaird enjoyed recalling that, having 

had no science in high school, he barely passed 

his exam in physics but went on to major in phys- 

ics at Harvard, from which he graduated in 

1921. In between he had spent part of 1918 in 

the field artillery as a second lieutenant and was 

about to be shipj^ed overseas when World War I 

ended. 

McCord went back for a master’s degree 

from Harvard in romance languages, which he 

earned in 1922, and remained at Harvard all his 

working life, primarily as executive director of 

the Harvard Eund Council from 1925-1963. He 

wrote drama reviews for the Boston Evening Tran- 

script from 1923 to 1928; he was associate editor 

of the Harvard Alumni Bulletin from 1923 to 1925 

and editor from 1940 to 1946. He wrote as an avo- 

cation: light essays, book reviews, poetry for 

adults, and poetry for children. When he gave 

his objectives for his retirement in 1962 (“Chi- 

nese, Debussy, tobacco, trout are the things I 

want to investigate, in that order”), poetry didn’t 

even make the list. It is a tribute to his talent and 

to his extraordinary energy that he achieved his 

high rank among children’s poets in this context. 

Nonetheless, writing verse was part of 

McCord’s life from early boyhood. He says he 

began writing when he was fifteen and tried his 

hand at verse for children right after leaving grad- 

uate school. Although his first book was a collec- 

tion of light essays {Oddly Enough, 1926), his first 

book of verse. Floodgate, followed the next year. 

McCord’s first volume of poetry for children. Far 

and Few, did not appear until 1952, twenty years 

after the manuscript was completed. A few 

poems which first appeared in books for adults, 

however, later showed up in children’s collec- 

tions: for instance, “The Starfish.” After 1952 

McCord produced new children’s books regu- 

larly, highlighted by One at a Time: His Collected 

Poems for the Young in 1977, which contains 450 

poems reprinted from five earlier volumes. Many 

of his poems appeared first in magazines, and 

many have been anthologized. McCord estimated 

that by 1983 his work had appeared in nearly 

400 anthologies. 

In retirement McCord carried his campaign 

vigorously to his audience. He visited schools, 

reading his poems, talking about poetry, and sell- 

ing his books. At eighty-six he claimed to have 

talked to some 100,000 children. X. J. Kennedy, 

in a 1981 article for Horn Book, describes McCord 

speaking to third-graders, telling “a few blood- 

curdling yarns about snakes and man-eating fish 

he had known in his boyhood,” reading his own 

poems, and commenting on poems written and 

read by children. He “exhibits tremendous re- 

sj^ect for children’s intelligence,” wrote Kennedy, 
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David McCord (photo by Thomas Garland Tinsley) 

and although he made corrections as well as posi- 

tive comments, the children did not seem to 

mind. “They acknowledged that he was a man 

who took their work seriously, who cared enough 

about it to want to improve it.” 

McCord has received many honors, several 

of them related to children’s literature. The Na- 

tional Council of Teachers of English in 1977 

named him the first recipient of its award for ex- 

cellence in poetry for children, he was twice nomi- 

nated for a National Book Award (for The Star in 

the Fail, 1975, and One at a Time), and the Boston 

Public Library supports an annual fecture in his 

name. 

In addition he received eleven honorary de- 

grees, including the first L.H.I). ever given by Har- 

vard. In 1950 he gave the eight Lowell Lectures 

on Edward Lear, and in 1954 he held a Guggen- 

heim Lellowship. He has been made a Benjamin 

Lranklin f ellow of the Royal Society of Arts and re- 

ceived a National Institute of Arts and Letters 

grant in 1961. Lhese are samples from a very 

long list of awards and accom|)lishments. One 

McCiord j^articularly cherished is ihe title of 

(hand Bostonian, awarded by the city to seven em- 

inent residents. 

On the dust jacket of McCord’s Speak Up 

(1979), Marc Simont, the illustrator, depicts an 

old man with a pipe cocking his head with hand 

to ear next to a very charming mooing cow. The 

pipe smoker is clearly McCord. Although the title 

poem does not suggest the speaker is hard of hear- 

ing, as the picture does, Simont shows a poetic 

speaker who has the same approach to life- 

curious and comical—as the child speakers in 

McCord’s poems. It is one of McCiord’s accom- 

plishments that in his poems generations are uni- 

fied and separated at the same time. In 

“Laundramat” the reader cannot be sure whether 

adult or child is imagining that a row of washers 

is “Diesel Number Three,” and the person watch- 

ing the bees and butterfly in “4he Hammock” 

could be of any age. In some poems the sjieaker 

is clearly a child, “Every 1 ime I (4imb a free” 

being a famous example; and in some, like “ I he 

Lisherman,” the reader hears an adult wishing as 

he watches a small boy fish. But the cjualities 

which tyjiify the jioems are the same, making the 

unity more evident than the separation. 

McCiord stands out among iwentieth- 

centtiry poets lor children—indeed among those 

lor adults as well—in his emphasis on sounds and 
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Dust jacket for McCord's 1977 collection, which contains 

450 poems repriyited from five earlier volumes (Little, Brown) 

sound patterns. One major result of Imagism has 

been that the visual aspect has received central 

attention in modern poetry. William Carlos 

Williams’s “ The Red Wheelbarrow” is an exam- 

ple: sound is built into the verse, but the primary 

effect is the picture of the wheelbarrow in the 

rain. The pendulum swing to imagery has not 

been as extreme in children’s poems but is none- 

theless there. In McCord’s work, however, the 

love of sound emerges as the primary characteris- 

tic. It is not just that the poems have meter and 

rhyme (some do not), but that the author clearly 

enjoys his acrobatics with sounds. So in “Down by 

the Sea” he rhymes “thickly” with “Partickly” (par- 

ticularly), and in “Pumpkins” he shows enjoy- 

ment of the title word by repeating it four times 

in two lines. 

Not only does McCaird show his pleasure in 

sounds through rhyme, meter, and general acro- 

batics, but he also writes poems ciboiit sound. In 

Pen, Paper and Poem (1971) McCord wrote exam- 

ples of verses in various meters. These are incorpo- 

rated into One at a Time in a section called “Write 

Me Another Verse.” The opening poem, “The 

Tercet,” begins: 

A tercet is a stanza of three lines 

All rhyming, like a pitchfork with three tines. 

Or like three stars if none of them outshines 

The others ...[.] 

Here the triple rhyme is demonstrated and its 

sound compared with two visual images. In other 

poems he plays with the sounds themselves: 

“Who Hasn’t Played Gazintas?” deals with the 

four basic arithmetic processes but centers on the 

sounds related to them, as in the title, which re- 

fers to “goes into’s” in division. McCord makes 

this frequently used relationship between sound 

and meaning explicit in “The Look and Sound of 

Words,” in which the sound of words adds emo- 

tional charge to the lexical meaning: 

Words have more to them than meaning: 

Words like equidistant, gleaning. 

Paradoxical and glisten. 

All you have to do is listen. 

In addition to poems about sound, the 

range of subjects of McCord’s poetry is wide. He 

writes much of nature, especially birds, trees, 

and animals. Some poems, like “Elm Seed Bliz- 

zard,” deal with nature in town, although most 

are set in the country. Among birds, crows are a 

McCord favorite. “Crows are the voice of Amer- 

ica,” he has said, and they appear often as fig- 

ures of vigor and playfulness, as in the poem 

called “Crows.” McCord worked with that theme 

as early as 1934, when he gave the title The Crows 

to his second book of adult verse. 

Some of his poems show precise detail in na- 

ture, as in the reference in “The Newt” to the crea- 

ture’s “spotted veil.” This exactness McCord 

attributed in part to a graduate student in botany 

at the University of Pennsylvania, whom his par- 

ents hired one summer to take him on nature 

walks. The scientific interest, reflected by 

McC^ord’s major in physics at Harvard, shows in 

such poems as “Smart Mr. Doppler,” about the 

Doppler effect. A number of McCord’s poems 

deal with seasons and holidays. Many are spread 

about among the small concerns of children’s 

lives, as the titles “What Are Pockets For?” and 

“Tooth Trouble” suggest. 

Not all of McCord’s poems focus primarily 

on sound. Some are visual, like “The Leaves,” 

which describes greens and reds and yellows, as 
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well as whispers. “This Is My Rock,” one of the 

most frequently anthologized of his poems, 

evokes strongly a sense of place and of twilight; 

even here the repetition of “This is my rock” con- 

tributes much to the feeling of the speaker own- 

ing the rock. That McCord wrote successful 

visual poems should not be surprising when one 

learns that he was for some years a painter and 

had several watercolor shows. 

McCord expressed surprise that after all his 

early years of writing light essays and verse for 

adults, some of which appeared in the New Yorker 

and other prestigious magazines, it was his 

children’s verse which earned him the most liter- 

ary fame. Perhaps one clue can be found in Sara 

Henderson Hay’s review of A Star by Day, a collec- 

tion of verse for adults published in 1950. Hay ad- 

mires McCord’s careful work and restraint but 

finds that his poems lack “warmth and fervor 

and passion.” McCord’s poems for children do 

have warmth; perhaps he found it easier to ex- 

press feeling to a younger audience. They also 

have fervor for sound and nature and other mat- 

ters central to children. But the children’s verse 

does lack passion. I he difference is that passion 

is inappropriate for a juvenile audience. Writing 

for children, then, McCa)rd found an audience a})- 

preciative of his skills and insights but one which 

did not ask for extreme emotional intensitv. He 
/ 

gave them craftsmanship and curiosity and 

humor instead, and especially respect, all of 

which combined to place him at the top of the 

field. 
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nonsense, symbol, taboo help explain how we got 

our names and what they mean (New York: 

CYowell, 1984); 

Mark Twain: A Writers Life (New York: Watts, 

1985); 

Betty Friedan: a Voice for Womens Rights (New 

York: Viking, 1985); 

Dorothea Lange: Life Through the Camera (New 

York: Viking, 1985); 

The Jews in America; a Picture Album (Philadelphia: 

Jewish Publication Society of America, 

1985); 

Airit Gonna Study War No More: the Story of Ameri- 

cas Peace Seekers (New York: Harper & Row, 

1985); 

Poverty in America (New York: Morrow, 1986); 

George Washmgton and the Birth of Our Nation (New 

York; Watts, 1986); 

Winnie Mandela: The Soul of South Africa (New 

York: Viking, 1986); 

Mary McLeod Bethune: Voice of Black Hope (New 

York: Viking Kestrel, 1987); 

The Landscape of Memory (New York: Viking, 1987); 

The American Revolutionaries: A History in Their 

Own Words (New York: Crowell, 1987). 

OTHER: Milestones to American Liberty: the Founda- 

tions of the Republic, edited by Meltzer (New 

York: Crowell, 1961); 

A Thoreau Profile, edited by Meltzer and Walter 

Harding (New York: Crowell, 1962); 

Thoreau: People, Principles, and Politics, edited by 

Meltzer (New York: Hill & Wang, 1963); 

In Their Own Words: A History of the American 

Negro, 3 volumes, edited by Meltzer (New 

York: Crowell, 1964-1967); revised and re- 

published as The Black Americans: A History 

in their Own Words, 1619-1983 (New York: 

Caowell, 1984); 

Reconstruction, compiled by Meltzer (New York: 

Cross man, 1972); 

“Where Do All I be Prizes (io? I be (ktse for Non- 

fiction,” Horn Book, 52 (February 1976): 

16-23; 

“Beyond the Span of a Single Lifetinie,” in (wlebrat- 

ing Childrens Books: Fssays on Childrens Books, 

edited by Betsy Hearne and Marilyn Kaye 

(New York: Eotbrop, 1981), pp. 87-9(i; 

Lydia Maria Child: Selected Letters, 1817-1880, ed- 

ited by Meltzer and Patricia Ci. Holland (Am- 

herst: University of Massachusetts Press, 

1982). 

As a nonfiction children’s author, Milton 

Meltzer single-mindedly focuses upon the explica- 

tion of lives devoted to the continuing struggle 

for human rights and social reform, effectively 

portraying the plights of downtrodden people op- 

pressed by the results of acts perpetrated by man 

for political and economic gain. 

Though best known for his histories and bi- 

ographies, Meltzer has held a variety of positions 

within the publishing industry as both author 

and editor. He has been associated in editorial ca- 

pacities with Science and Medicine Publishing 

Company, Crowell, Doubleday, and Scholastic 

Book Services and was the founder and editor-in- 

chief of the Pediatric Herald. He has also written 

for radio, television, and documentary films. 

Meltzer, who is married to Hilda Balinky and has 

two daughters, attended Columbia University 

from 1932 to 1936. He has received many distin- 

guished awards throughout his career, such as 

the Washington Po5^Children’s Book Guild Nonfic- 

tion Award in 1981 and the Thomas Alva Edison 

Award for his work on American history in 1966. 

He has been a nominee for the National Book 

Award five times, and he received the ]ewish 

Book Award for Never to Forget: the Jews of the Holo- 

caust (1976). 

Growing up during the depression greatly in- 

fluenced Meltzer’s strong commitment to the 

work he has chosen. His parents, Benjamin and 

Mary Richter Meltzer, were European immi- 

grants who struggled to find the better life Amer- 

ica offered. Meltzer sees an immense need for 

intriguing historical documentation for children 

because there is so little outside of the textbook 

genre for them to read; he feels textbook treat- 

ment of history often does little for the imagina- 

tion or interest of the student. 

Several main themes emerge clearly in 

Meltzer’s works: man’s inhumanity toward his fel- 

lowman; the ability of man through strength and 

perseverance to overcome many of the obstacles 

placed before him; the difficulty and yet rewards 

of the struggle of minority groujis to gain a 

stronger hold on the promise of the American 

dream. Without overly glorifying the struggle of 

the o[)pressed, Meltzer maintains a strong stan- 

dard of historical accuracy based ujion a founda- 
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lion of inei itorions scholarsfiip and personal coni- 

initnient to his topic. 

Meltzer has written and edited over fifty 

books, mostly for young adult readers, concern- 

ing historical events related to the f ight for individ- 

ual freedoms in the United States. Meltzer often 

bases his histories on first-person accounts of 

both recognizable and unknown persons. Meltzer 

has said that he is “especially concerned with 

what someone has called the ‘underside’ of his- 

tory, that is, the hidden or hard-to-fmd record of 

what the common people have thought, felt, and 

done. We need to know not only what Andrew Car- 

negie said, but what his steelworkers at Home- 

stead thought, not only how General Grant 

commanded armies, but what the black troops in 

the (avil War did, not only what a president’s pol- 

icy on poverty is, but how the people of Appala- 

chia and the ghettos live.’’ 

An outspoken advocate of the need for the 

same literary regard for nonfiction as for fiction, 

Meltzer cites the lack of nonfiction representa- 

tion of Newbery Medal winners as case in point. 

In his 1976 Horn Book article, “Where Do All 

The Prizes Go? The Case for Nonfiction,” 

Meltzer insists that in writing history there is as 

much concern for literary merit as there is in the 

writing of fiction and poetry. There remains in 

the field of children’s literature a specific, often 

unacknowledged, bias toward viewing fiction as 

more deserving of attention even though the au- 

thor of a work of nonfiction is equally concerned 

with the artistic shape of that which he is creat- 

ing. Revealing a personal style of writing is as im- 

portant, Meltzer believes, for one genre as 

another; the writer who cares about his subject 

will use language, structure, and his means of ex- 

pressing thoughts and feelings to the best of his 

abilities regardless of category. 

Meltzer is a careful historian and one who un- 

derstands the need to bring forth from a vast 

amount of information those bits of history 

which will both intrigue and educate the reader. 

His first concern is to plant seeds in an in(|uisi- 

tive mind by establishing a scenario from which 

to expand his issue, either from a group of ques- 

tions or a general introduction. He presents the 

body of the work through short chapters con- 

structed of a combination of various types of 

reference-always highlighting unique cases which 

clearly illuminate his focal point. His conclusions 

often exj)lore the ways in which the problem at 

hand can be rectified, or offer an evaluation of 

the positive aspects of the social reformer he is 

portraying. Often in his conclusions Meltzer does 

not hesitate to involve the reader as a responsible 

agent for social change. Illustrations, bibliogra- 

phies, indexes, and suggestions for further read- 

ing are generally included. 

Meltzer explores some of the possibilities of 

the photographic essay in depicting specific peri- 

ods in history. His first published work, A Pictori- 

al History of the Negro in America (1956), 

coauthored with Langston Hughes, set a prece- 

dent for many works to follow. With an abbrevi- 

ated text, the works are intended to allow the 

photography to speak for itself. Other books in 

this format include Black Magic; a Pictorial History 

of the Negro in American Entertainment (1967), also 

coauthored with Hughes; The Jews in America; a 

Picture Album (1985); and Mark Twain Himself; a 

Pictorial Biography (1960). The Eye of Conscience: Pho- 

tographers and Social Change (1974) surveys the 

work of ten documentary photographers in an at- 

tempt to relate history through the personal vi- 

sions of photographers who used their art to 

make an effective social statement. 

Meltzer has devoted most of his publishing 

career to two minority groups in America: black 

Americans and Jewish Americans. In Their Own 

Words: A History of the American Negro (1964-1967), 

edited by Meltzer, is a three-volume chronicle of 

the experiences of blacks in America. Each vol- 

ume contains a foreword, afterword, time line, 

and list of books for further reading. These 

books, written within a documentary format 

using letters, journals, court records, newspaper 

accounts, diaries, and other sources from people 

both known and unknown to the reader, are repre- 

sentative of a broad range of lives and experi- 

ences. Meltzer provides continuity to each book 

by introducing each of the people whose voice is 

recorded, giving each selection a specified tie to 

the work as a whole, as well as serving to high- 

light the merit of each particular selection. 

Published in 1964, the first volume encom- 

passes the years from 1619 to 1865: from the 

time the first slaves were brought to America to 

the beginnings of emancipation. The book’s en- 

tries portray not only the fears, anxieties, and diffi- 

culties of slavery but also the hopes and 

aspirations of both free blacks in the northern 

states and the slaves of the South. The networks 

to help free the slaves and the early institutions ori- 

ented to educate blacks are also carefully deline- 

ated. 

Spanning the years from 1865 to 1916, the 

second volume reveals the growing dissatisfaction 
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Dust jacket for Meltzer s 1974 survey of ten documentary photographers who used their art to make an effective social 

statement (Follett) 

of blacks with the predicament of their situation 

after emancipation, as they continued to suffer in- 

equities though they were supposedly freed from 

social and economic inequalities. As competition 

for jobs held by white workers increased and the 

tensions mounted between white and black fac- 

tions, organizations such as the Ku Klux Klan 

arose. At the same time, Booker T. Washington, 

W. E. B. Du Bois, and other black leaders began 

their rise to prominence. 

Volume three covers the years from 1916 to 

1966, showing the struggles and strides that en- 

compassed two world wars, the depression, the 

Harlem Renaissance, and the beginning of the 

civil rights movement. The well-known voices of 

Richard Wright, Marcus Garvey, Langston 

Hughes, W. E. B. Du Bois, and Martin Luther 

King, [r., mingle with nameless sharecroppers 

and f actory workers in selections that build in emo- 

tional intensity, and a distinguishable sense of bit- 

terness emerges toward the limited role of the 

black in the twentieth century. 

I'ke Black Americans: A History in their Own 

Words, 1619-1983 (1984) is a one-volume compila- 

tion of the three-volume series. Revised in order 

to bring the study up-to-date, material by such con- 

temporary figures as Maya Angelou and John E. 

Jacob, president of the National Urban League, 

is included. 

Time of Trial, Time of Hope: The Negro in Amer- 

ica, 1919-1941 (1966) is enlivened by brief ac- 

counts of major historical events and bio- 

graphical sketches of well-known activists from 

the period between the return of the 369th Infan- 

try to Harlem after World War I through the 

march-on-Washington movement of 1941. Free- 

do7n Comes to Mississippi: the Story of Reconstruction 

(1970) uses the same format to show the relation- 

ship between the short-lived gains for blacks 

made after the Civil War, the successes and fail- 

ures of the Republican party, and the rise of the 

Ku Klux Klan. 

Similar to his explorations of the black ex})e- 

rience in America, Meltzer has written exten- 

sively of the plight of the jewish immigrant. 

Remember the Days: a Short History of the Jewish Ameri- 

can (1974) begins with the establishment of the 

first permanent Jewish community in New Am- 

sterdam in 1654. from involvement in the expan- 

sion westward, through contributions made 

during the (avil War, and up into the mid-197()s, 

the history of Jewish Americans is viewed impar- 
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Dust jacket for Meltzer s revised and abridged compilation of 

his three-volume work, In Their Own Words: A History 

of the American Negro (Crowell) 

tially against a rising awareness of anti-Semitism. 

Backgronnd material is provided in World of Our 

Fathers: the jews of Eastern Europe (1974), a pano- 

ramic view of Jewish life in a historical perspec- 

tive. Both books were nominated for a National 

Book Award in 1975. 

Meltzer foctises on many of the realities and 

myths associated with assimilation during the late 

nineteenth and early twentieth century in Taking 

Root: Jewish Immigrants in America (1976), a com- 

panion work to World of Our Fathers: the Jews of East- 

ern Europe. The presstires the immigrant faced in 

order to make it in America often led to the re- 

structuring of society in a fashion similar to that 

which w as left behind. I he emergence of the Yid- 

dish culture and life on the Lower East Side of 

New \ork (aty and elsewhere is vividly and com- 

passionately portrayed. Meltzer concludes that 

nostalgia for the olden days is often marred by se- 

lective memory. 

Ihe Jewish Americans: a History in Their Own 

Words, 1650-1950 (1982) received the Jefferson 

(ai{) Award. I he structure of the book is similar 

to the three-volume work on the history of black 

Americans, drawing heavily on original sources. 

44ie themes and personal statements of assimila- 

tion and |)rejudice presented here are suitable to 

a wider rendering than specifically to the Jewish 

immigrant experience of coming into America. 

Never to Forget: the Jews of the Holocaust 

(1976), Meltzer’s most highly honored book, re- 

ceived the Jane Addams Book Award, the Associa- 

tion of Jewish labraries Award, the Boston 

Olobe-Horn Book award for nonfiction, and the Na- 

tional Jewish Book Award. It was also nominated 

for a National Book Award. 

Focusing on the unique characteristics of 

Nazi Germany and the response toward and by 

the Jews of Germany, Never to Forget: the Jews of 

the Holocaust focuses on how the Holocaust was al- 

lowed to happen through the use of first-person 

accounts from survivors and by discussing the his- 

torical perspective of anti-Semitism. Meltzer is es- 

pecially concerned with the treatment of the 

Holocaust in standard history textbooks. The un- 

matched brutality and horror of the death camps 

are a part of history that should not be forgotten 

or understated. In his essay entitled “Beyond the 

Span of a Single Lifetime” Meltzer asserts, “forget- 

ting is inhuman. Denying the child the power of 

memory is inhuman. The child needs to sense 

that this world stretches far behind him and far 

ahead of him, that societies change, that people 

evolve during their own lives, that he himself is a 

blend of experience and memory. He needs to 

know that the past as well as the present holds 

meaning. He needs to listen to the tales of past 

human suffering and hope. The young have trou- 

ble locating themselves in anything except the 

here and now. But they can be helped to see 

over the walls of their own personalities.” 

The same sympathetic treatment Meltzer of- 

fers in his works of black Americans and Jewish 

Americans is evident in his studies of other eth- 

nic groups. The Chinese Americans (1980) portrays 

the hardships and unfair treatment the Chinese 

immigrants faced upon arriving in America and 

the indignities suffered by each succeeding gen- 

eration. Focusing on the place of this group in to- 

day’s culture, Meltzer makes the reader aware 

that society has yet to resolve many of the damag- 

ing stereotypes of the past. Meltzer’s work, which 

received the (kirter Ck Woodson Book Award 

sponsored by the National Council for the Social 

Studies, is underscored by a sense of the cruelty 

of both social and political acts against Chinese 

Americans. 

218 



DLB 61 Milton Meltzer 

Meltzer’s concern about the adverse effects 

of racial stereotyping and discrimination is also evi- 

dent in The Hispanic Americans (1982). Placing the 

blame for the plight of the economies of Puerto 

Rico, Cdiba, and Mexico on European colonialism 

and American capitalism, Meltzer draws from a 

broad selection of first-person accounts to show 

clearly that Hispanic Americans have faced unre- 

lenting problems in many facets of life since their 

migration to the United States began. 

Discrimination is not a problem only immi- 

grants to the United States have had to face. 

Hunted Like a Wolf: the Story of the Seminole War 

(1972) recounts a historical event which exempli- 

fies far more than a battle for territorial gain. 

The annexation of Florida and the ensuing war 

were designed from grounds of bigotry, over- 

whelming economic considerations, and greed. 

Documenting much of his material from travel 

writer William Bartram and others, this type of 

conflict is Meltzer’s metier. Many of the underly- 

ing reasons for the war are similar to what is pre- 

sented in Bound for the Rio Grande: the Mexican 

Struggle, 1845-1850 (1974), which also portrays 

the desperate tenacity of people fighting for 

what they believe is their share of the American 

promise. 

Bringing together ideas and historical events 

from some of his other works, Meltzer compiled 

a two-volume work on the worldwide history of 

the “peculiar institution.” Slavery, From the Rise of 

Western Civilization to the Renaissance (1971) and 

Slavery, From the Renaissance to Today (1972) show 

Meltzer to be a writer who searches for truths 

that often hide behind accepted generalizations. 

The patterns of economic advancement and geo- 

graphical dominance emerge as these histories un- 

fold. The two volumes also focus on the anguish 

of the slaves’ lives and render their stories, with- 

out sentimentality. Characteristic of Meltzer’s 

work, resolutions and suggestions are included 

for changing the systems that allow this pattern 

of interaction to exist. Both books contain a 

broad and useful selection of illustrations includ- 

ing photographs, reproductions of art, docu- 

ments, and maps. 

(a)mbined with the illustrations by Leonard 

Everett Fisher, All Times, All Peoples: A World His- 

tory of Slavery (1980) provides a condensation of 

Meltzer’s world history of slavery. Written for 

younger readers, this book is more a summary 

than a concise history. Meltzer uses examples 

from {)ast and present and from many different 

Dust jacket for Mettzer's 1980 book which portrays the hard- 

ships Chinese immigrants faced upon arriving in America 

and the indignities suffered by succeeding 

generations (Croiuell) 

societies showing slavery to be a concept re- 

lated to specific historical occurrences. Meltzer 

staunchly includes a closing chapter on what can 

be done to prevent slavery. Fisher’s powerful illus- 

trations in black-and-white woodcuts add a deep 

emotional tone to this book, which received the 

Christopher Award in 1981 and was also nomi- 

nated for a National Book Award. 

Many of Meltzer’s works examine sj^ecific 

time periods. Bread—and Roses: the Struggle of Ameri- 

can Labor, 1865-1915 (1967), part of the Living 

History Library series, portrays the wretched con- 

ditions of the American laborer caught up in the 

industrial revolution. 1 he explanation of the role 

of the company store, strikes, and riots in the evo- 

lution of labor relations brings the story of the })io- 

neers of the movement to the foreground in a 

comprehensible manner. 

4 he Living History Library series success- 

fully combines two appioaches to writing on 
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history—the narrative acconnt and the docinnen- 

tary lorinat. In songs, photographs, and text 

these wide-ranging books bring a unique liveli- 

ness to the presentation ol historical information. 

Brother, (AUI YOU Spare a Dime? the (Yreat Depressum, 

1929-1933 (1969), another installment in the se- 

ries, combines firsthand accounts from men, 

women, and children of various races, religions, 

and economic groups of how the depression per- 

sonally affected them and how they endured it. 

I'his broad point of view reinforces the impor- 

tance of understanding that all of history is com- 

posed of the collective lives of people. The book 

won the Christopher Award in 1970. 

Similar in style to the Living History Li- 

brary books, Violms and Shovels: the WPA Arts Proj- 

ects (1976) presents an interesting accounting of 

the depression-era government program in sup- 

port of the arts. Meltzer was employed in the 

WPA I heater Project and includes his recollec- 

tions with those of other artists to present for chil- 

dren an aspect of the depression years that is 

often ignored. 

Meltzer has also written several books that 

focus on a single issue. The Right to Remain Silent 

(1972) describes the historical origins of the Fifth 

Amendment dating back to the Talmud and En- 

glish common law. Meltzer brings his historical 

perspective through the downfall of McCarthy- 

ism and up to the early 197()s, with examples 

that range from ancient to modern, from reli- 

gious to political, and which contain a great deal 

of information as well as opinion. For older read- 

ers, The Human Rights Book (1979) combines 

many differing viewpoints and their respective 

goals in the arena of human rights. Presenting in- 

formation on the violations that are evident 

today, the unifying feature of this work rests on 

the premise that the quality of individual lives de- 

pends on the ability to live with dignity as well 

as freedom. 1 he underlying emotional plea for 

action is j^revalent; documents guaranteeing 

human rights are reproduced in their entirety. 

I he history of terrorism through dif ferent 

time periods and cotmtries is appropriately por- 

trayed as a study of society, politics, and person- 

alities in The Terrorists (1983). Beginning with 

the eleventh-century Muslim Assassins and the 

French Revolution in 1789, terrorism became a 

j)olitical tool which is flourishing under many 

guises in the modern world. Always questioning 

the Justification of their actions in relation to 

their goals, Meltzer views terrorism as a subject 

better understood when placed in the historical 

setting in which the actions occur. 

Fhe shroud of mystery surrounding the Ku 

Klux Klan is swept aside in The Truth About the 

Ku Klux Klan (1982). Meltzer is extremely objec- 

tive in writing this history of a cult whose orienta- 

tion is a singular belief in and devotion to the 

idea of white supremacy. He impresses on the 

reader the need to think about the meaning of 

this group’s existence, a group against all that typi- 

fies human rights and yet one whose number of 

sympathizers is growing. Chilling black-and-white 

photographs further enforce the sinister mood 

of this book. 

Meltzer’s view of the men and women who 

have resisted and protested against war is pre- 

sented in Aint Gonna Study War No More: the Story 

oj America’s Peace Seekers (1985). From the earliest 

group of dissenters in the United States, the Quak- 

ers, to the conscientious objectors to the war in Vi- 

etnam, these people believe the reasons for 

conflict are never worth the loss of life incurred. 

As in all the histories written by Meltzer, his 

point of view is implicit throughout the work. 

The omnipresence of poverty and the effect on 

its victims are presented with a grim realism in Pov- 

erty in America (1986). The riveting firsthand ac- 

counts combined with case histories add relevant 

meaning to the statistics which alone may suggest 

little. 

Thematically identical to his other literary 

works, Meltzer’s biographies generally focus on a 

human-rights advocate whose life is an example 

of triumph and tremendous perseverance against 

prejudice and injustice. Without raising them to 

hero status, Meltzer offers insights into the lives 

of people who on many levels are little different 

than the average man, and beyond the scope of 

the biographical information itself is the re- 

minder that the fight for human rights is as impor- 

tant today as during the lifetime of the individual 

whose life is portrayed. Meltzer’s biographies 

treat briefly the childhood and youth of the sub- 

ject and often linger on the historical and social 

turmoil of the time period. Most of the biogra- 

phies include selected bibliographies, both on the 

works of the individual and information on the 

background of the book. 

Meltzer’s first biography published for 

young readers was A Light in the Dark: the Life of 

Samuel Gridley Howe (1964). Depicting the life of 

a man who committed himself to working against 

many different forms of slavery, the diversity of 

Howe’s life is an excellent example of social activ- 

ism. Howe fought for causes as varied as the 
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LAHGSTOH 
HUGHES 

A Biography 

BY MILTON MELTZER 

Thomas Y. Crowell Company JTew York 

Title page spread for Meltzer s 1968 biography op Langston Hughes 

Greek war of independence and programs for 

the education of the blind and the mentally dis- 

abled. Meltzer presents a picture-perfect example 

of the dedication of one’s life for the benefit of 

all mankind. 

Tongue of Flame: ihe Life of Lydia Maria Child 

(1965) explores the life of the brilliant suffragist 

who wrote one of the first antislavery books pub- 

lished in the United States. She also devoted her 

expertise in political writing to the editorship of 

the Nalioual Anti-Slavery Standard as well as to 

periodicals devoted to children’s stories and to 

magazine articles concerning women’s roles and 

homemaking. This biography shows the diversity 

of a life committed to the active involvement of so- 

cial reformation, (diild, who worked to repair so- 

cial injustices of the nineteenth century, is 

portrayed as a woman of heroic zeal. 

History has regarded Thaddeus Stevens in 

many lights: from magnificent to malevolent. 

'Thaddeus Stevens and the Fight for Negro Rights 

(1967) sketches the life of a controversial lawyer 

and politician during Reconstruction. He was a re- 

lentless advocate of human rights and a strong 

supporter of the freedom movement despite 

much resistance and abuse from his colleagues. 

Meltzer portrays not only the life of this man com- 

mitted to insuring the rights of freed slaves and 

the poor but also recounts a historical era when 

controversy abounded. 

One of Meltzer’s books that is most success- 

ful in portraying the depth and resolve necessary 

to be strong in a demanding and often unfair 

world is Langston Hughes: A Biography (1968), 

which was a National Book Award finalist. From 

his childhood in Harlem to Euro{)e, Russia, and 

the Sj)anish civil war, Hughes’s life is filled with 

a true sense of history. His is the story of a man 

of great adventure and j)erseverance. The diver- 

sity ol Hughes’s life as a lighter lor ci\il rights 

and as an outstanding writer is also revealed in 

this portrait ol the creator ol “Simple” and an ini- 
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Women of this era found their lives chanred 

by the time the revolution ended, Abigail ^d ams 

had much expeyience running John’s business ^affairs 

while he was off politicking. V»'oi^tfivlivliiig •^on the 

frontier had always known danger, but the guerrilla 

fighting they witnessed made war a reality. Ihe 

women whose husbands went off to fight ld4iirT9icd<? 

much about tne world beyond the family hearth, as 

they took on new ancf challenging roles. W'omen 

to act collectlvel^Eupponing the cause of liberty 

together, raising money, 
€Ai 

or making supplies. 

oycotting British goods^<|^ resisting profiteering. 

women wmj travelled with the army 

to serve ^s cooks, laundresses, 

- r - T - t r I 1~ ~ j Few seem to have left any 

record their doings. ^ne who did was Sarah 

Osborn. Born in Bloomln/ Grav^ Kew York, when a 

servant she married a black^J'®^!th who enlisted as a 

commissary sergeant in a Kew York regiment, xit his 

insistence Sarah '‘volunteered” to work alongsijde 

Aaron Osborn for the duration.-iln 1337, she 41^ 

put in for a war widows* pension, and got it. The 

following passages are from her statement given to 

a court clerk when she applied for the pension. 

”Depon6nt”f refers to Sarali^pTi^. 

l^ige from a revised typescript for Meltzer s forthcoming work on Abigail Adams (courtesy of the author) 
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portant member of the Harlem Renaissance. 

The life of Margaret Sanger represents the 

ideal in the spirit of Meltzer’s biographies. Marga- 

ret Sanger: Pioneer of Birth Control (1969) is the 

story of a person who devoted her life to help man- 

kind in a way no one before her had attempted. 

By researching and promoting education on fam- 

ily planning, Sanger became a true ground 

breaker in the women’s movement. In hindsight, 

what she accomplished was nothing short of in- 

credible. Told in a straightforward manner, this bi- 

ography is direct and forceful. 

Meltzer has contributed four volumes to the 

Women of Our Time series, a selection of biogra- 

phies of twentieth-century women designed for 

readers from ages seven to eleven. Dorothea 

Lange: Life Through the Camera (1985) is more of a 

depiction of the social climate of the United 

States during the depression and its aftermath 

than a true biography of Lange as an artist. Dwell- 

ing more on the subject matter of her photogra- 

phy and her documentary style, Meltzer does not 

emphasize the biographical information. Repro- 

ductions and explanations of some of the photo- 

graphs of Lange’s work provide, however, an 

interesting social commentary. More successful as 

a biography, Betty Friedan: a Voice for Women’s 

Rights (1985) brings a greater awareness of the 

life of one whose commitment to an ideal was the 

result of a set of influences both personal and soci- 

etal. Both books are sparsely illustrated and con- 

tain no bibliography. His other volumes in this 

series deal with Mary McLeod Bethune and 
Winnie Mandela. 

Mark Twain: A Writer's Life (1985) was pub- 

lished on the occasion of the 15()th anniversary 

of Iwain’s birth. Taken largely from previouslv 

published work, Meltzer has excerpted Twain’s let- 

ters and speeches, selecting passages of humor 

and insight. Without being overly enthusiastic, 

Meltzer’s biography is brief and well written. 

Meltzer’s only novel. Underground Man, w'as 

published in 1972. The protagonist, Joshua 

Bowen, is a composite figure of nameless and f ace- 

less figures which Meltzer became acquainted 

with over the years of his research. Born and 

raised in the North, Bowen moves to the South 

as a young man, devotes his life to the anti- 

slavery movement, and is eventually imprisoned 

for helping escaped slaves find freedom in the 

North. Though a work of fiction, the historical de- 

tails provided in the book are as accurate as in 

Meltzer’s other work. Bowen exemplifies much 

that is the promise of America and the struggle 

for human rights. 

Meltzer does not hesitate to intersperse the 

history that he is presenting with his personal 

view. Most often found in his closing chapters, re- 

marks such as “If each of us accepts the responsi- 

bility for the earth’s survival, we can make a 

difference” are ubiquitous. Meltzer does not 

offer passive accounts of history for the sake of ar- 

chival interest alone; his body of work presents 

the past with the intention of influencing the fu- 

ture. 
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BOOKS: Family Circle, edited, with a foreword, by 

Archibald MacLeish (New Haven: Yale Uni- 

versity Press, 1946); 

I'he Real Book about Franklin D. Roosevelt, illus- 

trated by Bette ). Davis (Garden City: Gar- 

den Caty Books, 1952; London: Dobson, 

1961); 

Fomorroiu Morning (New York: Twayne, 1953); 

The Real Book about Amazing Birds, illustrated by 

Paul Wenck (Garden City: Garden City 

Books, 1955; London: Dobson, 1960); 

Fmma Lazarus: Woman With a Torch (New York: Cita- 

del, 1956); 

Montgomery, Alabama, Money, Mississippi, and Other 

Places (New York: Cameron, 1956); 

The Double Bed From the Feminine Side (New York: 

Cameron, 1958); 

The Voice of Liberty: The Story of Emma Lazarus, illus- 

trated by Charles W. Walker (New York: Far- 

rar, Straus & Cudahy, 1959); 

Figleaf: The Business of Being in Fashion, illustrated 

by Burmah Burris (Philadelphia: Lippincott, 

1960); 

The Trouble with Love (New York: Macmillan, 

1960); 

A Gaggle of Geese, illustrated by Paul Galdone 

(New York: Knopf, 1960); 

Mommies at Work, illustrated by Beni Montresor 

(New York: Knopf, 1961); 

Basics: An I-Can-Read-Book for Grownups, illus- 

trated by Robert Osborn (New York: Macmil- 

lan, 1962); 

There Is No Rhyme for Silver, illustrated by Joseph 

Schindelman (New York: Atheneum, 1962); 

Funny Ibwn, illustrated by Evaline Ness (New 

York: Crowell-Collier, 1963); 

WhaLs in the Nliddle of a Riddle?, illustrated by Mur- 

ray Tinkelman (New York: Collier, 1963); 

After Nora Slammed the Door: American Women in the 

196()’s, the Unfinished Revolution (Cleveland: 

World, 1964); 

What Gan You Do With a Pocket?, illustrated by 

Harriet Sherman (New York: Knopf, 1964); 

It Doesn’t Always Have to Rhyme, illustrated by Mal- 

colm Spooner (New York: Atheneum, 1964); 

Small Fry, illustrated by Garry MacKenzie (New 

York: Knopf, 1965); 

Don’t Think About a White Bear, illustrated by 

Tinkelman (New York: Putnam’s, 1965); 

The Story of Benjamin Franklin, illustrated by 

Brinton Turkle (New York: Four Winds, 

1965); 

Do You Want to See Something?, illustrated by 

Abner Craboff (New York: Scholastic Books, 

1965); 

Miss Tibbett’s Typewriter, illustrated by Rick 

Schreiter (New York: Knopf, 1966); 

Catch a Little Rhyme, illustrated by Imero Gobbato 

(New York: Atheneum, 1966); 

Andy All Year Round: A Picture Book of Four Seasons 

and Five Senses, illustrated by Margo Huff 
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(New York: Funk Sc Wagnalls, 1967); 

Man and Woman: The Human Condition (Denver: Re- 

search Center on Woman, 1968); 

Equality, Identity, and Complementarity (Denver: Re- 

search Center on Woman, 1968); 

Independent Voices, illustrated by Arvis Stewart 

(New York: Atheneum, 1968); 

Epaminondas, illustrated by Trina Schart Hyman 

(New York: Funk Sc Wagnalls, 1968); repub- 

lished as That Noodle-Head Epaminondas 

(New York: Scholastic Books, 1972); 

The Inner City Mother Goose, photographs by Law- 

rence Ratzkin (New York: Simon Sc 

Schuster, 1969); 

The Nixon Poems, illustrated by John Cerbino 

(New York: Atheneum, 1970); 

Eluding a Poem, illustrated by Seymour Chwast 

(New York: Atheneum, 1970); 

Growing Up Eemale in America: Ten Lives (Garden 

City: Doubleday, 1971); 

Project 1-2-3, illustrated by Sherman (New York: 

McGraw-Hill, 1971); 

I Am a Man: Ode to Martin Luther King, Jr., illus- 

trated by Suzanne Verrier (Garden City: 

Doubleday, 1971); 

Bam! Zam! Boom!: A Building Book, illustrated by 

William Lightfoot (New York: Walker, 1972); 

Boys and Girls, Girls and Boys, illustrated by Sher- 

man (New York: Holt, 1972); 

Out Loud, illustrated by Sherman (New York: Athe- 

neum, 1973); 

Out of Our Lather’s House (New York: French, 1975); 

A Husband’s Notes About Her (New York: Collier, 

1976); 

The Club (New York: French, 1976); 

Rainbow Writing (New York: Atheneum, 1976); 

Ab to Zogg: A Lexicon for Science-Eiction and Eantasy 

Readers, illustrated by Albert Lorenz (New 

York: Atheneum, 1977); 

Unhurry Harry, illustrated by Gail Owens- (New 

York: Four Winds, 1978); 

The Birthday Cow, illustrated by Guy Michel (New 

York: Knopf, 1978); 

At Her Age (New York: French, 1979); 

Good Night to Annie, illustrated by John Wallner 

(New York: Four Winds, 1980); 

Dialogue for Lovers (New York: French, 1981); 

A Word or Two with You: New Rhymes f or Young Read- 

ers, illustrated by John Nez (New York: Athe- 

neum, 1981); 

And I Ain’t Einished Yet (New York: French, 1982); 

// Only I Could Tell You: Poems for Young Lovers and 

Dreamers, illustrated by Donna Diamond 

(New York: Knopf, 1983); 

jamboree: Rhymes for All Times, illustrated by Wal- 

ter Gaffney-Keffel (New York: Dell, 1984); 

Blackberry Ink, illustrated by Hans Wilhelm (New 

York: Morrow, 1985); 

A Book of Wishes for You (Norwalk, Conn.: Cubson, 

1985); 

The Christmas Box, illustrated by David Small 

(New York: Morrow, 1985); 

A Sky Eull of Poems (New York: Dell, 1986); 

The Birthday Door (New York: Morrow, 1986); 

Eresh Paint: New Poems, woodcuts by David 

Frampton (New York: Macmillan, 1986). 

OTHER: Hana Doskocilova, Animal Tales, trans- 

lated by Merriam, illustrated by Mirko 

Hanak (Garden City: Doubleday, 1971); 

Male and Eemale Under IS: Erank Comments from 

Young People about Their Sex Roles Today, ed- 

ited by Merriam and Nancy Larrick (New 

York: Discus, 1973). 

PERIODICAL PUBLICATION: “Some Pearls 

Erom Eve Merriam on Sharing Poetry with 

Children,” Learnings5, 14 (September 1985): 

78-81. 

Eve Merriam has written extensivelv for chil- 
j 

dren and adults; her works include fiction, nonfic- 

tion, plays, and poetry. Her contributions to 

numerous poetry anthologies and many re- 

spected magazines have made her a most inOuen- 

tial voice in educating teachers of children’s 

literature. Recipient of the 1981 National Council 

of Teachers of Ens^Hsh Award for Excellence in Po- 

etry for Children, Merriam has been publishing 

poetry steadily for over forty years. I his prolific 

writing career attests to her love of language and 

her dedication to sharing with children and 

adults her joy of reading. In “Some Pearls From 

Eve Merriam on Sharing Poetry with (diildren” 

she offers this advice: “Whatever you do, find 

ways to read poetry. Eat it, drink it, enjoy it, and 

share it.” By inviting adults and children alike 

into the world of poetry, Merriam has shared the 

wealth of her experience with two generations. 

She well deserves the recognition she has re- 

ceived for excellence in children’s poetry. 

Born on 19 July 1916 in Philadelphia, 

Merriam grew u|) in a family of two older sisters 

and an older brother. Her [)arents, who owned a 

chain of women’s dress shops, both emigrated 

Iroin Russia as young children and grew up in 

small Pennsylvania towns. According to Merriam, 

the latnily joke about her parents’ shared occu|)a- 
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tion was that the women’s wear business was ihe 

only way they conlcl aiforcl elotliing for all three 

girls. Her lifelong interest in fashion inspired a 

hook-length study of fashion in Arneriea, Figleaf: 

The Business of Being in Fashion (1960). But her 

greatest passion is poetry. 

Reading narrative and dramatic poems as a 

ehild, and light verse in particular, she was en- 

thralled by the sotmd of words, by their musical- 

ity. Moreover, she recalls the thrill of being taken 

to (hlbert and Stillivan musicals and then chant- 

ing all the “tongtie-twisting verses.” No doubt she 

was ecjually entranced by the poetic quality of lan- 

guage in her favorite childhood classics: Alice in 

Wonderland, Swiss Family Robinson, fairy tales by 

Hans (diristian Andersen and the Brothers 

(irimm, English and Irish folktales, and Greek, 

Roman, and Norse mythology. 

Her love of poetry as a child was nourished 

by reading aloud poems printed in the Philadel- 

phia Bulletin; for example, she recalls reciting 

“CAinga Din,” “The Highwayman,” and humor- 

ous light verse. She can still remember the sheer 

joy of nonsensical verse she learned as a child, 

such as, “I eat my peas with honey/I’ve done it 

all my life/They do taste kind of funny/It keeps 

them on the knife.” "Ehis magical play with words 

led to her writing her own poems at about seven 

years of age. Describing a birch tree outside her 

bedroom window in one of her first poems, she 

wrote, “May my life be like the birch tree reach- 

ing upward to the sky.” Typical of a child’s inno- 

cent awe of nattire and promises of worthy 

intentions, the poem was, according to Merriam, 

“very sanctimonious, very pure.” 

As an adolescent she wrote serious poems 

for her high school magazine and contributed 

light verse and political poems to the school’s 

weekly newspaper. Merriam attributes her love 

for “the richness and the ambiguity of words” to 

“one very irascible, difficult, tendentious old 

Latin teacher. . . .” She also remembers one En- 

glish teacher who encouraged her efforts as a 

writer; however, as a teenager she never planned 

to be a writer—she just wrote poems because she 

felt the need to write them, as if she could not 

live her life without writing them. The following 

fifty years prove the truth of her own feeling 

that “one is chosen to be a poet,” for her driving 

ambition is clear. 

Merriam received her undergraduate educa- 

tion at (a)rnell University and the University of 

Pennsylvania (A.B., 1937); then she did graduate 

work at the University of Wisconsin and Colum- 

bia University. In 1939 her writing career began 

as a copywriter for C^olumbia Broadcasting Sys- 

tem, working on radio documentaries and verse 

scripts. She conducted a weekly program on mod- 

ern poetry for station WQXR in New York 

(1942-1946) and wrote a daily verse column for 

PM (1945). Ehe following year she became fea- 

ture editor of Del), then fashion copy editor for 

Glamour (1947-1948). During these post-World 

War II years she published her first book of poet- 

ry {Family Circle, 1946) and started writing free- 

lance magazine articles. She has two sons, Guy 

and Dee Michel. Merriam has taught courses in 

creative writing at City College of New York and 

has lectured to the public for over thirty years. 

She was also associated with the Bank Street Col- 

lege of Education’s field project staff from 1958 

to 1960. 

Among her many awards and honors are 

the Yale Younger Poets Prize for Family Circle 

(1946); Colliers Star Eiction Award for “Make 

Something Happen” (1949); the William New- 

man Poetry Award (1957); a CBS grant to write 

poetic drama (1959); the Obie Award for The 

Club (1976); and most significantly, the NCTE 

Award (1981). This award verifies the high re- 

gard the teaching profession has for Merriam’s 

contributions to children’s poetry. Until 1977 the 

NCTE’s annual children’s book awards were 

given to prose works; then, the NCTE estab- 

lished the first award for poetry. The recipient 

of this award is selected by a national committee 

of professionals on the basis of the poet’s entire 

canon, rather than individual poems or books of 

poetry. Before Merriam received this award, 

David McCord, Aileen Eisher, Karla Kuskin, and 

Myra Cohn Livingston were honored in the years 

1977 through 1980 respectively. This special rec- 

ognition gives Merriam added credibility as both 

a poet and a critic. In fact she is often quoted in 

scholarly journal articles about children’s poetry 

and in textbooks used in courses on children’s lit- 

erature in colleges and universities. In addition 

she has written many articles herself; one of her 

best is “Some Pearls Prom Eve Merriam on Shar- 

ing Poetry with Children” which appeared in 

LearnmgSS. 

Persistence and hard work have been as im- 

portant as inspiration in her very successful ca- 

reer as a poet. She won her first important 

award—the Yale Younger Poets Prize—after four 

unsuccessful annual entries. Significantly, a poet 

whom she idolized, Archibald MacLeish, judged 

her winning volume. Family Circle, published by 
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Yale University in 1946 with an introduction by 

MacLeish. She had slept with a copy of 

MacLeish’s Conquistador under her pillow in col- 

lege so no one would steal it, a testament to her 

great admiration of his work. Her own philoso- 

phy of poetry parallels MacLeish’s “Arts Poetica”; 

as Merriam explains, his beginning line (“Poems 

should be palpable and mute, like a globed 

fruit”) means that “one should use the fewest 

words possible and press the unspoken.” In- 

spired by this master poet, Merriam evolved a simi- 

lar perspective of stressing above all “the joy of 

the sound of language.” 

Sixteen years after her first book of adult po- 

etry was published in the prestigious Yale series 

of Younger Poets, Merriam (now in her mid- 

forties) wrote her first book of children’s poetry, 

There Is No Rhyme for Silver (1962), which was 

named a Junior Literary Guild selection—a most 

propitious beginning. With impressive regularity, 

she published book after book of children’s 

verse: It Doesn’t Always Have to Rhyme (1964), 

Catch a Little Rhyme (1966), Independent Voices 

(1968), Finding a Poem (1970)—another Junior Lit- 

erary Guild selection—/ Am a Man: Ode to Martin 

Luther King, Jr. (1971), Out Loud (1973), and Rain- 

bow Writing (1976). During the 1960s and 1970s 

she also published sixteen other juvenile books as 

well as several volumes of poetry and nonfiction 

for adults. 

In the 1980s Merriam has published several 

volumes of children’s poetry: A Word or Two with 

You: New Rhymes for Young Readers (1981), If Only I 

Could Tell You: Poems for Young Lovers and Dreamers 

Jamboree: Rhymes for All Times (1984), Black- 

berry Ink (1985), A Sky Full of Poems (1986), and 

Fresh Paint: New Poems (1986). 

There Is No Rhyme for Silver demonstrates 

Merriam’s special delight in the sound of words, 

even words which have no rhyme. Poetry’s repeti- 

tion and musicality are unequaled by any other 

genre, she believes; consequently, these rhyming 

verses prove the special magic of poetry. She has 

discussed rhyme in critical essays on poetry, call- 

ing it “the chime that rings in time . . . like the lit- 

tle bell at the end of a typewriter line.” Lhis 

“bouncy-bouncing quality” of rhyme, however, is 

not essential, for even without rhyme, other po- 

etic elements such as rhythm, assonance, allitera- 

tion, and onomatopoeia provide the reader with 

the s})ecial musical effects of poetry. In this collec- 

tion of fifty-one poems, she invites* children to 

leap right into the rhymes for “all seasons and all 

times”; in fact, her title poem, “Ihere is no 

EVE MERRIAM 

Dust jacket for Merriam’s 1966 volume of children's 

verse (A theneum) 

rhyme for silver,” concludes with this invitation 

to participate in the medley of rhymes: “Rhymes 

to whisper, rhymes to yell,/Rhymes to chime like 

a swinging bell./Rhymes like a jump rope, now 

let’s begin:/Take a turn and jump right in.” 

In a similar poem, “A Rhyme is a Jump 

Rope,” Merriam shows how easy it is to play with 

poetry: “Perhaps we’ll go sailing in the bay./We 

could feel the silver dots of spray./We might 

watch the white gulls fly away.” Thus, the play- 

ful, conversational quality encourages children, in- 

deed, to “take a turn and/Jump right in.” Some 

poems play with foreign words, as in the delight- 

ful “Gonversation” which has the Spanish, 

French, and Italian e(|uivalents for “hello,” “good 

night,” and “see you soon.” A child learns not 

only about rhythm and rhyme but also about 

other languages in this poem: 

“Hasta lucga,” says Senorita Diega. 

“All revoir,” says Mademoiselle Loire. 

“A rividerci,” says Signoi ina ferci. 

“See you soon,” says Miss Lalhoun. 
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In addition, repetition and movement make 

poems sueeessinl, as this visually effeetive begin- 

ning in “Antnmn Leaves”: 

Down 

down 

down 

Red 

yellow 

brown 

Merriam’s convietion that exaet rhyme is not 

absolutely necessary in a poem led to the title for 

her second book of poetry for children, It Doesn’t 

Always Have to Rhyme. In a Library Journal (15 

April 1964) review Ellen Rudin applauds the 

book as a “light, fresh spirited collection”; 

Merriam’s poems often rhyme, “though not al- 

ways tickety-tick, so what she means by her title is 

‘it doesn’t always have to rhyme’ neatly.” In this 

book she continued to make poetry fun as well as 

instructional without sounding pedantic. “Inside 

a Poem” begins, “It doesn’t always have to rhyme,/ 

but there’s the repeat of a beat somewhere/An 

inner chime that makes you want to tap your feet 

or swerve in a curve.” Thus, she assures her 

reader that poems open one’s senses to be recep- 

tive to new experiences. The fifty-nine poems in 

this collection reinforce the importance of a foot- 

tapping rhythm—the magical beat of life. “Inside 

a Poem” invites the reader to “hear with your 

heels” and feel with “your eyes . . . what they 

never touched before.” Another poem of the invi- 

tational mode is her often-reprinted “How to Eat 

a Poem,” which opens with a superb metaphor 

for the enjoyment and nourishment poetry pro- 

vides: 

Don’t be polite. 

Bite in. 

Pick it up with your fingers and lick the 

Juice that may run down your chin. 

It is ready and ripe now, whenever you are. 

Nancy Larrick is one of many anthologists 

who have included “How to Eat a Poem” in their 

works. Another delightful metaphor is provided, 

a|)propriately enough, in “Metaphor,” in which 

Merriam compares morning with a new sheet of 

paper—inspiring the would-be writer that the 

paper holds the same infinite possibilities as a 

new day brings with dawn. It Doesn’t Always Have 

to Rhyme could serve as an excellent minicourse 

in the elements of poetry; besides “Metaphor,” 

Merriam offers witty, informative pieces such as 

“Simile: Willow and Ginkgo,” “Couplet Coun- 

down,” “Quatrain,” “Learning on a Limerick,” 

“Beware of the Doggerel,” “Onomatopoeia,” and 

“A Cliche.” 

After Catch a Little Rhyme, a collection of 

poems in the same vein as her previous two 

books, Merriam wrote Independent Voices, which 

contains sketches of the lives of famous Ameri- 

cans in contemporary society as well as earlier peri- 

ods. Her adult book The Inner City Mother Goose 

(1969) has startling modern interpretations of tra- 

ditional verses. Merriam’s poems from this vol- 

ume were adapted into the lyrics for a musical 

entitled Inner City, which opened on Broadway 

on 12 December 1971. Her concern for racial 

equality was equally demonstrated in a later 

book, I Am a Man: Ode to Martin Luther King, Jr., il- 

lustrated by Suzanne Verrier. 

Her next book of children’s poetry. Finding 

a Poem, another Junior Literary Guild selection, in- 

cludes “Eantasia,” a stark poem expressing the 

dream fantasy that someday a child will ask, 

“Mother, what was war?” Other poems that serve 

as excellent antiwar statements are “The Measure 

of Man” and “The Dirty Word.” She goes beyond 

this questioning of war’s inhumanity to reflect 

other aspects—more humorous pictures—of the mi- 

lieu. Her young readers may have been blissfully 

unaware of the ongoing Vietnam War and the 

daily news reports about the war’s complexities, 

but they knew their music, and Merriam uses this 

knowledge to introduce them to poetry. The gen- 

tle satire of American youth’s self-centered priori- 

ties is inherent in “Umbilical,” which begins: 

You can take away my mother. 

You can take away my sister, 

but don’t take away 

my little transistor. 

Of course, Merriam is critical of her audience’s de- 

pendency on radios to provide their entertain- 

ment, but she chooses to focus on how poetry 

has its own music which needs no instrument be- 

yond the voice to make it come alive. 

Out Loud continues to stress the delightful 

ways to have fun with poetry, such as playing 

with shaped verse. Merriam effectively produces 

poems conveying rhythm and content by manipu- 

lating the positioning of words on the page. Eor ex- 

ample, in “Serpent,” magical words slither and 

slide slowly down the poem for a total impact of 

visual and verbal sense. Erom the snakelike title 

to the final sibilant, the reader hears the re- 
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peated hissing and flowing consonants: the /s/ 

plus the /!/ of sliding, silent, spill, sleek, and silk. 

Even the letter c in ancient and sanctuary rein- 

forces this sibilant sound. Many adolescents 

might not be familiar with polysyllabic words like 

iridescent, sequestered, surreptitious. Narcissus, sinuous, 

and sibylline; however, some might be inspired, as 

Merriam was in high school, to enrich their vocab- 

ulary by learning the etymology and meaning of 

these words. Even without a knowledge of each 

word, the reader can appreciate this memorable, 

multifaceted sensory experience. 

As with many of Merriam’s best poems, the 

reader learns language and cognitive develop- 

ment skills as well as gains pleasure through per- 

ceptions of the eye and ear. Without rhyme, 

other devices take precedent. Similarly, in “Wind- 

shield Wiper” the form reinforces the content as 

the eye moves back and forth across the page in 

precise rhythm, and then the last two lines (“clear- 

ing clearing veer/ clear here clear”) show that the 

wiper comes to rest. 

Another Out Loud poem, “Lullaby,” also cre- 

ates a unified impression of the senses and mean- 

ing. Unlike the menacing /s/ sound of “Serpent,” 

the /s/ here is understood to signify quiet; in fact, 

the tranquil atmosphere evoked by a lullaby is cre- 

ated with the repetition of this sound in wish, shut- 

tered, fish, shore, shadows, and sure, combined with 

the onomatopoeia of /!/ in lullaby, lapping, slips, 

glide, and sleep, sleep. The silence and relaxation 

of sleep are complete with the assurance of awak- 

ing tomorrow. Rainbow Writing, Merriam’s next 

book of children’s verse, contains two poems— 

“Grandmother Rocking” and “Say Nay”—about 

aging, quite a contrast to the usual focus on the 

carefree joys of childhood. 

After The Birthday Cow (1978), A Word or 

Two with You (1981), and If Only 1 Could Tell You 

(1983), Merriam published Jamboree: Rhymes for 

All Times (1984), in which she reprinted favorites 

such as “How to Eat a Poehi” and “A Vote for Va- 

nilla” from It Doesn’t Always Have to Rhyme. The lat- 

ter is a typical Merriam poem celebrating 

exuberantly the delights of children. A fine non- 

sense poem in the best tradition of Edward Lear 

or Lewis Carroll, “A Vote for Vanilla” glorifies 

the simplest of the llavors. The persona roots for 

vanilla in cake or ice cream as well as “straight 

from the bean” plus “in pudding, potatoes, in 

fish or in stew,/ln a sundae, a Monday, the whole 

week-long through!” No other flavor will do; 

“Boo, foo, eschew sarsaparilla;/More, adore, en- 

core vanilla!” I he word play ends with this silly 

yet clever listing of the positive, comparative, and 

superlative degrees of the adjectival vanilla: “va- 

nilla, vaniller, vanillest for me,/fhe flavor 1 favor 

most moderately.” Another Jamboree poem, 

“Weather” celebrates the joyful expression of lan- 

guage and youthful playfulness in the rain. Here 

are the sounds—logical and nonsensical—made by 

the rain “freckling the windowpane.” The fun of 

children gleefully jumping in mud puddles is 

also beautifully expressed. 

Blackberry Ink (1985) continues with more of 

Merriam’s humorous approach to the sheer de- 

light of the sounds and meanings of words. In 

the title poem she presents a simple yet special ex- 

perience children revel in—picking and eating sun- 

ripened berries in the summer. Still another 

common situation frequently remembered as spe- 

cial about childhood is having something new 

and wanting to save it. This experience is de- 

scribed perfectly in “Bella Had a New Umbrella.” 

Because she did not want to ruin it, she walks in 

the rain without using it: “Her nose went sniff/ 

Her shoes went squish,/Her socks grew soggy,/ 

Her glasses got foggy,/Her pockets filled with 

water/And a little green froggy.” Merriam seems 

to sympathize with the foolish child’s priorities, 

though: “All she could speak was a weak kachooll 

But Bella’s umbrella stayed nice and new.” Get- 

ting blackberry-ink tongues and rain-soaked 

clothes is part of childhood—experiences children 

can delight in and adults can reminisce about. 

Fresh Paint: New Poems (1986) presents forty- 

five original poems that inspire the reader to 

take a fresh look at life’s experiences—both new en- 

counters and familiar ones seen in new ways. A 

first snowfall, a first airplane ride, new shoes, a 

new suit, and a new pencil all trigger recollec- 

tions of old memories. Moreover, Merriam 

shares an original perspective on nature’s 

wonders—from mushrooms to the moon—as she 

has done over the past two decades in her poet- 

ry. Her sharp word pictures, reinforced by David 

Frampton’s black-and-white woodcuts, are typi- 

cally vivid. 

Merriam’s many books of children’s poetry 

prove her strong belief that poems are as essen- 

tial to everyday lives as daily bread is to diets. 

She has said that poems are like magical fruit with- 

out peelings to discard; that is, they are so concen- 

trated that there is no waste. In fact she 

distinguishes between poetry and prose with this 

analogy: “A poem is like a can of frozen juice. 

When you add three cans of water, you get the 

prose version.” “How to Eat a Poem” perfectly il- 
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POEMS BY EVE MERRIAM 

PICTURES BY HANS WILHELM 

Dust jacket for Merriam's 1985 poetry volume which presents 

a humorous approach to the sounds and meanings of 

words (Morrow) 

lustrates this metaphor showing her readers that 

poetry is needed for sustenance, to be enjoyed 

wholeheartedly and enthusiastically, and to be 

shared unselfishly with others. 

After the success of Inner City, Merriam 

began to concentrate on play writing, seeing it as 

a logical development of her role as a poet. She 

has published six plays to date: Out of Our Father’s 

House (1975), The Club (1976), At Her Age (1979), 

Dialogue for Lovers (1981), and And I Ain’t Finished 

Yet (1982). Her habit of rewriting a good deal be- 

tween rehearsals, despite the pressures of produc- 

ing a play, led to her being called “the fastest 

pen in the East.” Ehe same may be said of her po- 

etry writing, which is an on-going process of creat- 

ing. 

Merriam says she has several cycles of poet- 

ry going on at a time, several of which have been 

in progress for years. Craving novelty, she likes 

to work quickly and go from one thing to an- 

other, as evident in her description of her 

method of writing, I [Only I Could Tell You (1983), 

love poems for teenagers: “I knew from the begin- 

ning the approximate number of poems that I 

was going to do. I took little notes. I didn’t have 

time to work for (juite a few months because I 

was involved in another project, so I got a folder, 

and whenever I got a notion or an idea. I’d just 

throw it in the folder. When my time came 

months later, I took out those notes. Some of 

them made sense, some didn’t, but then I was 

able to write the book fairly rapidly.” On the 

other hand, she used a more disciplined ap- 

proach for The Inner City Mother Goose, demand- 

ing of herself a daily output of two or three 

poems. She attempts to polish the poems to her 

satisfaction, going over them repeatedly, though 

ultimately, she agrees with W. H. ^uden that “a 

poem is never finished; it’s just abandoned.” 

Included along with Merriam’s poems 

which focus on the timeless reflections on 

children’s feelings about themselves and the 

world around them—emotions that typify most of 

her poetry for young people—are poems about 

contemporary social issues, such as feminism and 

equality of the sexes, ecology, pacifism, and rac- 

ism. Her plays and nonfiction books deal more ex- 

clusively with these concerns. Examples of her 

feminist writings include The Double Bed From the 

Feminine Side (1958); After Nora Slammed the Door: 

American Women in the 1960’s, the Unfinished Revolu- 

tion (1964); Growing Up Female in America: Ten 

Lives (1971); Out of Our Father’s House (1975); A 

Husband’s Notes About Her (1976); and At Her Age 

(1979). Depicting equality in relationships be- 

tween the sexes is important for Merriam, as evi- 

denced by poems which show both girls and boys 

with similar needs and the same feelings. She re- 

wrote the folktale of Epaminondas, because she 

considered the language sexist, even racist; to 

make her point more forcefully, the book, 

Epaminondas (1968), was republished in 1972 as 

That Noodle-Head Epaminondas. 

Merriam has also written picture books on 

the theme of equality of the sexes, such as 

Mommies at Work (1961), which portrays mothers 

in various nontraditional work roles as well as the 

traditional nurturing role at home with children, 

and Boys and Girls, Girls and Boys (1972). Another 

early 1970s statement about sexual equality is 

Male and Female Under Eighteen: Frank Gomments 

from Young People about Their Sex Roles Today 

(1973), coedited with another much-published au- 

thor and poetry anthologist, Nancy Larrick. Two 

other works which reflect Merriam’s heightened 

consciousness about this subject were published 

in 1968 by the Research Center on Woman: Man 

and Woman: The Human Condition and Ficjuality, Iden- 

tity, and Complementarity. 

Merriam admits that in her younger years 
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Cover for Merriam’s 1972 book which focuses on the theme of sexual equality (Holt) 

she feared that being stereotyped as a feminist 

poet would prevent her popularity. Initially, she 

suffered the loneliness of not having people with 

whom to discuss her ideas; however, the women’s 

movement brought her the companionship of 

other writers sharing her concerns. “To grow up 

in a world where there is much more equality 

and much less hypocrisy between the sexes, 

where there is openness and frankness is good,” 

comments Merriam, whose poetry has allowed 

children to explore opportunities unfettered by 

sexist stereotypes. She has expressed her pleas- 

ure that sexist chauvinism is no longer such a de- 

structive force, yet believes “there is a great way 

to go.” She is similarly optimistic about society’s 

progress toward racial equality. 

Merriam did not always feel free to express 

her concerns about social issues, but like other 

poets in the late 1960s and 197()s, she began to 

focus on more relevant topics. Poems about na- 

ture, animals, family, and the everyday experi- 

ences children encounter never disap[)eared 

from her children’s hooks, yet she stretched be- 

yond these traditional sensibilities of childhood 

and shifted her concerns to reflect the inner emo- 

tional conflicts and stark realities of the world fac- 

ing children: anxieties, alienation, racial and 

social injustice, war, inhumane technology, and 

struggles of urban life. Hence, one notices a defi- 

nite transcendence from the safe, socially accepta- 

ble poems of Catch a Little Rhyme to bolder 

statements of social and political realities in Find- 

ing a Poem (1970). 

According to critic Judith Saltman, Merriam’s 

work in Finding a Poem and Rainbow Writing dem- 

onstrates a “dexterous handling of metered 

verse, free verse, and verbal nonsense . . . allied 

with social satire and a fierce conscience.” Re- 

search conducted by Ann Terry for a 1974 

NCTE research monograph. Children's Poetry Pref- 

erences: A National Survey of Upper Flernentary 

Crades, proves that children respond more favora- 

bly to contemporary, rather than traditional 

poems. And, according to Saltman, Merriam is 

considered one of the best writers of j)opular “so- 

phisticated urban poetry” children enjoy. Her exu- 

berant rhymes and her use of dialogue are not 

only perfect examples of the oral tradition of 

children’s literature but also excellent illustra- 

tions of the contemporary tastes of young readers. 

Merriam’s development into a more socially 

aware poet has not changed her basic beliefs 
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A NiiV; PSKCIL 

The thing is 

you cannot write with it 

before the point is sharpened 

^/WA/T 

so turn it round and round 

too few turnings 

and the marks will be faint 

brsa^^xbiitxfaintxx SDxdge^d^xfxintxcx 

to o many 

and the point will break 

so turn and turn 

anfi_ catch 

the wooden shavings 

thin as soap slivers 

that my immigrant grandmother^]) 

/ways saved*—5^ " ’ 

"You never know when bad times 

3.1^ come round again, 

besides, why waste anything?" 

v>;ar6—h e r -"arrs w e i' "TO' 11 e i■ u&-&t4-€4i 

and so she saved and savored 

the marrow in the meatbone at the bottom of the pot 

the wilted tops of celery 

chop them and start another simmering stew 

^^th¥^¥lame never has to go out 

You never know" , she rrjj 
O y 

ta 

the worlds not per ect yet, 

and if it needs stretching or a-d-d-rrr^ 

C!f*—f a a 1 di ng together, 

v/ell, here ) ^ •-JL 

Revised typescript for a poem which appeared in Merriam's latest hook. Fresh Paint: New Poems (courtesy of the author) 
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about the writing of poems. Because her poems 

are meant to be spoken alond rather than to re- 

main mute on the printed page, her imagery is 

alive and her diction is colloquial. While her style 

has often changed to reflect her subjects, her poet- 

ry exhibits a continual improvisation and experi- 

mentation with language. Because every word is 

significant Merriam chooses each one to achieve 

the greatest impact. Breaking the established 

rules of children’s poetry which demand rigid 

meter and regular exact rhyme, Merriam de- 

lights in playing with the visual, aural, and intellec- 

tual effects of words. She compares the poet’s 

awareness of punctuation and the amount of 

space between lines to a painter’s cognizance of 

color and space relationships on a canvas. Even 

though many of her poems are abstract, and 

some may miss their mark, her artistry is undoubt- 

able. 

Eve Merriam’s excellence in poetry has 

given her readers a better appreciation for a 

wide range of topics expressing the varieties of a 

child’s experiences, and her insights into the way 

in which children should approach poetry have 

greatly influenced the ability of parents and teach- 

ers to help them enjoy it. By inviting two genera- 

tions of readers into her world of words. Eve 

Merriam has greatly enriched children’s poetry. 
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(24 April 1911-12 August 1986} 

Philip A. Sadler 
Central Missouri State University 

BOOKS: Josefina February (New York: Scribners, 

1963; London: Chatto, Boyd Sc Oliver, 1970); 

A Gift for Sula Sula (New York: Scribners, 1963); 

Exactly Alike (New York: Scribners, 1964; Edin- 

burgh: Oliver Sc Boyd, 1968); 

Pavo and the Princess (New York: Scribners, 1964); 

A Double Discovery (New York: Scribners, 1965); 

Sam, Bangs, and Moonshine (New York: Holt, 

Rinehart Sc Winston, 1966; London: Bodley 

Head, 1967); 

Long, Broad, and Quickeye, adapted and illustrated 

by Ness (New York: Scribners, 1969; Lon- 

don: Chatto, Boyd Sc Oliver, 1971); 

The Girl and the Goatherd; or This and That and 

Thus and So (New York: Dutton, 1970); 

Do You Have the Time, Lydia? (New York: Dutton, 

1971; London: Bodley Head, 1972); 

Old Mother Hubbard arid Her Dog, adapted and illus- 

trated by Ness (New York: Holt, Rinehart Sc 

Winston, 1972); 

Yeck Eck (New York: Dutton, 1974); 

An American Colonial Paper House to Cut Out and 

Color (New York: Scribners, 1975); 

This Is a Paper Palace to Cut Out and Color (New 

York: Scribners, 1976); 

Tour Rooms from the Metropolitan Museum of Art to 

Cut Out and Color (New York: Scribners, 

1977); 

A Victorian Paper House to Cut Out and Color (New 

York: Scribners, 1978); 

A Shaker Paper House to Cut Out and Color (New 

York: Scribners, 1979); 

Marcella’s Guardian Angel (New York: Holiday 

House, 1979); 

Tierce the Lion (New York: Holiday House, 1980). 

SLLLC l LD BOOKS ILLUSTRATED: Mary j. 

(hbbons. The Story of Ophelia (New York: Dou- 

bleday, 1954); 

Charlton Ogburn, The Bridge (Boston: Houghton 

Mifllin, 1957); 

Elizabeth Marie Pope, The Sherwood Ring (Boston: 

Houghton Mifflin, 1958); 

Elizabeth Jane (5)atsworth, Lonely Alaria (New 

\()rk: Pantheon, 1960); 

Evaline Ness 

Maurice Osborne, Ondine, the Story of a Bird Who 

Was Different (Boston: Houghton Mifflin, 

1960); 

Mary Britton Miller, Listen—the Birds: Poems (New 

York: Pantheon, 1961); 

Sorche Nic Leodhas, ed.. Thistle and Thyme: Tales 

and Legends from Scotland (New York: Holt, 

Rinehart Sc Winston, 1962); 

Helen E. Buckley, Where Did Josie Go? (New York: 

Lothrop, Lee Sc Shepard, 1962); 

Julia Cunningham, Macaroon (New York: Pan- 

theon, 1962); 

Barbara Robinson, Across from Indian Shore (New 

York: Lothrop, Lee Sc Shepard, 1962); 
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Coatsworth, The Princess and the Lion (New York: 

Pantheon, 1963); 

F.ve Merriam, Funny Town (New York: Caowell- 

CA)llier, 1963); 

Leoclhas, All in the Morning Early (New York: 

Holt, Rinehart & Winston, 1963); 

Buckley, Some Cheese for Charles (New York: 

Lothrop, Lee & Shepard, 1963); 

Buckley, Josie and the Snow (New York: Lothrop, 

Lee & Shepard, 1964); 

Rebecca Caudill, A Pocketful of Cricket (New York: 

Holt, Rinehart Sc Winston, 1964); 

Cunningham, Candle Tales (New York: Pantheon, 

1964); 

Lloyd Alexander, Coll and His White Pig (New 

York: Holt, Rinehart Sc Winston, 1965); 

Virginia Haviland, Favorite Fairy Tales Told in Italy 

(Boston: Little, Brown, 1965); 

Joseph Jacobs, ed., Tom Tit Tot: An English Folk 

Tale (New York: Scribners, 1965); 

Sylvia Cassedy, Pierino and the Bell (Garden City: 

Doubleday, 1966); 

Alexander, The Truthful Harp (New York: Holt, 

Rinehart Sc Winston, 1967); 

Buckley, fosie’s Buttercup (New York: Lothrop, 

Lee Sc Shepard, 1967); 

Jacobs, ed., Mr. Miacca, an English Folk Tale (New 

York: Holt, Rinehart Sc Winston, 1967); 

Leoclhas, Kellyburn Braes (New York: Holt, 

Rinehart Sc Winston, 1968); 

Leodhas, ed., A Scottish Songbook (New York: 

Holt, Rinehart Sc Winston, 1969); 

Lucille Clif ton, Soene of the Days of Everett Anderson 

(New York: Holt, Rinehart Sc Winston, 1970); 

Buckley, Too Many Crackers (New York: Lothrop, 

Lee Sc Shepard, 1971); 

Clifton, Everett Anderson’s Christmas Coming (New 

York: Holt, Rinehart Sc Winston, 1971); 

Maxine Kumin and Anne Sexton, Joey and the Birth- 

day Present (New York: McGraw-Hill, 197*1); 

Algernon Black, The Woman of the Wood: A Tale 

from Old Russia (New York: Holt, Rinehart Sc 

Winston, 1973); 

Clifton, Don’t You Remember? (New York: Dutton, 

1973); 

Margaret Wise Brown, The Steamroller, A Fantasy 

(New York: Walker, 1974); 

Kumin and Sexton, The Wizard’s lears (New York: 

McGraw-Hill, 1975); 

Walter de la Mare, The Warmint (New York: Scrib- 

ners, 1976); 

Nathan Zimelman, The Lives of My^ Cat Alf ed 

(New York: Dutton, 1976); 

Kumin, What (d)lor is Caesar? (New \brk: McCh aw- 
Hill, 1978); 

Charles Scribner, Jr., d'he Devil’s Bridge, A Legend 

(New York: Scribners, 1978); 

Steven Kroll, The Hand-Me-Down Doll (New York: 

Holiday House, 1983). 

OLHER: Amelia Mixed the Mustard and Other 

Poems, selected and illustrated by Ness (New 

York: Scribners, 1975). 

PERIODICAL PUBLICATION: “Caldecott Ac- 

ceptance Speech,” Horn Book (August 1967): 

435-438. 

A roster of major American illustrators of 

books for children and young adults would in- 

clude such names as Maurice Senclak, Ezra Jack 

Keats, Lynd Ward, Robert McCloskey, Marcia 

Brown, and Evaline Ness. Though each member 

of this impressive company of artists is unique in 

his or her own way, Evaline Ness belongs in the 

group because of her versatility, her talent and 

ability, and her consistency. 

Ness entered the children’s book field in 

1954 and served a nine-year apprenticeship illus- 

trating books by other writers. She began to re- 

ceive national attention in 1964 when All in the 

Morning Early (1963), which she illustrated for 

Sorche Nic Leodhas, was selected as a runner-up 

for the Caldecott Medal. Her work warranted 

this recognition three years in a row before, fi- 

nally, in 1967 she was awarded the medal for 

Sam, Bangs, and Moonshine (1966). In 1972 she 

achieved international recognition as the United 

States nominee for the Hans Christian Andersen 

award. Many of her titles have appeared on 

“Best Books of the Year” lists. Many of her books 

have been published in at least six other coun- 

tries from England to Japan and continue to be 

widely popular and critically acclaimed. 

Evaline Michelow, daughter of Albert and 

Myrtle Charter Michelow, was born 24 April 191 1, 

in Union City, Ohio. Two years later the family 

moved to Pontiac, Michigan, where she grew up 

and attended high school, never dreaming of a ca- 

reer in art. As a child, however, as soon as she 

♦ could read and write, she often copied her favor- 

ite stories on rolls of ribbon j^aper provided her 

f)y her older sister, a milliner. She also selected pic- 

tures from magazines to illustrate stories written 

by another older sister. Ness said that her first ef- 

fort at drawing was an exact copy in j)astels of a 

j)icture of a shij). She was very proud of that })ic- 

ture, but others did not think it was (juite so re- 
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markable. It was a long time later that she rea- 

lized the difference between art and copying. 

Ness’s artistic talent remained dormant dur- 

ing her high-school years. Upon graduation she 

decided to attend Ball State Teachers College in 

Muncie, Indiana, to become a teacher. There she 

became accjiiainted with an illustrator who rekin- 

dled her interest in art and impressed her with 

stories of the money that could be made in the 

field of commercial illustration. Between 1933 

and 1935, she studied painting and anatomy at 

the Art Institute of Chicago, holding Jobs to pay 

her tuition. Quickly she learned that “anyone can 

master techniques; putting oneself into the work 

is what makes the difference.” After some train- 

ing, she found assignments in the fields of fash- 

ion drawing, advertising, and magazine illustra- 

tion, liking the money she made but thoroughly 

disliking the strain of short deadlines. 

In 1938 she married Eliot Ness, who was 

then the Public Safety Director of Cleveland. The 

couple moved to Washington, D.C. during World 

War II. There Ness enrolled at the Corcoran Gal- 

lery of Art, where she met Richard Lahey, an in- 

structor who exerted an important influence 

upon her work. In her early years of study she re- 

ceived a first prize for painting. 

In 1945 and 1946 Ness combined her inter- 

ests in teaching and art by offering classes for chil- 

dren at the Corcoran Gallery. Then she moved 

to New York City where she continued teaching 

at the Parsons School of Design and began a three- 

year stint in fashion illustration at Saks Fifth Ave- 

nue. Free-lancing as an illustrator, she also 

produced a number of illustrations for Seventeen, 

Charm, Mademoiselle, and other magazines. 

Her husband’s occupation made it necessary 

for them to travel extensively; they spent some 

time in the Orient as well as in Italy. In Rome 

she continued her art studies at the Accademia di 

Belle Arti in 1951 and 1952. Notes and sketches 

from these travels were used often in books as 

seeds for stories as well as illustrations. 

The Nesses divorced in 1946. In 1959 Ness 

married Arnold A. Bayard, an engineer who de- 

signed and manufactured heavy machinery. Ba- 

yard is now retired and lives in Philadelphia, 

Pennsylvania. 

Ness’s first effort at illustrating a book for 

children. The Story of Ophelia, by Mary Gibbons, ap- 

peared in 1954, but the book attracted little atten- 

tion. Utilizing her soon-to-be distinctive style in 

serigraphs and woodcuts, Ness illustrated from 

one to four children’s books each year between 

Dust jacket for the first book for which Ness provided text as 

well as illustrations (Scribners) 

1957 and 1962. For Charlton Ogburn’s The 

Bridge (1957), she executed silk-screen prints, cre- 

ating separate screens for each of the colors and 

producing the finished illustrations by hand- 

rubbing. These were then printed by the offset 

process, a printing innovation at the time. Such a 

process frees the artist from the rigidity of the 

metal type press and permits utilization of the 

total page area. It is possible for an artist to push 

the drawing beyond the margin and to move 

lines of type outside established boundaries, inte- 

grating text and illustration. Ness continued to ex- 

periment constantly with all types of materials, 

unusual and commonplace, to create patterns 

and textures. She also mixed media, incorporat- 

ing anything that would accomplish her purpose, 

such as adding pen-and-ink lines to silk-screen 

prints or woodcuts to provide fine details. 

The Bridge was followed with illustrations 

for Elizabeth Marie Pope’s The Sherwood Ring 

(1958) in which Ness proved herself a master of 

stylized patterns arranged within lightly defined 

shapes. The illustrations are striking additions to 

this novel for older readers. Her silk-screen 

prints with additional lines for Elizabeth 
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Coatsworth’s Lonely Maria (1960) reflect the 

golden sun in the West Indies, the setting of the 

book. Her serigraphs for Ondine, the Story of a 

Bird Who Was Different (1960), by Maurice Os- 

borne, effectively highlight the story, each with 

an accent of one extra color. Sorche Nic 
L.eodhas’s Thistle and Thyme: Tales and Legends 

from Scotland (1962) includes unusual but delight- 

ful woodcuts with authentic Scottish settings that 

contribute handsomely to the book. Thistle and 

Thyme was the first in a series of profitable collabo- 

rations with this author. Listeji—the Birds: Poems, 
by Mary Britton Miller (1961) gained Ness recogni- 

tion on the New York Times Choice of Best Illus- 
trated Books of the Year, her first such notice in 

the field of children’s books and an omen of 
things to come. 

Ness stated that she “struck gold” with one 

of the first book jackets she designed, Scott 

O’DeH’s Island of the Blue Dolphins (1960), which 

won the Newbery Medal in 1961. Ness then re- 

ceived commissions to design jackets for each of 

the books in Lloyd Alexander’s Prydain cycle. 

Eventually Alexander wrote Coll and His White 

Pig (1965) and The Truthful Harp (1967) as stories 

for her to illustrate. 
Ness created illustrations for Helen E. 

Buckley’s Where Did Josie Go? and Julia 

Cunningham’s Macaroon in 1962, providing hints 

(in the drawings of the little girls of these two 

books) of the strong female protagonists of some 

of her own later books, Sam, Bangs, and Moon- 

shine, Exactly Alike (1964) and Fierce the Lion 

(1980). The first of Buckley’s Josie books also ex- 

hibits Ness’s interesting use of warm oranges, 

pinks, and turquoise. The color in Macaroon, how- 

ever, is more subdued and muted, a striking com- 

bination of red and brown. Eor Barbara 
Robinson’s Across from Indian Shore (1962), Ness’s il- 

lustrations are not as stylized as those for The Sher- 

wood Ring, but neither are they circumscribed by 

frames. She also included interesting nature de- 

tails that gracefully supplement the actions of the 

characters. 
Ness received her greatest recognition for 

her work done between 1963 and 1967. Exe- 
cuted in turquoise, brown, and black, the illustra- 

tions for All in the Morning Early (1963) depict an 

increasing number of characters on each ensuing 

page, taxing Ness’s ingenuity as a designer and art- 

ist. She solved the problem by adding colored 

strips down the side of each page, giving the 

book an added sense of unity. Text and illustra- 

tions are totally integrated in the (kildecott 

Honor Book. 

At the suggestion of Nancy Quint, an editor 

at Charles Scribner’s Sons, Ness wrote her first 

text for a children’s hooV, fosefina February (1963). 

For this effort she utilized sketches made during 

a year’s stay in Haiti, creating woodcuts depicting 

her impressions of the people and the land to illus- 

trate the story of one of her inimitable little girls. 

Josefina is unhappy because she has no 

money to buy a birthday present for her grandfa- 

ther. Picking fruit to sell at the market, she discov- 

ers a little lost burro. Though she would like to 

keep the burro for herself, she searches for and 

finds its owner. Of course, her honesty is re- 

warded at the end of the story. Mr. Hippolythe, 

the owner, decides that he cannot care for the 

burro himself and asks Josefina to relieve him of 

his responsibility. The highly appropriate wood- 

cuts are printed in warm orange, lavender, and 

brown, colors wisely chosen to reflect the West In- 

dian island atmosphere. 

Josefina February was widely acclaimed. It was 

included on the American Library Association’s 

Notable Children’s Book List for 1963 and was 

also cited by the New York Herald Tribune as an 

Honor Book. Her second book, A Gift for Sula 

Sula (1963), followed immediately. This tale of a 

misplaced pelican on an Aegean island reflects 

more of Ness’s travels. 

Exhibiting her newly discovered prowess as 

a writer, Ness continued writing stories as care- 

fully conceived as her artwork, such as Exactly 

Alike and Pavo and the Princess, both published in 

1964. Exactly Alike, illustrated in colorful wood- 

cuts, depicts a girl named Elizabeth who has four 

identical smaller brothers, each with the ten- 

dency to make her miserable, though she is un- 

able to tell them apart. The subtle differences 

between the boys are readily apj^arent in the 

finely detailed illustrations in four colors. 

Rebecca Caudill’s A Pocketful of Cricket 

(1964) was a runner-up for the Caldecott Medal 

in 1965. To illustrate this story of a young farm 

boy, Ness used black poster paint on acetate. 

Paint was scraped from the completed illustra- 

tion to give texture and lend highlights to the com- 

position. Accents and details were provided by 

pen and ink, and a large area ol a single color- 

orange, olive green, or yellow ochre—dominates 

each illustration and unifies the design. Again, 

there is the absence ol a frame for the illustra- 

tion, which allows the text and illustration to 

flow together. 

Relying on sketches, notes, and memories ol 
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her travels in the Orient, Ness created A Double Dis- 

covery (1965), the story of a Japanese boy who 

loses his glasses while searching for a pony in a 

bamboo grove. Stumbling around almost unable 

to see, he finally captures the rather wild pony 

hut is unable to ride her. F^inally Saru, a monkey 

who had found Norio’s glasses and used them to 

correct her double vision, makes friends with 

Norio and introduces the boy to her friend the 

pony. After that, Norio always makes sure his 

glasses are shined carefully before he shares 

them with Saru, which he does from time to 

time. The happy story is enhanced by the predomi- 

nantly green woodcuts which reflect a definite Jap- 

anese feeling and style of art. Exactly Alike and A 

Double Discovery were both included on the New 

York Times Choice of Best Illustrated Children’s 

Book of the Year lists. 

Pink and gold accent the woodcuts by Ness 

in Virginia Haviland’s retellings of stories in Favor- 

ite Fairy Tales Told in Italy (1965). Perhaps, how- 

ever, the illustrations for Alexander’s Coll aiid His 

White Pig, which also appeared in 1965, are 

among Ness’s most colorful. In this picture book, 

the land of Prydain is presented in crayon and re- 

produced in full color. Ness produced layers of 

different colors and scraped away areas to reveal 

the desired hues. White space is incorporated 

into the drawings that bleed away from the back- 

grounds, and small decorative objects punctuate 

the text. The whole effect is quite charming and 

enhances the make-believe story of a kidnapped 

pig in a mythical kingdom. 

It was Joseph Jacobs’s edition of Tom Tit Tot: 

An English Folk Tale (1965), however, that gar- 

nered Ness the most attention up to this point in 

her career. Ness’s third Caldecott Honor Book, 

the heavy black woodcuts accented with light 

blue and two shades of brown beautifully domi- 

nate the pages with the text fitting into appropri- 

ate spaces. Ness experimented with the cutting of 

some of the words of the text into blocks for repro- 

duction, adding an extra dimension. Old English 

costumes and settings are used to advantage and 

reflect careful research. Ness said that Tom Tit Tot 

was fun to do because the characters were so stu- 

pid that she was able to treat them humorously, 

d he folktale is perfectly expressed in the strong 

and earthy illustrations. 

After lier three Caldecott Honor Books, 

Ness finally achieved top recognition in the field 

of American children’s book illustration in 1967 

for her Sam, Bangs, and Aloonshine. As do many art- 

ists, she had created and kept a number of illustra- 

tions for herself . For Sam, Bangs, and Moonshine 

she delved into this treasure-chest portfolio and 

found a sketch of “a ragged, displaced-person lit- 

tle girl who was ecstatic over a starfish.” In the 

same portfolio were drawings of fishing boats. 

Ehe little girl became Sam, the totally believable 

not-so-perfect little girl who lives in a world of 

make-believe in the midst of a realistic fishing vil- 

lage. She rides in a dragon-drawn chariot and 

makes up tales of things she wishes for; “Not 

even the sailors home from the sea could tell 

stranger stories than Sam.” Her mother is a mer- 

maid; Bangs, her cat, is a fierce lion. Sam creates 

her world as she wishes it to be. Her fisherman fa- 

ther cautions Sam about her lies because “moon- 

shine spells trouble.” The lies do almost cause 

tragedy when Sam sends her friend Thomas to 

the Blue Rock to find the baby kangaroo Sam 

says lives with her mother, the mermaid. Thomas 

goes at high tide and has to be rescued by Sam’s fa- 

ther. Without being overly didactic, the plot per- 

mits Sam to discover the difference between real 

and “moonshine” and that “there’s good moon- 

shine and bad moonshine.” 

Designing the entire book, Ness created 

parts of illustrations with silk-screen techniques 

which were then montaged and etched with ink. 

Printed in two colors and black, the book has 

great individuality. Pictures and text flow easily 

and spontaneously from page to page. Flat color 

areas were given interesting textures achieved in 

various ways. A rubber roller was inked and 

rolled over various surfaces—crumpled aluminum 

foil, wood shavings, a sponge, a pile of string, or 

anything else that would transfer a pattern to the 

roller. Ness always experimented with textures 

and maintained a supply of interesting designs 

for future use. She said “anything goes” that 

achieves the desired effect. 

In 1966 Ness illustrated Pierino and the Bell 

by Sylvia Cassedy, creating a spectacular and beau- 

tiful book influenced by her sojourn in Rome. 

Every detail is present in the woodcuts—the foun- 

tains, the yellow stone houses, and the pigeons, 

as well as the intricate decorations on the huge 

bell. Ness succinctly captured the real essence of 

Tuscany in the book. 

Her illustrations for Alexander’s The Truth- 

ful Harp (1967) are quite different in their two- 

color reproduction from those done earlier for 

Alexander’s Coll and His White Pig. There is still 

the magic and the mystery of the fantasy king- 

dom of Prydain, however, in Ness’s illustrations. 

Mr. Miacca, another Jacobs folktale, also ap- 
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AN ENGLISH FOLK TALL ILLUSTRATED BY EVALINE NESS 

Charles Scribner's Sons New York 

Title-page spread for Joseph Jacobs's 1965 edition of an English Jolktale, illustrated by Ness (Scribners) 

peared in 1967. Done in gouache, the illustra- 

tions depict London of 1750-1850, and once 

again Ness’s careful efforts at research for cos- 

tumes and backgrounds are evident. The book ex- 

udes a Dickensian feeling. 

In 1968 and 1969 Ness continued her profit- 

able collaboration with Sorche Nic Leodhas, pro- 

ducing woodcut illustrations for two more books, 

Kellyburn Braes, an old Scottish folksong, and A 

Scottish Songbook, which was selected for the 

1969-1970 American Institute of Graphic Arts 

Children’s Book Show, along with three of NCss’s 

other works: Long, Broad, and Quickeye (1969); 

Some of the Days of EveretT Anderson (1970); and 

The Girl and the Goatherd; or This and That and 

Thus and So (1970). 

Long, Broad, and Quickeye is the Andrew 

Lang version of a Bohemian tale adapted by 

Ness and retold with lively pictures. For Some of 

the Days of Everett Anderson, by Lucille Cdifton, the 

first collaboration lor the author and the artist in 

this series about a small black boy, Ness created de- 

lightful yellow-and-brown line-and-wash draw- 

ings accented with textured backgrounds which 

have become a Ness trademark. She similarly illus- 

trated Clifton’s Everett Anderson's Ghristmas Goming 

(1971) utilizing brown, lavender, and black. 

The third of Ness’s contributions to the 

AIGA show of 1969-1970 was her original story. 

The Girl and the Goatherd; or, This and That and 

Thus and So, about a young girl who feels that 

she is the ugliest girl in the world; therefore, she 

thinks of nothing but being beautiful. The story 

achieves folktale quality in its fantasy romp involv- 

ing a goatherd who loves the girl for what she is 

and a witch and her spells. Once again Ness cre- 

ated beautiful three-color montages unfettered 

by frames. Pen-and-ink drawings are used for the 

subject matter. Backgrounds are textures lifted 

from surfaces with inking and spoon rubbings as 

in woodcuts. There are some woodcuts made 

from unplaned wood, showing the texture of the 

woodgrain in the final execution. Again Ness ex- 

perimented with the use of type outside regular 

lines of the text but not in the illustrations them- 

selves. 

CaTiitinuing her busy schedule, in 1971 Ness 

produced the first of her collaborations with 

Maxine Kurnin and Anne Sexton, Joey and the Birth- 

day Present. She created four-color illustrations in 

line with textured background accents for the 

story of a field mouse and a little boy’s pet white 
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WRITTEN AND ILLUSTRATED BY EVALINE 
NESS 

Cover for Ness’s Caldecott Medal-winning book 

(Holt, Rinehart Winston) 

mouse. She also illustrated her own story of a lit- 

tle girl who never took the time to finish any proj- 

ect she began, Do You Have the Time, Lydia? 

(1971), utilizing another island setting. A subtly di- 

dactic story, the book is light and full of sunshine 

with its yellow-ancl-pink highlighted drawings. 

She used a small dowel, sharpened and dipped 

in ink, for the drawings on heavy rice paper. Shad- 

ings were done with pencils and lithographic 

crayon. Textures were again applied and pressed 

down on the finished drawings. The finished art- 

work was printed by offset. Do You Have the Time, 

Lydia? was reprinted in 1976 with the text trans- 

lated into Spanish by Alma Flor Ada and entitled 

iTieues Tiempo, Lidia? 

Ness next chose to do her version of the old 

nursery rhyme. Old Mother Hubbard and Her Dog 

(1972), fetchingly depicting the dog as an English 
sheepdog. Each double-page spread devoted to a 

section of the rhyme is done in full color and hu- 

morously shows the dog doing Just what he is sup- 

posed to do with a smaller facing illustration of 

the destination of the old woman to get what the 

dog desires and the character she meets there. 

The tongue-in-cheek interpretation of the rhyme 

may be Ness’s most humorous book. 

Eor Algernon D. Black’s The Woman of the 

Wood: A Tale from Old Russia (1973), Ness chose a 

variety of techniques including ink and collage. A 

distinctive Russian flavor is evident in the illustra- 

tions characterized by assymetrical balance and ex- 

aggerated body forms. 

The Steamroller, A Fantasy (1974), by Marga- 

ret Wise Brown, is a Christmas story done appro- 

priately in subdued red and green. The same 

year, Ness published her own story Yeck Eck, 

based upon her own childhood experience of actu- 

ally borrowing babies from the neighbors to 

bathe them, give them cookies, and put them to 

sleep in her doll carriage. Although Ness always 

had to return the babies, Yeck Eck is the story of 

how she wished it had been. Charmingly done in 

brown and orange, the sketches with solid color ac- 

cents integrate type with illustrations. Over- 

printed on some of the pictures are words 

(without balloons as in comic books) spoken by 

some of the characters. This is one of Ness’s 

most appealing books. The same device was used 

more sparingly in The Wizard’s Tears by Kumin 

and Sexton (1975), but the book is done with beau- 

tiful and funny woodcuts colored with a prepon- 

derance of green and a smattering of red. 

Ness had a special feeling for the illustra- 

tions she did for Amelia Mixed the Mustard and 

Other Poems (1975). She selected the poems about 

interesting girls of fact and fiction such as Jump- 

ing Joan, Pandora, Queen Nefertiti, and seven- 

teen other girls of all ages and dispositions. Ness 

thoroughly enjoyed doing the humorous ombre 

woodcuts that reflect honesty and vitality and re- 

veal that not all females are sweet docile crea- 

tures. The beauty and pensiveness in some of the 

illustrations are perfectly balanced by the whimsi- 

cality in others. The poems were selected from a 

broad spectrum and, with the illustrations, reflect 

an intense understanding of the individuality of 

woman. 

Between 1975 and 1979 Ness changed direc- 

tions and designed five volumes in a series of cut- 

out-and-color books: An American Colonial Paper 

House to Cut Out and Color (1975), This Is a Paper Pal- 

ace to Cut Out and Color (1976), Four Rooms from 

the Metropolitan Museum of Art to Cut Out and Color 

(1977), A Victorian Paper House to Cut Out and 

Color (1978), and A Shaker Paper House to Cut Out 

and Color (1979), all published by Scribners. Eor 

these spiral-bound books she created binding 

boards that would become stand-up walls repre- 
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senting four rooms in each of the buildings de- 

picted. She provided pages of furniture to cut 

out and assemble after coloring. There are fresh, 

original designs for walls, floors, and other decora- 

tive and functional details, all based on meticu- 

lous research. Historical notes are appended 

relating to materials, paints, dyes, textiles, and 

preferences of each period. According to their edi- 

tor, Margery Cayler, the books sold well at first, 

but they are no longer in print due to their 

unique nature and the needs of libraries. 

During the same period Ness also produced 

illustrations for Walter de la Mare’s The Wamiint 

(1976), Kumin’s What Color Is Caesar? (1978), and 

Charles Scribner, Jr.’s retelling of The Devil’s 

Bridge, A Legend (1978). All of these books were 

done in her varied styles and differing media. 

Each, however, is an important addition to Ness’s 

work. 

Marcellas Guardian Angel (1979) is Ness’s orig- 

inal story in which a little girl’s problem is that 

her guardian angel never stops talking. The 

angel is Marcella’s conscience and makes her feel 

guilty about her rudeness and critical nature. 

Marcella learns the game of flip-flop, doing the op- 

posite of the way she feels—but only every other 

day. Marcella’s new game is shared with her 

friends; her friends share it with their friends; 

and soon Marcella has many new friends. Ness, 

as usual, covered her didacticism with a special 

charm that made her messages fun. This is a 

happy book with light and airy sketches done in 

red, muted green, and black with textured accents. 

Before the publication of Fierce: The Lion 

(1980), Ness began a novel for teenagers, an un- 

usual departure from her previous work. That 

novel was still in its draft stages at the time of 

her death, but it inspired her to do this picture 

story about a lion with the best act in the circus. 

All of the other circus animals and clowns are envi- 

ous and jealous, which causes them to hate 

f ierce. Fierce is not accustomed to being hated; 

he likes to be soft, cuddly, and loved. Isobel, one 

of Ness’s best-realized female characters, comes 

to his rescue by securing a job at the zoo for 

Fierce giving rides to children, and Isobel is al- 

ways there to keep him from engaging in any 

“hanky panky.” I he children are thrilled and fall 

in love with Fierce—and Fierce loves them back. 

Once again Ness created an old-fashioned girl 

with high-button shoes like many of the other lit- 

tle girls in her earlier books. 1 here.is a special 

nostalgia—and beauty-in the olive green, orange, 

and black illustrations. 

Dust jacket for Ness’s last book, about a popular circus lion 

who is envied by the other animals 

(Holiday House) 

Four years passed before the publication of 

Ness’s last published work, illustrations for 

Steven Kroll’s The Hand-Me-Doum Doll (1983). 

The beautiful picture-story included her highly re- 

spected and inimitable creations depicting a 

lonely doll who longed for someone to love her 

and give her a name. Though the story is only ade- 

quate, with a thin plot and little characterization, 

the illustrations are quite impressive. Zena Suther- 

land, in her review for the Bulletin of the Center 

for Children’s Books (December 1983), states that 

they are “striking in details of architecture” and 

“costume,” as well as deftly composed and “both 

humorous and elegant.” They add life to the 

story, quite fittingly executed in Ness’s familiar 

style, sketches in shades of violet-blue highlighted 

with fuchsia, again without frames but backed 

with the usual textures. Readers who have always 

appreciated the art of Evaline Ness can recognize 

her genius in this last work published before her 

death on 12 August 1986. 

Evaline Ness worked diligently during her ca- 

reer as an artist and rightfully earned her place 

among the most outstanding illustrators of books 

for children. Her distinguished art deserves the ac- 

claim and the awards she achieved, and her stor- 

ies lend her career an added significance. Sam, 
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lidtiir.s, (uid Moonshnie, lorn lit lot, A Pocketful of 

Pricket, and her illustrations for many other 

hooks will enrich the lives of children for genera- 

tions to come, and adults who know and love 

hooks for children will treasure her highly individ- 

ualistic contributions to the art of children’s litera- 

ture. 
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Jack Prelutsky 
(8 September 1940- ) 

Anita Trout 

BOOKS: A Copher in the Garden and Other Animal 

Poems, illustrated by Robert Leydenfrost 

(New York: Macmillan, 1967); 

Lazy Blackbird and Other Verses, illustrated by 

Janosch (New York: Macmillan, 1969); 

Three Saxon Nobles and Other Verses, illustrated by 

Eva Johanna Rubin (New York: Macmillan, 

1969); 

I'he Terrible Tiger, illustrated by Arnold Lobel 

(New York: Macmillan, 1969; London: 

Bodley Head, 1975); 

'Toucans Two and Other Poems, illustrated by Jose 

Aruego (New York: Macmillan, 1970); re- 

published as 'Aoo Doings and Other Poems (Lon- 

don: Hamish Hamilton, 1971); 

Circus, illustrated by Eohel (New York: Macmil- 

lan, 19/4; London: Hamish Hamilton, 

1975); 

'The Pack Rat's Day and Other Poems, illustrated by 

Margaret Bloy (iraham (New York: Macmil- 
lan, 1974); 

Nightmares: Poems to 'Trouble Your Sleep, illustrated 

by Lobel (New York: Greenwillow, 1976; 

London: A. & C. Black, 1978); 

It’s Halloween, illustrated by Marylin Hafner (New 

York: Greenwillow, 1977; Kingswood, U.K.: 

World’s Work, 1978); 
The Snopp On the Sidewalk and Other Poems, illus- 

trated by Byron Barton (New York: Green- 

willow, 1977); 

The Mean Old Hyena, illustrated by Lobel (New 

York: Greenwillow, 1978); 
The Qiieen of Eene, illustrated by Victoria Chess 

(New York: Greenwillow, 1978); 
The Headless Horseman Rides Tonight: More Poems to 

Trouble Your Sleep, illustrated by Lobel (New 

York: CTeenwillow, 1980); 

Rainy, Rainy Saturday, illustrated by Hafner (New 

York: Greenwillow, 1980); 
Rolling Harvey Down the Hill, illustrated by Chess 

(New York: Greenwillow, 1980); 
It’s Christmas, illustrated by Hafner (New York: 

(ireenwillow, 1981); 
Ihe Sheriff of Rottenshot, illustrated by Chess (New 

York: Cireenwillow, 1982); 
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KeryniPs Garden of Verses, illustrated by Bruce 

McNally (New York: Random House, 1982); 

The Baby Uggs are Hatching, illustrated by James 

Stevenson (New York: Greenwillow, 1982); 

It's Thanksgiving, illustrated by Hafner (New 

York: Greenwillow, 1982); 

Zoo Doings: Animal Poems, illustrated by Paul O. 

Zelinsky (New York: Greenwillow, 1983)- 

includes A Gopher in the Garden and Other Ani- 

mal Poems, Toucans Two and Other Poems, and 

The Pack Rat's Day and Other Poems', 

It's Valentine's Day, illustrated by Yossi Abolafia 

(New York: Greenwillow, 1983); 

What I Did Last Summer, illustrated by Abolafia 

(New York: Greenwillow, 1984); 

It's Snowing! It's Snowing!, illustrated by Jeanne 

ditherington (New York: Cireenwillow, 

1984); 

The New Kid on the Block, illustrated by Stevenson 

(New York: Greenwillow, 1984); 

i\ly Parents Hunk I'm Sleeping, illustrated by 

Abolafia (New York: Greenwillow, 1985); 

Ride a Purple Pelican, illustrated by (iarth Wil- 

liams (New York: Greenwillow, 1986); 

Brave Little Pete oj Geranium Street, illustrated by 

Kva Eriksson (New York: (ireenwillow, 

1986). 

Od'HER: The Random House Book of Poetry jor GhiT 

dren, edited by Prelutsky, illustrated by Ar- 

nold Lobel (New York: Random House, 

1983); 

Read Aloud Rhymes Jor the Very Young, edited by 

Prelutsky, illustrated by Marc Brown (New 

York: Knopf, 1986). 

TRANSLATIONS: Rudolf Neumann, The Bad 

Bear, illustrated by Eva Johanna Rubin 

(New York: Macmillan, 1967); 

Heinrich Hoffman-Donner, The Mountain Bounder 

(New York: Macmillan, 1967); 

No End of Nonsense: Humorous Verses, illustrated by 

Wilfred Blecher (New York: Macmillan, 

1968; London: Abelard Schuman, 1970); 

Barbro Lindgren, The Wild Baby, illustrated by 

Eva Eriksson (New York: Greenwillow, 

1981); 

Lindgren, The Wild Baby Goes to Sea, illustrated by 

Eriksson (New York: Greenwillow, 1983). 

Best known for his successful mix of the 

frightening and the foolish. Jack Prelutsky, for 

the past twenty years, has been making children 

cringe with fear and laugh with delight. His 

poems often portray the macabre in such an exag- 

gerated manner that the overall effect is a humor- 

ous one. And his nonsense verse is entertaining 

and fun, especially when read out loud. 

Jack Prelutsky was born on 8 September 

1940 in Brooklyn, New York. Nurturing his cre- 

ative ability at an early age, he attended the High 

School oi Music and Art and later went on to 

Hunter College, which is now part of the City Uni- 

versity of New York. He has also studied voice at 

several music schools, singing with opera compa- 

nies in both Massachusetts and Washington. He 

has lived in Cambridge, Massachusetts; Seattle, 

Washington; and Albuquerque, New Mexico. 

His occupations, besides author, have also 

been diverse and eclectic. Erorn time to time he 

has worked as an actor, folksinger, bookseller, 

taxi driver, door-to-door salesman, furniture 

mover, and photographer. I his combination of ar- 

tistic and manual pursuits is rellected in Pre- 

lutsky’s interests: making both wooden toys and 

metal sculpture, collecting books and models of 

frogs, inventing word games, and bicycle riding. 

Prelutsky’s first book, A Gopher in the Garden 

and Other Animal Poems (19()7), was [)ublished 

after a friend who was familiar with his work 

urged him to submit some of his verses to a pub- 
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lisher. Hie collection’s appeal, appropriate for 

preschoolers and older children, lies in its inter- 

nal rhyme and nonsense theme. Since the book’s 

jinblication, Prelntsky has written two dozen vol- 

umes of verse, and his popularity has grown with 

each. 
Ihelntsky’s poetry features animals and fan- 

tastic beasts which behave in inventive ways. He 

also writes of people and problems familiar to 

yoimgsters: dealing with the neighborhood bully, 

going to school, and being af raid of the dark. Writ- 

ing in traditional poetic forms, he employs puns, 

alliteration, and word play in ways which have 

caused him to be ranked ,among the masters of 

contemporary verse for children. 

Similar to A Gopher in the Garden, Lazy Black- 

bird and Other Verses (1969) and Three Saxon Nobles 

and Other Verses (1969) are comprised of light- 

hearted verse. Prelutsky’s rhythmic lines and un- 

forced rhymes attract and hold the attention of 

young readers. 

Prelutsky’s next work. The Terrible Tiger 

(1969), is meant for a preschool audience and is 

thus most effective when read aloud. The tiger’s 

exaggerated ferocity is epitomized in his chant, 

“and anyone who comes my way / I’ll surely swal- 

low down today.” As illustrated by black- 

and-white drawings, the tiger devours the baker, 

the grocer, and the farmer before having trouble 

with the tailor, whom he swallows complete with 

scissors, needle, and thread. 
Another group of animal verses. Toucans 

Txvo and Other Poems (1970) is comprised of light, 

rhythmic lines which provide facts about each 

creature described. For example: “The ancient 

armadillo / is as simple as the rain / he’s an armor- 

plated pillow / with a microscopic brain.” 

Prelutsky’s next book, Gircus (1974), is a col- 

lection of verses which each tell of a dif ferent cir- 

cus act. Judi Barret of the New York Times Book 

Review (31 March 1974) expresses a note of clisap- 

j:)ointment: “Some of the verse leaves me wishing 

that it was less ordinary and its rhyme less 

forced.” Nevertheless, Barret praised the work’s 

overall effect, stating that “ Phis book gives me a 

taste of the circus. All that’s missing is the saw- 

dust and popcorn under my feet.” 

Prelutsky’s poem “Sheep,” from The Pack 

Rat’s Day and Other Poems (1974), is a good exam- 

j)le of his early style: 

Sheep are gentle, shy and meek, 

I’hey love to play at hide and seek 

fheir hearts are softer than their fleece, 
And left alone they live in peace. 

His choice of descriptive words underscores the 

placid nature of the sheep. Other poems in the 

book further illustrate Prelutsky’s ability to create 

fresh word pictures of familiar animals. Accord- 

ing to Ethel L. Heins in Plorn Book (December 

1974), “these new poems about animals come 

from a young writer who possesses a rare dexter- 

ity with words.” 

Prelutsky’s primary fascination for children, 

however, seems to be his inacabre delight in the 

darker side of fantasy and human nature. Night- 

mares: Poems to Trouble Your Sleep is aptly named. 

Published in 1976, this book gave full reign to 

Prelutsky’s imaginative powers. With its compan- 

ion, The Headless Horseman Rides Tonight: More 

Poems to Trouble Your Sleep (1980), it forms a cata- 

logue of bogeymen, ghouls, and other horrific 

creatures. There is a shivery delight for the 

young reader in the gruesome detailing of crum- 

may be the next victim. Nancy Willard in the 3 Oc- 

tober 1976 New York Times Book Review recog- 

nized the appeal of the book for children when 

she commented, “By their standards, a good collec- 

tion of monster poems should send you to bed 

with nightmares.” 

With It’s Halloween (1977), Prelutsky began a 

group of books about holidays, including It’s Ghrist- 

mas (1981), It’s Thanksgiving (1982), and It’s Valen- 

tine’s Day (1983). Each of these works is 

illustrated by colorful, seasonal drawings, and 

Prelutsky portrays each occasion in an original 

manner. Eor instance, Christmas is revealed not al- 

ways to be the perfect holiday when there is no 

snow to accompany a new sled. And the typical 

sentiment of Valentine’s Day is replaced with “I 

love you more than applesauce.” 

In the twelve short selections of The Snopp 

On the Sidewalk and Other Poems (1977), Prelutsky in- 

troduces a loathsome band of fantastic and 

friendly monsters. He describes the bemused crea- 

tures in deft verse and contemporary tongue- 

twisting language. Another unique animal is 

portrayed in The Mean Old Hyena (1978). The 

hyena plays practical jokes on other characters 

and, as Helen Gregory of the School Library Jour- 

nal (October 1978) states, the work is full of “well- 

sustained nonsense to tickle its young readers.” 

The Qiieen of Eene (1978) features primarily 

human characters, but their actions are no more 

predictable, except in their zaniness, than those 

of Prelutsky’s improbable beasties. The fourteen 

poems are unrelated, forming a collection of odd 

rhymes. Most of the verses are double-page 
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Dust jackets for Prelutsky's two volumes of poetry which explore his macabre delight in the darker side of fantasy and 

human nature ((Weenwillow) 
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The Sheriff of Rottenshot 

Poems by 

Jack Prelutsky 

Pictures by 

Victoria Chess 

Cover for Prelutsky's 1982 collection described by Peter Neumeyer as “an ebullient, thoroughly successful book with no pretensions 

other than to give lightsome fun, which it does both in picture and in verse, with never a hitch” (Greenwillow) 

spreads and are accented by black-and-white illus- 

trations. Many of the poems in this volume deal 

with people eating such incongruous objects as au- 

tomobiles, basketballs, and soap. 

A gang of mischievous boys are the stars of 

Rolling Harvey Down the Hill (1980), which depicts 

the types of practical Jokes which boys delight in. 

Prelutsky comes close to the reality of childhood 

with these poems, for young readers will as 

surely cringe in sympathy with the victims as they 

will chortle with the pranksters. 

In addition to creating original verse, 

Prelutsky has also translated several children’s 

works. Among them are Rudolf Neumann’s The 

Bad Bear (1967) and Heinrich Hoffman-Donner’s 

The Mountain Bounder (1967), but his best-known 

translations are Barbro Lindgren’s The Wild Baby 

(1981) and The Wild Baby Goes to Sea (1983). 

These two books tell of an uninhibited toddler 

named Ben who is energetic and adventurous, 

swinging from chandeliers and bounding down 

steps. In the second work, as he sails off in a 

wooden box, Ben is sure that any form of danger 

can be fun. 
In The Sheriff of Rottenshot (1982) Prelutsky 

achieves htimor through strong meter and word 

play. For example, in “The Catfish” the creature 

“only has one simple wish, / And that’s to catch a 

rare mousefish.” And in “The Court Jester’s Last 

Report to the King” the jester tells his sire of the 

demise of his kingdom, and concludes: 

Oh sire! Great sire! the tidings are dire, 

A giant has trampled the school. 

Your army has fled, there are bees in your bed 

And your nose has come off . . . APRIL FOOL! 

The Sheriff of Rottenshot was praised by critics 

and children alike. As Peter Neumeyer said in his 

School Library Journal review (March 1982), the 

work is “an ebullient, thoroughly successful book 

with no pretensions other than to give lightsome 

fun, which it does both in picture and in verse, 

with never a hitch.” 

Prelutsky’s next work features the Muppet 

characters made famous by creator Jim Henson. 

KermiPs Garden of Verses (1982) deals with Kermit 

the Frog’s feelings for Miss Piggy, Fozzie Bear, 

the Swedish Cihef, and other characters. His 
thoughts are best summarized by the conclusion 

he draws about Gonzo: “Though I think he has 

no talent / And I know he has no taste, / Gonzo 
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has no equal / And could never be replaced.” 

It's Snowing! It's Snowing! (1984) is a collec- 

tion of poems in which both wit and humor are 

used in describing the winter landscapes. 

Prelutsky portrays both the beauty of the season 

as well as its bitter side. For instance, in the title 

poem he describes the air as “a silvery blur”; 

while, in “I Do Not Mind You, Winter Wind,” he fi- 

nally admits: 

But when you bowl me over 

And I land on my behind, 

fhen I must tell you, Winter Wind, 

I mind ... I really mind! 

Jeanne Titherington’s drawings in gray, white, 

and light blue complement the verses well and 

give the book a cool, wintery feeling. 

With The New Kid on the Block (1984) 

Prelutsky continued his practice of funny, light- 

hearted verse. He writes of mice on tricycles, jelly- 

fish stew, Snillies (who live in the middle of 

lilies), and many other odd creations. The poems 

in this rather lengthy collection are accented by 

black-and-white ink drawings. 

The poems in My Parents Think Tm Sleeping 

(1985) address the traumas of having to go to 

sleep at night. “A spooky sort of shadow” turns 

out to be Just a brush and comb, while in “When 

I’m Very Nearly Sleeping” a monster is success- 

fully frightened off by the bedside light. The 

verse is highlighted by Yossi Abolafia’s drawings 

done in blue and gold with a scattering of stars. 

The seamless quality of Prelutsky’s work is 

nowhere more apparent than in Ride a Purple Peli- 

can (1986). The rhymes and cadences have the 

comfortable flavor of old favorites, and Garth 

Williams’s illustrations are flamboyant or sub- 

dued, depending on the subject matter. Through- 

out the work Prelutsky integrates North 

American place names. These references are 

often highly visual and effective: “A white cloud 

floated like a swan, / high above Saskatchewan.” 

In addition to his work as an author, 

Prelutsky has edited two books of poetry. The Ran- 

dom House Book of Poetry for Children (1983) is an ex- 

cellent selection of both favorite and less-familiar 

poems, covering a wide range of topics and 

moods making it a collection of great versatility. 

Read Aloud Rhymes for the Very Young (1986) is 

equally well chosen, covering themes that appeal 

to both the children and the adults who share 

this volume. John Ciardi, Norma Farber, Eve 

Merriam, and Walter de la Mare are among the 

more than one hundred authors represented in 

the work. Marc Brown’s soft-colored illustrations 

complement the poems, and ample white space 

gives the book an uncluttered look. 

For many children, poetry is a genre tainted 

by the curse of “literature,” and reading it is con- 

sidered drudgery. Contemporary poets such as 

Jack Prelutsky restore the fun and fascination in 

the study of the English language and its rhyth- 

mic patterns. For years he has succeeded in enter- 

taining children with both fright and humor, and 

it seems certain that his audience is eager to see 

what Jack Prelutsky will do next. 
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Bobbie Burch Lemontt 
University of Tennessee 

SKLECn El) BOOKS: 'The Great Big Car and Truck 

Book (New York: Simon & Schuster, 1951); 
Rabbit and His Friends (New York: Simon &: 

Schuster, 1953; London: Muller, 1954); 
Tinker and Tanker (Ciarden Caty: Garden City 

Books, 1960; Eeltham, U.K.: Hamlyn, 1969); 
The Hickory Dickory Clock Book (Garden City: Dou- 

bleday, 1961); 
My Nursery Tale Book (New York: Golden Press, 

196 f); 
Tinker and Tanker Out West (Garden City: Double- 

day, 1961; Eeltham, U.K.: Hamlyn, 1969); 
Tinker and Tanker and Their Spaceship (Garden 

Caty: Doubleday, 1961); 
Tinker and Tanker and the Pirates (Garden City: Dou- 

bleday, 1961); 
Tinker and Tanker, Knights of the Round Table (Gar- 

den City: Doubleday, 1963; Eeltham, U.K.: 
Hamlyn, 1969); 

Tinker and Tanker in Africa (Garden City: Double- 
day, 1963; Eeltham, U.K.: Hamlyn, 1969); 

What Animals Do (New York: Golden Press, 1963); 
Richard Scarry’s Best Word Book Ever (New York: 

Golden Press, 1963; London: Hamlyn, 1964); 
The Rooster Struts (New York: Golden Press, 

1963); republished as The Golden Happy Book 

of Animals (New York: Golden Press, 1964); 
Busy, Busy World (New York: Golden Press, 1965; 

London: Hamlyn, 1966); 
The Bunny Book (New York: (k)lden Press, 1965; 

London: Ciolden Pleasure, 1966); 
Storybook Dictionary (New York: Golden Press, 

1966; London: Hamlyn, 1967); 
Is This the House of Mistress Mouse? (New York: 

(iolden Press, 1966); 
Planes (New York: Golden Press, 1967); 
Trains (New York: Golden Press, 1967); 
Boats (New York: Golden Press, 1967); 
Gars (New York: (iolden Press, 1967); 
Best Storybook Ever (New York: (iolden Press, 

1968; London: Hamlyn, 1970); 
llie Early Bird (New York: Random House, 1968; 

London: (iollins, 1970); 
What Do People Do All Day? (New York: Random 

House, 1968; London: Collins, 1968); 

Richard Scarry 

The Adventures of Tinker and Tanker, includes Tin- 

ker and Tanker, Tinker and Tanker Out West, 

and Tinker and Tanker and Their Space Ship 

(Garden City: Doubleday, 1968); 
Richard Scarry’s Teeny Tiny Tales (New York: 

Golden Press, 1969; Eeltham, U.K.: Ham- 
lyn, 1970); 

The Great Pie Robbery (New York: Random House, 
1969; London: Collins, 1969); 

The Supermarket Mystery (New York: Random 
House, 1969; London: Collins, 1969); 

Richard Scarry’s Great Big Schoolhouse (New York: 
Random House, 1969; London: Collins, 
1969); 

More Adventures of Tinker and Tanker, includes Tin- 

ker and Tanker and the Pirates, Tinker and 
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Tanker, Knights of the Round Table, and Tinker 

and Tanker in Africa (Garden City: Double- 

day, 1971); 

ABC Word Book (New York: Random H oiise, 

1971; London: Collins, 1972); 

Richard Scarry’s Best Stories Ever (New York: 

Ciolden Press, 1971); 

Richard Scarry’s Fun with Words (New York: 

Ciolden Press, 1971); 

Richard Scarry’s Going Places (New York: Golden 

Press, 1971); 

Richard Scarry’s Great Big Air Book (New York: 

Random House, 1971); 

Richard Scarry’s Things to Know (New York: 

Ciolden Press, 1971); 

Funniest Storybook Ever (New York: Random 

House, 1972; London: Collins, 1972); 

Nicky Goes to the Doctor (New York: Golden Press, 

1972; London: Hamlyn, 1972); 

Richard Scarry’s Great Big Mystery Book, includes 

The Great Pie Robbery and The Supermarket Mys- 

tery (New York: Random House, 1972); 

Richard Scany’s Hop Aboard, Here We Go (New 

York: Golden Press, 1972); 

Babykins and His Family (New York: Golden Press, 

1973); 

Silly Stories (New York: Golden Press, 1973); 

Find Your ABG’s (New York: Random House, 1973); 

Richard Scarry’s Please and Thank You Book (New 

York: Random House, 1973; London: 

Hamlyn, 1973); 

Richard Scarry’s Best Rainy Day Book Ever (New 

York: Random House, 1974; London: 

Hamlyn, 1975); 

Cars and Trucks and Things That Go (New York: 

Golden Press, 1974; London: Collins, 1974); 

Richard Scarry’s Great Steamboat Mystery (New 

York: Random House, 1975; London: Col- 

lins, 1976); 

Richard Scarry’s Best Gounting Book Ever (New 

York: Random House, 1975; London: Col- 

lins, 1976); 

Richard Scarry’s Animal Nursery Tales (New York: 

(iolden Press, 1975; London: C^lollins, 1975); 

Richard Scarry’s All Day Fong (New York: Golden 

Press, 1976); 

Early Words (New York: Random House, 1976; 

London: (4)llins, 1977); 

Richard Scarry’s (d)lor Book (New York: Random 

House, 1976; London: (4)llins, 1977); 

Richard Scarry’s Busiest People Ever (New York: Ran- 

dom House, 1976; London: (k)llins, 1977); 

Richard Scarry’s Collins Cubs (London: (4)llins, 

1976); 

Richard Scairy’s Picture Dictionary (London: C4)l- 

lins, 1976); 

Learn to Count (New York: Golden Press, 1976); 

All Year Long (New York: Ciolden Press, 1976); 

Richard Scarry’s At Work (New York: Ciolden Press, 

1976; London: Hamlyn, 1985); 

Short and Tall (New York: Golden Press, 1976); 

Richard Scarry’s My House (New York: Golden 

Press, 1976; London: C.ollins, 1982); 

Richard Scarry’s On Vacation (New York: Golden 

Press, 1976); 

Richard Scarry’s About Animals (New York: Golden 

Press, 1976); 

Richard Scarry’s On the Farm (New York: Golden 

Press, 1976; London: Collins, 1979); 

Richard Scarry’s Lowly Worm Storybook (New York: 

Random House, 1977); 

Richard Scarry’s Best Make-R Book Ever (New York: 

Random House, 1977; London: Collins, 

1978); 

In My Town (New York: Golden Press, 1978; Lon- 

don: Hamlyn, 1985); 

Richard Scarry’s Little Bedtime Book (New York: Ran- 

dom House, 1978; London: Collins, 1978); 

Richard Scarry’s Little Counting Book (New York: 

Random House, 1978); 

Richard Scarry’s Little Word Book (New York: Ran- 

dom House, 1978): 

Richard Scarry’s Postman Pig and His Busy Neighbors 

(New York: Random House, 1978; London: 

Fontana, 1979); 

Richard Scarry’s Lowly Worm Sniffy Book (New 

York: Random House, 1978); 

Richard Scarry’s Mr. Eixit and Other Stories (New 

York: Random House, 1978; London: Col- 

lins, 1978); 

Richard Scarry’s Best First Book Ever (New York: Ran- 

dom House, 1979; London: Collins, 1980); 

Richard Scarry’s Mix or Match Storybook (New York: 

Random House, 1979; London: C.ollins, 

1980); 

Richard Scarry’s Peasant Pig and the Terrible Dragon 

(New York: Random House, 1980; London: 

Collins, 1981); 

Richard Scarry’s Lowly Worm Word Book (New York: 

Random House, 1981); 

Richard Scarry’s Pig Will and Pig Won’t: A Book of 

Manners (New York: Random House, 1982; 

London: C4)llins, 1984); 

The Best Mistake Ever! (New York: Random 

House, 1984; London: (a)llins, 1985); 

Richard Scarry’s Biggest Word Book Ever! (New 

York: Random House, 1985); 
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My First Word Book (New York: Random House, 
1986); 

Fun with Letters (New York: Random House, 1986); 

Fun with Numbers, 3 volumes (New York: Random 

House, 1986); 

Fun with Words (New York: Random House, 1986); 

Fun with Readins: (New York: Random House, 

1986); 

Lowly Worm’s Schoolbag (New York: Random 

House, 1987). 

SELECTED BOOKS ILLUSTRATED: Kathryn 

Jackson, Let’s Go Fishing (New York: Simon 

Sc Schuster, 1949); 

Jackson, Mouse’s House (New York: Simon Sc 

Schuster, 1949); 

Jackson, Duck and His Friends (New York: Simon 

Sc Schuster, 1949); 

Jackson, Brave Cowboy Bill (New York: Simon Sc 

Schuster, 1950); 

Jackson, The Animals’ Merry Christmas (New York: 

Simon Sc Schuster, 1950; Eeltham, U.K.: 
Hamlyn, 1969); 

Oliver O’Connor Barret, Little Benny Wanted a 

Pony (New York: Simon Sc Schuster, 1950); 

Patricia Scarry, Danny Beaver’s Secret (New York: 

Simon Sc Schuster, 1953); 

Leah Gale, The Animals of Farmer Jones (New York: 

Simon Sc Schuster, 1953); 

Margaret Wise Brown, Little Indian (New York: 

Simon Sc Schuster, 1954); 
Patricia Scarry, Pierre Bear (New York: Golden 

Press, 1954); 

Jane Werner, Smokey the Bear (New York: Simon 

Sc Schuster, 1955); 

Mary Maude Reed, My First Golden Dictionary 

Book (Racine, Wis.: Western, 1957); 

Patricia Scarry, Just for Fun (New York: Golden 

Press, 1960); 
Jean Selligman and Levine Milton, Tommy Visits 

the Doctor (Racine, Wis.: Western, 1962); 

Edward Lear, Nonsense Alphabet (Garden City: 

Doubleday, 1962); 

Peggy Parish, My Golden Book of Manners (New 

York: Golden Press, 1962); 

Barbara Shook Hazen, Rudolph the Red-nosed Rein- 

deer (New York: Golden Press, 1964); 
Jackson and others. My Nursery Tale Book (Racine, 

Wis.: Western, 1964); 

Jackson and others. The Golden Book of 365 Stories 

(New York: Golden Press, 1966); 

Ole Risom, / Am a Bunny (New York: Ciolden 

Press, 1966); 

Roberta Miller, Chipmunk’s ABC (New York: 

(iolden Press, 1976). 

OTHER: Jean de La Fontaine, Fables, edited, trans- 

lated, and illustrated by Scarry (Garden 

City: Doubleday, 1963). 

Young readers of a Richard Scarry book 

will not learn about the world in a deep or philo- 

sophical way. In contrast to the imaginative brood- 

ing in a Maurice Sendak work or the peculiar 

happiness of a Mercer Mayer book. Scarry’s 

books focus on fun and information. As a cre- 

ator of mass-market children’s books. Scarry has 

achieved astronomical success, and although he 

has never received the prestigious Newbery or 

Caldecott Medals (though he did win an Edgar 

Allan Poe Special Award in 1976), his work 

draws praise from a larger critical group—the tod- 

dler and tricycle set. At this age children want to 

learn about the new world and to know how it 

works. Scarry’s simplified, labeled drawings offer 

them a vehicle for understanding it. 

Many new parents’ bookshelves probably 

have at least one Scarry selection on them, for he 

has produced just about every type of book imag- 

inable. Animal stories, humorous stories, mystery 

stories, picture dictionaries, alphabet books, count- 

ing books, primers, amusement, and handicraft 

books all have the unmistakable Scarry trade- 

marks: fanciful round-cheeked animals and an 

abundance of detail. The residents of Scarryland 

are strictly anthropomorphized animals who com- 

pletely lack the particular characteristics one 

would attribute to animals. If an owl flies, she 

takes an airplane; if a cat is undressed, he is a 

streaker. 

Scarry defended his animals-only formula 

to Arthur Bell in Publishers’ Weekly by stating that 

he thinks “children can identify more closely with 

pictures of animals than they can with pictures of 

another child. They see an illustration of a blond 

girl or a dark-haired boy, who they know is some- 

body other than themselves, and competition 

creeps in. With imagination—and children all 

have marvellous imagination—they can easily iden- 

tify with an anteater who is a painter or a goat 

who is an Indian. . . .” In fact. Scarry believes so 

strongly in the method of creating animals based 

on human beings that he refused to remove the 

pigs from the Egyptian editions of his books (his 

books have not been translated into Arabic, 

though they have been translated into twenty- 

eight other languages). 

If one finds little illogical fantasy in Scarry’s 

books one does find many intensely active pic- 
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tures. Spread across sturdy oversized pages are 

the concrete details of a crowded and comical soci- 

ety. Similar to a comic book in a different for- 

mat, Scarry “tries to tell his stories almost 

entirely in pictures, with words functioning 

mainly to link the pictures together.” His 

crowded scenes not only afford mental stimula- 

tion by allowing a child to discover new things 

not previously seen but they also offer a vision of 

the complexities of realistic life that is funny, inter- 

esting, and palatable. When at his best, Scarry’s 

whimsical caricatures clearly outshine his simplis- 

tic narrative style. 

A Scarry book usually depicts a utopian 

world where involvement, happiness, and affec- 

tion prevail. His subjects include home life, behav- 

ior, occupations, numeration, language arts, and 

medical care, and the same cast of characters ap- 

pears repeatedly. Personable, versatile, heroic, en- 

ergetic characters such as Sergeant Murphy, 

Lowly Worm, Sam and Dudley, or Huckle Cat con- 

stantly learn how things work, are constructed, 

or function in a world where crazy things hap- 

pen. Their madcap antics provide educational 

value as well as entertainment for the pre- 

schooler who finds a bourgeois society familiar. 

As reported by Rob Wilder in Parents’ Magazine, 

Scarry believes that “children learn from a story 

and they grow attached to it.” His strangely fetal, 

cherubic characters become irrepressible, conge- 

nial companions for a child by courting disaster 

and near calamity in many daily activities. 

Richard McClure Scarry was born in Bos- 

ton, Massachusetts, on 5 June 1919 to Barbara 

McClure and John James Scarry. His father’s 

small chain of department stores provided the 

family with a comfortable income. He recalls 

being exposed to animal books at an early age, 
such as certain works by Thornton Burgess. 

An unenthusiastic student, Scarry took' five 

years to get through high school, tried Har- 

vard, and laughingly admits that no college 

would have him because of his poor academic 

record. After a short stint in the Boston Business 

School at his father’s urging. Scarry settled into 

the Boston Museum School of Fine Arts 

Irom 1938 to 1941 to study drawing and paint- 

ing. 

From 1941 through 1946 Scarry served in 

the U.S. Army, claiming that his acutely myopic vi- 

sion encouraged the military to draft him instead 
of letting him volunteer. With typical humor he 

says, the Army “thought 1 would make a good 

radio repair man. My exam mark was minus thir- 

teen, so they decided to make me a Corporal.” 

Scarry entered special service school and under- 

took a tour of duty in North Africa during 

World War 11. As an art director for the Morale 

Services Section he drew maps and designed 

graphics for troop entertainment, information, 

and education, and eventually rose to the rank of 

captain. After leaving the army Scarry moved to 

New York City to pursue a career as a free-lance 

commercial artist. He spent many of his first 

years illustrating other authors’ juvenile books, 

an activity which, as he described it to Justin Win- 

tie and Emma Fisher in The Pied Pipers: Interviews 

with the Influential Creators of Childrens Literature 

(1974), was often “dull, cut and dried, and with- 

out lightness.” 

During his free-lance period he met Patsy 

Murphy, from Vancouver, British Columbia, 

who, he says, writes kids’ books, “but can’t draw.” 

After being married in 1949, the couple lived on 

a farm in Ridgefield, Connecticut, and collabo- 

rated on several books. In 1953 Richard McClure 

(Huck) Scarry H was born. Influenced by his fa- 

ther’s profession (although not his style), Huck 

Scarry is also a successful author-illustrator of 

children’s books. The family later moved to 

Westport, Connecticut, but working in his third- 

floor studio and being active in community 

projects could not balance the elder Scarry’s 

passion for snow skiing. In 1968 the Scarry fam- 

ily moved to a chalet in Gstaad, Switzer- 

land. 

One of the hallmarks of the Scarry style is 

his ability to focus on variant forms of a charac- 

ter’s activities. For example, the Tinker and 

Tanker series takes a rabbit and a hippopotamus 

out west, through Africa, up in a spaceship, and 

to Tootletown, where they either fight pirates, 

meet knights of the round table, or learn construc- 

tion techniques. Although the various versions of 

Tinker and Tanker’s adventures have been 

highly successful (including a coloring book), it 

was not until 1963 that Scarry achieved a real com- 

mercial success with the publication of Richard 

Scarry’s Best Word Book Ever, which is still a best- 

seller. 

Richard Scarry’s Best Word Book Ever contains 

more than 1,400 defined and illustrated objects 

which can engage a preschooler’s interest by the in- 

fectious vitality and purposefulness of the selec- 

tions. The book not only labels objects and 

concepts for easy comprehension but also pro- 

vides social comment about socialization and cul- 

tural conformity. For example, in “Fhe New 
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Dust jacket for a later edition of Scarry’s most popular work 

(Random House) 

Day” the reader can watch Little Bear’s morning 

routine, noting that he helps with the dishes, or 

can follow in “Toys” simple declarative and inter- 

rogative sentences suggesting the advantages of 

sharing and good sportsmanship. Scarry shows 

that competition can be a part of friendship by say- 

ing that “When you play with toys, it is more fun 

if you share them with your friends. When you 

play games you may win and sometimes you may 

lose. Bear is a good sport. He is losing a game, 

but he might win next time.” 

Other stories in the volume, such as “In the 

City,” show, by a panorama of detail, the impor- 

tance of safety when crossing streets, while “Keep- 

ing Healthy” applauds a doctor and a dentist as 

best friends who know that a healthy smile is a 

happy one. Although the author tries to show in 

these stories that children of different back- 

grounds can have a good time together, often his 

menagerie of characters lacks the individualized 

distinctions to make this point clear. A variety of 

animal sounds for “good night” in “Last Words” 

may not be a forceful enough example of individu- 

ality for visual learners. Richard Scarry’s Best Word 

Book Ever also well illustrates Scarry’s typical signa- 

ture: titles which are never given to understate- 

ment. 

While animal books such as The Rooster 

Struts (1963) pleasantly depict the habits and be- 

havior of animals, later comic caricatures in the 

well-known Busy Busy World series are consid- 

erably more fun. Busy, Busy World (1965) is a de- 

lightful book containing thirty-three international 

adventures full of slapstick humor and madcap 

accident-prone antics. In “Sergeant Yukon of the 

Canadian Mounties” a trim young raccoon pro- 

tects the peace in Goldtown when two bullies, wolf- 

ish Tundra Pete and grizzly Klondike Kid, 

terrorize the town by grabbing, splashing, and hit- 

ting. Because Mounties always get their men, the 

troublemakers are taken to jail where they stay 

until they learn “not to be bullies any more.” 

Scarry’s definitions of meanness and brav- 

ery have an emotional transparence to them, and 

in stories such as “Pierre, the Paris Policeman” or 

“Good Luck in Rome” he seems to show that set- 

backs and near calamities frequently occur 

through no fault of one’s own. In the latter story 

an accident-prone jewel thief literally lands in hot 

water after a furious chase scene (through a motor- 

ist’s nightmare) past Notre Dame. The only pun- 

ishment for the theft is a brief interlude when 

both representatives of law and disorder sit down 

to share a bowl of soup, with a promise that the un- 

successful thief will return to make “Robber 

Soup” again in the future. The story clearly im- 

plies that discipline intending rehabilitation 

rather than restriction is “a good idea.” 

In some selections Scarry’s Pollyanna opti- 

mism is pushed to extreme. When Federico and 

Maria ask a carabiniere for directions to an impor- 

tant landmark in “Good Luck in Rome” their run- 

away car (“for some reason which can’t be 

explained”) careens around street vendors’ gelati, 

bumps into plates of pasta, tumbles down a road 

of narrow steps, and lands squarely in the middle 

of the very fountain that they were looking for. 

Disaster is magically transformed into delight 

when the soggy Maria and startled Federico are 

told, “Most people have good luck by putting 

only a penny in the fountain. But look! You have 

put your car in! Yes, you will surely have good 

luck!” 
Similarly, in “Couscous, The Algerian De- 

tective,” a master of disguise (so good in fact that 

he is indistinguishable from the other characters 

in the story) goes to Pepe le Gangstair’s den imper- 

sonating the dancing girl Fatima. After a very 

brief seduction scene Algiers’s criminal element is 

surprised and captured. In Scarryland all protago- 

nists are very clever fellows indeed. 

Stories of domestic life are often not as satis- 
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fying as Scarry’s exotic adventures. For example, 

Is This the House of Mistress Mouse? (1966) is a 

small spiral-bound volume with a large hole in 

the center of the pages for inquisitive young fin- 

gers to poke through. Although this book, like 

Richard Scarry’s Lowly Worm Sniffy Book (1978), in- 

vites reader participation with a scratch-and-sniff 

technique, both the story and the illustrations are 

overly cute. Basically, a child is asked to sympa- 

thize with Mr. Mouse, “who lived alone and was 

very lonely.” A letter from Miss Mouse initiates 

his quest for companionship on a fuzzy seat, past 

a fuzzy cat, by a frumpy hen, near a fierce lion. 

Connubial bliss is finally achieved for the Mouses 

in a scene which epitomizes Scarry’s desire for 

the ideal life in his books. 

The basic values that underlie Scarry’s do- 

mestic situations are extremely traditional and 

sometimes old-fashioned. Such simplified notions 

of family life may appeal to a toddler who is exper- 

iencing insecurity at his or her stage of shifting in- 

dependence. However, such concepts can quickly 

become inane to a youngster who has outgrown 

them. 

Some of Scarry’s most successful ventures 

have been his picture dictionaries. One of the 

best is Storybook Dictionary (1966), which contains 

more than 700 entries with 1,600 variant forms 

and labels and includes words and concepts. 

Each entry tells a separate and complete story. 

For example, for the word “fish” three “members 

of the Fish Chowder Club are eating fish chow- 

der and telling/w/i stories” and admonish one ren- 

egade member to “Stop floundering in the 

chowder. Flounder!” However, Scarry’s tech- 

nique of setting key words in bold type is not as ef- 

fective here as in alphabet books such as ABC 

Word Book (1971) or Find Your ABC’s (1973). In 

these alphabet books either a brief story for each 

letter of the alphabet contains the letter printed 

in red in the text or two detectives enlist the read- 

er’s help in finding them. 

Although Storybook Dictionary obviously has a 

definite educational purpose—encouraging letter 

and word recognition or stimulating spelling and 

sentence construction-the book contains no rules 

and “teaches” by providing examples in attention- 

getting contexts. Ultimately it is Storybook Diction- 

ary’s, nutty and winning humor rather than its 

practical application that makes this book a 

Scarry classic. With almost urbane adult humor a 

cast of animal characters is introduced in bright 

colors and small pictures that invite repeated 

browsing. 1 he fact that verb forms are often com- 

plicated and phrases are seldom simple does not 

seem to bother Haggis the Scottie, Hepzibah the 

Hedgehog, or Bilgy the tiger Fishhead. However, 

a five-to-seven-year-old reader will probably be 

pleasantly baffled. 

Many of the characters who appear in Story- 

book Dictionary reappear as residents of Busytown 

in What Do People Do All Day? (1968). Farmer 

Goat, Mayor Fox, Huckle Cat, Lowly Worm, or Ser- 

geant Murphy are all workers, “so that there will 

be enough food and houses and clothing for 

their families.” In fact in Busytown everyone is a 

helper, and work is of paramount importance. So- 

ciety is highly productive and technological; work 

is equated with personal satisfaction and social tra- 

dition. In “Everyone is a Worker” all debts and 

credits are viewed as profits rather than losses. 

Farmer’s wife received new earrings (eggbeat- 

ers) from the sale of the crops, and Grocer 

Cat purchases a new dress for Mommy Cat. 

Scarry’s comment that Mommy Cat “earned it by 

taking such good care of the house” has raised 

more than a few feminists’ eyebrows. 

Many of the stories in What Do People Do All 

Day? place an emphasis on women in domestic 

roles. “Mother’s Work is Never Done,” for exam- 

ple, stresses a daily feminine routine of house- 

work and child care. When Daddy returns from 

work outside the home, his overweight physique 

breaks the children’s bed, and Sally and Harry 

sleep with Mommy while Daddy has a bed to him- 

self. Scarry responds to feminist criticism of this 

work and others like it which depict stereotyped 

sexual role models by saying, “the criticism is 

valid in some instances. . . . But I still like moth- 

ers to wear aprons. If a father is washing dishes 

he wears an apron too.” 

The majority of the stories in What Do Peo- 

ple Do All Day? are informative and thought pro- 

voking. Huckle’s loneliness is satisfied in 

“Building a New House” when residential con- 

struction begins next door. Not only does he 

learn simplified construction techniques such as 

laying the foundation or framing the house but 

he also learns that Stitches the tailor and his abun- 

dant family are moving into it. Occupations are 

frequently not as important as the concepts and 

procedures behind them, and Scarry takes on com- 

plex subjects such as wood and how it is used; dig- 

ging coal to make electricity work; building a new 

road; cotton and how it is used; where bread 

comes from; and how water is made to work for so- 

ciety. The author does take some artistic liberties 

(the pipes may not connect at exactly the right 
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A RANDOM HOUSE BOOK 

Dust jacket for the abridged edition of Scarry’s 1968 hook in 

which he portrays a variety of animal characters in many differ- 

ent professions (Random House) 

point), but the information has been researched 

and simplified so that the underlying concepts 

are easily understandable. Scarry is always willing 

to adapt the facts to make the tone and level appro- 

priate for a young reader. 

In his mystery series, The Great Pie Robbery 

(1969), The Supermarket Mystery (1969), and Rich- 

ard Scarry’s Great Steamboat Mystery (1975), super 

sleuths Sam Pig and Dudley Cat are definitely soft- 

boiled rather than hard-boiled detectives. They lit- 

erally track down shoplifters who take pies from 

Ma Dog’s bakery and purloin tenderloins, ba- 

nanas, and bread from the grocery. The myster- 

ies are particularly effective because Scarry 

follows the tried and true formula of the genre: 

the thieves are present (indeed underfoot) in 

many scenes, completely unknown to the heroes. 

Richard Scarry’s Great Steamboat Mystery is the 

most intriguing story in the series. Here Sam and 

Dudley are hired to protect the wedding presents 

at a costume party aboard Steamboat Sally. Al- 

though their method of entrapment probably 

would not hold up in a court of law, the stolen 

pearls are recovered, and the wedding party is a 

merry time for all. In each of these mysteries the 

author does not try to control the vocabulary 

used in the prose, and there seems to be a particu- 

lar disparity between the illustrations and the text. 

Some of the best illustrations of rural or 

urban activity are spread across the pages of Rich- 

ard Scarry’s Great Big Schoolhouse (1969) and Rich- 

ard Scarry’s Great Big Air Book (1971). As a young 

reader follows the academic adventures of 

Huckle, the author’s message is clearly that the 

obedient animals set good examples for their 

human counterparts to follow. Cla^ssroom activi- 

ties and lessons about shapes, counting, or pen- 

manship are provided under Miss Honey’s 

tutelage. And while her almost saccharine pa- 

tience with troublesome students would probably 

make most teachers shudder. Miss Honey is defi- 

nitely Scarry’s portrait of the ideal teacher be- 

cause of her ability to engage her class in creative 

lessons. Of course. Scarry cannot resist including 

one of his previous books on Miss Honey’s read- 

ing list. 

Richard Scarry’s Great Big Air Book not only ex- 

plains many basic principles behind modern tech- 

nology but it also demonstrates a variety of ways 

that air is used in modern rural and urban socie- 

ties. Miss Honey points out the capability of the 

spring season’s winds; Charlie Crow shows the 

techniques that made the Wright brothers fa- 

mous; and World War I flying ace Rudolf Stru- 

del performs aerobatic maneuvers. Nearly all the 

stories have built-in safety messages for children 

and some small visual non sequitur which is guar- 

anteed to catch the eye. 

The most interesting story in Great Big Air 

Book is “Air Pollution,” for it is the first indica- 

tion in the corpus of Scarry’s work that there is 

trouble in paradise. Father Cat begins his walk 

through an urban wasteland wearing a white suit 

and smoking a big cigar. “Down at the water- 

front, where the city garbage is being burned,” 

he watches some fishermen catch old rubber 

boots. When Father Cat returns home after his 

quest he remarks with shocked dismay, “My 

new white suit! It’s filthy! Why don’t they 

do something about that dirty, polluted air?” 

Mother Cat points out that Father Cat has lost 

his moral authority by contributing to the 

problem by smoking a cigar. She says, “None 

of us should burn things any more than we 

have to ... if we want to keep our air fresh 

and clean.” Even Mother Cat is burning some- 

thing in the kitchen as she admonishes her hus- 

band. 
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Nicky Goes to the Doctor (1972) also reminds 

the reader that you can be your own worst en- 

emy. Any new parent who knows that a Band- 

Aid is almost as effective as kissing hurts on a 

young toddler’s scraped knees will find the pages 

of this book a delight. The opening page shows 

over 200 Band-Aids flying out of a container 

strongly akin to Pandora’s box. Although Nicky 

Bunny is only seeking medical attention for a 

checkup, the oversized drawings and straightfor- 

ward text reassure Nicky and his readers that 

there is nothing to worry about. With a wonder- 

ful play on words, Scarry points out that anticipa- 

tion often far exceeds the event. After his visit, 

Nicky’s brothers and sisters all want to visit the 

doctor too. The children are reminded to “be pa- 

tient,” for Scarry is never pedantic about good be- 

havior. In works like Nicky Goes to the Doctor or 

Richard Scarry’s Please and Thank You Book (1973) 

good manners are more than the mark of a profes- 

sion or the endorsement of convention. Good be- 

havior is always defined as physical and mental 

respect for another person. 

An effective use of the grail legend can be 

seen in Richard Scarry’s Peasant Pig and the Terrible 

Dragon (1980). Busylande is a land of petty 

princes warring against one another. Society is po- 

larized: the peasants thrash wheat and make 

grape juice while the royalty of the court dances 

before supper time. In a Tennysonian vein, 

under the conditions of luxury and play the will 

to perfection flags—for all except Princess Lily 

(who resembles a Hyacinth girl far more than 

Miss Piggy) and the very pleasant Peasant Pig. 

Peasant Pig wants very much to be a knight and 

is unwavering in his devotion to Lily. His mascu- 

line strength and earthy attention impress those 

around him. His whole impulse is to create har- 

mony, order, and grape Juice. 

H owever, the territory is menaced by ban- 

dits and outlaws—the dreadful Sir Morbert and 

his gang (Merbert, Orgbert, Egbert, and Sherbert) 

—who implement foreshadowings of war by terror- 

izing the land in a dragon costume. They kidnap 

Princess Lily and put her to work making grape 

juice. Lowly Worm purges the land by mixing 

soap in the grapes, thus rendering evil powerless 

while purifying the soul. Peasant Pig completes 

the achievement of order by disrobing the 

dragon and wearing the costume to frighten the 

marauders away from their evil purposes. Faith, 

obedience, fidelity to duty, and loving gratitude 

are the means by which true wisdom is achieved 

in Busylande. False appearances always need to 

be sorted out from interior realities. 

The Joyful celebration of Peasant Pig’s 

knighthood shows that devout humanity, integ- 

rity, and order are the fabric a united society is 

made of. Lowly Worm’s final Joke—Jumping out 

of Big Hilda’s beautiful new cake wearing a little 

dragon costume—suggests that outward signs of 

status are not as viable as acute perceptions of in- 

ward nobility for determining worth in man. Of 

all the Scarry books to date. Peasant Pig and the Ter- 

rible Dragon seems to have the greatest philosophi- 

cal insight and literary merit. 

In the thirty-six years that Richard Scarry 

has been working as a children’s author and illus- 

trator there have been really only minor changes 

in his themes and techniques. Anyone over six 

can easily tire of seeing the placid, clonelike faces 

that appear and reappear in subsequent editions 

and versions of the same story. In many cases the 

alternate version of a story is not as lively as its 

predecessor. Since the early 1970s he seems to 

have produced many books of amusement (pop- 

up books, scratch-and-sniff books, coloring 

books, cardboard poster books) and fewer works 

which could be classified as Juvenile fiction or gen- 

uine picture books. The inexpensive prices and 

oversize format lend Scarry’s books to home use 

rather than as classroom schoolbooks, and they 

tend to be quickly outgrown by the preschooler 

when he or she begins formal education. 

Two of the main types of critical responses 

to Richard Scarry’s books have focused on vio- 

lence and sexism. Scarry has been faulted fre- 

quently for portraying too much violence, and 

accidents certainly do abound in his world. Al- 

though moments of impact are frequently left to 

the imagination, few pages lack some kind of colli- 

sion course. Scarry defends himself by saying, 

some people “say I include too much violence, 

but it’s not true violence: it’s fun.” Cars pile 

up, characters slip on banana peels, and cus- 
tard pies land squarely on smiling faces. Violence 

here is often psychological as well as physical, 

and Scarry admits that “the only thing that really 

suffers is dignity.” Scarryland has very few bad 

characters really. Bullies nearly always get their 

Just rewards. In Peasant Pig and the Terrible 

Dragon, for example. Sir Morbert and his very 

nasty gang are sent to the castle dungeon and 

put to work making soap. Scarry is not very inter- 

ested in portraying villains. 

Scarry’s female characters are by and large 

harried but happy housewives who keep the 
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Sketches jar Lowly Worm’s Schoolbag (©Richard Scarry 1987) 

256 



DLB 61 Richard Scarry 

home fires burning. In general, they lack emo- 

tional and intellectual depth. Although Scarry is 

somewhat defensive about charges of sexism, his 

subsequent editions have yielded somewhat to 

the pressures of feminist ire. For example, Ms. 

Mouse is not only a cook and a housewife but 

also a painter, plumber, mechanic, bus driver, 

and fire fighter as well. More female characters 

such as Flossie the policewoman are involved in 

heretofore male-dominated occupadons. And he has 

adjusted tailoring features on his male and female 

characters to indicate gender. One character named 

Tom the Telephone Worker has appeared, appar- 

ently by editorial error, wearing a pink bow. Scarry 

might also pay a litde more attention to ethnic di- 

versity in his work. Although his books have 

been translated into twenty-eight foreign lan- 

guages, his appeal is directed predominantly to 

suburban American children rather than to those 

who find their playgrounds in the streets of the 

inner city. 

Since the 1970s Lowly Worm wiggles into 

more and more of Scarry’s pages, and he ap- 

pears to be the new star. He is a very fetching char- 

acter and perhaps emblematic of the Richard 

Scarry key to success. Scarry points out that to be 

a successful children’s author, “You have to be 

able to have a rapport with children—not talk 

above or beneath them. . . . You have to speak to 

them within the framework of their learning and 

experience and treat them with respect.” 

One of the greatest compliments any author 

can receive from a preschool audience is to have 

his or her books held together with more tape 

than there is paper in the book itself. Tearing is 

an accidental toddler pastime that often suggests 

a book is good enough to be reread. Richard 

Scarry’s books usually display an abundance of 

such mending. 

Interview: 

Justin Wintle and Emma Fisher, The Pied Pipers: In- 

terviews with the Influential Creators of 

Childrens Literature (New York: Paddington 

Press, 1974), pp. 64-76. 
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Maurice Sendak’s career as an illustrator of 

children’s books began in 1951 with the publica- 

tion of Marcel Ayme’s The Wonderful Farm. Since 

then he has illustrated over seventy books and 

has written and illustrated seventeen books of his 

own. Drawing on the great tradition of nineteenth- 

century book illustration, Sendak has forged a 

unique visual vocabulary and artistic style, at 

once rooted in the past yet contemporary in 

spirit and approach. His works, internationally ac- 

claimed, include some of the best-loved books for 

children of recent years. 

Beginning with the appearance in 1963 of 

his most famous and popular work, Where the 

Wild Things Are, both critical acclaim and contro- 

versy have heralded the publication of almost 

each new book. Credited by many critics and schol- 

ars as being the first artist to deal openly with 

the emotions of children, Sendak’s honesty has 

troubled or frightened many who would wish to 

sentimentalize childhood—to shelter children 

from their own psychological complexity or to 

deny that this complexity exists. 

Sendak’s lasting contribution to the litera- 

ture of childhood is evidenced by the critical ac- 

claim his work has received. In addition to 

numerous other honors, Sendak has been pre- 

sented three of the most important international 

awards for excellence in children’s book illustra- 

tion: the C^aldecott Medal in 1964 for Where the 

Wild Things Are, the Hans Cdiristian Andersen 

Award (1970), and the Laura Ingalls Wilder 

Medal (1983) for the body of his work. 

Sendak has said that if he has an unusual 

gift, it is not that he draws or writes better than 

other artists but that he has the ability to recall 

the emotional quality of specific moments in child- 

hood. Given this reflection, a consideration of 

the nature of Sendak’s childhood is especially im- 

portant to an understanding of his art. Maurice 

Bernard Sendak was born on 10 June 1928, in 

Brooklyn, New York. His parents, Philip and 

Sarah Schindler Sendak, were both Polish immi- 

grants who had come to New York from small Jew- 

ish villages outside Warsaw before World War 1. 

His sister Natalie was nine and his brother Jack 

was five when he was born. 

Undoubtedly one of the major influences 

which shaped his childhood was the experience 

of being a first-generation American. According 

to Sendak, the two dominant figures of his child- 

hood were Mickey Mouse and his maternal grand- 

father. The image of Mickey Mouse, who was 

“born” the same year as Sendak, bombarded and 

delighted the artist throughout his childhood. 

His severe and bearded maternal grandfather, 

who had died long before Sendak’s birth, was 

known to the artist only from a large, faded fam- 

ily photograph. 

These images comprise a significant distilla- 

tion of the two major forces at conflict during 

Sendak’s youth. The artist has described his child- 

hood as having been strangely concocted of dispa- 

rate elements from both the Old and New 

Worlds. On the one hand, he was exposed to the 

most intoxicating and bustling of modern Ameri- 

can cities. Juxtaposed to this experience of mod- 

ern American culture were his parents’ memories 

of life in the Old Country. Sendak has said that 

as a child he felt himself to be a part of both his 

parents’ past and modern American life. 

The memories of life in the Old Country 

shared by his parents were dramatically differ- 

ent. His mother described the terror of being hid- 

den with her brothers and sisters in the basement 

of her father’s store when Cossacks descended on 

their village. His father, on the other hand, came 

from a more affluent family and shared pleasant 

memories of a comfortable, middle-class village 

life. Both parents, however, seemed to have com- 

municated to their children a rather dark, pessi- 

mistic view of life, which Sendak appears to have 

spent much of his adult life trying to overcome. 

Although Sendak’s family was not particu- 

larly religious and usually went to synagogue 

only on High Holy Days, the artist’s Jewish heri- 
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Cover for Seneiak’s best-know7i work (Harper Row) 

tage has had a perceptible impact on his work. 

Some early reviewers of his illustrations felt that 

the children portrayed looked too European. 

Sendak affirmed that he had indeed drawn the 

greenhorn immigrant children he had known in 

Brooklyn in his youth. 

Sendak’s experience of the arts as a child 

was limited mostly to popular culture. He had lit- 

tle exposure to fine art or museums, music, or lit- 

erature; however, he delighted in the popular 

culture of the 193()s—comic books, cartoons, mov- 

ies, and radio. During his childhood, Sendak 

would accompany his parents each Friday eve- 

ning to the neighborhood movie theater. He espe- 

cially enjoyed going with his older sister to 

Manhattan to see movies at the Roxy or Radio 

Caty Music Hall, fhese films of the 1930s, such 

as Busby Berkeley musicals and Laurel and 

Hardy comedies, have had a profound influence 

on certain of his illustrations, most notably those 

for In the Night Kitchen (1970). 

Although Sendak has often described his 

childhood as a happy one, it would be difficult 

for an impartial observer to arrive at the same con- 

clusion. His father, a dressmaker and a partner 

in a shop called Lucky Stitching, suffered finan- 

cial hardship in the depression, but the family 

managed to maintain a solid, lower-middle-class 

standard of living. Plagued by serious illness in 

his early childhood, Sendak contracted a danger- 

ous case of measles followed by double pneumo- 

nia at age two and a half and later a case of 

scarlet fever at age four. Frail and sickly, he re- 

members being terrified of death as a child. The 

reversal in the family fortunes increased his par- 

ents’ anxiety about his health, and Sendak was an 

overprotected child. He has confided, “I was a mis- 

erable kid. I couldn’t make friends. I couldn’t 

skate great, I couldn’t play stoopball terrific. I 

stayed home and drew pictures. You know what 

they all thought of me: sissy Maurice Sendak. 

Whenever I wanted to go out and do something, 

my father would say, ‘You’ll catch a cold.’ And 1 

did. I did whatever he told me.” 

Sendak’s childhood was further complicated 

by his obesity, by his family’s frequent moves, 

and by his complete loathing for school. Self- 

conscious about being overweight, he remembers 

fondly one childhood best f riend who was even fat- 

ter than he was. During his childhood, landlords 

painted every few years. Rather than face this in- 

convenience, Sadie Sendak preferred a complete 

change of location if home life had to be inter- 

rupted anyway, fhe family moved into and out 
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of several Brooklyn Bensonhurst neighborhoods. 

()1 course, Sendak was happier and better ad- 

justed in some neighborhoods than others. These 

trecjuent moves must have been especially diffi- 

cult for a shy and withdrawn child. Never a partic- 

ularly successful student, Sendak has spoken at 

great length about his hatred for school. He de- 

spised being “cloistered” with other children and 

being forced to compete. He was often so uncom- 

fortable that he stammered. The artist has said 

that school stifles talented people and that those 

with talent should cultivate it in their own particu- 

lar way. 

Sendak developed a great love for books at 

an early age and decided while still very young 

to spend his life illustrating and making them. 

As young boys both Jack and Maurice Sendak 

made their own storybooks, combining newspa- 

per photographs or comic strip segments with 

drawings they made of family members. 

Perhaps because of his early illnesses and 

confinements in bed, Sendak developed a talent 

as a child for observing life. He seems to have 

known that he was already collecting the raw mate- 

rial he would use for his work. Some of his happi- 

est childhood memories are of listening to the 

“beautiful, imaginative tales” invented by his fa- 

ther, a marvelous improvisor who would “often ex- 

tend a story for several nights.” Sendak feels that 

his father’s stories were the first important 

source from which his work developed. Both 

sons seemed to have inherited their father’s gift 

for storytelling and later were to write books for 

children. 

Sendak’s high school years during the 1940s 

were very anxious ones for the family. His pater- 

nal grandfather died in Poland, the news arriving 

the day of Sendak’s bar mitzvah. Philip Sendak 

was unsuccessful in helping any of his brothers 

and sisters to escape from Poland, and they all per- 

ished in the Holocaust. Natalie’s fiance, a soldier, 

was killed during World War II, and Jack was sta- 

tioned in the Pacific. At Lafayette High School 

Sendak excelled in art but continued to be disinter- 

ested in other classes. He worked on the school 

yearbook, literary magazine, and newspaper. He 

also had a job with All-American Comics after 

school, working on background details for the 

“Mutt and Jeff” comic strip. During his vacations 

from high school, Sendak began to teach himself 

about illustration, and he created original draw- 

ings for a number of works including “Peter and 

the Wolf,” “ I he Happy Prince,” and “The Luck 

of Roaring Camp.” 

Upon graduation from high school in 1946, 

Sendak, not surprisingly, decided not to attend 

art school. He sought work as an illustrator but fi- 

nally landed a full-time job in the warehouse 

of a Manhattan window-display company called 

Limely Service. He remembers this period of his 

life fondly and describes it as one of the happiest 

times in his life. He was in Manhattan meeting 

the kinds of people he had not met in Brooklyn— 

“people who felt they were really artists and con- 

sidered their work for Timely Service as Just a 

job that enabled them to painj seriously at 

night.” Sendak moved away from home for the 

first time. After two years, he was promoted to a 

different department made up mainly of older 

people. Unhappy in this new environment, he 

left in the summer of 1948. 

Sendak has characterized the bleak summer 

which followed as, “Out of a job, out of sorts, 

and out of money, and—worse—having to live at 

home with my parents again.” He began seri- 

ously to sketch the street life of children he ob- 

served out his window. The artist borrowed from 

these sketches heavily for his early illustrations. 

He also gathered the raw material he was to use 

later to create Rosie, one of his best-loved charac- 

ters. 

During this same jobless summer, Maurice 

and Jack worked together to create models for 

six wooden mechanical toys. These toys were pat- 

terned after German eighteenth-century lever- 

operated toys and were designed to portray parts 

of corresponding nursery rhymes and fairy tales. 

Jack engineered the toys, Maurice painted and 

carved the figures and settings, and Natalie 

helped with the sewing. The brothers took the pro- 

totypes to the venerable Fifth Avenue toy store 

F.A.O. Schwarz, where the models were ad- 

mired; however, the brothers were told that the 

toys would be too expensive to mass produce. 

The trip to Schwarz proved to be important 

for Sendak for other reasons. Richard Nell, the 

window-display director, impressed with Sendak’s 

decoration of the models, of f ered him a job as an 

assistant in the preparation of the store’s window 

displays. For the next three years Sendak worked 

at Schwarz during the day and took evening 

classes at the Art Student’s League in oil paint- 

ing, life drawing, and composition. He was 

greatly influenced by his composition instructor, 

John Groth. While at Schwarz, he also used the re- 

sources of the children’s book department to ex- 

plore the history of children’s book illustration, 

gaining his first exposure to both the great 
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nineteenth-century illnstrators (Cieorge Cruik- 

shank, Walter C^rane, and Randolph Caldecott) 

and the new postwar European illnstrators (Hans 

Fischer, Felix Hoffmann, and Alois Carigiet). 

However, the most important thing that hap- 

pened to Sendak while he worked at Schwarz was 

meeting Ursula Norcfstrom, the distinguished 

children’s book editor at Harper and Brothers. 

In 1950 Frances Chrystie, the Schwarz book 

buyer, arranged for Miss Nordstrom to visit the 

Schwarz studio one spring afternoon to see 

Sendak’s pictures. She studied the work closely 

and called the next day to offer him the chance 

to illustrate Marcel Ayme’s The Wonderful Farm. 

Sendak gratefully accepted this opportunity and 

became “an official person in children’s books.” 

This rather inauspicious initial meeting 

proved to be the beginning of an important per- 

sonal and professional relationship for both par- 

ties. Of the debt he owes to Miss Nordstrom, 

Sendak has said, “she treated me like a hot-house 

flower, watered me for ten years, and hand- 

picked the works that were to become my perma- 

nent backlist and bread-and-butter support.” 

Nordstrom has said that Sendak is a genius and 

that “she can imagine no greater joy than that 

I’ve had working with him over the years and 

watching him develop.” 

In fact, Sendak had two commissions before 

his professional career as an illustrator began at 

Harper’s. During his senior year in high school 

he was hired by a teacher, Hyman Ruchlis, to illus- 

trate a physics textbook, Atomics for the Millions 

(1947). Thankful for this first opportunity, 

Sendak, never a science scholar, worked hard to 

keep the illustrations humorous but accurate. In 

1950 he received a commission, based on the rec- 

ommendation of children’s book artist Feonard 

Weisgard, from the United Synagogue Commis- 

sion on Jewish Education to illustrate Robert 

Garvey’s Good Shabbos, Everybody (1951), a story 

about the Sabbath. Although awkward, the illus- 

trations reveal Sendak’s characteristic emphasis 

on translating, according to his biographer, 
Selma (F Fanes, the “emotional reality of the 

text.” 

Although Sendak’s illustrations for The Won- 
derful Farm received generally favorable reviews, 

his first big success came with his illustrations for 

Ruth Krauss’s A Hole Is to Dig (1952). Fhis “con- 

cept book” has no plot; it consists of a group of 

children’s definitions collected by the author. 

Sendak was given this assignment only after it 

had been turned down by the established 

A FIRST BOOK OF FIRST DEFINITIONS 

i l? Ruth Krauss 
PICTURES BY Maurice Sendak 

Dust jacket for Ruth Krauss’s 1952 concept book, illustrated 

by Sendak (Harper) 

children’s book illustrator Nicolas Mordvinoff, 

who felt that it would be impossible to illustrate a 

book with no coherent text. Sendak was very ex- 

cited about the project and collaborated closely 

with Krauss on the illustrations. For this book, 

Sendak used a small format, sepia-tinted paper, 

and crosshatched pen-and-ink drawings to create 

a mid-nineteenth-century look. The charming chil- 

dren vigorously depicted owe much to the artist’s 

Brooklyn sketchbooks. The work received excel- 

lent reviews and after more than thirty years, it 

still sells thousands of hardcover copies a year. En- 

couraged by the success of A Hole Is to Dig, 

Sendak gave up his full-time job at F.A.O. 

Schwarz, moved into an apartment in (Greenwich 

Village, and became a free-lance illustrator. 

Sendak has called the years between 1951 

and 1962 his apprenticeship. During this period 

he illustrated dozens of books and wrote seven 

of his own. Speaking of these early' works, 

Sendak has acknowledged his debt to other illus- 

trators whose work he admired, explaining that 

he was “borrowing styles and techni(]ues shame- 

lessly, trying to forge them into a personal lan- 

guage. I was an arranger more than an 

innovator.” Despite this apology by the artist, his 
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early work was unusual for the period in that it 

was more nineteenth-century in spirit than mod- 

ernist or abstract. Sendak has often cited William 

Blake as one of the most important influences 

both on his artistic style and on his growing aware- 

ness of what a deadly serious business childhood 

really is. 

As the artist worked to master a variety of 

styles and techniques, some of his early illustra- 

tions were more successful than others. Particu- 

larly noteworthy are his sensitive pen-and-ink 

drawings for Meindert DeJong’s The House oj 

Sixty Fathers (1956), the childlike watercolors remi- 

niscent of the work of Chagall for Ruth Krauss’s 

(charlotte and the White Horse (1955), and the charm- 

ing pen-and-ink drawings with watercolor washes 

used in the four “Little Bear” readers written by 

Fdse Holmelund Minarik and set by Sendak in 

the Victorian period. The artist has said that he 

considers Little Bear (1957), the first installment 

in the series, to be “a perfect book.” 

Sendak is not so complimentary of his illus- 

trations for Seven Tales (1959) by Hans Christian 

Andersen, The Moon Jumpers (1959) by Janice 

May Udry, and The Tale of Gockel, Hinkel and 

Gackeliah (1961) by Clemens Brentano. Indeed 

much of Sendak’s work during his years of appren- 

ticeship is of interest now only because it chroni- 

cles the development of his artistic style and 

reveals the evolution of the themes he was to pur- 

sue in his mature work. 

Sendak’s first book, Kenny’s Window (1956), 

tells the story of a young boy, Kenny, who awak- 

ens from a dream in which a four-legged rooster 

asks him seven riddling questions. Kenny must an- 

swer these questions in order to be able to live in 

a magic garden where he will never have to go to 

bed. Kenny is depicted as angry, unjust, and 

even cruel as he seeks to integrate his fantasies 

with his real life and attain control over both. In 

summing up this first effort Sendak has said: 

“ fhe pictures are ghastly—I really wasn’t up to il- 

lustrating my own texts then. And the story itself, 

to be honest, is nice but long-winded.” 

In Sendak’s second book. Very Far Away 

(1957), the young protagonist Martin, angry be- 

cause his mother pays more attention to his baby 

brother, runs away to where someone will answer 

all his questions. He spends the afternoon with 

three new friends (a bird, a horse, and a cat) and 

returns home only when his anger has subsided. 

In Very Far Away the theme is lighter, the conflict 

more direct, and the two-color artwork more hu- 

morous than in Kenny’s Window. 

In The Sign on Rosie’s Door (1960), Sendak’s 

third book, he drew from his Brooklyn sketch- 

books to create his first fully realized character, 

Rosie, a young girl who lures the other children 

on her block into her fantasies by the force of 

her personality and imagination. She thus helps 

them to escape the boredom of a long summer af- 

ternoon. Although brash and bossy, Rosie is a lika- 

ble, funny kid. Sendak’s humorous three-color 

illustrations ably capture the mood of the story. 

Sendak’s next four works were published in 

1962 as the four volumes of the ej^tremely popu- 

lar miniature Nutshell Library (1962). Over a half- 

million copies of the boxed set of this work have 

been sold since its original publication. These 

works, only 2 V2 by 4 inches in size, allowed Sen- 

dak to display his virtuosity not only by creating 

masterful, humorous illustrations in a confined 

space but also by rejuvenating an overworked 

genre. The four volumes of The Nutshell Library in- 

clude an alphabet book. Alligators All Around; 

a seasons book. Chicken Soup with Rice; a 

torward-and-backward counting rhyme, One Was 

Johnny; and a modern cautionary tale, Pierre. The 

overall design of The Nutshell Library is more suc- 

cessful than Sendak’s three previous works at inte- 

grating text, design, and illustrations. 

All of these seven books written and illus- 

trated by Sendak during his apprenticeship peri- 

od share two major characteristics: an honest 

unsentimental presentation of the behavior of chil- 

dren and the use of fantasy as an integral ele- 

ment of the story. These early works draw on 

Sendak’s own childhood, on his experiences in psy- 

choanalysis, and on his research in child psychol- 

ogy. Of these early works Selma Lanes has said, 

“If there is a common failing in the stories, it is 

that they have a hazy quality—a tentativeness and 

lack of dramatic conflict—as if the author had not 

yet sharply defined, or come to grips head-on 

with, his subject matter.” 

At age thirty-four Sendak felt ready to try 

what he considers to be his first picture book. 

The artist has said that his years of apprentice- 

ship ended with the publication of Where the Wild 

Things Are in 1963. The original conception of 

the book grew out of a thin, horizontal book 

dummy titled “Where the Wild Horses Are,” put 

together by the artist in 1955. This original 

dummy showed the trials of a young boy search- 

ing for the Wild Horses, who ends up with a 

small bride on Happy Island. Sendak refined this 

rather pointless material into a coherent and eco- 

nomical text which is one of the most popular of 
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a cautionary tale 

IN FIVE, CHAPTERS 
AND A PROLOGUE 

HARPER & ROW, PUBWSHBRS 

Dust jackets for two of the four volumes published in The Nutshell Library (Harper Row) 

contemporary nursery tales. The book tells the 

story of a young boy, Max, who misbehaves and is 

sent to bed without his supper by his mother, 

who calls him “Wild Thing.” Banished to his bed- 

room, Max fantasizes that he travels to the island 

of the Wild Things and becomes their king. 

Later, however, homesick and hungry. Max, 

emerges from the fantasy to find that his mother 

has left supper, which is still hot, waiting for him 

in his bedroom. 

Pressed to explain where the idea for Where 

the Wild Things Are came from, Sendak has said 

that his hooks derive more from fantasies than 

from ideas. Yet Sendak has pointed out repeat- 

edly that successful fantasy “must he rooted in liv- 

ing fact.” 1 he exuberant illustrations for Where 

the Wild Things Are create a concrete environment 

for Sendak’s fantasy. The artist has again used 

pen-and-ink drawings witfi watercolor washes for 

this work. Lhe palette of blues, purples, and 

greens is reminiscent of his earlier, less successful 

illustrations for The Moon Jumpers. Sendak has 

used the illustrations to help to show the relation- 

ship between the real world and the fantasy world— 

the bedposts grow into trees and the rug turns 

into grass as the fantasy begins. The artist has no- 

ticed that the film King Kong, which he saw as a 

child, may have influenced some of the illustra- 

tions. He has also said that the Wild Things are 

based somewhat on relatives he disliked as a child. 

Sendak was surprised by the controversy 

this book generated. Initially, it received several 

negative reviews and many parents, educators, 

and librarians were concerned about the effect 

that the book might have on children. As Lanes 

notes, one librarian cautioned, “It is not a hook 

to be left where a sensitive child may come upon 

it at twilight.” 

Despite this controversy. Where the Wild 

Things Are was an unprecedented success. Since 

its original publication, around three million cop- 

ies have been sold, and the hook has been pub- 

lished in thirteen foreign languages. Lhe 

excellence of the hook was recognized when 

Sendak was awarded the (kildecott Medal in 

1964. In his acceptance speech for this award 

Sendak defended Where the Wild Things Are. He 

said that despite the desire to protect children 
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from “new and painful experiences” that “from 

their earliest years children live on familiar terms 

with disrupting emotions, that fear and anxiety 

are an intrinsic part of their everyday lives, that 

they continually cope with frustration as best 

they can. And it is through fantasy that children 

achieve catharsis. It is the best means they have 

for taming Wild 1 hings.” He closed by stating 

that the “truth atid passion” of his work derive 

from his involvement with the “awful vulnerabil- 

ity of children and their struggle to make them- 

selves King of all Wild Things.” 

In marked contrast to the triumph of the 

early 196()s, the late 196()s were perhaps the 

most tragic period in Sendak’s life. In 1967 he 

learned that his mother was suffering from can- 

cer. While on a trip to England that year, Sendak 

suf fered a major coronary attack while being inter- 

viewed on BBC-TV. Judy Taylor, his English edi- 

tor, insisted that he be taken to a hospital despite 

the doctor’s diagnosis of severe indigestion; 

Sendak credits her with saving his life. After 

spending five weeks in the Queen Elizabeth Hospi- 

tal in Gateshead-upon-Tyne, he was transferred 

to a London nursing home to complete his recov- 

ery. He had a friend send postcards to his par- 

ents from all over Europe so that they would not 

find out about his heart attack. 

Upon returning home, he learned that his be- 

loved Sealyham terrier Jennie had cancer and 

would have to be put away. Einally, Sendak’s 

mother died in August of 1968. Speaking of his 

youthful brush with death, Sendak has said that 

he felt a bargain had been broken in that his mis- 

sion was to be cut so short. He felt that he had 

been granted immunity as long as he kept work- 

ing to recall his childhood honestly. 

Ironically, Sendak had begun working on a 

tribute to Jennie a year before she died. The 

book Higglety Pigglety Fop! Or, There Must Be More 

to Life (1967) is the artist’s bid to immortalize Jen- 

nie in the World Mother Cioose Theatre, the 

realm of children’s books. He had purchased Jen- 

nie in 1954. Eor the next fourteen years she was 

to be, as Sendak put it, “the love of my life.” Jen- 

nie also appeared in many of the artist’s illustra- 

tions during these years. 

Higglety Pigglety Pop! Or, There Must Be More 

to Life is a decidedly wistful and melancholy fairy 

tale, although there are humorous incidents— 

mostly related to Jennie’s tremendous appetite. 

44ie book tells the story of a discontented Sealy- 

ham terrier who feels there must be more to life 

than having everything. She leaves home and an- 

Cover for Sendak’s 1967 wistful and melancholy fairy tale 
(Harper & Row) 

swers an advertisement to be leading lady for the 

World Mother Goose Theatre. To gain experi- 

ence, Jennie takes a job as a nursemaid to an un- 

ruly baby, saves the child from the jaws of the 

Downstairs Lion, and finally is accepted as the 

leading lady of the World Mother Goose Thea- 

tre’s rendition of “Higglety Pigglety Pop!” This 

nonsense nursery rhyme was written in 1846 by 

Samuel Griswold Goodrich, an early advocate of 

factual work for children, who hoped that such a 

blatantly meaningless verse would put an end to 

such frivolity for good. Ironically, Sendak com- 

pletely sabotaged Goodrich’s original intention. 

At the conclusion of the book Jennie has 

achieved true bliss and will live happily hereafter. 

The illustrations for this work are Victorian 

in feeling. Sendak has said that they were influ- 

enced specifically by the work of two artists of 

the 1860s, Greorge Pinwell and Arthur Hughes. 

The meticulous realism of the pen-and-ink draw- 

ings helps give credibility to the fantasy. In fact 

Sendak worked from photographs of Jennie to cre- 

ate these intricately crosshatched illustrations. In 

creating illustrations for the rather opaque nurs- 

ery rhyme at the close of the book, Sendak very 

imaginatively brought back all the characters intro- 

duced earlier in the story for a curtain call. 

Higglety Pigglety Pop! Or, There Must Be More to 

Life, Sendak’s longest and in some ways most per- 

sonal work, received very favorable reviews and 

has proven to be popular with college students 
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and adults as well as with children. 

Despite his personal tragedies during the 

196()s, the decade was one of Sendak’s most pro- 

ductive periods. His illustrations from these 

years are the work of a master in full command 

of his artistic medium with a clear understanding 

of the role of the interpretive illustrator. He has 

said that great illustrations must be an enlarge- 

ment of the text and that the illustrator must not 

draw exactly what is written. Rather, he must try 

to find a space in the text to let the pictures do 

the work. He has defined the true picture book 

as “a visual poem.” A passionate lover of music, es- 

pecially the music of Mozart, Sendak has drawn in- 

spiration for his work from listening to great 

music and has compared the role of the illustra- 

tor interpreting a text to that of a musical conduc- 

tor interpreting a score. 

In 1965 Sendak used two Mother Goose 

rhymes to provide a ready-made text for Hector 

Protector And As I Went Over the Water, which can 

be viewed as a tribute to Randolph Caldecott, 

who Sendak feels invented the picture-book 

form. In developing the illustrations for Hector 

Protector Sendak created a scenario of a rebellious 

little boy forced to deliver a cake to the Queen. 

The boy, accompanied by a lion and snake he 

meets along the way, terrorizes the King and 

Queen and is sent home to bed in disgrace. The 

scenario for As I Went Over the Water features a 

young sea captain whose ship is swallowed by a 

sea monster. The boy swims to shore, vents his 

anger on two blackbirds, and reclaims his ship, 

which the sea monster has regurgitated. The hu- 

morous illustrations are strengthened by the art- 

ist’s ability to depict character and emotions so 

effectively. Although crosshatching is used in the 

drawings, broad, flat watercolor washes in clear 

pastel tones, reminiscent of comic-strip art of the 

1930s, are the dominant element. Another comic- 

strip device borrowed by Sendak is the use of dia- 

logue in balloons to further the subplots of the 

scenarios created to illustrate each nursery rhyme. 

Sendak, who explored a variety of styles of il- 

lustration in the 1960s, views his collaborations 

with poet Randall Jarrell as particularly success- 

ful. His 1964 drawings for The Bat-Poet and his 

1965 decorations for The Animal Family are 

among his finest pen-and-ink drawings; the lav- 

ish rendering of landscape is particularly notewor- 

thy. He illustrated two works by Frank Stockton, 

I he Oriffin and the Mmor (dinon (1963) and llie Bee- 

Man ofOrn (1964). The illustrations for the sec- 

ond work are much funnier, more painterly, and 

more richly detailed than the earlier work. The so- 

phisticated use of color in the illustrations for 

The Bee-Man of Orn clearly shows the influence of 

two English illustrators, Randolph Caldecott and 

Thomas Rowlandson. 

In 1965 Sendak continued this more paint- 

erly approach and pale palette in his illustrations 

for Lullabies and Night Songs. He created some of 

his most dramatic, powerful illustrations for 

Isaac Bashevis Singer’s Zlateh the Goat and Other 

Stories, seven tales of Jewish folklore, which was 

published in 1966. Drawing from family photo- 

graphs of relatives, Sendak fused detailed real- 

ism with sinister fantasy to create pen-and-ink 

drawings with a surreal quality, the perfect 

graphic complement for Singer’s text. 

In 1967 Sendak did the illustrations for the 

fifth and final “Little Bear” book. Minarik hur- 

ried to finish the book after she heard about 

Sendak’s heart attack, and this book was the only 

one he illustrated during the year he took off for 

recovery. The draftsmanship of the illustrations 

for A Kiss for Little Bear (1968) is bolder, freer, 

and more richly detailed than the earlier books; 

however, these illustrations also have a melan- 

choly quality, perhaps reflecting the recent tragic 

events in his life, not present in the earlier 

works. Finally, Sendak illustrated two works by 

George MacDonald, whom the illustrator consid- 

ers to be “probably the greatest of the Victorian 

writers for children.” The Golden Key appeared in 

1967, and The Light Princess was published in 

1969. The illustrations for the second work are 

more successful due to their consistency of style 

and overall authority. 

In the Night Kitchen, Sendak’s next major pic- 

ture book, was published in 1970. Originally, he 

had planned to illustrate a collection of Mother 

Goose rhymes. However, he noticed that all his se- 

lections dealt with food and eating, and eventu- 

ally he wrote his own text instead. Although the 

Mother Goose rhymes influenced the text, 

Sendak has said that this book comes from “the di- 

rect middle of me.” An advertisement for Sun- 

shine Bakers proclaiming “We Bake While You 

Sleep!” also inspired the text. Sendak felt his exclu- 

sion from their baking was unfair and has con- 

fessed that “this book was a sort of vendetta book 

to get back at them and to let them know that I 

was now old enough to stay up at night and 

know what was hap|)ening in the Night Kitchen.” 

Fhis joyous, optimistic book tells the story 

of a young boy, Mickey, who is awakened hy a 

noise in the night. He falls “through the dark. 
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out of his clothes, past his parents’ bedroom,” 

and into the bustle of the Night Kitchen. He 

lands in hatter and is nearly baked by three fat, ab- 

sentininded bakers (three Oliver Hardys). Mickey 

escapes, makes an airplane out of bread dough, 

gets the cup of milk needed by the bakers, and 

then slides down the milk bottle back into his 

own bed. 

I he full-color illustrations for In the Night 

Kitchen can be viewed as a tribute to the artist’s 

own childhood in New York City in the 193()s. 

The Busby Berkeley musicals and Mickey Mouse 

cartoons loved by Sendak as a child were an obvi- 

ous source of inspiration. He has said that an- 

other influence was the comic-strip artwork of 

Winsor McCay, which Sendak had seen at an exhi- 

bition at the Metropolitan Museum. The illustra- 

tions are full of unobtrusive personal references 

from the artist’s life. His dog Jennie’s name, for ex- 

ample, appears on the clock Mickey floats past. 

The setting and mood of the story also probably 

owe a debt to all the hours that the sickly young 

Sendak spent in the kitchen with his mother. 

The flat, comic-book style of the drawings fea- 

tures bold, black outlines filled in with dark, rich 

colors. Perhaps Sendak’s greatest graphic tri- 

umph in this book is the surreal skyline of the 

Night Kitchen, the New York City skyline, cre- 

ated with 1930s style kitchen utensils and contain- 

ers. 

Critical reviews of In the Night Kitchen almost 

universally praised the artwork; however, as 

usual, many reviewers felt compelled to warn 

that the book might offend some readers. Many li- 

brarians objected to the book’s frontal nudity, 

and Sendak was infuriated by the fact that many 

of them painted diapers on Mickey. Although 

never as successful commercially as Where the 

Wild Things Are, Sendak has said that he favors In 

the Night Kitchen because it explores more fully 

the subconscious unreasoning world “beneath the 

surface of things.” 

Among Sendak’s most masterful interpre- 

tive illustrations are the pen-and-ink drawings cre- 

ated between 1970 and 1973 for The Juniper Tree 

and Other Tales from Grimm (1973), a collection of 

twenty-seven of the CTimm brothers fairy tales, 

fhe translations of the tales, which were begun 

by Randall Jarrell, were completed by Lore Segal 

after Jarrell’s death. Sendak’s preparation for cre- 

ating these illustrations was exhaustive. Not only 

did he seek out early illustrated editions of the 

Household Tales, but he also traveled extensively in 

Ciermany to get the feel of the region. After ab- 

Dust jacket for SendaKs 1970 picture book about a young 

boy’s adventures after being awakened by a noise in the night 

(Harper Row) 

sorbing all this background material, he decided 

that four of the major influences on his drawings 

were the illustrated editions of the Household 

Tales done by George Cruikshank, Ludwig 

Grimm, and Otto Ubbelohde and also the etch- 

ings of Dtirer. Sendak decided to do only one illus- 

tration for each tale. 

The Juniper Tree was printed in two volumes 

so that the type size could be invitingly large. 

Sendak’s illustrations have a dark, brooding atmo- 

sphere well suited for the tales, none of which 

were bowdlerized for an audience of children. In 

analyzing these illustrations, Selma Lanes has writ- 

ten that “Sendak’s pictures, almost suffocatingly 

claustrophobic, seem to force their way out of 

their small rectangular enclosures, thereby impos- 

ing their alien reality on the viewer. The close 

focus makes for a brutal assault on the imagina- 

tion. These decidedly virile Grimm illustrations 

can neither be denied nor dismissed.” Most of 

these illustrations are indeed psychologically rivet- 

ing; however, the psychological synopsis of plot in- 

tended in some of the illustrations does not 

succeed, and the drawings appear merely flat 

and decorative. Sendak was disappointed that 
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The Juniper Tree, perhaps his masterpiece, did not 

receive serious criticism as art. 

Most of Sendak’s other work of the 1970s 

did not meet with tremendous success or critical 

acclaim. He spent two years adapting The Sign on 

Rosie’s Door and The Nutshell Library into an ani- 

mated musical television program, Really Rosie, 

Starring the Nutshell Kids, originally aired by CBS 

in February 1975. Sendak’s scenario was set to 

music by Carole King. A companion book to this 

television special was also published under the 

same title. 

In 1976 Sendak published Some Swell Pup: 

or Are You Sure You Want a Dog?, which he character- 

ized as “a dog pre-training manual for children” 

in which a dog explains the responsibilities of own- 

ing a puppy to two exaggeratedly bratty children. 

The use of a dog draped in classical robes as the 

narrator of the book seems rather heavy-handed 

and incongruous for such a light, instructional sub- 

ject. Most critics dismissed the book as trivial. 

Many reviewers objected to the literal depiction 

of the problems of house-training dogs. 

Sendak created meticulously crosshatched, 

intricately detailed, masterfully surrealistic illus- 

trations for Randall Jarrell’s last book. Fly By 

Night, published in 1976. Again many critics com- 

mented on the main character’s nudity. In Seven 

Little Monsters (1975), a counting book, Sendak 

used drawings he originally created for an ani- 

mated number sequence which aired on “Sesame 

Street” in 1970. Originally, and sloppily, pro- 

duced by his German publisher, the sixth mon- 

ster is not drawn consistently throughout the 

book. The first American edition of the book ap- 

peared in 1977. Wounded by negative critical re- 

views for these books, Sendak said, “I’ve had the 

most savage reviews of my career; it must be a 

‘Get Sendak’ year.” Although one can sympathize 

with Sendak’s hurt at negative reviews, close criti- 

cal scrutiny of his work is inevitable, g'iven the art- 

ist’s reputation and acclaim, an unpleasant side 

effect of fame. 

In 1981 Sendak published his most recent 

and obscure original picture book. Outside Over 

There. Fhis book tells a story of jealousy and sib- 

ling rivalry in which a young girl named Ida 

bravely rescues her younger sister who has been 

kidnapped by goblins. To Sendak’s delight this 

book was sold and promoted in both the 

children’s and adult book markets. Idie artist cred- 

its much of the mood of the book to the music of 

Mozart, the paintings of Runge, and his fascina- 

tion with a Grimm tale about the stealing of a 

baby, “The Goblins.” He worked from photo- 

graphs to create the beautiful paintings which il- 

lustrate the book. Outside Over There received 

mostly favorable reviews. In the 26 April 1984 

issue of the New York Times Book Review, John Gard- 

ner said, “What Mr. Sendak offers, in short, is 

not an ordinary children’s book done extraordi- 

narily well but something different in kind from 

the ordinary children’s book: a profound work 

of art for children.” 

Sendak has indicated that he views Outside 

Over There as the final volume of a trilogy includ- 

ing Where the Wild Things Are and In the Night 

Kitchen. Although he has refused to explain ex- 

actly why he considers these three seemingly unre- 

lated picture books to be a trilogy, he has said he 

sees these works as a unit because “they are all vari- 

ations on the same theme: how children master 

various feelings—anger, boredom, fear, frustra- 

tion, jealousy—and manage to come to grips with 

the realities of their lives.” He has acknowledged 

that the three books have gotten increasingly com- 

plex and strange. The texts have also become in- 

creasingly personal, more inaccessible, more 

artificially structured, more grammatically diffi- 

cult, and less popular. Sendak has argued, how- 

ever, that great art is rarely popular art. 

In the past six years Sendak has pursued a 

number of theatrical projects. In 1978 he was in- 

volved with a Music Theater Lab stage produc- 

tion of Really Rosie in Washington, D.G. He 

designed an Off-Broadway production of an ex- 

panded version of the play in 1980. He has also de- 

signed several opera productions, including 

Mozart’s The Magic Flute for the Houston Grand 

Opera Gompany in 1980 and Janacek’s The Cun- 

ning Little Vixen for the New York Opera Gom- 

pany in 1981. He did the sets, costumes, and 

libretto for a 1980 operatic version of Where the 

Wild Things Are presented by the Brussels Opera. 

In fact, two of the works most recently illus- 

trated by Sendak, The Nutcracker and The Love for 

Three Oranges, both published in 1984, grew out 

of theatrical projects. He was approached by 

Kent Stowell in 1981 about designing a 1983 pro- 

duction of “The Nutcracker” for the Pacific North- 

west Ballet in Seattle. He declined the offer at 

first but accepted the project after having been 

challenged to abandon the traditional conception 

of the ballet and to start afresh with E. l\ A. 

Hoffmann. Phis project led to the creation of a 

new edition in 1984 of Hoffmann’s The Nut- 

cracker translated by Ralph Manheim and illus- 

trated by Maurice Sendak. Well designed and 
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Frontispiece and title page for Sendak’s father s posthumously published book, illustrated by Sendak 

lavishly produced, the book has incorporated 

Sendak’s stage designs. These illustrations, which 

are beautifully executed in soft colors, are some- 

how lacking in convincing emotion. The only illus- 

tration with the psychological power one expects 

from Sendak is the final double-page spread—a 

huge picture of the nutcracker’s leering face, a gro- 

tesque caricature of Sendak’s own face. 

The Love for Three Oranges chronicles the col- 

laboration of Sendak as designer and Frank 

Corsaro as stage director of the 1982 Glynde- 

bourne production of Prokofiev’s The Love for 

Three Oranges. It records, mostly in a series of dia- 

logues, the process through which Corsaro and 

Sendak arrived at design solutions for the op- 

era’s complex staging demands. Sendak’s imag- 

inative designs are again executed in watercolor 

paintings in soft, subtle colors reminiscent of eigh- 

teenth-century handcolored engravings. Perhaps 

the biggest problem with both of these books is 

the fact that a small picture book cannot possibly 

convey the impact of the costume and set designs 

as they would appear on the stage. The reader 

longs to see these illustrations brought to life in 

the theater. 

Sendak’s most recently published illustra- 

tions appear in his father Philip’s posthumously 

published In Grandpa’s House (1985). This book, 

which is based on the stories Philip Sendak told 

his children when they were young, really tells 

two stories. The first eight pages describe Philip’s 

childhood in Europe and America; the rest of 

the book is a dreamlike story set in a Polish- 

Jewish shtetl about a young boy, David, who is 

guided through a series of frightening but oddly 

comforting adventures by a magic bird secretly 

sent by his dead grandfather. At Maurice’s insis- 

tence, Philip committed these stories and reminis- 

cences to paper before his death in 1970; they 

were translated and adapted by Seymour 

Barofsky. 

Sendak’s illustrations for hi Grandpa’s House 

are similar in size, format, and mood to his illustra- 

tions for The Juniper Tree; however, these soft pen- 
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cil drawings are more dreamlike and, perhaps, 

less sinister than the pen-and-ink illustrations of 

llie Junipei- Tree. In reviewing this book for the 

New York Times Book Review, Paul Cowan describes 

Philip’s writing as looser, more convoluted, more 

didactic, and somewhat disappointing in compari- 

son with Maurice’s. However, he closes his review 

with the statement that, “When you read father’s 

and son’s work together, you feel privileged to 

watch two very special men who have tran- 

scended the abyss of geography and time to en- 

gage in an intimate, loving dialogue with one 

another—and with us.” Cuven Sendak’s assertion 

that his father’s stories had an important influ- 

ence on his development as an artist, this beauti- 

ful book represents a very personal, appropriate, 

and moving act of filial love. 

Since 1972 Sendak has lived in Ridgefields, 

Connecticut, with three dogs. His tremendous suc- 

cess as an author and illustrator has given him 

the financial independence to be highly selective 

about the work he undertakes. In a recent inter- 

view with Bob Ehlert, Sendak said, “Most books I 

would not want to illustrate at this point. I’m illus- 

trating a Grimm fairy tale now because it’s a won- 

derful story. . . . Even my own writing I’m 

keeping in abeyance. I’m holding back from writ- 

ing another book because I want it all, whatever 

it is, I want it to steep well like a good soup and 

then do it, or not do it. That’s my wonderful 

choice at this point in my life.” 

Sendak has remained a very private person 

devoted to his art and reluctant to define the spe- 

cific personal experiences from which it has 

grown. However, it is clear that the emotional ve- 

racity and power of his greatest work derive 

from a painstaking analysis of his own childhood. 

He has fused his uncompromising vision of the 

psychological complexity of childhood with a 

unique artistic style inspired by the greatest 

nineteenth-century illustrators. In defining the cri- 

teria that he would use to judge picture books, 

Sendak feels strongly that “originality of vision is 

paramount—someone who says something, even 

something commonplace, in a totally original and 

fresh way. Eor myself, the picture book is where 

I put down those fantasies that have been with 

me all my life, and where I give them 3. form that 

means something. I live inside the picture book; 

it’s where I fight all my battles, and where, hope- 

fully, I win my wars.” Maurice Sendak’s finest ma- 

ture work admirably meets his own evaluative 

criteria and represents an outstanding combat rec- 

ord. 
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Uri Shulevitz, the winner of the 1969 

Caldecott Medal and creator of a 1980 Caldecott 

Honor Book, has gained international respect as 

an author and illustrator of children’s picture 

books since 1963 when his first book. The Moon 

in My Room, was published. He is seen by special- 

ists in children’s literature as one of the contempo- 

rary writer-illustrators most gifted in integrating 

text and pictures into a complementary harmony. 

He feels an affinity for folk stories of the Eastern 

European tradition and has adapted several for 

the modern child from Russian and Yiddish 

sources. He has also illustrated books by other au- 

thors, including Charlotte Zolotow, Jean Russell 

Larson, Robert Louis Stevenson, and Isaac 

Bashevis Singer. He has a definite conception of 

how to write and illustrate children’s books and 

is in demand as a teacher of workshops on the sub- 

ject. That Uri Shulevitz comes to a knowledge of 

English after speaking Polish, Yiddish, French, 

Russian, and Hebrew makes his careful regard 

for choosing only the essential words especially 

sensitive and his accomplishment remarkable. 

Born in Warsaw, Poland, on 27 February 

1935, Uri Shulevitz experienced the Cerman blitz 

when he was four. He remembers standing in 

line for bread when suddenly flying shrapnel 

and smoke confused the scene. When the smoke 

cleared, about a third of the people were lying 

on the ground, dead or wounded. A bomb fell 

into the stairwell of his apartment building while 

he was at home. He tells about having to walk 

down a long plank where the stairway had been, 

above what seemed to his four-year-old mind to 

he an abyss. After fleeing Poland, the Shulevitz 

family traveled from place to place, settling in 

Paris after the war. 

Ehe architecture, streets, rooftops, and chim- 

neys of Paris captured young Shulevitz’s fancy. 

His appreciation and knowledge of city life show 

in many of his illustrations in his later hooks, par- 

ticularly his scenes of New York in One Monday 

Morning (1967) and Rain Rain Rivers (1969). He 

was encouraged in his drawing by both his 

parents, Abraham and Szandla Hermanstat 

Shulevitz, who were also artistically talented. In 

1947 Shulevitz won first prize in his grammar- 

school district art contest. He developed a pas- 

sion for movies and for comic books and 

haunted the bookstalls along the Quai de la 

Seine. With a friend who supplied the words, he 

designed and drew his own comics, some of 

which he still has. Paris provided a feast for a 

young boy deprived of books during early child- 

hood. 

In 1949, with his parents and younger 

brother, he moved to Israel. To help with family 

expenses Shulevitz worked at a variety of Jobs dur- 

ing the day and attended school at night. For two 

years he helped make rubber stamps, worked as 

a carpenter, painted houses, and issued dog li- 

censes at Tel Aviv City Hall, where he had time 

to read and write at odd moments. He excelled 

in literature, but later, at the Teachers Institute 

near Tel Aviv, he deliberately decided to balance 

his affinity for literature and his love of fantasy 

with a concentration on courses in the natural sci- 

ences. 

He took his first painting lessons from Eze- 

kiel Shtreichman, a semiabstract artist to whom 

he later dedicated his illustrations for a 1976 edi- 

tion of Robert Louis Stevenson’s The Touchstone. 

He Joined the Israeli Army in 1956 during the 

Sinai War. After basic training, Shulevitz was able 

to continue his interest in art by serving a youth 

magazine as the art director. He Joined a kibbutz 

established by some of his friends at Ein Ceddi, a 

verdant oasis near the Dead Sea. He recalls viv- 

idly how the thriving collective farm moved him 

with its lush greenness as he approached it 

through the desert. There he tried his hand at 

graphics by designing a Passover Haggadah, 

depicting the story of the Exodus to be read at 

Seder. 

When he was twenty-four and had com- 

pleted his military service, Shulevitz left Israel 
for New York, where he studied painting at the 

Brooklyn Museum Art School. Later he studied 

with Peter Hopkins, who educated him in the 

approach of the Renaissance masters. Students 

mixed their own paints, studied perspective and 

anatomy of humans and animals, and prac- 

ticed techniques based on Rubens’s quick oil 

sketches. 

During the two years at the Brooklyn Muse- 

um Art School, he drew illustrations under strict 
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guidelines for a Hebrew publishing company. Al- 

though rigorous and restrictive, this experience, 

he admits, furthered his development. However, 

one day while on the telephone he found himself 

doodling. Liking the free, spontaneous lines, he 

decided to develop his own approach, to work in- 

dependently. He gathered his portfolio and vis- 

ited publishing houses. Encouraged by editors 

Ursula Nordstrom and Susan Carr Hirschman, 

Shulevitz wrote and illustrated his first book. The 

Moon in My Room, published in 1963 by Harper 

and Row. 

The Moon in My Room presents simple line 

drawings, more suggestive than fully descriptive, 

of a small boy’s private world—his room—in which 

he feels that the moon and stars are his, the 

flower pots, whole villages. In a rather unremark- 

able and slim story line, Shulevitz shows the boy 

searching for his stuffed bear. When the two are 

reunited, the drawing shows the boy and bear to 

be the same size, as they are in the boy’s mind. Sug- 

gested throughout is the belief that here in this 

place the boy is in full command and can dis- 

pense power where he will. 

Shulevitz summarizes his method in this 

way: “I try to suggest and evoke, rather than 

state rigidly, in order to encourage the child to 

participate actively, filling in with his own imagina- 

tion. This approach is based on the belief that 

my audience is intelligent and active rather than 

passive.” His first book exemplifies this approach 

in the few words used, the expanse of white 

space on each page, and the whimsical ink draw- 

ings with touches of pink-and-green wash. Much 

is left implicit. 

fYom 1964 to 1966 Shulevitz illustrated 

eight books written by other authors. One quality 

characteristic of his work shows up in these early 

books, each different in tone and subject. 

Shulevitz consciously varies the kinds of pictures 

he makes, depending upon the nature of the 

story, the milieu peculiar to each text. Working pri- 

marily in ink, he has used a Japanese reed pen 

for Mary Stolz’s Maximilian’s World (1966) and a 

Chinese brush for The Silkspinners (1967) by Jean 

Russell Larson. He has used pen-and-ink line 

drawings, achieving the effect of an etching by 

scratching with a razor blade, and quite fre- 

(jiiently he uses ink washes with preseparated col- 

ors. His illustrations become an organic 

extension of each [^articular text, whether his or 

another author’s. 

Idle second book Shulevitz both wrote and il- 

lustrated, One Monday Morning (1967), combines 

ONE MONDAY MORNING 

•=| Text and pictures by Uri Shulevitz J:- 

Dust jacket for Shulevitz s 1967 book, the story of a young 
boy alone on a rainy morning who imagines that a king, a 

queen, and a prince come to see him (Scribners) 

realism and fantasy in a delightful story of a 

young boy alone on a rainy Monday morning 

who imagines that a king, a queen, and a prince 

come to see him. When he is not at home, they re- 

turn on a sunny Tuesday along with a knight. 

Using the technique of accumulation that never 

fails to delight children, Shulevitz adds another 

character each day of the week to join the king, 

queen, boy, and knight: a royal guard, royal 

cook, royal barber, royal jester, and, on Sunday, 

when the little boy is finally at home, a little dog. 

In startling contrast to the dreary mundane 

world of the bus stop. Laundromat, corner gro- 

cery store, and subway of the boy’s tenement 

neighborhood are the brilliant colors, outlandish 

costumes, and exaggerated postures of the royal 

visitors. Ihe last illustration in the book shows 

the child at his window again with the king and 

(|ueen as playing cards laid out on his table. I he 

face and costume of his stuffed toy on the win- 

dow ledge are those of the royal barber. Fantasy 

has transformed a dull day. 

Ellis book demonstrates several (jualities tyjii- 
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cal of Shulevitz’s work. Having loved movies 

from his childhood in Paris, he often employs a 

cinematic method. From the opening view of a de- 

serted city block of tenements with laundry hang- 

ing out in the rain and deserted storefronts, he 

focuses on the boy at the window. Each page 

shows change and movement with unusual angles 

and extensive open space. Filmmaker Tom Spain 

and Shulevitz made One Monday Morning into a 

film in 1971. 

Respect for the childlike view is characteris- 

tic of Shulevitz and is apparent in One Monday 

Morning. The author blends the solemn dignity 

of the child and the royal visitors with comic pro- 

portions that suggest the naivete of the child but 

with no condescension on the part of the author. 

The boy in the story is pleased and smiles mod- 

estly at the crowd bowing to him, but he is not sur- 

prised or ashamed of his status. To Shulevitz, the 

child does not acknowledge the artificial barriers 

the adult world often sets up. 

Both his cinematic approach and his respect 

for the child’s view are manifest in The Fool of the 

World and the Flying Ship (1968) for which he won 

the Caldecott Medal in 1969. Using Arthur 

Ransome’s English text for an old Russian folk- 

tale {Old Peter’s Russian Tales, 1916), Shulevitz de- 

signed the pictures and the layout of the words 

for each page. His vivid and bold illustrations, in 

black line and colorful ink washes, perfectly com- 

plement the text which Shulevitz calls “so full 

and juicy.” 

Like a movie camera, the artist pans the hori- 

zon with a double-page illustration, showing the 

Fool flying in his little ship over the farmlands 

heading toward the Czar’s castle and away from 

the confinement of his peasant home, where his 

parents have disparaged his ever amounting to 

anything. From panoramic views to interior close- 

ups, Shulevitz moves the picture accompaniment 

forward, offering the reader a sense of freedom 

and release. As Shulevitz says, “Luckily, our Fool 

is foolish enough not to listen to his mother.” 

The Fool sets out full of song and hope, inno- 

cently trusting his fate to whatever comes. He 

takes pleasure in everyone he meets. His natural 

kindness unwittingly supplies him with the very 

people on board his fantastic flying ship he will 

need to meet the (tzar’s impossible demands be- 

fore he can marry the Czar’s daughter. Each one 

uses his peculiarity to aid the simple Fool. A 

more cynical, less childlike protagonist might 

mock the unlikely idiosyncrasies of the riders, 

but they are all fine companions for the Fool. 

The book has had a remarkable effect. In 

an article for Horn Book, Shulevitz quotes a letter 

sent to his publisher by a librarian in Cleveland. 

She had been reading The Fool of the World to a 

group of black first-graders: “One little boy who 

hitherto had displayed a very poor memory and lit- 

tle progress in reading in his first-grade class 

stood by one desk. As he turned the pages he 

told the story to another staff member in each se- 

quence, using some of the complicated words. 

He was so moved that he wanted to keep the 

book. As the youngest of three brothers, he felt 

akin to the young hero, and goes about calling 

himself the Fool of the World. The entire staff 

marveled at the power the book had had on both 

a group of children and one individual boy—who 

for one brief moment displayed a latent ability to 

comprehend, follow, and even memorize a very 

complicated plot on a first hearing. . . . This is 

one of those rare moments which I as a 

children’s librarian and dedicated storyteller will 

cherish.” As the artist declares, “A small miracle 

had taken place.” 

Recently, when asked in an interview if he 

thought the author / illustrator had a didactic 

role in creating children’s books, he replied, “To 

take a kind of teacher or parental tone is some- 

thing one should be very careful of. I don’t want 

to do that. But, ultimately, when one does some- 

thing one is very excited about, he does, perhaps, 

influence others.” Certainly the reader shares the 

artist’s sense of exhilaration over the Fool’s sweep- 

ing escape from the warm prison where he was 

made to play the fool, to a new life of freedom, dis- 

covery, and love, despite all the obstacles. 

This life-affirming attitude extends to 

Shulevitz’s other books, giving them an infectious 

energy. Rain Rain Rivers, the third book to which 

Shulevitz contributed both words and pictures, 

was published in 1969, some years after he had 

first conceived the idea for it. He recalls that the 

inspiration for the book came through hearing 

rain very clearly, although, in fact, it was a clear 

night. At the same time he heard the rain, a se- 

ries of images flashed across his mind: rain com- 

ing down the windowpanes, rain hitting the 

pavement, springing up like mushrooms, streams 

running into rivers, and finally uniting with the 

ocean. Shulevitz, who lived in Israel for ten 

years, has said, “Having to wait and wait for rain, 

I see water as such a precious resource, rain as 

something joyous.” 

Rain Rain Rivers, which won the Interna- 

tional Book Exhibition Bronze Medal in 1970, con- 
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A RUSSIAN TALE 
Retold bxf ARTHUR RANSOME / Pictures by URI SHULEVITZ 

Dust jacket for the 1968 edition of Arthur Ransome’s English translation of a Russian folktale, illustrated by Shulevitz. The book 

was awarded the Caldecott Medal in 1969 (Farrar, Straus Cf Giroux). 

veys this jubilant response through its luminous il- 

lustrations, ink drawings with overlays of yellow, 

blue, and green washes, as a little girl sits in her 

attic room and listens to the rain. Tomorrow she 

will jump over puddles reflecting the city and the 

sky; she will sail her boats. Double-spread pano- 

ramas of swelling, curling ocean waves and of the 

ocean merging with the sky alternate with more in- 

timate depictions of birds splashing in the street, 

comical frogs on lily pads, and children dancing 

in the mud (pictures not unlike the dancing chil- 

dren in Maurice Sendak’s illustrations for Ruth 

Krauss’s A Hole Is to Dig, 1952). At the .end, 

Shulevitz returns the focus to the little girl who 

knows that her plant in the window is growing. 

As important as the luminous illustrations 

are the words in Ram Rain Rivers. T he choice of 

words and their placement possess an undeniable 

poetic intensity. Shulevitz uses assonance, allitera- 

tion, onomatopoeia, and occasional rhyme in a ca- 

dence that builds in power. Although he does 

not claim to be a poet, he nevertheless admits 

that he consciously chose the words lor their 

sounds and the effect of increasing intensity. 

And he readily admits that he pays particular at- 

tention to line breaks and to breaks between 

j)ages when he lays out a hook. 

His next book, he says, he did just for fun. 

For Oh, What A Noise! (1971) Shulevitz worked 

with his editor at that time, Elizabeth Shub, adapt- 

ing a story by William Brighty Rands for the text. 

The book provides a list of noises that keep the 

boy subjected to them from going to sleep, ex- 

cuses most children would love to have. Shulevitz 

uses the names of his beloved cats (who have 

since died), Bianco and Fuzzball, on signs on the 

city buildings, and he puts the titles of his own 

books on the books in the shelf of the bov’s 

room alongside Mother (loose. The llamhoyant col- 

ors, outlandish figures (twenty whales seem to be 

stacked up and floating in the air), and the obvi- 

ous rhymes may provide a moment’s fun to read 

aloud but lack the qualities that make for picture 

hooks with staying power, qualities Shulevitz cer- 

tainly displays in other hooks, such as One Mon- 

day Morning, Dawn (1974), and The Treasure (1978). 

His fifth book. The Alagician (1975), is a re- 

telling of the I. L. Peretz classic Yiddish legend 

from the period of the Enlightenment in Eastern 

Europe when jews were moving into a more secu- 

lar way of life. T he story recounfs the visit to a 

j)easant couple of the prophet Elijah, disguised 

as a tall, thin magician in ragged clothing and a 

top hat. I he old man and woman are unsure of 
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Dust jacket for Shulevitz’s 1973 retelling of the Yiddish leg- 

end about a peasant couple who are visited by the prophet 

FAijah disguised as a magician (Macmillan) 

what to think of the jaunty magician who invites 

himself to Join their empty table, quickly supply- 

ing their home with candlelight and fine furnish- 

ings, so they make a hasty visit to their rabbi for 

advice. 

While they are away, the magician produces 

a sumptuous feast and disappears. Only after tast- 

ing and finding the food and wine to be real do 

they realize that Elijah, the guest for whom all 

Jews provide a cup, has visited them. Shulevitz il- 

lustrates the top half of each page with a framed 

three-by-four crosshatched ink drawing. The 

drawings possess what Zena Sutherland and May 

Hill Arbuthnot have called the grave yet comic 

quality well suited for folktales and typical of 

Shulevitz’s rendering of other folk stories such as 

The Fools of Chelm and Their History (1973) by 

Isaac Bashevis Singer and Hanukah Money (1978) 

by Sholem Aleichem, which was placed on the 

New York Times Best Illustrated Children’s Books 

of the Year list. 

Shulevitz says that the original text for The 

Magician was cumbersome with detail, and he 

chose to make his own translation from the Yid- 

dish alter consulting one Hebrew and two En- 

glish translations as references. “I applied my 

own approach and concept of writing. I wanted 

to make it as brief as possible.” The precise and 

droll drawings and the wit and succinctness of 

the words make a charming read-aloud book. The 

Magician was included in the Spring Book Festi- 

val in 1973 and the Children’s Book Showcase in 

1974. 

Dawn, which won a Christopher Award, was 

chosen for the Children’s Book Showcase, and 

named an IBBY Honor Book, makes a striking 

contrast to The Magician and illustrates Shule- 

vitz’s versatility. In Dawn Shulevitz depicts the com- 

ing of daybreak to a mountain lake, witnessed by 

an old man and his grandson. The mood is 

hushed; the changes gradual and subtle; the 

words simple and spare. Using water-color 

washes, Shulevitz gave each painting an elliptical 

shape with the colors gradually changing from 

deep midnight blues and violets to lighter hues 

until the final scene is a vibrant green with 

bright blue and yellows. The old man and his 

grandson sleep curled in blankets beside the still 

lake; as the breeze stirs the lake, and the sky light- 

ens bringing the surroundings into more distinct 

shapes, the two awake, make their fire, and soon 

move quietly out in their rowboat onto the lake 

where they witness the dawn. 

Shulevitz worked on this book in Up- 

state New York, where he spends his sum- 

mers in a converted three-story barn that rests 

on the side of a hill. An ancient Chinese poem 

by Liu Chung-yuan (773-819) that he came 

across several years before he began the book 

inspired its creation. He says, “Dawn has not 

changed much through the centuries, but 

still I wanted it to be my own experience, so one 

night I did not go to bed at all.” He sat in his 

kitchen observing and took notes on all that was 

happening. Then, before daybreak, he drove to a 

nearby lake, and there he sat and took notes. He 

saw the one silent bat later depicted in the book. 

He saw how still everything was, how the lake shiv- 

ered, and how the vapors rose. Then he started 

working on the text, “retaining only what was abso- 

lutely necessary, also retaining the basic idea of 

the poem that moved me so much the first time: 

its simplicity.” Shulevitz says that he likes “the Ori- 

ental simplicity, something so simple, so every- 

day, and yet so miraculous, put in a way that is 

fresh, that normally one does not look at. ‘Sud- 

denly, everything was green.’ ” 

The book is an exquisite rendering of 

dawn, appealing to all ages though sold as a 
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Being the Faithful and Detailed Account 

rC'^^.:U^u/{r ttH 
f'U^ ^ 

7h 
of the Goings and Comings of Jeremiah Hush to Octapusville 

and his^Extraordinary l^dventur&s There 

as told by Jeremiah Hush himself 

for the Benefit M of all Persons of Good Sense 

and Recorded to the best of his limited Ability 

and Vouched for as to their Certainty 

By Uri Shulevitz. 

In another solar system, on a strange planet curiously 

resembling our own, there lived not too long ago, a middle aged 

monkey knovm as Jeremiah Hush. He vas a quiet and serious fellow^ 

yov«lg\at-'^eart and youthful in appearance. He lived alone in a 
V 

small house surrounded by trees and fields. He vas content to 

live by himself in an out of the way m^Hii and grow vegetables 
A 

in his little garden. During the day he loved to listen to duets 

of birds singing on tree branches, and at night to cricket ensem- 

bles and to frog orchestras by the pond. Jeremiah Hush was a poet 

at heart, although he never wrote a line of poetry. 

He vas a reasonably happy monkey. That is, almost happy. 

He was 'happy when he worked in his garden, when he watched 

the vegetables grow, or when he listened to the music of the 

birds, crickets and frogs. But as soon as he worried, which he 

Page f rom a draft for Shulevitz s 19H6 hook, I’lie Strange and Exciting Adventures of jereiniali Hush 

(courtesy of Uri Shulevitz) 
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l)()()k for children between the ages of five and 

seven. Like Rain Rain Rivers, Daum celebrates 

what is. Shulevitz shows that what is natural, if ren- 

dered truly, needs no embellishment, no more 

story line than what is provided by nature. 

The Treasure (1978), which Shulevitz both 

wrote and illustrated, was selected as a Caldecott 

H onor Book in 1980 and included in the New 

York Times Best Illustrated Children’s Books of 

the Year list. It tells the familiar story (from the 

Hassidic tradition, among others) of a poor man 

who is told in a recurring dream to go to a cer- 

tain city and look for a treasure under the bridge 

of the royal palace. After traveling through 

fields, farmlands, forests, and mountains, Isaac 

reaches the city but must postpone his search 

near the royal palace because it is heavily 

guarded. He lingers there until he is questioned 

by a soldier. The captain laughingly tells him 

that if he believed in dreams, he himself would 

have searched for treasure under the stove of a 

man named Isaac. Isaac returns to his city and 

digs beneath his own stove to find the treasure. 

The fable’s moral is inscribed later by the rich 

Isaac on the house of prayer he builds in grati- 

tude: “Sometimes one must travel far to discover 

what is near,” a precept that grows naturally 

from the tale. 

The illustrations, each one a pleasing paint- 

ing in itself, show Isaac’s quest in glowing colors; 

the costumes of Isaac and the soldiers look eigh- 

teenth century or earlier; the castled towns with 

narrow streets suggest Eastern European cities. 

The quaint setting, remarkably uncluttered by 

people, carts, markets, or rubbish, suits the sim- 

ple fable, and the fact that the time and place are 

not precise suggests the timeless quality of the 

teaching. The theme of a man alone traveling far 

to find what is valuable right at hand is a theme en- 

tirely fitting for a man who, as a child, escaped 

wartime Poland to wander with his family for 

years, who has lived in postwar Paris, the city of 

Tel Aviv, a kibbutz near the Dead Sea, an apart- 

ment in Greenwich Village, and a barn in upper 

New York. 

Uri Shulevitz says he has learned that how 

many miles one has traveled is not as important 

as the discoveries one can make within himself. A 

persistent theme in his books for children is the 

power of the imagination to transport a person 

or to transform mundane reality, to lift the per- 

son right out of his limitations. One Monday Morn- 

ing will continue to be a favorite because of this 

theme. A story without words called “Picnic,” pub- 

lished in the Scribner Anthology for Young People 

(1976), shows a typical Shulevitz rabbinical figure 

setting out on a picnic in his ship on wheels. The 

droll fellow must get out and push the ship up a 

steep hill, but before he can get back in at the 

top of the hill, the ship starts down and makes a 

journey with the fellow struggling to latch onto 

his craft. His fantastic ship takes him to the per- 

fect place for a picnic. So Shulevitz shows that 

the action of the imagination, when it is freed, 

will lead the person to what he is seeking in the 

first place, if the person allows himself to go with 

what happens to him. 

In 1985 Uri Shulevitz completed an exten- 

sive book for adults, a ten-year project designed 

to teach his craft. Writing with Pictures: How To 

Write and Illustrate Children’s Books is a step-by-step 

introduction to writing and illustrating children’s 

books based on his experience with books and 

his teaching of workshops. In it he differentiates 

between picture books and storybooks with illus- 

trations and leads the reader from early concep- 

tion of the story line through the stages of telling 

and illustrating the story to a discussion of print- 

ing basics and techniques for color reproduction. 

He believes that his concentration on teach- 

ing others how to create books for children helps 

his own books to be “quicker, more spontaneous, 

of better quality.” His newest book. The Strange 

and Exciting Adventures of Jeremiah Hush (1986), fea- 

tures animals in human garb who live on another 

planet remarkably similar to our own. In black- 

and-white drawings, Shulevitz traces the adven- 

tures of his hero Jeremiah Hush, a monkey, and 

his sidekick Winchester Bone, a Skye terrier, in 

three stories for children of all ages. 

At present Shulevitz continues to teach sum- 

mer workshops at Pine Lake in upper New York 

State and to speak to conferences on children’s lit- 

erature. When he is not writing, he likes to paint 

watercolor landscapes or work on his barn. Twice 

a day he practices T’ai Chi Chuan, a form of calis- 

thenics he calls “one of the products of the Chi- 

nese genius,” that exercises all parts of the body 

in slow circular movements while the mind fo- 

cuses on the center of gravity. During the year 

he continues to study art with Peter Hopkins in a 

private workshop with some of his colleagues. 

In discussing the direction his work seems 

to be taking him, Shulevitz says that he likes for 

things to come from within, that he questions con- 

tinually while working on a project (most 

children’s books take a year to complete) to what 

extent he has gone deeply enough. He says, “I 
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Shulevitz’s study for The Strange and Exciting Adventures of Jeremiah Hush (courtesy of Uri Shulev itz) 

love doing picture books. I like writing brief 

things.” In choosing what books to undertake, he 

says that he is not interested in doing something 

just because it seems to be in vogue with children 

or editors; rather, he says, “I basically do what I be- 

lieve in, what I like, what I truly respond to. And 

I think that the only allowance one has to make 

for children is to write as simple as possible. Other- 

wise, one can talk about any subject.” 

In his Caldecott Medal acceptance speech, 

Uri Shulevitz spoke of the importance of remov- 

ing false, binding distinctions. In his own work 

Shulevitz helps to remove such distinctions be- 

tween illustration and art, between imagination 

and reality, between adults and children, between 

East and West by his attitude of choosing to work 

only on books he responds to, by his ability to inte- 

grate words and pictures, and by his adoption of 

the Chinese emphasis on space and simplicity. 

H is books say much with few words. 

References: 

Marjorie Zaum K, “Uri Shulevitz,” in Newhery and 

Caldecott Medal Books, 1966-1975, edited by 

Lee Kingman (Boston: Horn Book, 1975); 

Selma G. Lanes, Down the Rabbit Hole: Adventures 

and Misadventures in the Realm cf Children s Lit- 

erature (New York: Atheneum, 1971); 

Zena Sutherland and May Hill Arhuthnot, Chil- 

dren and Books, fifth edition (Cilenview, 111.: 

Scott, Foresman, 1977). 
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BOOKS: Of Dikes and Windmills (Garden City: Dou- 
hleday, 1969); 

Cobble, Croud, Crunt (Ciarden Caty: Doubleday, 
1971; ladsworth, U.K.: World’s Work, 1972); 

Crash! Bang! Boom! (Garden City: Doubleday, 
1972; ladsworth, U.K.: World’s Work, 1973); 

Fast-Slow, High-Low: A Book of Opposites (Garden 
Caty: Doubleday, 1972); 

Tin Lizzie (Ciarden Caty: Doubleday, 1975; 
ladsworth, U.K.: World’s Work, 1976); 

Oh, Were They Ever Happy! (Garden City: Double- 
day, 1978); 

Bored—Nothing to Do! (C^arden Caty: Doubleday, 
1979; Tadsworth, U.K.: World’s Work, 1979); 

The Legend of New Amsterdam (Garden City: Double- 
day, 1979); 

People (Cxarden City: Doubleday, 1980); 
Bill's Service Station (Garden Caty: Doubleday, 

1981); 
Fire House, Hook and Ladder Company Number 

Twenty-Four (Garden Caty: Doubleday, 1981); 
The Food Market (Garden City: Doubleday, 1981); 
iMy School (Cxarden City: Doubleday, 1981); 
The Pet Store (Garden City: Doubleday, 1981); 
The Toy Shop (Garden City: Doubleday, 1981); 
Rain (Ciarden Caty: Doubleday, 1982); 
Peter Spier’s Christmas! (Garden Caty: Doubleday, 

1983) ; 
Peter Spier’s Little Bible Storybooks: The Creation; 

Noah; Jonah, retold by Peter Seymour (Gar- 
den Caty: Doubleday, 1983); 

Peter Spier’s Little Cats (Cxarden Caty: Doubleday, 
1984) ; 

Peter Spier’s Little Dogs (Ciarden Caty: Doubleday, 
1984); 

Peter Spier’s Little Ducks (Ciarden Caty: Doubleday, 
1984); 

Peter Spier’s Little Rabbits (Ciarden Caty: Double- 
day, 1984); 

'Fhe Book of Jonah (Ciarden Caty: Doubleday, 1985); 
Dreams (Ciarden Caty: Doubleday, 1986); 
We the People (Ciarden Caty: Doubleday, 1987). 

SFd.KCri Fd) BOOKS IFFUSFRAIFD: Flizabeth 

Nicholds, Thunder Hill (Ciarden Ciity: Double- 
day, 1953); 

Frieda Kenyon Franklin, Last Hurdle (New York: 
Ci rowel 1, 1953); 

Margaret G. Otto, Cocoa (New York: Holt, 1953); 
Joy (Cionrad) Anderson, Hippolyte, Crab King 

(New York: Harcourt, Brace, 1956); 
Margaret Ciarson Hubbard, Boss Chombale (New 

York: CYowell, 1957); 
Phyllis Krasilovsky, The Cow Who Fell in the Canal 

(Ciarden Caty: Doubleday, 1957; Fadsworth, 
U.K.: World’s Work, 1958); 

Mary Mapes Dodge, Hans Brinker; or. The Silver 

Skates (New York: Scribners, 1958); 
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Kenneth M. Dodson, Hector, the Stowaway Dog (Bos- 

ton: Little, Brown, 1958); 

lessica Reynolds, Jessica’s Journal (New York: 

Holt, 1958); 

Frances Carpenter, Wonder Tales of Seas and Ships 

(Ciarden City: Doubleday, 1959); 

Elisabeth Fairholme and Pamela Powell, Esmeralda 

Ahoy! (Garden Caty: Doubleday, 1959); 

Richard Watkins, The Mystery of Willet (New York: 

T. Nelson, 1959); 

Ardo Flakkeberg, The Sea Broke Through, trans- 

lated by K. E. Bendien (New York: Knopf, 

1960); 

Elinor Milnor Parker, ed., 100 More Story Poems 

(New York: Crowell, 1960); 

Lavinia Riker Davis, Island City: Adventures in Old 

Neiv York (Carden City: Doubleday, 1961); 

Dola Dejong, The Level Land (New York: Scrib- 

ners, 1961); 

George Hook Grant, Boy Overboard! (Boston: Lit- 

tle, Brown, 1961); 

The Fox Went Out on a Chilly Night (Garden Gity: 

Doubleday, 1961; Tadsworth, U.K.: World’s 

Work, 1962); 

Parker, ed.. Here and There; 100 Poems about Places 

(New York: Growell, 1967); 

Londoyi Bridge Is Falling Down! (Garden Gity: Dou- 

bleday, 1967; Tadsworth, U.K.: World’s 

Work, 1968); 

To Market! To Market! (Garden City: Doubleday, 

1967; Tadsworth, U.K.: World’s Work, 1968); 

Hurrah, We’re Outward Bound! (Garden City: Dou- 

bleday, 1968; Tadsworth, U.K.: World’s 

Work, 1969); 

The Line Canal (Garden City: Doubleday, 1970); 

The Star-Spangled Banner (Garden Caty: Double- 

day, 1975; Tadsworth, U.K.: World’s Work, 

1976) . 

OTHER: And So My Carden Crows, edited and illus- 

trated by Spier (Garden City: Doubleday, 

1969; Ladsworth, U.K.: World’s Work, 1969); 

Jacobus Revius, Noah’s Ark, translated and illus- 

trated by Spier ((harden Caty: Doubleday, 

1977) ; republished as The Great Flood 

( ladsworth, U.K.: World’s Work, 1978). 

PERIODICAL PUBLIC.AI ION: “The Frog Be- 

longs in the Food Market and Other Perils 

of an Illustrator,” Publishers Weekly, 218 (25 

July 1980): 93-94. 

A celebrated contein{)orary illustrator and 

storyteller, Peter S})ier hopes that he will not ol- 

fend anyone by admitting that when he is work- 

ing, he is initially trying to })lease only “one 

person in the world, namely [himsell ]. The 

worry about what others will think comes soon 

enough after the work is done!” Spier’s solid re- 

search, fecund imagination, piquant humor, and 

painstakingly accurate drawings have resulted to 

date in numerous picture books, three sets of toy 

books, and an illustrated “biography of a coun- 

try” for older readers, in addition to well over a 

hundred books he has illustrated for other au- 

thors. 

Spier’s books have not failed to please 

adults as well as children, which ought to obviate 

his worry. All twenty picture books are still in 

print, many of them having garnered prestigious 

awards. In 1962 The Fox Went Out on a Chilly Night 

(1961) was a Caldecott Honor Book. In 1967 Lon- 

don Bridge Is Falling Down! won the Boston Globe- 

Horn Book prize and To Market! To Market! was its 

runner-up. In 1971 Gobble, Growl, Grunt received 

an honorable mention in the first annual 

Children’s Science Book Award program of the 

New York Academy of Sciences. Three of Spier’s 

books have received the Christopher Award, 

given to books embodying the highest level of 

human and spiritual values and enjoying wide 

popularity: The Erie Canal in 1970, Noah’s Ark in 

1977, and People in 1980. People was also nomi- 

nated for an American Book Award and received 

the National Mass Media Award from the Na- 

tional Council of Christians and Jews for “out- 

standing contributions to better human relations 

and the cause of brotherhood.” In 1977 Noah’s 

Ark also won the Lewis Carroll Shelf Award and 

was cited among the New York Times Best Illus- 

trated Children’s Books of the Year and by the In- 

ternational Board on Books for Young People as 

the best illustrated American book for the preced- 

ing two years. In 1978 Noah’s Ark won the cov- 

eted Caldecott Medal. Several of Spier’s books 

have been ALA Notable Books and Junior Liter- 

ary Guild selections, among them The Fox Went 

Out on a Chilly Night; London Bridge Is Falling 

Down!; The Erie Canal; Crash! Bang! Boom!; Fast- 

Slow, High-Low; Cobble, Croud, Grunt; The Star- 

Spangled Banner; and Ram. 

S})ier’s meticulously designed picture books 

are characterized by energetic, almost Irenetic vi- 

tality, a spontaneous freedom of movement, and 

a prolificacy ol tiny, authentic details. Ehe artist 

recalls once standing before a Brueghel painting 

with a poet friend who remarked: “I love a paint- 

ing I can walk around in and every time I go 
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l)ac'k to it, my eyes can follow a different route to 

where I want to go.” Spier’s own work has that 

Brueghel-like quality, yielding fresh discoveries to 

each repeated reading. Spier prefers to think of 

himself as a skilled craftsman rather than an art- 

ist. His work is never slij)shod; he works seriously 

and hard. In retros[)ect, he says, he usually sees 

something he might do differently were he doing 

the hook at the present time; however, he is confi- 

dent in the knowledge that at the time he did a 

hook, he was “totally unable” to do it better. 

A craftsman Spier certainly is, and to the 

highest degree, but if it is the artist who ex- 

plores, penetrates, and interprets the human con- 

dition, then Spier is just as surely an artist. 

Katherine Paterson, speaking of Noah’s Ark 

(1977) in her 1978 Newbery Award acceptance 

speech, credits the book with a quality typical of 

Spier’s work, that of giving form to a difficult vi- 

sion, “not the destruction of the world. We’ve 

had too much practice imagining that. The diffi- 

cult vision which Mr. Spier has given form to is 

that in the midst of destruction, as well as be- 

yond it, there is life and humor and caring along 

with a lot of manure shoveling.” The joie de 

vivre of which Paterson speaks makes Spier’s 

books fun for readers of all ages. Perhaps as 

much as any artist of any age. Spier has found 

that magic formula which produces a book dulce 

et utile. 

Although Spier did not decide to make art 

his career until he was almost twenty, he says he 

“cannot remember a time when [he] did not dab- 

ble with clay, draw, or watch someone draw,” for 

his artist father worked at home. Spier was born 

in Amsterdam, the Netherlands, on 6 June 1927, 

the first of three children of the well-known illus- 

trator and Journalist Joseph E. A. ( Jo) Spier and 

Albertine van Raalte Spier. The family spent 

their winters in the city and their holidays and 

summers in Broek in Waterland, a small village 

north of Amsterdam, known in the United States 

as the home of Hans Brinker. After the outbreak 

of World War 11, the family moved permanently 

to the country village, which Spier has described 

as having 1,(K)() farmers and 20,000 cows be- 

tween which it was sometimes difficult to differen- 

tiate. From Broek the children commuted by 

tram to school in Amsterdam, a trip Spier de- 

scribes as “varied and wonderful” in sights, 

sounds, and smells, which provided the children 

“a multitude of plausible and implausible excuses 

for being late,” which aroused the intense envy 

of their schoolmates. 

When Spier finished high school, he at- 

tended the Rijksacademie voor Beeldende Kun- 

sten in Amsterdam, making study trips to Italy 

and France, until, in 1947, he was drafted into 

the Royal Netherlands Navy, becoming a lieuten- 

ant and serving at home in the Admiralty and on 

an aircraft carrier and cruiser for some years in 

the West Indies and South America. With his mili- 

tary service behind him. Spier went to work for 

Elseviers Weekblad, the largest Dutch weekly news- 

paper, and for the first year was stationed in 

Paris, where besides doing weekly stories and illus- 

trations for the paper, he continued his study of 

art. 

In 1951 Spier and his father visited the 

United States, driving about the country and so 

well liking what they saw that they decided to set- 

tle in America permanently. In 19-52 Mrs. Spier 

and the two younger children joined them in 

Houston, Texas, where Elsevier Publishing Com- 

pany had a branch office. After a year with 

Elsevier in Houston, Spier left the company to 

work independently. Moving to New York, he ap- 

proached Doubleday, not with a portfolio, but 

with a couple of drawings. Doubleday had a manu- 

script for a book about a goat farm. When asked 

whether he could draw goats. Spier says, he pro- 

duced one of his drawings, coincidentally that of 

a goat, and replied that there was nothing he 

would rather draw. 

Thunder Hill (1953) by Elizabeth Nicholds, 

was the first of a long line of Spier’s illustrated 

books for adults and children. After three or 

four years of illustrating for other authors, while 

he was also drawing for Collier’s, Saturday Evening 

Post, and Look, Spier decided he would be hap- 

pier on his own. Concluding that becoming the 

“master of his own destiny” would give him the 

economic and artistic f reedom he cherishes, he de- 

cided to produce his own books, the first of 

which was The Eox Went Out on a Chilly Night (1961). 

In 1958 Spier married Kathryn M. Pallister. 

They have two children, now grown, Thomas 

Pallister and Kathryn Elizabeth. Ehe Spiers live 

in Shoreham, Long Island, and spend much of 

each summer sailing on Long Island Sound. Spi- 

er’s studio is in the basement of his home. Other 

major interests—sailing and the building of mod- 

els of old ships—find continual expression in the 

subjects of his books. 

Spier’s artistry is impeccable, issuing from a 

delightful and fertile imagination. His characteris- 

tic medium is line and wash watercolors. He be- 

gins by first creating accurate pencil drawings. 
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Cover for Spier’s 1977 translation of Jacobus Revius's tale, which won the Caldecott Medal in 1978 (Doubleday) 

Because many of his books have historical or de- 

fined local settings, he roams whatever locale is 

to become the background—London, Italian villas 

and gardens. New England, upper New York 

State, or central Wisconsin—making hundreds of 

sketches. 

The greatest compliment he can receive. 

Spier remarks, comes from the person who will 

say, “I am from New England, and I know just 

where you stood when you made such and such 

a drawing for The Fox Went Out on a Chilly Night.'’ 

Of course, continues Spier, that is never true be- 

cause the finished drawings are always cojnpos- 

ites, but the remark indicates that'he has caught 

the essence peculiar to a specific region—its land- 

scapes, its roofs, the hinges of its barns. After the 

pencil sketches Spier does the pen-and-ink draw- 

ings and, finally, the watercolors. He has said 

that he works “to retain the effect of a colored 

pen drawing,” using “only blue, red, and yellow 

watercolors on non-photo blues of the black key” 

so that “there is no black halftone in the books at 

all, which . . . helps the impression of crispness.” 

His lines are spare and incredibly skilled, just 

enough to typify the object, to giye it [precision 

and reality. More than representational, his paint- 

ings are also expressionistic, conveying subjective 

emotion and the inner quality of the object as 

well as its outward form. The farm horses in Tin 

Lizzie (1975), for example, are workers, dependa- 

ble drudges, not high-spirited, free creatures. De- 

tails are not only accurate but infinite, intricate, 

clever, and humorous. 

Most of Spier’s books have a characteristic 

shape and size—approximately 10 Ci by 8 inches. 

The artist has filled that space in a variety of 

ways, often incorporating the text as a visual ele- 

ment in the composition. The endpapers in a 

Spier book are always an integral part of the 

whole, not only of the book’s aesthetic but also of 

its content, its theme. 

Spier’s books appear to fall conveniently 

into categories coinciding, for the most part, chro- 

nologically, for that reason offering the tempta- 

tion to classify individual works as belonging, lor 

example, to his nursery-rhyme period or his 

concept-book period. However, certain motifs 

like ships and rural landscapes, moods like a ro- 

bust nostalgia for Americana, and themes like 

the creative enterprise and vigor of people young 

and old intricately interlace all his works. So, if 

lured l)y the temptation, one is faced with decid- 

ing whether London Bridge Is Falling Down! (19()7) 

should be classified as a Mother (ioose story (as 
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is indicated on its title [)age), a folk song, history, 

or even a l)ook about ships and the sea. Several 

of Spier’s books evade categorization except on 

the most superficial level. Nevertheless, while care- 

fidly evading the concomitant snares, grouping 

specific titles does provide a serviceable method 

for discussing Spier’s work. 

Set in the farm country of the Netherlands, 

llie (]()w Who Fell in the Canal (1957), text by Phyl- 

lis Krasilovsky, is one of many books illustrated 

by Spier which depicts his penetrating knowledge 

and love of his native land. Alternating pen-and- 

ink drawings and double-page watercolors alive 

with humor and bustle, the book is reminiscent 

of the works of Randolph Caldecott. Brilliant 

and clear in predominately primary colors, pasto- 

ral in mode, the charm of the illustrations sup- 

ports a rather tepid story, funny but with 

improbabilities inconsistent with first-rate fantasy. 

Other books about the Netherlands illus- 

trated by Spier include Mary Mapes Dcjdge’s 

Hans Brinker (1958), a classic in the United States 

but unknown in the country of its setting, and 

Dola Dejong’s The Level Land (first published in 

1943 and reissued in 1961 with Spier’s illustra- 

tions), a captivating, compassionate, and honest 

story about a lively family in Holland during 

World War 11. Characteristic of Spier, the illustra- 

tions are pen-and-ink drawings of small figures, 

lines and solid shapes, usually placed at the 

heads of chapters. In 1969 Spier wrote and illus- 

trated his own biography of Holland for older 

readers, Oj Dikes and WindmUls. To this book 

about the topography, geography, archaeology, 

architecture, and inhabitants of his native land. 
Spier brings the talents of the draftsman and the 

cartographer. Typically Spierian, the book, ac- 

cording to Patricia Cianciolo, is “textually interest- 

ing and scholarly and a graphic arts feat.” 

Spier’s interest in Holland combines with 

his interest in his adoptive country in one of his 

more recent picture books. The Legend of New Am- 

sterdam (1979). A somewhat disjointed text, di- 

vided in its emphasis, takes readers on a tour of 

New Amsterdam in 1660, to several of its 300 

buildings, commercial and domestic, and intro- 

duces them to some of its 1,500 inhabitants, 

namely selected craftsmen and the parents and 

the j^reacher who scold the mischievous children 

who taunt (Tazy Annie, who sees in the clouds vi- 

sions of “|)eople and stone, people and stone.” 

fhe travelogue and the legend of Crazy Annie 

come together in the final illustration of the sky- 

line of modern New York. A detailed map of the 

1660 “(aty of New Amsterdam on the Island of 

Manhattan,” with a key listing what each building 

was and the names of the people who lived or 

worked there, provides intriguing facts on decora- 

tive endpapers. 

fhe narrator relates that the children 

thought teasing Annie “sidesplitting, a hilarious 

treat! . . . the funniest, most entertaining show in 

the world,” but the book itself tends toward the pe- 

dantic. Although the illustrations contain marvel- 

ous touches, like a ship’s model hanging from the 

ceiling of the church, and provide invaluable in- 

sight into the daily lives of the Dutch settlers, the 

text is forced; it is wanting in the subtleties, the 

spontaneity, and the fusion of details that have be- 

come hallmarks of Spier’s work. Spier has also il- 

lustrated books about historic New York for 

other writers, among them Lavinia Riker Davis’s Is- 

land City: Adventures in Old New York (1961). 

Spier’s love for American history and lore ex- 

tends beyond that influenced by the Dutch colo- 

nists, one manifestation of which is his il- 

lustrations of songs closely connected with the 

American spirit. The first of these, The Fox Went 

Out on a Chilly Night, is a New England pastoral. 

A runner-up for the 1962 Caldecott Medal, the 

book was inspired by a trip through the New En- 

gland countryside one summer when Spier accom- 

panied his wife to her college reunion in 

Northampton, Massachusetts. Exhilarated by the 

atmosphere and the landscape, singing the folk 

song “The Fox Went Out on a Chilly Night” as 

they drove along. Spier was struck by the idea 

that the setting and the song would make a beauti- 

ful book. In this most lyrical of his works. Spier 

uses deeper, more intense colors, the burnished 

shades of fall, to recreate the New England coun- 

tryside, an important character in the drama. Be- 

cause of its size and remoteness, Mr. Eox can raid 

the farmer’s barn with impunity. The night sky is 

never dark, but an almost phosphorescent blue, 

brightly lit by harvest moonshine. This book, too, 

alternates black and white with colored pages, 

fhe black-and-white illustrations are busy, with 

delicate, fluid, but forceful lines. The colored illus- 

trations have fewer small details, which makes 

this book as a whole seem more spacious, less fre- 

netic. 

The first of Spier’s four books in the 

Mother Goose Eibrary published between 1967 

and 1969, Londori Bridge Is Falling Down! illus- 

trates eighteen verses of the folk song. This 

book, too, stretches the imagination and provides 

historical and geographical background, which 
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SSir 

London Bridge Is Falling Down! 
illmtnitcd by Peter Spier 

The Mother Goose Library 

Cover for the first book Spier wrote for the Mother Goose Library series (Doubleday) 

combine to give the rich flavor of eighteenth- 

century London life. Because the collapse of 

such a hive of activity will be disastrous, 

bewigged architects and city fathers carefully 

study plans for rebuilding, while “my fair 

Lady-O” in ruffles and hoops decorates the win- 

dow. 

After pages of chaotic collapse—“Wood and 

clay will wash away,” “Iron and steel will bend 

and bow”—a still, blue, monochromatic double- 

page illustration in the middle of the book gives 

welcome respite to the senses before the reader re- 

enters the hustle of the city to visit such land- 

marks as the Tower of London. Each minute 

detail down to the shopkeepers’ shingles over the 

stores on the bridge are authentic-all but one; 

M. Pallister, Maker of Scientific Instruments, is 

Peter Spier’s father-in-law. At the close of the 

book. Spier provides both the music for the 

rhyme and a complete history of the bridge. 

Like all of Spier’s works, the sketches for his 

Mother (h)ose Library books were drawn on loca- 

tion. Because he “cannot make things come alive 

from photographs, travel posters, or from look- 

ing at National Geographicf because he must “be- 

come a part of the location [he is] to draw,” Spier 

went with sketchbook in hand to Delaware, Mary- 

land, and Pennsylvania lor To Market! To Market! 

(1967) “to collect the hundreds of details that go 

into the book’s making” and to give today’s child 

a picture of the early-nineteenth-century town of 

New Castle, Delaware, and the surrounding coun- 

tryside. Individual pictures illustrate carefully se- 

lected nursery rhymes, some familiar, others not, 

which take the farmer through his day. Funny de- 

tails combine with historical ones, such as the still- 

existing Packet Alley, down which a farmer rides. 

The predominant colors for this book are, appro- 

priately, earth tones. 

The pictures of Hurrah, WeTe Outward 

Bound! (1968) accompanied once more by appro- 

priate, though not for the most part well-known, 

verses, tell the story of the maiden voyage of the 

three-masted Le jeune Frangaise, built about 1830 

in Honfleur, France, later the seat of the Impres- 

sionists. The almost eight-week-long voyage to 

New York and then back by way of Dartmouth, En- 

gland, is portrayed with imaginative zest as well 

as historical accuracy in pictures first sketched in 

Normandy and Devon and from historical docu- 

ments of old New York. Le Jeune Franqaise ap- 

pears in every picture, at times in the fullness of 

its majestic splendor, in close-up of a detail of 

the rigging or the deck, or a mere match-stick 

sketch in the distance. Fhe greens, creams, and 

grays in the rolling of the sea enhance this ac- 

count ol the life of a representative nineteenth- 
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century sailor and sailing vessel and suggest 
nnpressionisin. 

Italy provides the setting for the beautiful 

And So My (larden Groius (1969). The illustration 

preceding the title page pictures two children in 

a dilapidated courtyard in a Florentine suburb 

which is saved from utter dreariness by the green 

and growing plants. Fhe postures and facial ex- 

})ressions of the children, caught with a few sim- 

ple, skillful lines, portray their dejection. They 

will escape through their imaginations, indicated 

by the verse; 

() that 1 were where I would be. 

Then I would be where I am not; 

But where I am, there I must be. 

And where I would be I can not. 

Fhe imaginative journey begins as the chil- 

dren walk down a tunnel of trees at a villa in 

Fiesole, a resort town northeast of Florence. The 

tiny silhouetted figures, holding hands for reassur- 

ance, seem aware of the dangers and loneliness 

of the imagination; however, light at the end of 

the tunnel beckons, promising beauty and the 

pleasures of the imagination. One source of 

beauty is Spier’s use of balance, discipline, and re- 

straint, as in the picture of a water garden of a 

villa in Settignano, illustrating the verse, “A 

hedge between keeps friendships green.” The pe- 

riod costumes, the gardeners at work in the back- 

ground, the swan with her cygnet, the fountain, 

and the resplendent greens all provide impecca- 

ble details. Discipline and form are only one 

source of beauty. Contrasts between the wild and 

tamed, the rustic and the regal, the country and 

the town pervade the book. The dominant colors 

of the book are, as expected, greens and blues. 

In the early 197()s Spier turned again to 

Americana, illustrating two more songs, source 

material he once described as “almost foolproof 

in popularity”: The Erie CAinal (1970) and The Star- 

Spangled Banner (1975). Spier did not consider il- 

lustrating songs an original idea, but he did 

believe that, with so few then around, a need for 

this kind of book existed. The setting for The 

Erie Ganal is the 363-mile route from Albany to 

Bidfalo in the early 185()s; the text, the words of 

I homas S. Allen’s “Low Bridge! Everyone 

Down,” or “Fifteen Years on the Erie Canal.” 

Spier aspired to do for the Erie Canal what 

no previous book had done, to reproduce and so 

preserve the canal itself, its locks, their doors, the 

boats—unlike any others—and the architecture 

along its banks. Here, too, according to Ethel 

Cover for Spiers 1975 book, which illustrates the events sur- 
rounding the writing oj the United States national 

anthem (Doubleday) 

H eins in her October 1970 Horn Book review. 

Spier “records detail with the meticulous accu- 

racy of the historian and the appreciative eye of 

the artist.” Stills of the same bend in the water- 

way, in fall and winter near the beginning of the 

book, in spring and summer near the close, con- 

trast seasonal activities and round out the story 

of life on the canal. At the end Spier provides a fac- 

tual description and history of construction and 

operation of the Erie Canal. 

The early 1970s, when preparations for the 

United States bicentennial celebrations were 

under way, afforded the timely occasion for the 

book on the “Star-Spangled Banner” Spier had 

been wanting for a long time to do. Research, he 

said, was a simple matter; everything he needed 

was beautifully preserved and easily accessible—at 

the Eort McHenry National Monument and His- 

toric Shrine; at the Baltimore museum which had 

once been the home of Mary Young Bickersgill, 

the woman who had sewn the original star- 

spangled banner; and in local historical societies. 

An oversized book. The Star-Spangled Banner spell- 

binds readers in a world of blazing red glares. 
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white rocket arcs, and dark blue nights. The 

book has its still interludes. Contrasting with the 

conflagrations of war is a peaceful pastoral scene, 

the flag reflecting in water ruffled only by pad- 

dling ducks, the armed soldiers mere blue and 

black specks on a faraway shore. 

A history of the naval battle which inspired 

the national anthem. The Star-Spangled Banner is 

also a book about the peace and liberty, courage 

and determination the artist sees as inspiriting 

America. Spier’s conception of his country as a 

land of free, hardworking. God-fearing people is 

depicted in aggregates of industrial and agricul- 

tural scenes to illustrate “Heav’n rescued land”; 

of small town Main Streets, elementary schools, 

loading docks, and legislatures in session, of his- 

toric landmarks like Bunker Hill monument, the 

earthworks on Marblehead, and Faneuil Hall to il- 

lustrate “The land of the free.” 

A factual account of the War of 1812, high- 

lighting Francis Scott Key’s part in it, a holo- 

graph of the poem in Key’s hand, the music with 

all the verses of the song, and the receipt indicat- 

ing Bickersgill was paid $405.90 “for one Ameri- 

can ensign 40 x 32 feet of finest quality bunting” 

are reproduced at the end of the text. The 

endpapers, a series of drawings depicting with 

photographic accuracy the development over the 

years of the United States flag, conclude the prod- 

uct of ten months of work for Spier and a time- 

less piece of Americana for collectors. 

In 1971 Spier took a new track and within 

two years produced three complex concept books 

for preschoolers, two of them dealing with 

sounds, one with opposites. The idea, he said, ger- 

minated from the publisher’s suggestion that 

their list would be enriched by books for small chil- 

dren. The most striking qualities of Gobble, Growl, 

Grunt (1971) and Crash! Bang! Boom! (1972) are 

the fertility of the artist’s imagination and his de- 

light in proliferating sounds. 

I hese books indicate that Spier’s aural per- 

ception is as keen as his visual, which perceptions 

are given form in consummately skillful draw- 

ings, simultaneously accurate, detailed, and 

highly suggestive. Gobble, Growl, Grunt focuses on 

the noises made by insects, animals, and birds. 

While many pages detail disparate sounds and ob- 

jects, some compositions are unified through a 

central object, such as a tree which provides the 

apes portrayed a common home. Less familiar ani- 

mals are labeled. Fhe cleverness of the sounds con- 

tributes a great deal to the book’s humor, as does 

the sheer fun the animals are having. 

Crash! Bang! Boom! takes sound into the 

human and domestic realms, where Sj^ier gives 

his imagination even wider range. Although for- 

mulating the sounds for this book was just as 

much a problem as it was for Crobble, Crrowl, 

Grunt, in the March 1972 B ulletin of the Ju nior Liter- 

ary Guild Spier pointed out that “it was far sim- 

pler to turn on the vacuum cleaner or the 

blender and then listen, than to sit for hours in 

front of a cage in the Bronx Zoo waiting for the 

dromedaries to start SFI F ITNCx and clearing 

their throats. ...” 

While Gobble, Growl, Grimt provides many ex- 

traordinary experiences. Crash! Bang! Boom! tick- 

les because the keen ear which has discerned the 

exotic in the ordinary makes even very young read- 

ers aware that those sounds are within their own 

realms of experience, and they, too, have heard 

them. Most pages are composed of numerous dis- 

crete drawings, unified only by a common theme. 

Some noises, however, work together to provide 

an integral sound, and fhe drawings indicate that 

integration. In one of opera stars competing to 

rise each above the other, the sounds create disso- 

nance; in that of the orchestra, sounds converge 

into a harmonious whole. 

The pages of Fast-Slow, High-Low: A Book of 

Opposites (1972) are also composed of multiple 

frames, each making its point. Adroit selection of 

novel objects—for example, an elephant’s trunk 

and a pig’s nose to convey the meaning of long 

and short—evoke chortles indicative of pleased sur- 

prise at their aptness. Subtle pictures, for a small 

child with little experience, of a subway running 

below the surface of the water and a car on the 

bridge above or angels and devils to indicate over- 

under might require explanation but will add pleas- 

urably to the knowledge of children even if the 

wit escapes them. 

Tin Lizzie (1975) incorporates Spier’s addic- 

tion to particularized settings and to American 

popular culture but is difficult to couple with any 

of his other books. Again, carefully researched 

and enriched by geographical and historical 

depths that add, seemingly ef fortlessly, to its spon- 

taneity, Tin Lizzie is the biography of a Model F, 

spanning a half century from the time she first 

rolls off the Ford assembly line in 1909, through 

her active life, her retirement, and her resurrec- 

tion as an antique. 

A point subtly made is that when Lizzie was 

built, planned obsolescence was not a way of life. 

The difference in ethos wrought by fifty years of 

change is wordlessly and immediately conveyed 
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GOBBLE 
GROWL 

T 

by Peter Spier 

CRASH! 
BANG! 
BOOM! 

by Peter Spier 

(.overs for Spier's concept hooks which explore the nature of sound (Doubleday) 
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through comparison of the shocked wonder of 

the observers of Lizzie when she debuts in the Mid- 

west and the nonchalance with which “that great 

old car” saunters down a contemporary highway, 

unabashed by the power and pace of compacts, 

semis, and tankers. The ambience of small-town 

nightlife radiates from the curious throng admir- 

ing Lizzie in a Wisconsin showroom window. 

Characteristically varied in page design, sev- 

eral wordless sequences are crammed with details 

about conditions associated with operating the 

car in its earliest days, conditions that, viewed 

from the perspective of distance, become funny. 

Animation becomes pandemonium but fun as 

farm animals scatter in consternation at the 

horseless carriage. Even the water in puddles can- 

not get out of the way fast enough. Horses and 

car drink from the same fountain; horses jump 

bridges that car cannot. The pictures have softer, 

more subdued color emphases and become more 

tranquil as they depict Lizzie’s integration into 

family life. 

One of Spier’s most charming talents is his 

ability to endow inanimate objects with personal- 

ity and to express their interior states. Spinning 

along a country road in her heyday, Lizzie is con- 

tent, almost smug. Working hard for her third 

owner, she is as steady and capable as an old 

dray horse. Put out to pasture, she is not only di- 

lapidated but depressed. Her “face” is sad. She is 

drained of color. Refurbished, she glows with hap- 

piness. The car’s mood is conveyed partly by the 

details which create her environment but also by 

her relative size, by her very posture, by the look 

in her headlight-eyes, and by her color. Restored, 

the spokes of her wheels are redder than they 

have ever been; her color is vivid, almost lumi- 

nous. The endpapers of Tm Lizzie, labeled, analyti- 

cal diagrams of the car’s anatomy, once more 

reveal Spier’s love for the factual. Long andxlose 

scrutiny of the prolific details rewards readers 

with both knowledge and pleasure. 

Judging from critical acclaim, Noah’s Ark 

(1977) may be a stronger contender than Tm 

Lizzie or People (1980) as Spier’s best work. It was 

a story, he said in his Caldecott acceptance 

speech, that he had for years wanted to do. The 

seventeenth-century Dutch poem by jacobus 

Revius was the final catalyst. Moved by its “faith” 

and “childlike simplicity,” Spier translated it into 

English. He acknowledges that the idea lor an 

Ark book was not new, yet when he studied the 

twenty-odd others in print, he knew there was 

room for one more, for one which was not a “joy- 

ous sun-filled C.aribhean Cauise,” but which indi- 

cated “God’s wrath.” Spier confesses to struggling 

to find a balance between the romantic and the re- 

alistic during the making of the book. An honest 

account of Noah’s story ought, thought Spier, “to 

depict the stench and the mess inside.” Animals 

will be animals, and manure must be shoveled. 

The sheer number of details gives a sense of the 

congestion that occurs when so many are packed 

together into so small a space, not unlike living 

conditions of city tenement dwellers. 

Katherine Paterson spoke for many of 

Spier’s readers when she said, “those final few 

words, ‘and he planted a vineyard,’ ring with . . . 

joy.” The ambience of the book’s endpapers trans- 

mits that joy. The new covenant is indicated by 

the pink in the rainbow, the only place in the 

book that shade is used. Perhaps the most treas- 

ured award Spier received for Noah’s Ark was his 

father’s collection of Randolph Caldecott’s works, 

most of them first editions, one whose every 

page he had as a three-year-old prodigy, “with a 

red crayon expertly ruined.” When Jo Spier 

heard that his son’s book had won the prestig- 

ious medal, he gave him the collection. 

Eight years after Noah’s Ark, Spier retold 

and illustrated another well-known Bible story. 

The Book of Jonah (1985). Translated from an ar- 

chaic Dutch version. Spier’s text is complete, ab- 

breviating only Jonah’s poetic prayer inside the 

belly of the whale. Spier’s clean, clear, rhythmic 

prose captures both the solemnity and humor of 

the story and reads with a King-Jamesian sonor- 

ity. Perhaps because of the amount of text, care- 

fully integrated into page designs. The Rook of 

Jonah has fewer pages crammed with small pic- 

tures; characteristically, however, most pictures 

are bustlingly busy in diverse ways, a notable ex- 

ception being that of Jonah crossing the desert to 

Nineveh. Though the undulations of the sand 

dunes echo those of the waves, the turbulence 

has quieted once Jonah has acquiesced to Ciod’s 

command. 

As perspicuously as any of Spier’s hooks. 

The Book of Jonah makes visible the artist’s knowl- 

edge of and respect for ships and the sea and its 

moods. 1 he harbor at Joppa is crowded with ves- 

sels, large and small; others ride the distant hori- 

zon. Details of the ship on which Jonah hooks 

passage to Larshish—masts, sails, rigging, deck, 

hold, oars—are carefully crafted. It is the sea, how- 

ever, which is the tour de force, a main character 

as well as the major backdrop. More than in his 

words, the majesty, might, and magnificence of 
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Cover for Spier’s 1985 retelling of a well-known Bible story (Doubleday) 

God speak eloquently from the tumultuous blend 

of greens, yellows, grays, blues, and violets that 

constitute the furious waves scourging the 

Tarshish-bound ship, threatening to devour it 

even as the whale does Jonah. The movement 

and color tones of the sea set the pace and 

moods of the story: wild and raging while the 

prophet is aboard ship; subsiding but still Stygian 

once he has been cast overboard; rich and re- 

flective when he is in the cavernous belly of the 

whale. 

The endpapers of The Book of Jonah are deco- 

rated with borders of a simple, repeated geomet- 

ric design in three colors, suggestive at once of 

the building, the walls, even the gates of an an- 

cient city. At the back of the book, these borders 

encase fascinating facts about the historical 

Jonah, a ship of Tarshish, the Assyrians, and the 

Babylonians; about Nineveh, its culture, its de- 

struction, and its comparatively recent archaeolog- 

ical rediscovery; about the Bible story and its 

meaning. Ihe information is accompanied by 

maps, diagrams, and watercolor sketches, as en- 

grossing to older readers as the text itself. Per- 

haps because Jonah’s story is more enigmatic 

than Noah’s, Spier’s The Rook of Jonah is less whim- 

sical and winsome than his book of Noah. 

Much less weighty than the two Bible sto- 

ries, Oh, Were They Ever Happy! (1978) and Bored- 

Nothing To Do! (1979) are the first of Spier’s 

books about children and childhood. Oh, Were 

They Ever Happy! is a puckish, Bunyanesque tale 

of three children, who, to please their absent par- 

ents, tackle a long-talked-of task, painting the 

house. Using remnants left in a myriad of cans in 

the basement, they leave not so much as a window- 

pane uncolored. The children’s gleeful satisfac- 

tion and a mounting anticipation of the end 

result erupt in a riot of color when the house fi- 

nally emerges complete in its glorious coat of 

many colors. The book was inspired by a face- 

tious reply of the artist to what may have been a 

desperate question from his wife: “What on earth 

are you going to do with all the half-full paint 

cans in the basement?” His answer: “They always 

come in handy! Someday fll paint the house.” 

Bored—Nothing To Do! recounts the ingenious 

skill of two boys sent off with a scolding to find 

something to do. Utilizing anything at hand they 

need—wheels from the baby’s carriage, sheets 

from the beds, slats from the fence, the TV aer- 

ial from the roof, the engine from the 
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Volkswagen—they build a wonderful plane that car- 

ries them serenely into the clouds, then lands 

them smoothly. Intoxicated by their success, they 

are met by worried parents with a good spanking 

(and a kiss) and sent to their room, where once 

again they sit bored, with nothing to do. 

Both books reveal Spier’s understanding of 

the child’s capacity for Herculean effort, absorp- 

tion in the immediate, and heedlessness of con- 

sequences. He admires children’s ingenuity, 

intelligence, and energy, envies the directness of 

their approach to problems, regrets that life is 

not so simple as they conceive it. Humor, irony, 

joy, and a touch of sadness envelop the stories of 

these youngsters, who, like Noah, are zesty survi- 

vors. The stories are told sensitively, with an econ- 

omy of phrase, commenting implicitly, often 

ironically, on an avalanche of visual details burst- 

ing with color. 

Rain (1982) and Peter Spiers Christmas! 

(1983), both oversized wordless books, are also 

books about childhood, but their sphere is more 

particularized and their perspective broader. 

Events during these two special times are re- 

vealed simultaneously from the points of view of 

the child and of the artist, the latter an experi- 

enced, extraordinary observer of the ordinary. 

Rain, centered on a sister and brother’s pleasure 

in a rainy day, also reveals through hundreds of 

details Spier’s sensitivity to nature and its sum- 

mer moods—to flowers and trees, insects and 

birds, small wild and domestic animals, and their 

responses to wind and rain. 

Playing in a backyard, whose sandbox, tree 

house, pool, swings, flowers, birds, animals, and 

even clothes hanging on the line suggest a child’s 

paradise provided by beneficent parents, the girl 

and her brother run for their rain gear when the 

first drops fall. With their mother’s blessing, they 

go off to explore, reveling in water everywhere. 

Puddling about in streets, under gutters, in 

ditches, and in the park, they use their big black 

umbrella alternately as shelter, shield, bucket, 

and boat. They gaze enthralled at glistening 

spiderwebs and dripping pine boughs; they ad- 

mire the reflective power of water—and their own 

reflections. Ihey commune with dandelions, 

ducks, swans, and other rain lovers, fhroughout 

the book, a contrasting commentary on the de- 

light of the children are the little creatures who 

seek shelter in any available nook or corner: the 

cat under a car; mice under overturned garbage 

cans; squirrels in a tree; cardinals under a bird 

bath; martins under the eaves; and robins under 

bridges or rabbit cages. When the wind blows the 

children’s umbrella inside out, they race exuber- 

antly for home, figures of flashing color in one 

of three double-page spreads of the darkening, 

burnished-pewter world of their high jinks. 

At home, after baths and mugs of cocoa, 

both steamy, the children contentedly read, play, 

and have dinner. By bedtime, the rain seems to 

have lasted forever as they wistfully watch 

umbrellaed neighbors walking pets under still- 

tossing trees. Tomorrow, however, dawns, a new 

day fresh and fragrant. Sunflowers raise their 

bowed heads, mice crawl out of the garbage can, 

squirrels leap from tree to tree, and birds burst 

with song. Yesterday’s sheets and jeans have once 

again been hung out to dry. The children are as 

sparkling as the backyard to which they return. 

If anything can evoke in a jaded grown-up the 

same childlike wonder and zest for life, it has got 

to be Peter Spier’s sun-drenched world washed 

bright by an all-day rain. 

As Spier has recorded the archetypal reac- 

tion to rain through accumulation of details ac- 

crued from every possible angle, so in Peter 

Spier s Christmas! he records the ritualized celebra- 

tion of that holiday in white, middle-class Amer- 

ica. An added perspective in the book is that of 

adults, of parents who are more than suppliers 

of the needs of children. Companions and caretak- 

ers still, they also have independent lives. Celebra- 

tion in the book comprises well-defined familiar 

rituals: gargantuan preparations—shopping and 

cooking, card writing and mailing, selecting and 

trimming of a tree, decorating indoors and out; 

proud admiration of the hard-wrought holiday 

metamorphoses; Christmas Eve worship; the still- 

ness and anticipation of the holy night; and fi- 

nally on Christmas morning the presents. 

In typical Spierian wry humor, the omnipres- 

ent cat, whom Santa has not forgotten, offers gen- 

tle social commentary: she nestles in the tangled 

tissue of her gift box, preferring the wrappings 

to the content. Recounted from the adult perspec- 

tive, Christmas for parents also means clearing 

the ruins of the monumental feast, then enjoying 

a peaceful midnight moment before the fire. 

A cyclical event, Christmas, which was but 

twelve days away at the beginning of the book, is, 

according to the Christmas Cdub calendar in the 

bank, 353 days away at the end of the book. In 

the final pictures of the once-more daily world, 

the children are smiling as happily as in the first 

ones, perhaps in remembrance of the (diristmas 

just past, perhaps in anticipation of (’Jiristmas-yet- 
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Preliminary sketch for To Market! To Market! (courtesy of the artist) 

to-come, and perhaps because Peter Spier is 

aware of and loves every bit of the fuss and 

flurry, the folly and fun of the festivity. 

I he theme of People (1980), a picture book 

for the nuclear family and the family of nations, 

is the wondrous variety among the peoples of the 

earth—their physical appearances, their homes, 

their languages and customs, their talents and 

tastes. An oversized book in bright, intense col- 

ors, overtly didactic, the book is a pictorial encyclo- 

pedia of facts shot through with vital concepts. 

Influenced by the eighteenth-century social 

commentator and humorist William Hogarth, 

Spier’s realism is contemporary and symbolic. 

Anyone who has ever been caught on a subway 

by a power shortage will shiver at the aptness of 

the artist’s metaphor for how “not mighty at all” 

most of us are. An incident at the Bologna Chil- 

dren’s Book fair in 1979, where Spier displayed 

the dummy, demonstrated how easv it is even for 

a scrupulous worker to go wrong. Arab visitors, 

studying the forty-five styles of writing from 

around the globe, pointed out to the author that 

the five types of Arabic script he had copied 

from an eminent European encyclopedia were all 

u|)side down. People has been criticized as stereo- 

ty{)ical in its illustrations of nonwhite, non- 

Western cultures; however, those details are 

overpowered by the impact of the book’s total vi- 

sion. 

Spier has considered doing books for adults 

but believes that, after twenty-five years, he has be- 

come so specialized and “probably knowledge- 

able” in juvenile publishing that he may have 

pigeonholed himself. He loves the freedom of pro- 

ducing “the whole package.” Because adults buy 

books for children, he is gratified that children, 

who have the final word, have judged his books 

worthy of long lives. Spier does, however, move 

out into new directions. In the last five years he 

has published three sets of toy books for the 

mass market. The first series, the Village Books, 

published for an international market, had to hur- 

dle occasional tricky obstacles in production. A 

French publisher, objecting to a frog appearing 

in a pet store, insisted, ‘'Mais non, Monsieur 

Spier. Impossible! The frog belongs in the food 

market.” Finally, the frog does not appear at all. 

The six-by-nine-inch stand-up board books, 

all published in 1981, are cut in the shape of 

small buildings and include Bill’s Service Station; 

Fire House, Hook and Ladder Company Number 

Twenty-Four; The Food Market; My School; The Pet 

Store; and The Toy Shop. Primarily concept books 
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Preliminary sketch, made m Italy, for And So My CkircltMi (irows (courtesy of the artist) 
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to introduce the preschool reader to the places 

themselves and to the services provided by the 

people who work there, the series is of uneven 

cjuality: individual books are disjointed and the 

texts—where they exist—are sometimes pedestrian. 

Despite their weaknesses, the books are brightly at- 

tractive and have the tistial careful, precise draw- 

ings and Spier’s typical charm and whimsical 

humor. Indeed, Spier’s sense of play, with, of 

course, his art style, provides whatever unity a 

book or the series has. 

Published in 1983, Peter Spiers Little Bible 

Storybooks include three tiny “zig-zag” books, pack- 

aged together in a miniature library: The Cre- 

ation, Noah, and Jonah. Each opens out into a 

thirty-inch-long panel, laminated and accordian 

pleated into seventeen pages. One side of each 

reads like a conventional picture book. Although 

the stories are capably retold by Peter Seymour, 

the pictures are the outstanding feature, and the 

series rightly carries Spier’s name. 

Many of the illustrations of Noah and Jonah 

are familiar to readers of Noah’s Ark and The Book 

oj Jonah, but the pictures in the miniature books 

do not duplicate those in the larger books. The 

back side of the panel is a pictorial panorama, 

each appropriate to its particular book. The 

panel for The Creation is divided into eight dou- 

ble segments, one for “In the beginning” and 

one for each of the days of creation; for Noah it 

is one bustling, continuous scene, depicting not 

only the pairs selected for boarding the Ark but 

those myriad from every species who had to re- 

main behind; the panel for Jonah tells the proph- 

et’s story in a series of eleven paintings, the 

smallest covering one page, the largest two-and-a- 

half, and others any combination in between. 

Each story culminates in a layered, three- 

dimensional tableau inside the back cover of the 

book box. Although as delicate and fragile as the 

tiny books themselves, the workmanship is su- 

perb: the color fresh and alive; the detail, as al- 

ways, astounding. Appreciative—and fortunate- 

owners of Peter Spier’s Little Bible Storybooks may 

well treasure them into adulthood. 

The most recent of the toy books, another 

set of board books, is the Little Animal series, pub- 

lished in 1984 for toddlers. Only 3 V2 by 4 ‘V4 

inches, these books, designed only for home librar- 

ies, will fit snugly into wee hands. Peter Spier’s Lit- 

tle Cats, Peter Spier’s Little Dogs, Peter Spier’s Little 

Ducks, and Peter Spier’s Little Rabbits are picture 

stories accompanied by a minimal text about curi- 

ous, rambunctious baby animals who eat, romp, 

get into mischief, and sleep. Wide-eyed and joy- 

ous, these young ones will not only enchant chil- 

dren but provide them with brilliant images and 

accurate information about their favorite pets in 

their various domestic and natural habitats. Creat- 

ing for the mass market appeals to the pragma- 

tist in Spier and to the artist, who aspires to 

invade that market with high quality books for 

the small child. 

Peter Spier’s work, praised for his inveterate 

care in production and profusion of inventive de- 

tail, regardless of which of a wide variety of sub- 

jects he turns his talent, is imbued with respect 

for human dignity, an understanding tolerance, 

and a vital joyousness. In his Caldecott accep- 

tance speech he told the story of a worker over- 

powered by awe and his own inarticulateness at 

the funeral of the president of his company. The 

man tried bravely to deliver his scheduled eu- 

logy. After a couple of false starts, he swallowed 

hard and bellowed, “Ladies and Gentlemen . . . 

Hip, Hip, Hooray!” Peter Spier’s audience voices 

that same cheer. 
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The artistic reputation of William Steig 

would have been remarkable even if he had 

never turned to writing and illustrating chil- 

dren’s books. Indeed, he had two separate and suc- 

cessful careers, one beginning in 1930 at age 

twenty-three when his cartoons began to appear 

in the New Yorker, the second with the publication 

of his first major children’s book in 1968, Roland, 

The Minstrel Pig. He was sixty-one, certainly past 

the age where he knew what modern children sup- 

posedly looked for, nor did he possess a pipeline 

into the specific and always shifting cultural cli- 

mate, yet he has steadily produced books for the 

children’s market which have been enthusiasti- 

cally received by readers and critics. 

Perhaps a life devoted to art in many forms 

was a natural route for William Steig, since he 

was born into a family where everyone partici- 

pated in some form of the arts. His parents, Jo- 

seph and Laura Steig, were both painters, and 

his three brothers all artists, musicians, writers, 

or poets. Steig had his first painting lessons from 

his eldest brother, Irwin. Other influences that 

touched the mind of the young artist were 

Grimms’ Fairy Tales, Hansel and Gretel, Pinocchio, 

Tales of King Arthur, the Katzenjammer Kids, and 

Charlie Chaplin movies. His vivid memories of 

early school days at P.S. 53, in the Bronx, in- 

spired his “Small-Fry” drawings, first appearing 

in the New Yorker. Steig attended the National 

Academy of Design and later began a serious ca- 

reer as a cartoonist. Now the tradition in this pur- 

suit of the imagination is carried on by his three 

children, Lucy, Jeremy, and Margit. 

William Steig says he was first inspired to 

write books for children by the insightful pub- 

lisher Robert Kraus of Windmill Books, who felt 

Steig could make a contribution in a growing 

field. Steig’s first six books for children were all 

published by Windmill. 

A close study of Steig’s work seems to reveal 

that he drew his keen direction from two 

sources: one, a sensitivity born of an innate under- 

standing of the quality of childhood, never under- 

estimating or condescending to it, and two, an 

inner, perhaps intuitive knowledge of what 

makes a good book. A question can be posed as 

to whether the child in him knew what he liked 

as a result of immersion in the classics or 

whether a classic sense of literature exists in the tal- 

ented artist living perceptively. In any case, pre- 

cise and highly literate language is the element 

that links these qualities. Combining his almost for- 

mal incisiveness with the humorous, wry, and vi- 

sionary talent of a gifted illustrator, Steig became 

a most unique author-illustrator. At his best, 

words cannot be separated from drawings. They 

are of a piece and mutually enhancing. 

Of the several themes that thread through- 

out Steig’s work, the importance of friends and 

the love and loyalty of family are foremost. But 

there is also romanticism present in his works, re- 

verting to the fairy-tale tradition and employing 

all its elements. Steig frequently confronts out- 

right evil: villains, not mischievous pranksters, as 

well as death and terror. Magic and the use of 

dream, not as a device, but as a means of under- 

standing human nature, are vehicles Steig uses 

freely, truly a marriage of the traditional and the 

modern. 

Perhaps it is mysticism that appears most con- 

sistently and assuredly in Steig’s work; the won- 

der about eternity, the questions of a questing 

mind. One hears throughout all his books the 

plaintive cry of a lonely soul; not a creature with- 

out friends or love, but the plea of the individual 

for answers to the imponderables of the universe 

and mortality. 

And finally, expressed best through evoca- 

tive and joyful illustrations that explode into life 

on the page, is Steig’s reverence for nature in all 

its forms. In presenting the sun, moon, stars, pro- 

fusions of flowers, winter snows, and rain Steig 

makes the reader feel closely what is ordinarily 

taken for granted. 

In Roland, The Minstrel Pig Roland, a musi- 

cally talented balladeer and trustworthy individ- 

ual, agrees, on the advice of his loyal friends, to 

seek his fame in the world. “Once Roland began 

thinking along these lines, he could think of noth- 

ing else. He dreamed for days of fame and 

wealth, and he was no longer satisfied with the 

life he’d been living.” The romantic wandering 

minstrel, wearing a velvet hat with a feather 

plume, traveling without meeting another living 

soul, becomes lonely and sings a sad song. Then in- 

nocent Roland meets evil personified in the form 

of Sebastian the fox, who, luring him with prom- 

ises of an audience with the king, plots accidents 

that will provide him with a meal: “They started 

out with brisk steps—Roland dreaming and the 

fox scheming.” The King, a lion, rescues Roland 

from death by cooking and gives him a position 

of honor in the court after Roland proves him- 
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self by his talent. Roland indeed becomes the 

poet laureate, and the fox is given his due in the 

dungeon. 

This tale is subconsciously satisfying because 

it is true to fairy-tale tradition in its archetypal 

form. And it is pleasing because the language is 

lively, the tone never condescending. The re- 

peated use of internal rhyming provides a deep re- 

verberation of delight. Illustrations are richly 

colorful and wryly humorous: the reader does 

not soon forget Steig’s portrayal of a picnic tea 

party with a donkey, a goose, and a pig consider- 

ing the future. Picnics and tea parties are impor- 

tant in all Steig’s works. 

Sylvester and the Magic Pebble (1969) received 

the Caldecott Medal in 1970, was nominated for 

a National Book Award in the children’s category 

the same year, received the Lewis Carroll Shelf 

Award in 1978, and the Spring Book Festival 

Award in 1969. Steig’s portrait of Sylvester 

Duncan, a donkey who collects unusual pebbles 

as a hobby and eventually discovers one that 

causes the rain to stop and then turns him into a 

rock, is his first real use of magic. The loving 

and forlorn family waits for Sylvester’s return, 

which must occur with the reoccurrence of 

magic. And of course it does happen, at a picnic. 

Sylvester is transformed through a wish by Mrs. 

Duncan: “You can imagine the scene that 

followed—the embraces, the kisses, the questions, 

the answers, the loving looks, and the fond excla- 

mations!” Moreover, Steig produced a whimsical 

fancy with charming illustrations that provided 

him the opportunity to show the changing sea- 

sons bursting into an extravaganza of spring flow- 

ers and the trees in all their tender beauty. 

At the time Steig won the Caldecott Medal, 

there was some criticism of his use of pigs as po- 

lice. Fhis now seems ludicrous since Steig uses all 

types of animals in his stories. Pigs and doi>keys 

seem to dominate Steig’s early work. Later on, 

mice, geese, and dogs are prominent. Not until 

(ialeb and Kate (1977) are humans introduced. It 

seems not to make much difference. (Certainly 

the animal characters are used anthropomor- 

|)hically; if anything, one might complain about 

the lack of male-female conflict until Caleb and 

Kate. While Steig families are supportive, women 

are wives and mothers, not doers. Fhey usually 

wear aj^rons. 

Arnos and Boris (1971), which was also nomi- 

nated for a National Book Award, [)laced on the 

New York I'lrnes Best Illustrated (diildren’s Books 

of the Year list, and included in the Cdiildren’s 

Book (Council’s (diildren’s Book Showcase, 

marked a departure for Steig. 1 he illustrations 

are low-key, muted, with only occasional bright 

touches of orange on a boat or from the sun, to 

lighten a generally silvery-gray seascape. Phis en- 

tire story takes place on or near the sea. And 

once again Steig proves himself to be a master of 

incongruity. Amos, a mouse, builds a boat “be- 

cause he wondered about the faraway places on 

the other side of the water,” and Boris, a whale, 

is on his way to the Ivory Coast of Africa to at- 

tend a whale meeting. The plot is made plausible 

by the authoritative ring of Steig’s language. 

Amos, “full of wonder, full of enterprise, and 

full of love for life,” runs into a storm and is cast 

adrift, to be rescued by Boris, who admires the 

“delicacy, the quivering daintiness, the light 

touch, the small voice, the gemlike radiance of 

the mouse.” 

The two become close friends and tell each 

other their dreams, ambitions, and hopes. Years 

later it is Amos’s turn to rescue Boris with the 

help of two elephants. When the two friends part 

the second time they know they might never see 

each other again, and they cry. Ihe story is 

tightly drawn, so that their tears are appropriate. 

Although the story is full of fast action, and even 

heroic, it is somehow a delicate and tender revela- 

tion of strong friendship. 

Although Dominic (1972) won a Christopher 

Award in 1973 and the William Allen White 

Children’s Book Award in 1975, was an ALA No- 

table Book on the Horn Book honor list, and was 

nominated for a National Book Award, it seems 

the least successful of all Steig’s major books. He 

turned to the novel form for the first time, and, al- 

though the story is pleasant, it lacks the consis- 

tency of voice and strong narrative tension of his 

other works. 

Dominic is a gregarious mutt who decides 

that there “wasn’t enough going on in his own 

neighborhood to satisfy his need for adventure. 

He just had to get away.” Steig again portrays a 

wandering musician as Dominic packs his piccolo 

for the trip. Evil presents itself immediately with 

the introduction of a witch-alligator looking some- 

thing like little Red Riding Hood’s grandmother. 

Dominic is thrust into one devastating adventure 

after another, the most terrifying of which is the 

attack by the Doomsday (Lmg, a collection of 

stoats, weasels, cats, and other creatures symboli- 

cally associated with trouble throughout the his- 

tory of children’s literature. Dominic befriends a 

dying pig and helps out another pig who has 
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Dust jacket for Steig s 1969 story of a young donkey who collects unusual pebbles. The book won the Caldecott Medal in 1970 

(Windmill Books). 

l:)een the victim of the gang’s misdeeds. The end- 

ing draws openly from The Sleeping Beauty, with 

Dominic’s rescue of Evelyn, “the most beautiful 

dog he had ever seen,” a completely romantic vi- 

sion. 

While the illustrations in Steig’s other books 

carry much of the weight and extend the under- 

standing of the words, most of the meaning in 

Dominic comes through the text. The small black- 

and-white drawings do not elicit the same exqui- 

site feeling of humor, wonder, and delight. 

H owever, by the time Steig wrote Abel’s Island 

(1976), he had mastered the novel form. Even 

though the book is reminiscent of Robinson 

Crusoe, it is fresh and made somehow new with 

confident language that is pure Steig at his philo- 

sophical best, sure of the sophisticated humor, 
and comfortable in the medium he has both cre- 

ated and actjuired. 

The Real Thief (1973), an ALA Notable 

Book, started, according to Steig, “with the idea 

of a child suffering from an injustice. That’s the 

only time I really gave myself a theme. Otherwise 

I just ramble around and discover for myself 

what will happen next. It’s only when you’re con- 

sciously aware of what you’re doing in a book 

that you’re in trouble.” 

Again Steig’s cast of animal characters is lov- 

ingly portrayed. There are pigs, goats, cats, a 

mouse who looks like E. B. White’s Stuart Little, 

King Basil the Bear, and the hero, Gawain the 

Goose. Ehe story and atmosphere are quite differ- 

ent f rom traditional Steig; instead of universal pas- 

toralism, the mood and tone of medieval 

England is all pervasive, stemming perhaps from 

Steig’s boyhood love of Robin Hood and King Ar- 

ihur. Ehe delicate black-and-white illustrations 

are rich with halberds, cathedral windows. 
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Dust jacket for Steig’s 1973 story, which began, according to 

the author, ’'with the idea of a child suffering from an injus- 

tice” (Farrar, Straus ^ Giroux) 

bewigged judges, and palace jewels. 

rhe story is of a highly moral nature with- 

out being moralistic. It is about lying and brav- 

ery, justice and injustice, and Steig’s familiar 

theme, friendship. Gawain is the chief guard of 

the royal treasury and is dismayed to be accused 

of stealing the royal jewels. After Gawain suffers 

the ignominy of being sent into exile and the be- 

trayal of his friends, the real thief, Derek the 

mouse, saves the day by recognizing the wrong 

he has done to himself and his friend. The story 

unfolds slowly, is deep and thought-provoking, 

with enough action and heart-wrenching drama 

to keep it from being a sermon. 

With Farmer Palmer’s Wagon Ride (1974), an 

ALA Notable Book, Steig returned to his charac- 

teristic breezy good humor, unreeling panoramas 

of countrysides that stir feelings of hay rides and 

apple cider. Pigs and donkeys are again the main 

characters. This uncomplicated farce is full of 

tongue-in-cheek whimsy and adventures the 

reader knows will end happily. Wordplay spar- 

kles on the pages. “An hour before sunrise. 

Farmer Palmer ti|)-hoofed out of the house and 

went to the barn to wake uj) his hired hand, 

Ebenezer.” T here is picture-})lay too; a country 

billboard says “Use Swan’s Liniment” and shows 

a dog holding a bottle of liniment. When Farmer 

Palmer goes to town to sell his vegetables and 

bring back gifts for his family, he does not antici- 

pate all the trouble that will befall him. As each ep- 

isode unfolds, the ludicrous happenings achieve 

a cumulative humor. Farmer Palmer wonders if 

he will ever arrive home safely. Of course he 

does, and there is the loving, overjoyed fat fam- 

ily, who greet him with laughing, kissing, and a 

few tears. With this book, Steig leaves the form 

of fairy tale and turns to idyllic domesticity. His 

next three books also end with ecstatic family re- 

unions after arduous circumstances have been sur- 

vived. 

Abel’s Island received the Lewis Carroll Shelf 

Award, won William Steig his first Newbery 

Honor Book award in 1977, and was also placed 

on the Horn Book honor list and included in the 

Children’s Book Showcase. Perfecting his novelis- 

tic style and illuminating the pages with enchant- 

ing line-wash black-and-white drawings, Steig 

created a small masterpiece. 

Abel, a wealthy, privileged, dapper, and so- 

phisticated mouse, begins his year-long odyssey 

by chasing after his dear wife Amanda’s silk scarf 

during a storm. The story begins with one of 

Steig’s ubiquitous picnics with “delicate sand- 

wiches of pot cheese and watercress, along with 

hard-boiled quail eggs, onions, olives, and black 

caviar. They toasted each other, and everything 

else, with a bright champagne, which was kept 

cool in a bucket of ice.” Steig establishes a way of 

life and the identity of his characters in one deft 

stroke. His skillful storytelling juxtaposes the ele- 

gant beginning with a soon-to-follow life of hard- 

ship, terror, near death, and learning through 

experience, as Abel is pushed and ptimmeled by 

a raging river to his refuge, a tree on an island. 

The theme is certainly this: although Abel is lost, 

he finds himself . 

Alone on his island, Abel discovers that he 

is a part of the creation and has a relationship 

with the earth and sky and forces of nature. He 

draws from sources within himself that astound 

him. H e faces loneliness for his beloved wife and 

family. He endures depression through the forget- 

fulness of a new friend, Ciower the frog. He ap- 

proaches death through treachery by an owl and 

a cat. During all this, a change occurs. Abelard 

(his given name) moves from being an alool 

mouse to an involved one. He develops patience. 

In creating aesthetic forms, clay statues ol 
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On Cobble Road she stopped at Maltby*s barn and stood gauking es the old 

gaffers pitched their ringing horseshoes and spat tobacco Juice. 
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Aniaiuia and his triends and relatives, he finds 

his life work and purpose in life. And in the end, 

Amanda still waits: “Abel! Oh, dear Abel! It’s 

you! It’s really, really you!’’ After they have cov- 

ered each other with kisses, Abel has the best 

throw-away line in modern children’s literature, 

“I’ve brought you hack your scarf.” Steig’s wry 

humor is the perfect blend for this charming, 

highly literate, compassionate, and amiable story. 

Who can resist a mouse who visits his absent wife 

in his dreams and sends her “mind-messages”? 

For The Amazing Bone (i976), a Caldecott 

H onor Book, Steig chose a female protagonist 

for the first time, portraying a dreamy pig 

named Pearl, who wears a pink dress and bon- 

net. Her wondering spirit blends harmoniously 

with the impressionistic drawings; the gold, 

greens, lavenders, and soft growing of spring. 

Steig’s use of color sensitizes each page of The 

Amazing Bone. The romantic quality of text and pic- 

ture j)ermeates the pages like the fragrance of 

flowers: “spring was so bright and beautiful, the 

warm air touched her so tenderly, she could al- 

most feel herself changing into a flower. Her 

light dress felt like petals.” 

Pearl is the pig who loves everything. She 

never dreams harm can befall the beautiful 

world she lives in until amazing things happen to 

her. For example, she finds an “amazing bone” 

that speaks any language. Then, after finding 

such a wonderful thing, she discovers terrible evil 

in the form of a fox who “wore a sprig of lilac in 

his lapel,” “carried a cane,” “was grinning so the 

whole world could see his sharp white teeth.” In 

the illustration for this scene, the fox nuzzles 

Pearl seductively, both arms around her waist. 

“You’re exactly what I’ve been longing for, . . . 

young, plump, and tender. You will be my main 

course at dinner tonight. . . .” While the fox em- 

braces Pearl, the bone screams, “Unhand her, 

you villain, or I’ll bite your ears off!” 

Here Steig uses the archetypal Red Riding 

Hood theme without apology, as he did in 

Dominic. I he young, innocent girl is molested by 

a stranger who introduces her to the evil of the 

world, and the bone is her magic protector. How- 

ever, thanks to modern fantasy, where ancient 

themes can be {)layed with, the ending is happy. 

After suffering all kinds of verbal abuse and ab- 

ject terror, the bone and Pearl philosophize, 

“Fni only Just beginning to live. ... 1 don’t 

want it to end.” 

“1 know,” said the hone. 

/ / 

Dust jacket for the book in which Steig introduced his first 

human characters (Farrar, Straus ^ Giroux) 

The major difference between Steig’s story 

and the traditional tale is that the heroine knows 

her fate. The realism of our time will not permit 

naivete. But, true to fairy-tale style, there is 

plenty of misery and terror here—and the confron- 

tation with the worst—death. Of course, magic 

saves the day. With the inventive wordplay Steig 

has become known for, “Adoonis ishgoolak 

keebokkin yibapp” turns the fox to the size of a 

mouse. This device is employed again in Caleb 

and Kate, establishing Steig as a master of non- 

sense. 

The family rejoices at Pearl’s miraculous es- 

cape; and miraculous it is, but it embodies the per- 

fect reality of good fantasy—the fantasy stays 

alive: “The bone stayed on and became part of 

the family. It was given an honored place in a sil- 

ver tray on the mantelpiece. Pearl always took it 

to bed when she retired. . . .” The book was in- 

cluded in the Children’s Book Showcase in 1977 

and received a Boston Globe-Horn Book honor nomi- 

nation for illustration. 

Steig, in Caleb and Kate, another National 

Book Award finalist, employs lovingly familiar 

scenes of the joyous changing countryside, delight- 

ful wordplay, a hero suddenly thwarted from ordi- 
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nary pursuits by magic, and finally a joyous reun- 

ion. But there is one great difference not found 

in Steig’s earlier books—he introduces his first 

human characters, and they are human in every 

way. “Caleb the carpenter and Kate the weaver 

loved each other, but not every single minute. 

Once in a while thev’d differ about this or that 
/ 

and wind up in such a fierce quarrel you’d never 

believe they were husband and wife.” 

It is a quarrel that sends Caleb out into the 

forest. The witch Yedida comes upon him in his 

nap, and wheezing the words “Amrny whammy, 

Ibbin bammy. This is now, a bow-wow-wow,” she 

turns him into a dog. There is a Steig dog, look- 

ing marvelously human, but still a dog. In the se- 

ries of pictures that follow, Kate is seen missing 

her husband, traipsing through “the moon-laced 

forest.” But all this time Caleb could not be 

found, though “He was behind his wife, with the 

shape and shadow of a dog.” 

After many attempts to tell Kate what hap- 

pened to him, help comes in the form of rob- 

bers, whom Caleb attacks. In the ensuing 

frenzied action, Caleb is magically returned to 

his former self. He enters human life again, and 

there is a repeat of Amanda and Abel’s reunion. 

“Caleb and Kate leaped into each other’s arms 

and cleaved together for a long time.” The bibli- 

cal flavor of the term “cleaved” enables Steig to re- 

tain the folkloric and mythic quality of his story. 

Steig is at his best in Caleb and Kate, combin- 

ing what he has learned about prose and using 

all his artistic gifts: the tongue-in-cheek humor 

that is never beyond the child, eloquent language 

as well as inventive play, both in language and il- 

lustration. 

Gorky Rises (1980) won the Irma Simonton 

Black Award in 1981 and was included in the 

New York Times Best Illustrated Children’s Books 

of the Year list in 1980. Gorky, a frog, sets.up a 

lab by the kitchen sink to try concocting a magic 

potion. He discovers that the missing ingredient 

is his mother’s attar of roses. While he waits for 

the magic to take place, he heads over to Ele- 

phant Rock, “his best spot for doing nothing.” Al- 

though there are reminiscent traces of Steig’s 

familiar wordplay (“what a magic cloverous 

smell,” (xorky sighs as he tramps through the 

meadow), his later incantations are sometimes 

forced, and even the illustrations lack the usual 

Steig richness and depth of humor. 

Steig’s metaphysics touch Ciorky as, his 

magic potion activated, he floats alone in the sky. 

“Dreamily he began asking himself questions he 

could not answer. Did anyone know where he 

was? Did God, for example, know? Did his par- 

ents?” When Ck)rky finally manages to descend 

to earth he lands at Elephant Rock, which predicta- 

bly becomes a real elephant. Steig provides a 

twist to his ubiquitous “jubilant” family reunion, 

however, when Gorky’s father laconically says, 

“Well son, you must be tired after all that flying. 

Let’s go home and get some sleep.” 

Doctor De Soto (1982), an animal fantasy in 

picture-book format, pits a mouse against a fox 

in an inventive “outfoxed the fox” story. Doctor 

De Soto, a mouse dentist, and his wife treat all 

types of animals, large and small, through elabo- 

rate mechanisms that permit the diminutive 

mouse to reach the troublesome tooth. However, 

a sign on the building limits the practice: “Cats 

and other dangerous animals not accepted for 

treatment.” The fox connives his acceptance as a 

patient but loses his reward in the end- 

outsmarted by Dr. and Mrs. De Soto. The illustra- 

tions provide quality character identification in 

Steig’s usual style and provide the visual drama 

and humor that extend the story. The book re- 

ceived the American Book Award in the hard- 

cover picture-book category. Solomon and the 

Rusty Nail (1985) follows the great tradition oi Syl- 

vester and the Magic Pebble and Caleb and Kate—3. 

tale of magical transf ormation from a master story- 

teller. 

In addition to these fiction books for chil- 

dren, Steig wrote CDB! (1968), CDC? (1984), and 

The Bad Speller (1970), all readers, and An Eye for 

Elephants (1970), a book of verse, demonstrating 

his great versatility in the children’s book field. 

William Steig has said about his much ac- 

claimed second profession, “You probably write 

for yourself as a child,” and “winning is defi- 

nitely fun. I never understood what was missing 

from my life until this began to happen. It feels 

darn good, like being dubbed into knighthood.” 

from his record since the age of sixty-one, he 

may not have achieved the sum total of his lofty po- 

sition yet. What happens after knighthood? An- 

other career, perhaps. 

Reference: 

Selma Cf Lanes, Down the Rabbit Hole: Adventures 

and Misadventures in the Realm of Chddren's Lit- 

erature (New York: Atheneum, 1971). 

Papers: 

William Steig’s papers are located in the Kerlan 

(a)llection at the University of Minnesota, Minne- 

apolis. 
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Chris Van Allsburg 
(18 June 1949- ) 

Laura Ingram 

BOOKS: 74ie (jarden of Abdul Gasazi (Boston: 

Houghton Mifflin, 1979); 

jumanji (Boston: Houghton Mifflin, 1981); 

Herds Dream (Boston: Houghton Mifflin, 1982); 

The Wreck of the Zephyr (Boston: Houghton 

Mifflin, 1983); 

The Mysteries of Harris Burdick (Boston: Houghton 

Mifflin, 1984); 

The Polar Express (Boston: Houghton Mifflin, 

1985); 

The Stranger (Boston: Houghton Mifflin, 1986). 

Widely recognized not only as a writer and il- 

lustrator of children’s books but as a sculptor 

and educator as well, Chris Van Allsburg consis- 

tently takes advantage of “the opportunity to cre- 

ate a small world between two pieces of 

cardboard, where time exists yet stands still. . . .” 

Spurred by his obsession with “making some- 

thing real that at one point is only an idea,” Van 

Allsburg uses his talent as an artist to explore the 

relationship between physical reality and the 

world of dreams and illusion. 

Chris Van Allsburg was born 18 June 1949 

in Crand Rapids, Michigan, where his parents op- 

erated a dairy (“not the kind with cows,” Van 

Allsburg clarifies, “but one that converts milk 

into ice cream”). He earned a bachelor of fine 

arts degree from the University of Michigan, 

where, abandoning his initial “vague idea of be- 

coming a lawyer,” he studied art to the exclusion 

and detriment of other subjects. He went from 

there to the Rhode Island School of Design, 

where he received a master of fine arts and re- 

mains as a teacher of illustration. 

Van Allsburg’s fascination with drawing and 

painting began in elementary school, where art 

classes were held twice a week. An anecdote re- 

lated in his C^aldecott acceptance speech demon- 

strates his early devotion to art: as a second 

grader, unwilling to miss art day, he attended 

school despite feeling sick at breakfast. As a re- 

sult, he threw up in the boots of an unfortunate 

classmate, Billy Marcus, whom Van Allsburg still 

remembers by name. His interest in art was to 

Chris Van Altsburg 

waver in sixth grade, however, as Van Allsburg 

reached adolescence and peer pressure swayed 

him from pen and paper to more acceptable, tradi- 

tionally masculine pursuits such as football. “Kids 

who draw or wear white socks and bring violins 

to school on Wednesdays might have cooties,” he 

explains. 

In college his interest returned to art, 

though this time its function in his life was, ini- 

tially, a means of avoiding serious study of aca- 

demic subjects. He recalls, in a story that betrays 

his naivete as a freshman of college art curricu- 

lum, enrolling in an eight o’clock A.M. course 

listed cryptically as “Fgdrw” on his schedule. Arriv- 

ing at the classroom equipped with newsprint 

and charcoal, he discovered “an older woman 

wearing a terry-cloth robe and slippers. I 

thought, ‘What? Does she live here or some- 
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thing? Maybe we’re early and she hasn’t had time 

to dress.’ ” It was not until she took off the robe 

that he realized what the abbreviation “Fgdrw” 

stood for. 

Van Allsburg’s first picture book, The Gar- 

den of Abdul Gasazi (1979), gained him almost 

instantaneous recognition in the field of illustra- 

tion. This tale relates the experiences of a hap- 

less boy, Alan, whose adventures begin when 

Miss Hester’s dog, Fritz, left in his care for the af- 

ternoon, runs through a garden gate posted with 

a sign warning: “ABSOLUTELY, POSITIVELY 

NO DOGS ALLOWED IN THIS GARDEN.” 

After an extensive search for Eritz, illustrated in 

detail by Van Allsburg’s graphite pencil draw- 

ings, Alan finds not the runaway dog, but Abdul 

Gasazi, a plump magician in Turkish garb who in- 

troduces himself as proprietor of the garden and 

claims to have turned Eritz into a duck. As Alan 

leaves the garden with the transformed Eritz 

under his arm, a gust of wind causes him to lose 

both his hat and the duck. Watching helplessly as 

the duck flies away, his hat in its beak, Alan re- 

turns home sadly, only to find that Eritz has ar- 

rived there before him. It is not until after 

convincing Alan that the magician has tricked 

him that Miss Hester discovers Eritz playing with 

Alan’s lost hat. 

Van Allsburg’s fascination with light, shad- 

ows, and reflection, as well as his background as 

a sculptor, is apparent in the drawings which pro- 

vide the details left untold in the text. Critics 

hailed The Garden of Abdul Gasazi as a graphic mas- 

terpiece, praising not only his technical skill but 

also his artistic vision. Stefan Kanfer, in his 3 De- 

cember 1979 Time magazine article, “A Child’s Por- 

tion of Good Reading,” credits Van Allsburg with 

capturing “the incongruous logic of dreams,” and 

Barbara Elleman, in Booklist (15 November 

1979), recognizes his ability to “provide an under- 

lying quality of hushed surrealism, seemingly 

pc^ised at the brink of expectancy.” Writing for 

the New York Times Book Review (11 November 

1979), Harold C. Rice compares “the slightly omi- 

nous, surreal glow” of the illustrations with that 

evoked by the films of Orson Welles, while 

Kanfer likens them to “snapshots taken by the 

brain of Poe” and Paul Heines, in a Eebruary 

1980 Horn Book review, notes that the “stippled 

tones of gray and the precisely outlined figures” 

exhibit the pointillist technique made famous by 

the French painter (jeorges Pierre Seurat. 

Desj)ite the unanimous positive reception of 

the visual aspects of The Garde^i of Abdul Gasazi, 

the accompanying story is a stibject of contro- 

versy among critics. Elleman’s view that “this visu- 

al enchantment is ably matched by a subtle, 

surprise-ending tale” is disputed by critics such as 

Heines, who considers the story “an ambitious li- 

bretto for a series of carefully composed, techni- 

cally expert pictures” and finds the characters 

“singularly static” in comparison with the art- 

work. While conceding that the story is “nicely con- 

ceived but rather hesitantly put together,” Kicki 

Moxon Brown in “To Amuse and Entertain” 

{Times Literary Supplement, 18 September 1981) 

complains that “it gives the impression of a 

resume of a longer story.” Likewise, Rice charges 

that “the text is a little stiff, even slightly conde- 

scending, and the plot seems arbitrary.” 

Despite these assertions that The Garden of 

Abdul Gasazi is “essentially a showcase for the illus- 

trations,” many critics, like Rice, consider the 

work taken as a whole as “one of the best—and 

most original—picture books in years.” In 1979 

The Garden of Abdul Gasazi was chosen by the New 

York Times as one of its best illustrated children’s 

books of the year. 

In 1980 the book was recipient of the Boston 

Cilobe-Horn Book award for illustration and the 

Irma Simonton Black Award and was named as a 

Caldecott Honor Book. In 1982 it was added to 

the International Board on Books Honor List for 

illustration. Many of the original drawings for 

The Garden of Abdul Gasazi were included among 

his sculptures and other drawings in Van 

Allsburg’s one-man show in New York City’s 

Alan Stone Gallery. 

In Van Allsburg’s next work, Jumanji (1981), 

the world of fantasy intrudes upon an average sub- 

urban home when Judy and Peter, two restless chil- 

dren left home alone, play a board game, 

Jumanji, “a young people’s jungle adventure de- 

signed especially for the bored and restless.” As 

in The Garden of Abdul Gasazi, the plunge into the 

realm of illusion is preceded by a warning, this 

time contained in the game’s instrtictions—“VERY 

IMPORTANT: ONCE A GAME OE JUMANJI IS 

S FARTED LI WILL NO I BE OVER UN FIE 

ONE PLAYER REACHES THE (iOLDEN 

CLl Y.” Frue to its claim, the game dispels the 

children’s listlessness when lions materialize in 

the living room, monkeys appear on the kitchen 

table and help themselves to bananas, a volcano 

erupts, and a herd of rhinos rampage through 

the house. When Judy finally reaches the (iolden 

(aty, the house is suddenly cleared of wild ani- 

mals and the effects of the game have all disap- 
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THE GARDEN OF ABDUL G ASAZI 
Written and Illustrated by CHRIS VAN ALLSBCJRG 

Dust jacket for Van Allsburg's first book, about a boy who enters a bewildering garden to retrieve a troublesome dog 

(Houghton Mifflin) 

peared. Mysteriously, no mess remains even 

though the children had dragged out all their 

toys before beginning the game. 

Illustrated with black-and-white Conte 

crayon, Jumanjts success depends heavily on visu- 

al effects. Van Allsburg’s pictures, which at first 

glance could be mistaken for photographs, are im- 

pressive not only for their realism but for the 

skill with which he manipulates light and shadow 

to create a vaguely unsettling mood and for the 

odd angles which present disconcerting views of 

common scenes. The observant will recognize 

Fritz, the troublesome dog from The Garden of 

Abdul Gasazi, in the form of a wheeled pull toy 

among the children’s playthings. 

T hese renderings of what Denise M. Wilms, 

in a 15 May 1981 Booklist review, calls “stunning, 

velvet-flat black and white scenes . . . of a famil- 

iar household world gone amok,” are praised by 

John (Gardner in his 26 April 1981 New York 

'Times Book Review critique of Jurnanji, entitled 

“Fun and Carnes and Dark Imaginings,” for their 

“beautiful simplicity of design, balance, texture 

and a subtle intelligence beyond the call of illustra- 

tion.” Mary M. Burns, reviewing for Horri Book (4 

August 1981), admires “the masterly use of light 

and shadow, the interplay of design elements, 

and audacious changes in perspective and compo- 

sition [with which] the artist conveys an impres- 

sion of color without losing the dramatic contrast 

of black and white.” Pamela D. Pollack, in a re- 

view for the May 1982 issue of School Library Jour- 

nal, considered Van Allsburg’s mastery of 

“eye-fooling angles, looming shadows and shift- 

ing perspectives . . . worthy of Hitchcock.” What 

strikes Natalie Babbitt, whose cleverly titled re- 

view, “Volcano Erupts—Go Back Three Spaces,” 

appeared in the Washington Post's Book World (12 

July 1981), are the “curious sense of silence” and 

the chilling quality of the light, which she de- 

scribes as “cold and soft, like the light before a 

snowstorm.” These elements, she contends, make 

Jumanji “eerie and dreamlike—even, perhaps, 

nightmarish,” and the impression of coldness, for 

her, “must be assumed to be deliberate, and is in 

fact a feature, in a curious way, of the story itself .” 

Once again, the critics had mixed reactions 

to Van Allsburg as a writer. Most agree that the 

story itself is secondary to the illustrations. 

Gardner’s criticism of jumanji s plot as having 
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Dust jacket for Van Allsburg’s Caldecott Medal-winning book about two children who play a jungle-adventure 

board game during which lions, monkeys, and rhinos appear in their house (Houghton Mifflin) 

“nothing much to ponder, no rare sparkle” and 

of Van Allsburg’s efforts at prose as “though ser- 

viceable, undistinguished” is softened by his view 

that “the story exists as an excuse for the art- 

work, and [that] it serves well enough” in that ca- 

pacity. Babbitt, on the other hand, asserts that 

children “deserve a strong story well told.” In addi- 

tion, she charges Van Allsburg with creating an un- 

playable game and finds the swiftness with.which 

Judy reaches the Golden City implausible. 

Both Gardner and. Babbitt compare Jumanji 

with Dr. Seuss’s Cat in the Hat, which shares the 

theme of a fantastic element which enters the 

world of children when no adults are present 

and disappears without a trace just before the re- 

turn of the grown-ups. Babbitt points out that 

lumanji conveys a sense of tension not found in 

Seuss’s tale, which features zany cartoon charac- 

ters rather than lifelike wild animals and natural 

disasters. According to Wilms, it is “the tone of 

the text [which] lightens the sense of danger in a 

fantasy come true.” 

furnanji was chosen by the New York Times as 

one of its best illustrated children’s books of the 

year, was recognized as a Boston Globe-Horn Book 

honor book for illustration in 1981, and in 1982 

was awarded the Caldecott Medal. In his 

Caldecott acceptance speech Van Allsburg re- 

vealed that “his vague disappointment in playing 

board games” such as Monopoly and Clue led 

him to create his own alternative. “Even when I 

owned Park Place with three hotels, I never felt 

truly rich,” he recalls, “and not being able to inter- 

rogate Colonel Mustard personally was always a 

letdown.” His other impetus toward the creation 

of jumanji was his attraction to displaced objects; 

“pictures in news|)apers of cars that have run 

amok and crashed into people’s living rooms al- 

ways get my attention. ... It occurred to me that 

if an Oldsmobile in the living room looked that 

good, a herd of rhinoceros could have real possi- 

bilities.” 

Although the final drawings for llie Garden 

of Abdul (jusazi and jumanji only took Van 

Allsburg about ten days each, the technical diffi- 

culty of Ben's Dream (1982) reijuired nearly six 
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months of work. Ben, killed by the sound of' the 

rain, falls asleep while studying for a geography 

test and dreams that his house floats around a 

Hooded world. His voyage takes him on a tour of 

great monuments: he passes first the Statue of Lib- 

erty, who looks as if she is waving good-bye to 

him, sails through the shadow of Big Ben and 

under the Eiffel Eower, past the Leaning Tower 

of Pisa, by the Parthenon and the Sphinx, where 

he spots his classmate Margaret, also traveling in 

a floating house, between the towers and domes 

of St. Basil’s in Moscow, over China’s Great Wall, 

and, finally, past Mount Rushmore, where all the 

presidents seem to be watching his progress. 

Here, the dream ends as George Washington 

says, “Wake up, Ben,” and the inevitable twist- 

Margaret appearing at the window to tell him of 

her dream of a journey around the world in a float- 

ing house—raises the question, “Was it really a 

dream?” (The ubiquitous Fritz appears here as 

well, as a canine portrait hanging on the living- 

room wall of Ben’s house.) 

The drawings, presented on a double-page- 

spread format, are a radical departure from “the 

richly penciled, magic realism of the previous 

works”; instead, according to Karla Kuskin in 

“The Complete Illustrator,” which appeared in 

the 25 April 1982 edition of the New York Times 

Book Review, the drawings resemble scenes “en- 

graved from a surreal photograph.” Van Alls- 

burg once again uses skewed angles similar to 

those in Jumanji. One illustration shows the under- 

side of the Eiffel Tower, which Kenneth Marantz 

described in a May 1982 School Library Journal re- 

view as “a striking view . . . that suggests a giant 

piece of a ferris wheel.” He compares these draw- 

ings, so “unlike the sensuous velvet blacks he se- 

duced us with in his first two books,” to “a 

multitude of linear patterns, . . . with almost a 

total lack of solid black shapes.” While some crit- 

ics, such as Zena Sutherland, reviewing for the 

[uly-August 1982 issue of Bulletin of the Center for 

Childrens Books, feel that the unusual perspectives 

from which the monuments are shown and even 

the subject matter itself are too advanced for the 

level of readership the text would suggest, 

Marantz maintains that “one need not know the 

monuments in order to sense their distinction.” 

Horn Book reviewer Ethel R. Ewitchell praises “dra- 

matic angles, close-ups from above and below, 

and careful architectural details which . . . dazzle 

the eye and the imagination” in her August 1982 

criti(|ue, but the Kirkus Review (15 April 1982) 

critic contends that “they have no dramatic func- 

tion.” 
The framework of the dream, reminiscent 

of The Wizard of Oz, Nancy Willard’s Anatole sto- 

ries, and Little Nemo, is charged with seeming like 

“a device to hang some handsome pictures on,” 

and Sutherland claims that “the text is a vehicle 

for an idea rather than a story.” The Kirkus Re- 

view critique is especially harsh, asserting that “to 

pretend that these essentially banal pictures have 

deep meanings is flimflam.” Marantz disagrees, as- 

serting that “there is a rightness to this view of 

our world, inviting readers to Joih the cruise.” 

Ben’s Dream was chosen as one of the best illus- 

trated children’s books of 1982 by the New York 

Times. 
The Wreck of the Zephyr (1983), Van 

Allsburg’s first children’s book with full-color illus- 

trations, is called “a tale of hubris in the classical 
mold” by Selma G. Lanes in her 8 April 1983 Pub- 

lishers Weekly review. In this story-within-a-story, 

an old man tells the narrator the tale of a boy, 

the best sailor in the town, and how he was 
stranded during a storm on a mysterious island 

where boats fly above the water. The boy breaks 

his promise to the sailor whom he has persuaded 

to try to teach him to fly and sets out for home, 

using the islanders’ magical sails on his own boat, 

the Zephyr. As he approaches his hometown, look- 

ing forward to swooping among the rooftops, ring- 

ing the Zephyrs bells, and showing off his new 

skill, his plans for a grand entrance are thwarted 

by a shift in the wind which sends him crashing 

into the earth. The fall breaks his leg, and, predict- 

ably, no one believes his tale of a flying boat and 

hidden islands. “The boy never amounted to 

much,” the old man ends his story, adding, 

“Most of the time he was out sailing, searching 

for that island and a new set of sails.” The Wreck 
of the Zephyr ends as the old man limps toward 

the harbor, explaining, “I’ve got some sailing to 

do.” 
For this project. Van Allsburg worked with 

Rembrandt pastels, which he describes as “cray- 

ons as thick as a finger,” for wide expanses of 

color and used pastel pencils, sharpened to a fine 

point, for detail. Despite the difficulty of this tech- 

nique, Van Allsburg still displays a talent for ma- 

nipulating light and shadow to achieve the effect 

of reality seen from a slightly skewed point of 

view. Details, such as the waft of smoke rising 

from behind the wreck of the sailboat and a half- 
full beer bottle on a tree-shadowed window 
ledge, add to the realism of the drawings. Stand- 

ing on the dock as the fateful storm brews is 
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Fritz the dog. The Wreck of the Zephyr was hailed 

as “the work of a master; stunning, luminescent 

and conveying a sense of the mystical and magi- 

cal.” 

Originally planned as “a novel . . . ‘about an 

illustrator who brings in fourteen drawings to 

show an editor and then disappears without a 

trace,’ ” The Mysteries of Harris Burdick appeared 

in 1984. The projected novel never came to be, 

and instead, the collection of illustrations stands 

virtually alone, with no accompanying text except 

for the preface, which tells the anecdote of the 

mysterious Harris Burdick, and for each draw- 

ing, a title and a cryptic caption that only hints at 

the story behind the picture. Readers unfamiliar 

with the author’s work may find the fictitious intro- 

duction entirely believable, but the style of the art- 

work is unmistakably Van Allsburg’s, and the 

presence of Fritz, whose frequent and varied por- 

trayals in Van Allsburg’s work is reminiscent of 

Hitchcock’s own fleeting appearances in each of 

his films, is a dead giveaway. Working once again 

in black and white. Van Allsburg presents four- 

teen unconnected scenes in a “create your own 

story” format designed to challenge the imagina- 

tion of even the dullest observer. Some are humor- 

ous, such as a depiction of a nun in a chair 

levitating before two onlooking cardinals. The 

title, “The Seven Chairs,” and the caption, “The 

fifth one ended up in France,” raise the inevita- 

ble question “What became of the other six?” Oth- 

ers are downright chilling; for example, “Just 

Desert,” captioned, “She lowered the knife and it 

grew even brighter,” shows an aproned woman 

about to cut into a luminous pumpkin. In still 

others—like a drawing of a young girl looking 

sadly into her hand captioned “She knew it was 

time to send them back. The caterpillars softly wig- 

gled in her hand, spelling out ‘goodbye’ ’’—humor 

is tempered by a sense of bittersweet melancholy. 

Van Allsburg’s fascination with displaced objects 

is apparent in “Missing in Venice,” which shows 

an ocean liner crashing into the buildings lining 

a Venetian canal, and in “The I bird Floor Bed- 

room,” in which a bird which is part of the wallpa- 

per pattern lifts its head and wing from the walls 

as if to fly away. 

Designed to challenge even those who claim 

to have no imagination, these pictures possess a 

haunting (juality that hints at unseen mysteries. 

Fhough this collection appears on the children’s 

shelves in most libraries and bookstores. Van 

Allsburg’s teasing scenes are sophisticated 

enough to provoke fantasies in the adult as well 

Dust jacket for Vcm Allsburg s 1984 book of crypticcdly cap- 

tioned drawings which were supposedly left with a publisher 

by a mysterious artist (Houghton Mifflin) 

as prereaders and school-aged children. 

A Christmas story. The Polar Express (1985), 

was Van Allsburg’s second full-color project. The 

tale chronicles the journey of a young boy who 

takes a trip one Christmas Eve to Santa’s city in 

the North Pole on a magical train, the Polar Ex- 

press. Inside the train, children, still dressed for 

bed, sit on red velvet seats and sing carols as white- 

uniformed men dispense “hot cocoa as thick and 

rich as melted chocolate bars” from a huge urn. 

Chosen a recipient of the first gift of Christmas, 

the gift of his choice handed out by Santa him- 

self, the boy asks for a bell from Santa’s sleigh. 

On the trip home, he discovers that the bell has 

disappeared from his bathrobe pocket, but the 

next morning, after all the presents have been 

opened, a small box containing the bell and a cryp- 

tic note signed Mr. Ck remains beneath the tree. 

When the boy rings the bell, he and his sister 

think its sound is the most beautiful they have 

ever heard, but their |)arents hear nothing and 

think the bell is broken. I his fable, reminiscent 

of William Blake’s Songs of Innocence, reaffirms 

Van Allsburg’s contention that the fantastic is pos- 

sible for those who believe. 

1 hese drawings, with fuzzy backgrounds sug- 

gestive, as those in The (iarden of Abdul (iasazi, of 

pointillism and sharply defined objects in the fore- 
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THE POLAR EXPRESS 

Dust jacket for Van Allsburg s second Caldecott Medal winner, a Christmas story which chronicles 

a you7ig boy’s journey to the North Pole on a magical train (Houghton Mifflin) 

ground, differ from those in Van Allsburg’s first 

color-picture book in that they explore the ef- 

fects of indoor lighting and what a critic for 

Newsweek described as “the sumptuous pastel ef- 

fects [of ] train lights seen through falling snow.” 

Van Allsburg’s growing sophistication in the ma- 

nipulation of texture is apparent here as well: 

the fur of the wolves seems to bristle, Santa’s 

whip looks as if it is about to snap off the page at 

any moment, and, in the last panel, picturing the 

bell, the metal looks cold and shiny in contrast to 

the velvety leather thong attached to the bell and 

the deep rich tones of the wood table on which it 

rests. Fritz, this time a hand puppet on the boy’s 

bedpost, makes his appearance in the first draw- 

ing, adding a touch of humor to this serious, 

though cheerful story which the Newsweek re- 

viewer considers “one of Van Allsburg’s most trea- 

surable visions.” The Polar Express was the 

(ialdecott Medal winner for 1986. 

I'he Stranger (1986), Van Allsburg’s most re- 

cent publication to date, begins on a distressing 

note one autumn day as Mr. Bailey, a farmer, 

runs into a man with his truck. At the farmer’s 

home, where the stranger has been brought to re- 

cuperate, the Baileys discover that he is mute 

and without memory, though apparently unhurt. 

He becomes a part of the family, working in the 

fields with Mr. Bailey and becoming the close 

friend of Katy, the Baileys’ young daughter. In 

the few weeks of the visitor’s stay, the weather 

seems odd, as if it has become summer again, 

though when he finally leaves his new friends, 

with tears in his eyes, it is suddenly winter out- 

side, just as it should be. Every year after the 

stranger’s departure, winter is a week late on the 

Bailey farm, and on the windows is written in 

frost, “See you next fall!” 

Ann Rice, writing about The Stranger for the 

New York Times Rook Review, asserts that the 

stranger is “Jack Frost, or the spirit of winter” 

and even entitles her review “Jack Frost’s Amne- 

sia.” Hints in the story, besides the stranger’s ef- 

fect on the weather, support this view: the 

mercury stuck at the bottom of the thermometer 

when the doctor takes the man’s temperature, 

the stranger’s fascination with steam, the cold 

draft Mrs. Bailey feels when he blows on his 

soup, his success in approaching wild rabbits who 

run from others, and his distress at the sight of a 
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Illustration from Van Allsburg’s 1986 book. The Stranger (copyright c 1986 by Chris Van Allsburg; reprinted by permission of 

Houghton Mifflin Company). 

flock of geese flying south. 

Rice notes that this story is “deeper and 

more intriguing . . . than his earlier tales” and at- 

tributes some of its charm to the fact that “every- 

day human life is presented as wondrous. It 

seduces and satisfies the supernatural visitor.” 

However, it is the “warmth and intimacy of the il- 

lustrations. . . , almost without precedent in the 

artist’s other books, which are more cerebral and 

more remote” that provides a new facet to Van 

Allsburg’s work. The expression on the stranger’s 

bland, innocent face is transformed, in turn, 

from one of awe and amazement to delight and, fi- 

nally, recognition. Details, like Mrs. Bailey’s grin 

of crazed glee as she plays the piano and the 

stranger’s untied shoelaces flapping as he and 

Katy dance, add a manic quality to an otherwise 

sentimental scene, and, in another drawing, the 

outstretched hand holding a broken thermome- 

ter and the expressions on the faces of two cats 

as they watch an almost magical-looking bird 

poised on the edge of a birdbath transform an or- 

dinary front yard into a surreal landscape. Fritz, 

hidden in the bottom corner, is almost indistin- 

guishable from the field full of sheep surround- 

ing him. 

Despite frequent criticism that Van Allsburg 

uses children’s fiction as a vehicle for his art- 

work, the body of his work, separately and taken 

as a whole, “successfully explores” what Mary M. 

Burns calls “the semi-magical country of the 

mind in which reality and illusion exist as con- 

joined yet distinct entities.” In his review of 

Jumciniji, critic Marantz asks, “Are we to speculate 

. . . about the nature of reality?” Van Allsburg’s an- 

swer, apparently, is an emphatic “yes.” 
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Afterword: Children’s Book Illustration in the 

Twentieth Century 

Anne Devereaux Jordan 

The illustrator of children’s books is a vi- 

sual storyteller. He adds dimension to the writ- 

er’s words, guiding the child through worlds of 

fable and fantasy or through instructional les- 

sons. His job is to use his imagination and skill to 

choose the style, colors, and subjects necessary to 

blend art and text so completely that the reader 

comes to remember the illustrations as an inte- 

gral part of the story. So Alice's Adventures in Won- 

derland (1865) immediately brings to mind John 

Tenniel along with Lewis Carroll, and Wilbur, in 

Charlotte's Web (1952), may be said to belong as 

much to Carth Williams as to E. B. White. 

Previous to the nineteenth century, this har- 

mony between art and words was virtually un- 

known due to the limitations of the printing 

process which restricted the techniques available 

to the artist. During the nineteenth century new 

developments occurred in metal engraving- 

machine lithography was introduced reducing 

printing costs, and the first steps were taken in 

color printing. Nineteenth-century artists were 

much more limited in their use of color than in 

present day. Generally, illustrations in color 

could not appear on a text page. They had to be 

printed separately on heavier, coated stock and 

were usually “tipped-in” by hand or wrapped 

around one or more signatures when the book 

was being prepared for binding. Even so, publish- 

ers were happy to trade the production difficul- 

ties f(jr the appeal and attraction color illustra- 

tions added to their books. 

In England these innovations were capital- 

ized upon by Edmund Evans, a printer who saw 

that children’s books could be beautiful in both de- 

sign and color and need not be the cheap, drab lit- 

tle books printed to that time. He encouraged 

three artists in particular to join him in creating 

children’s books—Walter (Tane (1845-1915), Kate 

(ireenaway (184()-1901), and Randol[)h Cialdecott 

(1846-1886); together, these four set a tenor for 

children’s book illustration that lasted well into 

the twentieth century. 

Each of these three illustrators had his own 

highly personal and recognizable style yet, as 

James Steele Smith notes, each also shared in the 

dominant trend of nineteenth-century book illus- 

tration, “a sort of romantic naturalism—rec- 

ognizable representation of things and events com- 

bined with a love of elegant elaboration, rhyth- 

mic gracefulness and delicacy, and melodramatic 

contrast.” Kate Greenaway’s demure, romanti- 

cized children in old-fashioned dress are immedi- 

ately recognizable. Her drawings are quiet and 

delicate with a restrained use of color. Walter 

Crane’s illustrations are both imaginative and dec- 

orative, and reflect, as do Greenaway’s, the senti- 

mentalism characteristic of romantic naturalism. 

Randolph Caldecott’s art is bouyant with humor, 

goodwill, and melodrama, yet also contains a cer- 

tain elegance that was typical of illustration at 

that time. 

Greenaway, Crane, and Caldecott were soon 

joined by other illustrators. Arthur Rackham 

(1867-1939) began creating his dark and twisted 

woodlands peopled by gnomes and delicate hero- 

ines. Leslie Brooke (1862-1940) started charming 

children with the whimsy of his Johnny Crow 

books (1903, 1907, 1935). British illustrators 

poured forth bright, attractive, and entertaining 

books that children were eager to read and look at. 

Children’s book illustration in the United 

States was progressing at a slower pace. Ehis was 

due in part to the popularity of books from 

Erance and England. American artists were lost 

in the deluge of books illustrated by British art- 

ists such as (Tane and Greenaway, and Erench 

artists such as Maurice Boutet de Monvel 

(1850-1913). American illustrations were fre- 

quently disparaged as primitive or cartoonlike, 

and American artists too often felt that to illus- 

trate a children’s book was of no significance. 

I he influential event which drew artists into the 

field of children’s illustration in the United States 

was the publication and subsecjuent [popularity of 

St. Nicholas, A Magazine for Boys and Cirls, edited 
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by Mary Maj)es Dodge. 

When St. Nicholas began publication in 

1873, Mrs. Dodge outlined her editorial policy 

which included the goal, “lb ins[3ire them 

[young people] with a line a})preciation of pictor- 

ial art.” Just as she sought genius in her authors, 

so she looked for the best from her illustrators, se- 

curing many distinguished artists who led others 

into the field. One stands out for utilizing the 

best of romantic naturalism from England and 

for influencing other illustrators of children’s 

books: Howard Pyle (1853-1911), who has been 

called the father of modern American illustrators. 

In 1873 Howard Pyle sent a verse entitled 

“dlie Magic Pill” to St. Nicholas, accompanied by 

a number of black-and-white sketches. Mrs. 

Dodge was taken by both the verse and the 

sketches, and Pyle became a regular contributor 

to the magazine. At first his writings consisted of 

short, illustrated fables, but his interest in folk lit- 

erature soon led him to the retelling of fairy 

tales and thence to medieval legend. From short 

pieces in St. Nicholas and other magazines for 

young people he went on to write and illustrate 

his own books. His Merry Adventures of Robin 

Hood appeared in 1883, followed by Otto of the Sil- 

ver Hand (1888), King Arthur and His Knights 

(1903), and many others. It is debatable whether 

Pyle is to be praised more for his writing or his il- 

lustrations. Diireresque and romantic, his illustra- 

tions capture the mood and mystery of each 

story yet are carefully accurate as to period cloth- 

ing and weaponry. He had a flair for delineating 

character with line and shading and for bringing 

the action on a page to life. By the example of 

his own work and through his teaching, Howard 

Pyle gave an impetus to book and magazine illus- 

tration in America and set a standard for quality 

while establishing a close relationship between 

text and art. 

One disciple of Pyle was his pupil, N. C. 

Wyeth (1882-1945), who, like Pyle, combined real- 

ism with romanticism but who went a step fur- 

ther, indulging in a richness of color and a use 

of blue-and-purple shadow, giving his illustra- 

tions depth and elegance. He created a realistic 

world in his art, yet one filled with a melodra- 

matic sense of good versus evil. His Robinson 

Ormoe (1920) and Treasure Island (1911) have be- 

come classics in art and still bring to life (Ausoe’s 

Friday and Jim Hawkins’s island for thousands of 

children. 

Another of Pyle’s pupils was Jessie Wilcox 

Smith (1863-1935). She captures a sense of roman- 

tic splendor in her work, as does Pyle, and, like 

her mentor, creates strong, memorable figures. 

But her work is quieter, more subdued in mood 

and color than either that of Pyle or Wyeth. Her 

soft, shadowed colors are completely feminine, 

her figures idealized, as in her illustrations for Lit- 

tle Women (1934). Smith, Wyeth, and Pyle’s art re- 

mains a vital part of children’s books today 

through the reprinting of the various classics 

they illustrated; their artwork does not dim with 

the passing years, its quality is still evident. 

Fhese three and others brought the illus- 

trated book to maturity through their work. How- 

ever, when we think of children’s books today we 

tend to think in terms of the picture book rather 

than the illustrated book in which only certain 

scenes and actions are chosen by the artist for illu- 

mination. The picture book as we recognize it 

today, in which pictures and text are integrated 

and move, one with the other, at the same pace, 

did not emerge until the 192()s despite some 

fine, earlier examples such as British author- 

illustrator Beatrix Potter’s The Tale of Peter Rabbit 

(1901). 

The 1920s saw an increased interest on the 

part of the educational establishment in reading 

for children. As a result there was a growing de- 

mand for books suitable for beginning readers. 

This paralleled improvements in printing tech- 

niques which freed the artist and allowed him 

the opportunity for experimentation in medium 

and in page design. As Diana Klemin observes in 

The Art of Art for Childrens Books, “Offset printing 

gradually superseded letterpress, the artist was 

no longer confined even by the mechanical limita- 

tions of a letterpress type page. He could ‘bleed’ 

his illustrations by drawing or printing to the ex- 

treme edges of the book page, and he could 

place type as freely as he did the drawings out- 

side the traditional text areas.” The artist could ar- 

range his page so as to best complement both 

text and art and had available to him, because of 

improved reproduction methods, a wider range 

of mediums—line, pencil or wash drawings, wood- 

cuts, lithograph, watercolor, either in tempera or 

gouache; even collages of different mediums 

emerged later, as in the work of Fio Fionni and 

Ezra Jack Keats. 

Henry C. Pitz, in his Illustrating Childrens 

Books, divides the reproductive methods now avail- 

able to the artist into two categories: Direct pro- 

cesses which are largely done by hand; and 

Indirect processes done by mechanical means. 

I he Direct includes: (1) Relief or raised printing— 
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woodcut, wood engraving, linoleum cut, and re- 

lief etching; (2) Intaglio or below-surface printing- 

etching, drypoint, copper or steel engraving, 

aquatint, and mezzotint; (3) Surface or pUmo- 

graphic printing—VithogVciphic, stencil, or silk 

screen. Indirect or mechanical reproduction con- 

sists of: (1) Relief or letter press printing—hnc plate, 

half-tone, and electro-plates made from them; 

(2) Intaglio or below-surface photogra- 

vure; and (3) Surface or below-surface printing— 

lithography, offset, and collotype. Because of its 

low cost, the indirect method of of fset printing is 

used almost exclusively today. 

Similarly the application of color falls into di- 

rect and indirect categories. A “color separation,” 

in which the individual colors on a page are bro- 

ken down for printing can be done either by 

hand or by mechanical means. In separating by 

hand the base drawing is on one board and the 

color is applied on separate and successive over- 

lays. Mechanical separation, far more common 

now' due to advances in technology, is done photo- 

graphically using a series of filters and the individ- 

ual negatives are then used to produce the four 

plates which print the process colors of yellow, ma- 

genta, cyan blue, and black. 

This variety in reproduction methods 

opened up entire new areas for the artist inter- 

ested in book illustration. Although color repro- 

duction is still a costly factor in illustration, the 

methods and mediums available to the artist are 

virtually limitless today. Starting in the I92()s, 

this led to an influx of artists into the field 

of children’s book illustration who previously 

might have shunned it as too limited. It also led 

to the development of the diversity of styles seen 

today in the field. 

fhis variety of styles makes for difficulty in 

classification; perhaps they are best categorized 

under three general groupings: representational- 

ists, in the tradition of Greenaway, Crane, and 

Pyle; abstract expressionists—who blend realism 

and abstraction to express poetic and personal 

feelings while representing the text; and instruc- 

tional, the rendering of people, objects, and ani- 

mals for the purposes of instruction in nonfiction 

children’s books. 

fhe number of artists who fall within the cat- 

egory of representational outnumber those in ei- 

ther of the other two categories both because the 

designation itself is so broad, and because, in 

children’s books, most people agree that the 

child expects to see things represented realisti- 

cally because he has not yet developed the ability 

to grasp total abstraction in art. But in addition 

to putting the right number of fingers on a 

hand, or the correct color of shoes on a charac- 

ter, the artist also creates a sense of mood and di- 

mension, expanding and opening up the story 

for the child, so the child can participate in the 

tale and feel what both the author and the artist 

feel. 

Whether softening harshness or pointing up 

the comic, the representational artist still por- 

trays reality. The representational artist is a realis- 

tic visual storyteller whether his subjects are 

animals, as in the striking work of Conrad Buff; 

people, as in the sweet, romantic scenes of Margue- 

rite de Angeli; or objects, as in the bright, hold il- 

lustrations of Virginia Burton. 

One important artist who accurately por- 

trayed both animals and people with sympathetic 

humor was Kurt Wiese (1887-1974). Born in Ger- 

many, Wiese had traveled throughout the world 

before settling in the United States. His experi- 

ence as a traveler provided him with the back- 

ground to portray distant peoples and places, as 

in his Liang and Lo (1930) and in his illustrations 

for Kipling’s Jungle Book (1932). Today, however, 

he is best known perhaps for his illustrations of 

The Story About Ping (1933) by Marjorie Flack, 

who was herself an illustrator in the representa- 

tional mode. As Barbara Bader points out, “This 

was one of the first instances in picturebooks 

proper of a story being written by one person to 

be pictured by another. . . . Marjorie Flack didn’t 

know China, Kurt Wiese did, that was the gene- 

sis; the ramifications were many.” The collabora- 

tion between Wiese and Flack demonstrated that 

a writer of picture books need not also play the 

role of artist nor the artist provide material to illus- 

trate as was common before the publication of 

Ping. 

The Story About Ping is a memorable book in 

its own right, however. It is filled with humor 

and vitality in both text and pictures. Wiese’s litho- 

graphs are rich with colors that capture the feel 

of the Orient and the gay innocence of the little 

duck. Ping. The pictures are bled to the upper 

page edges and, as Ping discovers he has been 

left behind by his boat, Wiese utilizes a tw'o-|)age 

spread to capture the feel of distance and the vast- 

ness of the river. Wiese puts his knowledge of 

the Orient to good use while conveying mood, en- 

hancing reality, and bringing the story to life for 

the reader. 

Fhe 193()s abounded with artists such as 

Wiese, who were able to utilize the technology sud- 
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(lenly available to create striking and nieinorable 

picture books. Wanda Ciag’s (1893-1946) Miliums 

of Cats (1928) began what was called “The 

(iolden Ihirties” of picture books. Millions of 

Cals, with its folktale flavor and cosy, homespun 

black-and-white pictures, became an instant suc- 

cess with children and set a standard for integra- 

tion ol art, text, and format to be followed by 

artists then entering the field of children’s book il- 

lustration. I he hand-lettered text is surrounded 

by black-and-white lithographs just as the very 

old man and woman are surrounded by cats: 

“Ckits here, cats there, Cats and kittens every- 

where . . . .” 

4 he 1930s saw the emergence of artists 

whose works still seem vivid and fresh, and 

whose styles, although portraying life faithfully, 

are highly individualistic and recognizable. 

Edwai cl Ardizzone (1900- ) is both a master story- 

teller and illustrator who, like Virginia Burton, 

thoroughly understands the world of the child. 

H is well-known Little Tim and the Brave Sea Cap- 

tain (1936) was first published with no text at all, 

and so expressive are the illustrations that the 

story communicates itself dramatically without 

the need for words. Ardizzoni uses line drawings 

to which he adds a soft wash. He captures a 

broad range of emotions and personalities and 

does not hesitate to experiment with format, 

often borrowing from the balloon inserts of the 

comics for dialogue. His goal is always to delight 

children with both story and pictures. 

Marguerite de Angeli (1889- ) and Tasha 

Tudor (1915- ) illustrate in the tradition of How- 

ard Pyle and the romantic naturalists. They are 

gently expressive, at times almost sentimental. 

Their compositions have a graceful flow to them, 

and the characters they depict are idealized and 

lovely. The use of pastel colors and subtle shad- 

ing, combined with a careful selection of detail, 

lends a sense of warmth and the romantic to 

their art. 

While de Angeli and Tudor were “gentling 

down” reality, other artists of the 1930s were pok- 

ing fun at it. James Daugherty (1889-1974), Rob- 

ert Tawson (1891-1957), and Robert McCloskey 

(1914- ) took animals and people as their subjects 

and pointed out how warmly humorous life can 

be. Daugherty’s Andy and the Lion (1938), his first 

attempt at doing a picturebook although he had 

done art for illustrated books, borders on carica- 

ture. Much of his art is expressive of the Ameri- 

can spirit, as he conceived it. 

Robert Lawson’s art ranges from gentle 

humor in books such as Munroe Leafs The Story 

of Ferdinand (1936) and his own Rabbit Hill (1944) 

to satiric portrayals of life and history in books 

such as Richard and Tlorence Atwater’s Mr. Pop- 

per’s Penguins (1938) and Lawson’s Ben and Me 

(1939). Robert McCloskey’s comical ducks and 

the people who “make way” for them in Make 

Way for Ducklings (1941) are also portrayed satiri- 

cally. Tach of these artists has an eye for detail 

that enhances his humor. 

While these artists were portraying a humor 

that is essentially American, others were focusing 

their attention on foreign lands. Maud 

(1890-1971) and Miska Petersham’s (1888-1960) 

fictional works are filled with the colors and de- 

signs of their native Hungary. Miki (1929), writ- 

ten for their son, is full of Miska’s memories of 

his childhood in Hungary. May Massee, then 

head of Doubleday’s juvenile division, dubbed 

Miki “the first of the international picturebooks,” 

because it shows a boy’s life in America and in 

Hungary. 

Similar books soon followed. Teodor 

Rojankovsky (1891-1970) mixed tales and rhymes 

which are typically American with artwork recall- 

ing his native Russia. The line drawings of Lud- 

wig Bemelmans (1898-1962), with color overlaid, 

are quick and facile, possessing a quality of fun 

and exuberance, and capturing the scenes and 

wit of Trance in all of his books, but most charm- 

ingly in Madeline (1939). Through his Madeline 

books, Bemelmans acquaints children with the 

landmarks of Paris as well as entertaining them 

with Madeline’s uproarious trials and tribulations. 

Norwegian-born Ingri (1905- ) and Edgar 

Parin d’Aulaire (1898- ) capture the hugeness 

and permanence of the Norse myths, even when 

dealing with typically American subjects such as 

Pocahantas (1946) or Abraham Lincoln (1939). 

Using stone lithography, which gives unusual 

strength and solidity to their pictures, they mix 

folk art and modernist art, using unusual combina- 

tions of perspective and light to achieve the al- 

most primitive effect of children’s art. Their first 

books, Ola (1932), Ola and Blakken (1933), and Chil- 

dren of the Northlights (1935), according to Barbara 

Bader, “made the d’Aulaires’ reputation as Norwe- 

gian emissaries to the United States.” 

In recognition of this wave of illustrative tal- 

ent, publisher Trederic Melcher founded the Ran- 

dolph U.aldecott Award awarded annually by the 

American Library Association to the artist of the 

most distinguished American picture book for 

children published during the preceding year. 
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rhe Caldecott Medal was first awarded in 1938. 

The “Ciolden Thirties” of picture books 

were ended by World War II with its restrictions 

that were imposed to conserve materials needed 

for the war effort. The paper then available for 

bookmaking was of an inferior quality and could 

not reflect the vibrancy of original artwork, and 

even so, paper was in very short supply. More- 

over, the number of books published was re- 

duced, limiting the opportunities for children’s 

book illustrators. 

After World War II there was an increased in- 

terest in the diverse methods of educating chil- 

dren. The war had expanded people’s horizons 

and the postwar baby boom, accompanied by a 

new prosperity in middle-class America, led to a 

personal interest in education by more Ameri- 

cans than ever before. As a result, adults turned 

a more critical eye on children’s books. Books no 

longer had to appeal only to the child or the child- 

within-the-adult; they also had to conform to the 

most exacting principles of adult art. 

Leonard Weisgard (1916- ), as Barbara 

Bader points out, used “a simplified, formalized 

and more expressive symbol of the things repre- 

sented . . . employing ‘broad generalizations of 

form and non-imitative use of color’ . . . .” He 

first introduced Cubist planes into children’s 

books in Margaret Wise Brown’s The Noisy Book 

(1939). The Noisy Book is the story of the noises a lit- 

tle dog. Muffin, hears when her eyes are ban- 

daged because of an injury. The Noisy Book is 

bright with solid, unshadowed colors which cap- 

ture the essence of the text without great detail. 

Weisgard adapted the techniques of adult art strik- 

ingly and effectively for children. 

The most pervasive influence on children’s 

books of the postwar period may have been 

Henri Matisse, who, in 1947, after a lifetime of 

painting, produced an adult book, Jazz, in which 

he combined his handwritten text with collage 

and influenced a whole, school of children’s book 

illustrators who, after his example, used new 

shape-line-color-texture patterns to express a feel- 

ing and tell a story. The majority of these artists 

emerged during the second “Golden Age” of pic- 

ture books, the late 1950s and the 1960s. Paul 

Rand (1914- ) was among the first who utilized col- 

lage techniques to create visually interesting 

books for children. His first book, co-authored 

with his wife, Ann Rand (/ Know A Lot of Things, 

1956) fell short of the mark though, showing in 

its coyness a lack of awareness about how a child 

thinks or acts. I heir second book. Sparkle and 

Spin (1957), however, demonstrates Paul Rand’s 

eye for graphic design. In the illustrations Rand 

analyzes figures and landscapes, breaking them 

down into their essential shapes and unifying 

them by the use of bright, vivid colors. I he col- 

lage technique he employed emphasizes the 

shapes of people and objects in the pictures, giv- 

ing them a boldness and strength. 

Lio Lionni (1910- ) entered the field of 

children’s book illustration in 1959. His career as 

an artist had been distinguished, but he had not 

given any thought to children’s books until he 

began telling stories to his grandchildren. Accord- 

ing to the jacket copy for Little Blue and Little Yel- 

low (1959), Lionni “believes that abstract figures 

can not only communicate but be highly sugges- 

tive to a child’s creative sense.” Using only col- 

ored paper pasted on a plain background, Lionni 

created a charming story for children. While Lit- 

tle Blue and Little Yellow is totally abstract, in his 

later books Lionni tells the stories more 

representationally, more closely uniting text and 

art. The Biggest House in the World (1968) is per- 

haps Lionni’s most harmonious book. In this 

story, a small snail tells his father he would like 

to have “the biggest house in the world,” and the 

father responds with the tale of a little snail 

whose shell grew and grew, with unexpected re- 

sults. Lionni used preprinted paper to construct 

the bright and complex collages that illustrate 

the story. He is typical of the abstract expression- 

ists in that, in each book, he experiments with 

new mediums and techniques, creating new tex- 

tures suited to particular stories. 

Ezra Jack Keats (1916-1983) uses oils and col- 

lage to create books which are both simple and so- 

phisticated. His 1902 book. The Snowy Day, 

received the Caldecott Medal, and Goggles! (1969) 

was a Caldecott Honor Book. Keats employs tex- 

tured and patterned materials, cutting with a sim- 

plicity of line and broadness of form. In his early 

books he used only collage, capturing the essense 

of shapes just as a small child might view things. 

As his main character, Peter, grows older, Keats 

supplements his collages with oils to lend more di- 

mension to the scenes in his books. His heavy use 

of black line and swirling colors reflects the sense 

of turbulence Peter feels. 

While those artists using collage techniques 

come to our attention j)artially because of their 

boldness in color, form, and texture, other ab- 

stract expressionists are cxjually worthy of note. 

Abstract expressionism allows for a free rein of 
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the imagination, and Remy Charlip (1929- ) is 

one artist who makes full use of this freedom. 

His illustrations for Four Fur Feet (1961) by Marga- 

ret Wise Brown is a masterpiece of design and 

play. In it he creates the abstraction of four fur 

feet walking around the world; the child must fol- 

low them by turning the book around. His illustra- 

tions make full use of the book as tool and the 

child’s delight in participation. 

To some extent abstract expressionism has 

become commonplace in children’s book illustra- 

tions today, although the various techniques used 

continue to be striking. However, because of the 

prevalent feeling that the child needs a representa- 

tion of reality and because children’s books in- 

volve description and narration, the majority of 

books being published for children today are rep- 

resentational in their art. 

At the same time that abstract expression- 

ism was gaining wide use, representational artists 

were seeing new developments within their 

realm. An offshoot of comic book art, a sub- 

genre of illustrative art, was emerging: the car- 

toon type of art seen in two major innovators, 

Walt Disney and Dr. Seuss (Theodor Seuss Gei- 

sel, 1904- ). Over the years both the artwork of 

Disney and that of Dr. Seuss have settled into for- 

mula. The Walt Disney books and movies, James 

Steele Smith writes “are actually very canny com- 

promises; they offer children many unusual, in- 

vented creatures like Cinderella’s mouse horses, 

the fearsome witch, and the Disney squirrels, but 

in a world of quite conventional representation 

of conventional objects and experiences, all 

against a background of decorative abstrac- 

tions. . . .” Seuss’s world, as is seen in Horton 
Hatches the Egg (1940), for example, or his very 

popular The Cat in the Hat (1957), is more fantas- 

tic and irrational than Disney’s. Violent colors 

tend to dominate Seuss’s drawings which are a 

frenzy of activity and movement. The art pro- 

duced by the Walt Disney Studios and that of Dr. 

Seuss are completely predictable, and over the 

years there has been little change in either. This 

is not to say they lack appeal for children; chil- 

dren delight in the pastiche of a Disney book or 

movie, and in the ridiculous, mad antics of the 

(^at in the Hat. But the art of Disney and Seuss is 

the doggerel of children’s book illustration. 

At the opposite end of the scale, the “fine 

art’’ of representationalism was also influenced 

by the comic book. This is particularly true of 

one post-World War II artist without mention of 

whom any discussion of contemporary children’s 

book illustration would be incomplete: Maurice 
Sendak (1928- ). 

“The good illustrator,” Edward Ardizzone 

wrote in a 1958 Motif article, “does more than 

just make a pictorial comment on the written 

word. He produces a visual counterpoint which 

adds a third dimension to the book, making 

more vivid and understandable the author’s inten- 

tion.” Perhaps more than any other contempo- 

rary artist, Maurice Sendak consistently achieves 

this counterpoint in both the books he has illus- 

trated and in those for which he i^ both author 

and artist. Though Marcel Ayme’s The Wonderful 

Farm (1951) was the first children’s book Sendak il- 

lustrated, he first came to the attention of the 

children’s book world with his whimsical one- 

color pictures for Ruth Krauss’s A Hole is to Dig 

(1952). Following A Hole is to Dig, Sendak did line 

drawings for Meindert Dejong’s Shadrach (1953), 

Hurry Home, Candy (1953), The Wheel on the School 

(1954), The Little Cow and the Turtle (1955), and 

The House of Sixty Fathers (1956). For Ruth 

Krauss’s Charlotte and the White Horse (1955), 

Sendak began to work in color. Using an impres- 

sionistic technique, and line and color reminis- 

cent of William Blake, Sendak gives a sense of 

the ethereal to this delicate story. 

Charlotte and the White Horse is but one exam- 

ple of how Sendak, perhaps more than any other 

illustrator, adapts technique to subject matter, in- 

tegrating text and art. Krauss’s story calls for the 

fragile luminescence seen in Sendak’s softened, 

glowing colors and gentle lines. In Janice May 

Udry’s The Moon Jumpers (1959), Sendak employs 

pointillism and manipulates light and shadow to 

capture the moon’s haunting qualities. With The 

Griffin and the Minor Canon (1963) by Frank R. 

Stockton, Sendak turns to caricature to interpret 

character and atmosphere for full comic effect. 

By his concern for design and format, 

Sendak achieves a harmony between text and pic- 

tures. He is as excited by the mise en pages as he is 

with story interpretation. This is best seen in his 

own Where The Wild Things Are (1963) for which 

he received the Caldecott Medal in 1964. In this in- 

terpretation of a child’s dream, Sendak arranges 

the text and pictures carefully, slowly drawing 

the reader into the child’s world, “where the wild 

things are,” and then safely bringing both the 

child and reader back to reality. By Sendak’s own 

count, the story contains 384 words, and he ar- 

ranges sentences, even punctuation, for the full- 

est effect: 
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The night Max wore his wolf suit and 

made mischief of one kind 

and another 

his mother called him “Wild thing!” 

and Max said “I’LL EAT YOU UP!” 

so he was sent to bed without eating any- 

thing. 

As Max becomes more and more involved in his 

dream, the illustrations take up more and more 

space in proportion to the text until the middle 

of the book, which is also the middle of the 

dream. There, an absence of text shows that Max 

and the reader are wholly involved in the dream. 

As the dream moves to its conclusion, this pro- 

cess is reversed, text returns, until, on the final 

page, even Max is removed, and the text stands 

without illustration, allowing the reader to return 

to the reality of the world. Sendak combines the lu- 

minescence of color seen in The Moon Jumpers 

and the cartoonlike caricature of figures seen in 

The Griffin and the Minor Canon to create illustra- 

tions in Where the Wild Things Are that are both 

stunning and comical. 

While Sendak is perhaps the best-known art- 

ist in contemporary children’s book illustration, 

other artists show the same regard for the book 

as a unity of text and art. Uri Shulevitz’s (1935- ) 

Dawn (1974), the story of a boy and his grandfa- 

ther awakening in early morning by a lake, com- 

bines abstract forms with an impressionistic use 

of color to produce a strong, richly emotional 

and pictorially beautiful book. On the other 

hand, The Fool of the World and the Flying Ship 

(1968) by Arthur Ransome, for which Shulevitz re- 

ceived the 1969 Caldecott Medal, is brilliant with 

color and captures the style of the Russian back- 

ground of the book. 

Garth Williams (1912- ) shares with Sendak 

a superb gift of characterization and an ability to 

sense what will delight the reader. He has a 

warm, unaffected way of drawing pictures and 

bringing characters to life. His almost human ani- 

mals with their amazing facial expressions are in- 

separable from their stories. One cannot imagine 

E. B. White’s Stuart Little (1945) or Charlotte’s Web 

without Williams’s line drawings, and his cozy illus- 

trations for Laura Ingalls Wilder’s Little House 

(1953) books, which Williams spent ten years mak- 

ing, bring the Ingalls family and the hardships of 

the frontier to life for the reader. 

Barbara (4)oney (1917- ) uses color to its 

best effect to interpret mood and expand the 

text. In her first color book, Lee Kingman’s Pe- 

ter’s Long Walk (1953), she employs muted hues to 

portray the New England countryside and a 

child’s long Journey. Cooney’s illustrations for A 

White Heron (1963), by Sarah Orne )ewett, cap- 

tures with beauty and intensity of detail the quiet 

setting of Maine. 

Today there are many notable artists-Steven 

Kellogg, James Marshall, Trina Schart Hyman, 

William Steig, Richard Scarry among them-who 

deserve attention and whose work is immediately 

recognizable. Yet one group of artists, illustrators 

of informational and instructional books, are 

often overlooked because their primary purpose 

is to convey information, and art is secondary. 

The artist is restricted to the text, but his job is 

to try to achieve the same harmony of text and pic- 

tures that the fictional book illustrator strives for. 

Although almost all the illustrators previ- 

ously mentioned have illustrated informational 

books at one time or another, there are a num- 

ber of artists who have made this area their spe- 

cialty. Dorothy Waugh, who started in the 1930s, 

has produced a number of informational books 

of high quality. Her Warm Earth (1943), for exam- 

ple, explains how the earth’s nourishing elements 

are formed. Her shaded pencil drawings of the 

earth and of various fruits and flowers are mar- 

vels of textures and pattern. She demonstrates 

how effectively the informational illustrator can 

use the freedom to select and emphasize detail, 

to interpret and compose. 

During the 1940s and 1950s, artists of infor- 

mational books experimented with style and tech- 

nique Just as fictional illustrators did. The 1950s 

saw the publication of the stylized, childlike illus- 

trations of Leonard Kessler (1921- ) in such 

books as his What’s in a Line'? (1951) and ]ohn 

Lewellen’s Tommy Learns to Fly (1956). Detail and 

humor characterize Kessler’s illustrations which 

combine wit with realism to effectively communi- 

cate information. 

Just as the late 1950s and 1960s proved the 

second (h^lden Age for picture books, so was it a 

(jolden Age for informational books; the experi- 

mentation of style and technique seen in the 

work of fictional illustrators also appeared in in- 

formational illustrations. Helen Borton’s (1930- ) 

illustrations for The Moon Seems to Change (19()0) 

by Franklyn M. Branley was one of many books 

published during that time that demonstrated 

the idea that informational books did not have to 

be strictly lealistic to teach or inlorm. Using ah- 
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ors, Bolton’s illustrations, as Barbara Bader 

points out, serve “less to clarify than to conjure 

up, to present images of glaring heat and deep- 

est cold, of size and distance and want of life.” 

Books! (1962) by John Alcorn (1935- ) also 

employs elements of abstraction. He uses print- 

ers’ symbols and type as part of his illustrations. 

In llie Art of Art for Children's Books Diana Klemin 

notes “Alcorn’s startling color combinations of 

pink, yellow, and black in various shapes and 

forms, [make] the flat surfaces have that tempt- 

ing quality of a cutout book.” 

Realistic art was not abandoned in the 

196()s; rather it was enhanced by this new free- 

dom to experiment. Anthony Ravielli (1916- ) 

combines expert draftsmanship with an interest 

in format, arranging type on the page to create 

unity of text and art. Color combined with an im- 

pressionistic style makes the art of Joseph Low 

(1911- ) outstanding and memorable. Artists were 

suddenly free to interpret their subjects rather 

than merely “showing” them, resulting in informa- 

tional books that are truly beautiful. 

Superior visual storytelling, whether of a fic- 

tional or nonfictional nature, has always been the 

goal of the children’s book illustrator. But it can 

have its dangers. The goal of the illustrator is to 

achieve a unity of text and pictures. Sometimes, 

however, superior illustrations can hide literary 

merit or obscure inferior verbal storytelling. In 

evaluating the art of a children’s book one must 

consider not only the aesthetics of technique, 

style, use of color, design and format, as one 

does in adult illustration, but also how well that 

art functions in relation to the text. The superior 

children’s book is one that visually and verbally 

creates a memorable moment in the life of a 

child. Children’s book illustration is a challeng- 

ing task, but it offers unusual rewards in the ef- 

fects it may have on its audience. 
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Children’s Book Awards and Prizes 

Before 1950 there were few book awards that 

a writer or an illustrator of a children’s book could 

receive to indicate that he or she had created a 

significant work. Since 1950, and especially during 

the last twenty-five years, the number of these 

awards has increased dramatically. Currently, the 

scope of children’s book awards and prizes estab- 

lished by state, national, and international profes- 

sional organizations offers ample opportunity to 

underscore signihcant publishing for children by 

genre and type. 

The following list provides the terms and re- 

cipients of the major awards that are given to au- 

thors or illustrators of books for children. For a 

complete list of children’s book awards and prizes, 

the reader should consult Dolores Blythe Jones’s 

Children s Literature Awards and Winners: A Directory 

of Prizes, Authors, Illustrators (Detroit: Gale Re- 

search, 1983), its supplement (1984), as well as the 

Children’s Book Council’s Children’s Books: Awards 

and Prizes (New York: Children’s Book Council, 

1986). Both reference sources provide award terms 

and a list of award recipients. For an annual update 

of children’s book award recipients, the reader 

should consult periodicals such as Publishers Weekly, 

Horn Book, and Top of the Neivs. 

HANS CHRISTIAN ANDERSEN 
AWARD 

I his international children’s book award was 

established in 1956 by the International Board on 

Books for Young People (IBBY). A medal is 

awarded in the spring every two years to a living 

author and, since 1966, to a living'illustrator who 

has made an important and lasting contribution to 

hooks for children. Each national section of IBBY 

nominates one author and one illustrator, and a 

committee of five, each from a different country, 

makes the final choice. 

1956 Eleanor Farjeon ((ireat Britain) 

1958 Astrid Lindgren (Sweden) 

1960 Erich Kiistner (Ciermany) 

1962 Meindert Dejong (U.S.A.) 

1964 Rene Guillot (France) 

1966 Author: Tove ]ansson (Finland) 

Illustrator: Alois Carigiet (Switzerland) 

1968 Authors: James Kriiss (Germany); Jose 

Maria Sanchez-Silva (Spain) 

Illustrator: Jiri Trnka (Czechoslovakia) 

1970 Author: Gianni Roclari (Italy) 

Illustrator: Maurice Sendak (U.S.A.) 

1972 Author: Scott O’Dell (U.S.A.) 

Illustrator: Ib Spang Olsen (Denmark) 

1974 Author: Maria Gripe (Sweden) 

Illustrator: Farshid Mesghali (Iran) 

1976 Author: Cecil Bodker (Denmark) 

Illustrator: Tatjana Mawrina (U.S.S.R.) 

1978 Author: Paula Fox (U.S.A.) 

Illustrator: Otto S. Svend (Denmark) 

1980 Author: Bohumil Riha (Chechoslovakia) 

Illustrator: Suekichi Akaba ( Japan) 

1982 Author: Fygia Ciojunga Nunes (Brazil) 

Illustrator: Zbigniew Rychlicki (Poland) 

1984 Author: Cdiristine Nostlinger (Austria) 

Illustrator: Mitsumasa Anno (Ja})an) 

1986 Author: Patricia Wrightson (Australia) 

Illustrator: Robert Ingehen (Australia) 

INTERNATIONAL BOARD ON 
BOOKS FOR YOUNG PEOPLE 

(IBBY) HONOR LIST 

Biennially since 195(i the IBBY Honor Fist is 

announced at the time that the Hans Christian An- 

dersen medal recipients are announced. Since 1974 

each national section of IBBY has selected two 
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books, one for text and one for illustration, pub- 

lished in a two-year period before the year of the 

award. Important considerations for honor list ti- 

tles are that the books be representative of the best 

in children’s literature from each country and that 

the books are recommended as suitable for publi- 

cation throughout the world which supports the 

IBBY objective of encouraging world uriderstand- 

ing through children’s literature. In 1978 a third 

category was added for translator with at least one 

example of his or her work noted in the honor list. 

A committee of the Association for Library 

Service to Children of the American Library As- 

sociation selects the United States books. The list 

below includes United States honor list titles only. 

1956 ]ean Lee Latham for Carry On, Mr. Bowditch 

(Houghton Mifflin) 

Katherine Shippen for Meri, Microscopes ayid 

Ijving Things (Viking) 

Marie Hall Ets for Play With Me (Viking) 

1958 Meindert Dejong for The House of Sixty Fa- 

thers (Harper) 

1960 Meindert Dejong for Along Came a Dog (Har- 

per) 

Elizabeth George Speare for The Witch of 

Blackbird Pond (Houghton Mifflin) 

1962 Scott O’Dell for Island of the Blue Dolphins 

(Houghton Mifflin) 

1964 Elizabeth George Speare for The Bronze Bow 

(Houghton Mifflin) 

1966 Mam ace Sendak for Where the Wild Things Are 

(Harper & Row) 

1968 Aileen Eisher for Valley of the Smallest (Crow- 

ell) 

1970 Irene Hunt for Up a Road Slowly (Eollett) 

1972 L. B. White for Trumpet of the Swan (Harper 

Sc Row) 

1974 Auth or: Zilptha Keatley Snyder for The 

Headless Cupid (Atheneum) 

Illustrator: Blair Lent for The Funny Little 

Woman, retold by Arlene Mosel (Dutton) 

1976 Author: Virginia Hamilton forM. C. Higgins, 

'The (Weat (Macmillan) 

Illustrator: Uri Shulevitz for Dawn (Earrar, 

Straus Sc (iiroux) 

1978 Author: Natalie Babbit for Tuck Fverlasting 

(Earrar, Straus Sc Giroux) 

Illustrator: Margot Zemach for Hush Little 

Baby (Dutton) 

Translator: Sheila La Large for Classblower’s 

Children, by Maria Gripe (Delacorte/Law- 

rence) 

1980 Author: Beverly Gleary for Ramona and Her 

Father (Morrow) ^ 

Illustrator: Peter Spier for his Noah’s Ark 

(Doubleday) 

Translator: Richard Sc Clara Winston for The 

Magic Stone, by Leonie Kooiker (Morrow) 

1982 Author: Lois Lowry for Autumn Street 
(Houghton Mifflin) 

Illustrator: Chris Van Allsburg for his The 

Garden of Abdul Gasazi (Houghton Mif flin) 

Translator: Elizabeth Shub for her transla- 

tions of books by Isaac Bashevis Singer, es- 

pecially Zlateh the Goat and Other Stories 

(Harper Sc Row) 

1984 Author: J oan Phipson for The Watcher in the 

Garden (Atheneum) 

Illustrator: Pamela Allen for Who Sank the 

Boat (Putnam’s) 

Translator: No award. 

1986 Author: Paula Eox for One-Fyed Gat (Brad- 

bury) 

Illustrator: Leo and Diane Dillon for The Peo- 

ple Gould Fly: American Black Folktales by Vir- 

ginia Hamilton (Knopf) 

Translator: Edward Eenton for translations 

of the works of Alki Zei, including Wildcat 

Under Glass (Holt) 

BOSTON GLOBE-HORN BOOK 
AWARDS 

Established in 1967 by the Boston Globe and 

Horn Book, these two awards, one for outstanding 

text and one for outstanding illustrations, were 

given through 1975. Beginning in 1976, three cat- 

egories were established: outstanding hction or po- 

etry, outstanding nonhction, and outstanding 

illustration. A $200 cash award is given to each 

recipient of the award. The awards are announced 

in the fall. 
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1967 Text: The lAttle Fishes by Erik C^hristian Haii- 

gaarcl (Houghton Mifflin) 

Illustration: London Bridge Is Falling Down by 

Peter Spier (Doubleday) 

1968 I ext: The Spring Rider by John Lawson 

(C.rowell) 

Illustration: Tikki Tikki Ternbo by Arlene Mo- 

sel, illustrated by Blair Lent (Holt, Rinehart 

Sc Winston) 

1969 Text: A Wizard of Farthsea by Ursula K. Le 

Guin (Houghton Mifflin) 

Illustration: The Adventures of Paddy Pork by 

John S. Goodall (Harcourt, Brace Sc World) 

1970 Text: The Intruder by John Rowe Townsend 

(Lippincott) 

Illustration: Hi, Cat! by Ezra Jack Keats (Mac- 

millan) 

1971 Text: A Room Made of Wmdows by Eleanor 

Gaineron (Atlantic/Little, Brown) 

Illustration: If I Built a Village by Kazue Mi- 

zumura (Growell) 

1972 Text: Tristan and Iseult by Rosemary Sutcliff 

(Dutton) 

Illustration: Mr, Gumpy’s Outing by John Bur- 

ningham (Holt, Rinehart Sc Wdnston) 

1973 T ext: The Dark Is Rising by Susan Cooper 

(Atheneum) 

Illustration: King Stork by Trina Schart Hy- 

man (Little, Brown) 

1974 Text: M. C. Higgins: The Great by Virginia 

Hamilton (Macmillan) 

Illustration: Jamho Means Hello by Muriel 

Eeelings, illustrated by Loin Eeelings (Dial) 

1975 T ext: Transport 7-4l by E. Degens (Viking) 

Illustration: Anno\s Alphabet by Mitsumasa 

Anno ((Towell) 

1976 Eiction: Unleaving by Jill Baton Walsh (Ear- 

rar, Straus Sc (iiroux) 

Nonfiction: Voyaging to Gatliay: Americans in 

the China 'Trade by Alfred I amarin and Shir- 

ley (ilubok (Viking) 

Illustration: Thirteen by Remy (diarlip and 

Jerry Joyner (Parents’ Magazine Press) 

1977 Eiction: Child of the Owl by Laurence ^'ep 

(Harper Sc Row ) 

Nonfiction: Chance, Tuck and Destiny by Peter 

Dickinson (Atlantic/Liltle, Brown) 

Illustration: Granfa' Grig Had a Pig and Other 

Rhymes by Wallace d rij^p (Little, Brown) 

1978 Eiction: The Westing Game by Ellen Raskin 

(Dutton) 

Nonfiction: Mischling, Second Degree: My 

Childhood in Nazi Germany by Use Koehn 

(Greenwillow) 

111 ustration: Anna's Journey by Mitsumasa 

Anno (Philomel) 

1979 Eiction: Humbug Mountain by Sid Eleischman 

(Atlantic/Little, Brown) 

Nonhction: The Road from Home: The Stoiy of 

an Armenian Girl by David Kherdian (Green- 

willow) 

Illustration: The Snoiuman by Raymond 

Briggs (Random House) 

1980 Eiction: Gonrad’s War by Andrew Davies 

(Crown) 

Nonfiction: Building: The Fight Against Gravity 

by Mario Salvadori (Atheneum) 

Illustration: The Garden of Abdul Gasazi by 

Chris Van Allsburg (Houghton Mifflin) 

1981 Eiction: The Leaving by Lynn Hall (Scribners) 

Nonfiction: The Weaver's Gift by Kathryn 

Lasky (Warne) 

Illustration: Outside Over There by Maurice 

Sendak (Harper Sc Row) 

1982 Eiction: PlayingBeatie Bow by Ruth Park (Ath- 
eneum) 

Nonfiction: Upon the Head of the Goat: A Ghild- 

hood in Hungary, 1939-1944 by Aranka Siegal 

(Earrar, Straus Sc Giroux) 

Illustration: A Visit to William Blake's Inn: 

Poems for Innocent a nd Fixperienced 'Fravelers by 

Nancy Willard, illustrated by Alice and Mar- 

tin Provensen (Harcourt Brace Jovanovich) 

1983 Eiction: Sweet Whispers, Brother Rush by Vir- 

ginia Hamilton (Philomel) 

Nonfiction: Behind Barbed Wire: Fhe Impris- 

onment of fapanese Americans During World 

War II by Daniel S. Davis (Dutton) 

Illustration: A Ghair for My Mother by V era 

B. Williams ((ireenwillow) 
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1984 Fiction: A Little Fear by Patricia Wrightson 

(Atheneiiin) 

Nonfiction: The Double Life of Pocahontas by 

|ean Fritz (Putnam’s) 

Illustration: jonah and the (Aeat Fish retold 

and illustrated by Warwick Hutton (Athe- 

nenm) 

1985 Faction: The Moves Make the Man by Bruce 

Brooks (Harper Sc Row) 

Nonfiction: Commodore Perry in the Land of the 

Shogun by Rhoda Blumberg (Lothrop, Lee Sc 

Shepard) 

Illustration: Mama Don't Allow by Thacher 

Hurd (Harper Sc Row) 

1986 F iction: hi Summer Light by Zibby O’Neal (Vi- 

king Kestrel) 

Illustration: The Paper Crane by Molly Bang 

(Cireenwillow) 

Nonfiction: Auks, Rocks and the Odd Dinosaur: 

inside Stories from the Smithsonian’s Museum of 

Natural History by Peggy Thompson (Crow- 

ell) 

RANDOLPH CALDECOTT MEDAL 

Awarded by the Association for Library Ser- 

vice to Children of the American Library Associ- 

ation since 1938, the medal is given for illustration 

of the most distinguished picture book for children 

published in the United States during the preced- 

ing year. Honor books may be selected. The award 

is limited to residents or citizens of the United 

States. Lhe award is announced in January. 

1938 Animals of the Bible. A Picture Book (Stokes) 

Illustrator: Dorothy P. Lathrop 

Ca)mpiler: Helen Dean Fish 

Honor Books 

Four and Twenty Blackhirds: Nursery Rhymes of 

Yesterday Recalled for Children of Today (Lip- 

pincott) 

Illustrator: Robert Lawson 

Caimpiler: Helen Dean Fish 

Seven Simeons: A Russian Tale (Viking) 

Author and Illustrator: Boris Artzybasheff 

1939 Mei Li (Doubleday, Doran) 

Author and Illustrator: I homas Handforth 

Honor Books 

Andy and the Lion (Viking) 

Author and Illustrator: James Daugherty 

Barkis (Harper) 

Author and Illustrator: Clare Turlay New- 

berry 

The Forest Pool (Longmans, Green) 

Author and Illustrator: Laura Adams Armer 

Snow White and the Seven Dwarfs (Coward- 

McCann) 

Translator and Illustrator: Wanda Gag 

Wee Gillis (Viking) 

Illustrator: Robert Lawson 

Author: Munro Leaf 

1940 Abraham Lincoln (Doubleday, Doran) 

Authors and Illustrators: Edgar Parin and 

Ingri d’Aulaire 

Honor Books 

The Ageless Story With Its Antiphons (Dodd, 

Mead) 

Author and Illustrator: Lauren Ford 

Cock-a-Doodle Doo (Macmillan) 

Authors and Illustrators: Elmer and Berta 

Hader 

Madeline (Simon Sc Schuster) 

Author and Illustrator: Ludwig Bemelmans 

1941 They Were Strong and Good (Viking) 

Author and Illustrator: Robert Lawson 

Honor Books 

April’s Kitteyis (Harper) 

Author and Illustrator: Clare Turlay New- 

berry 

Nothing At All (Coward-McCann) 

Author and Illustrator: Wanda Gag 

Paddle-to-the-sea (Houghton Mifflin) 

Author and Illustrator: Holling Cdancy Holl- 

ing 

1942 Make Way for Ducklings (Viking) 

Author and Illustrator: Robert McCloskey 
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Honor Books 

An American ABC (Viking) 

Authors and Illustrators: Maud and Miska 

Petersham 

In My Mothers House (Viking) 

Illustrator: Ann Nolan Cdark 

Author: Velino Herrera 

1943 The Little House (Houghton Mifflin) 

Author and Illustrator: Virginia Lee Burton 

Honor Books 

Dash and Dart (Viking) 

Authors and Illustrators: Conrad and Mary 

Buff 

Marshrnallow (Harper) 

Author and Illustrator: Clare Turlay New- 

berry 

1944 Many Moons (H arcourt, Brace) 

Illustrator: Louis Slobodkin 

Author: James Thurber 

Honor Books 

A (Child’s Good Night Book (Scott) 

Illustrator: Jean Chariot 

Author: Margaret Wise Brown 

Good Luck Horse (Whittlesey House) 

Illustrator: Plato Chan 

Author: Chih-Yi Chan 

Mighty Hunter (Macmillan) 

Authors and Illustrators: Elmer and Berta 

Hader 

Pierre Pigeon (Houghton Mifflin) 

Illustrator: Arnold Edwin Bare 

Author: Lee Kingman 

Small Rain: Verses from the Bible (Viking) 

Illustrator: Elizabeth Orton Jones 

Author: Jessie Horton Jones 

1945 Prayer for a ('Juki (Macmillan) 

Illustrator: Elizabeth Orton Jones 

Author: Rachel Eield 

H onor Books 

Lhe (dinstmas Anna Angel (Viking) 

Illustrator: Kate Seredy 

Author: Ruth Sawyer 

In the Forest (Vhking) 

Author and Illustrator: Marie Hall Ets 

Mother Goose (Oxford) 

(Compiler and Illustrator: Tasha Eudor 

Yonie Wondernose (Doubleday, Doran) 

Author and Illustrator: Marguerite de An- 

geli 

1946 The Rooster Crows (Macmillan) 

Authors and Illustrators: Maud and Miska 

Petersham 

Honor Books 

Little Lost Lamb (Doubleday, Doran) 

Illustrator: Leonard Weisgard 

Author: Golden MacDonald 

My Mother is the Most Beautiful Woman in the 

World (Lothrop, Lee & Shepard) 

Illustrator: Ruth C. Gannett 

Author: Becky Reyher 

Sing Mother Goose (Dutton) 

Illustrator: Marjorie Torrey 

Music by Opal Wheeler 

You Gan Write Ghinese (Viking) 

Author and Illustrator: Kurt Wiese 

1947 The Little Island (Doubleday, Doran) 

Illustrator: Leonard Weisgard 

Author: Golden MacDonald 

Honor Books 

Boats on the River (Viking) 

Illustrator: Jay Hyde Barnum 

Author: Marjorie Elack 

Pedro, the Angel of Olvera Street (Scribners) 

Author and Illustrator: Leo Politi 

Rain Drop Splash (Lothrop, Lee & Shepard) 

Illustrator: Leonard Weisgard 

Author: Alvin R. Eresselt 

Sing in Praise: A Collection of Best Loved Hymns 

(Dutton) 

Illustrator: Marjorie IOrrey 

Author: Opal Wheeler 

llmothy Ihirtle (Welch) 
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Illustrator: Tony Palazzo 

Author: A1 (irahaiii 

1948 Whites now. Bright Snow (Lothrop, L.ee Sc She- 

pard) 

Illustrator: Roger Duvoisin 

Author: Alvin I resselt 

Honor Books 

Bambino the Clown (Viking) 

Author and Illustrator: Georges Schreiber 

McElligot's Pool (Random House) 

Author and Illustrator: Dr. Seuss 

Roger and the Fox (Doubleday) 

Illustrator: Hildegard Woodward 

Author: Lavinia R. Davis 

Song of Rohm Hood (Houghton Mifflin) 

Illustrator: Virginia Lee Burton 

Editor: Anne B. Malcolmson 

Stone Soup (Scribners) 

Author and Illustrator: Marcia Brown 

1949 The Big S now (Macmillan) 

Authors and Illustrators: Elmer and Berta 

Hader 

Honor Books 

All around the Town (Lippincott) 

Illustrator: Helen Stone 

Author: Phyllis McGinley 

Blueberries for Sal (Viking) 
Author and Illustrator: Robert McCloskey 

Fish in the Air (Viking) 

Author and Illustrator: Kurt Weise 

Juanita (Scribners) 

Author and Illustrator: Leo Politi 

1950 Song of the Swallows (Scribners) 

Author and Illustrator: Leo Politi 

Honor Books 

America's Fthan Allen (Houghton Mifflin) 

Illustrator: Lynd Ward 

Author: Stewart Holbrook 

The Happy Day (Harper) 

Illustrator: Marc Simont 

Author: Ruth Krauss 

Henry-Fisherman (Scribners) 

Author and Illustrator: Marcia Brown 

The Wild Birthday Cake (Doubleday) 

Illustrator: Hildegard Woodward 

Author: Lavinia R. Davis 

1951 The Fgg Tree (Scribners) 

Author and Illustrator: Katherine Milhous 

Honor Books 

Dick Whittington and His Cat (Scribners) 

Author and Illustrator: Marcia Brown 

If I Ran the Zoo (Random House) 

Author and Illustrator: Dr. Seuss 

The Most Wonderful Doll in the World (Lippin- 

cott) 

Illustrator: Helen Stone 

Author: Phyllis McGinley 

T-Bone, the Baby Sitter (Har.per) 

Author and Illustrator: Glare Turlay New- 

berry 

The Two Reds (Harcourt, Brace) 

Illustrator: Nicolas Mordvinoff 

Author: William Lipkind 

1952 Finders Keepers (Harcourt, Brace) 
Illustrator: Nicolas Mordvinoff 

Authors: William Lipkind and Nicolas Mord- 

vinoff 

Honor Books 

All Falling Down (Harper) 

Illustrator: Margaret Bloy Graham 

Author: Gene Zion 

Bear Party (Viking) 

Author and Illustrator: William Pene Du 

Bois 

Feather Mountain (Houghton Mifflin) 

Author and Illustrator: Elizabeth Olds 

Bartholomew and the Oobleck (Random House) 

Author and Illustrator: Dr. Seuss 
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Author and Illustrator: Marie Hall Ets 

Skipper john's Cook (Scribners) 

Author and Illustrator: Marcia Brown 

1953 The Biggest Bear (Houghton Mifflin) 

Author and Illustrator: Lynd Ward 

Honor Books 

Ape in a Cape: An Alphabet of Odd Animals 

(Harcourt, Brace) 

Author and Illustrator: Fritz Eichenberg 

Five Little Monkeys (Houghton Mifflin) 

Author and Illustrator: Juliet Kepes 

One Morning in Maine (Viking) 

Author and Illustrator: Robert McCloskey 

Puss in Boots (Scribners) 

Illustrator: Marcia Brown 

Author: Charles Perrault 

The Storm Book (Harper) 

Illustrator: Margaret Bloy Graham 

Author: Charlotte Zolotow 

1954 Madeline's Rescue (Viking) 

Author and Illustrator: Ludwig Bemehnans 

Honor Books 

Green Eyes (Capitol) 

Author and Illustrator: Abe Birnbaum 

journey Cake, Ho! (Viking) 

Illustrator: Robert McCloskey 

Author: Ruth Sawyer 

The Steadfast Tin Soldier (Scribners) 

Illustrator: Marcia Brown 

Author: Hans Christian Andersen 

A Very Special House (Harper) 

Illustrator: Maurice Sendak 

Author: Ruth Krauss 

When Will the World Be Aline? The Story of a 

Snowshoe Rabbit (Scott) 

Illustrator: Jean (diarlot 

Author: Miriam Schlein 

1955 Cinderella; or, the Little Glass Slipper (Scribners) 

Illustrator: Marcia Brown 

Author: (diailes Perrault 

Honor Books 

Marguerite de Angeli's Book of Nursery and 

Mother Goose Rhymes (Doubleday) 

(Compiler and Illustrator: Marguerite de An- 

geli 

The Thanksgiving Story (Scribners) 

Illustrator: Helen Sewell 

Author: Alice Dalgliesh 

Wheel on the Ghimney (Lippincott) 

Illustrator: Tihor Gergely 

Author: Margaret Wise Brown 

1956 Frog Went A-Courtird (Harcourt, Brace) 

Illustrator: Feodor Rojankovsky 

Author: John Langstaff 

Honor Books 

Groiv Boy (Viking) 

Author and Illustrator: Taro Yashima 

Flay With Me (Viking) 

Author and Illustrator: Marie Hall Ets 

1957 A Tree is Nice (Harper) 

Illustrator: Marc Simont 

Author: Janice May Udry 

Honor Books 

Ancitole (Whittlesey House) 

Illustrator: Paul Cjaldone 

Author: Eve Titus 

Gillespie and the Guards (Viking) 

Illustrator: James Daugherty 

Author: Benjamin Elkin 

Lion (Viking) 

Author and Illustrator: William Pene Du 

Bois 

Mr. Penny's Race Horse (Viking) 

Author and Illustrator: Marie Hall Ets 

One IS One (Oxfoi'd Llniversity Press) 

Author and Illustrator: I asha I udor 

1958 Time of Wonder (Viking) 

Author and Illustrator: Robert McCMoskey 

Honoi Books 

Anatole and the Cat (Whittlesev House) 



Children’s Book Awards and Prizes DLB 61 

Illustrator: Paul (iaklone 

Author: Eve Eitus 

Fly tligh, Fly Low (Viking) 

Author and Ilhistrator: Don Freeman 

1959 ('jhmituieer and the Fox (CAowell) 

Author and Illustrator: Barbara Ck)oney 

Honor Books 

IFe House That Jack Built: A Picture Book in 

Two Languages (Harcourt, Brace) 

Author and Illustrator: Antonio Frasconi 

Umbrella (Viking) 

Author and Illustrator: Faro Yashima 

What Do You Say, Dear? (Scott) 

Illustrator: Maurice Sendak 

Author: Sesyle Joslin 

1960 Nine Days to Christmas (Viking) 

Illustrator: Marie Hall Ets 

Authors: Aurora Labastida and Marie Hall 

Ets 

Honor Books 

Houses from the Sea (Scribners) 

Illustrator: Adrienne Adams 

Author: Alice E. Goudey 

The Moon Jumpers (Harper) 

Illustrator: Maurice Sendak 

Author: Janice May Udry 

1961 Bahoushka and the Three Kings (Parnassus) 

Illustrator: Nicolas Sidjakov 

Author: Ruth Robbins 

Honor Book 

Inch by Inch (Obolensky) 

Author and Illustrator: l.eo Lionni 

1962 Once a Mouse . . . (Scribners) 
Author and Illustrator: Marcia Brown 

Honor Books 

The Fox Went Out on a Chilly Night (Double- 

day) 

Author and Illustrator: Peter Spier 

Little Bear's Visit (Harper Sc Row) 

Illustrator: Maurice Sendak 

Author: Else Holmelund Minarik 

The Day We Saw the Sun Come Up (Scribners) 

111 Listrator: Adrienne Adams 

Author: Alice E. Cioudey 

1963 The Snowy Day (Viking) 

Author and Illustrator: Ezra Jack Keats 

Honor Books 

L'he Sun Is a Colden Fiarnng (Holt, Rinehart 

Sc Winston) 

Illustrator: Bernarda Bryson 

Author: Natalia M. Belting / 

Mr. Rabbit and the Lovely Present (Harper Sc 

Row) 

Illustrator: Maurice Sendak 

Author: Charlotte Zolotow 

1964 Where the Wild Things Are (Harper Sc Row) 

Author and Illustrator: Maurice Sendak 

Honor Books 

Swimniy (Pantheon) 

Author and Illustrator: Leo Lionni 

All in the Morning Early (Holt, Rinehart Sc 

Winston) 

Illustrator: Evaline Ness 

Author: Sorche Nic Leodhas 

Mother Coose and Nursery Rhymes (Atheneum) 

Illustrator: Philip Reed 

1965 May I Bring a Friend? (Atheneum) 

Illustrator: Beni Montresor 

Author: Beatrice Schenk de Regniers 

Honor Books 

Rain Makes Applesauce (Holiday House) 

Illustrator: Marvin Bileck 

Author: Julian Scheer 

The Wave (Houghton Mifflin) 

Illustrator: Blair Lent 

Author: Margaret Hodges 

A Pocketful of Cricket (Holt, Rinehart Sc Win- 

ston) 

Illustrator: Evaline Ness 

Author: Rebecca C^audill 

1966 Always Room for One More (Holt, Rinehart Sc 

Winston) 
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Illustrator: Nonny Hogrogian 

Author: Sorche Nic Leodhas 

Honor Books 

Hide and Seek Fog (Lothrop, Lee Sc Shepard) 

Illustrator: Roger Duvoisin 

Author: Alvin Lresselt 

Just Me (Viking) 

Author and Illustrator: Marie Hall Ets 

Tom Tit Tot (Scribners) 

Author and Illustrator: Evaline Ness 

1967 Sam, Bangs iff Moonshine (Holt, Rinehart Sc 

Winston) 

Author and Illustrator: Evaline Ness 

Honor Book 

One Wide River to Cross (Prentice-Hall) 

Illustrator: Ed Einbeiiey 

Author: Barbara Emberley 

1968 Drummer //o// (Prentice-Hall) 

Illustrator: Ed Emberley 

Author: Barbara Emberley 

Honor Books 

Frederick (Pantheon) 

Author and Illustrator: Leo Lionni 

Seashore Story (Viking) 

Author and Illustrator: Taro Yashima 

The Fmperor and the Kite (World) 

Illustrator: Ed Young 

Author: Jane Yolen 

1969 The Fool of the World and the Flymg Ship (Ear- 

rar, Straus Sc Giroux) 

Illustrator: Uri Shulevitz 

Author: Arthur Ransome 

Honor Book 

Why the Sun and the Mooji Live in the Sky 

(Houghton MilHin) 

Illustrator: Blair Lent 

Author: Elphinstone Dayrell 

1970 Sylvester and the Magic Fehble (Windmill) 

Author and Illustrator: William Steig 

Honor Books 

(7 oggles! (Macmillan) 

Author and Illustrator: Ezra )ack Keats 

Alexander and the Wind-Up Mouse (Pantheon) 

Author and Illustrator: Leo Lionui 

Pop Corn iff Ma Coodness (Viking) 

Illustrator: Robert Andrew Parker 

Author: Edna Mitchell Preston 

Thy Friend, Ohadiah (Viking) 

Author and Illustrator: Brinton I urkle 

The Judge (Earrar, Straus Sc Giroux) 

Illustrator: Margot Zemach 

Author: Harve Zemach 

1971 A Stmy—A Story (Atheneum) 

Author and Illustrator: Gail E. Haley 

Honor Books 

The Angry Moon (Atlantic/Little, Brown) 

Illustrator: Blair Lent 

Author: William Sleator 

Frog and Toad Are Friends (Harper Sc Row) 

Author and Illustrator: Arnold Lobel 

In the Night Kitchen (Harper Sc Row) 

Author and Illustrator: Maurice Sendak 

1972 One Fine Day (Macmillan) 
Author and Illustrator: Nonny Hogrogian 

Honor Books 

If All the Seas Were One Sea (Macmillan) 

Author and Illustrator: janina Domanska 

Moja Means One: Swahili Counting Back (Dial) 

Illustrator: Tom Eeelings 

Author: Muriel Eeelings 

Hildilid's Night (Macmillan) 

Illustrator: Arnold Lobel 

Author: Ciheli Duran Ryan 

1973 The Funny Little Woman (Dutton) 

Illustrator: Blair Lent 

Adaptor: Arlene Mosel 

Honor Books 

Anansi the Spider (Holt, Rinehart Sc Winston) 

Adaptor and Illustrator: (ierald McDermott 

Ilosie’s Alphabet (Viking) 
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Illustrator: Leonard Baskin 

Authors: Hosea, Tobias, and Lisa Baskin 

Snow-White and the Seven Dwarfs (Farrar, 

Straus & (iiroux) 

Illustrator: Nancy Ekholm Burkert 

Translator: Randall jarrell 

When (day Sings (Scribners) 

Illustrator: Loin Bahti 

Author: Byrd Baylor 

1974 Duffy and the Devil (Farrar, Straus &: Giroux) 

Illustrator: Margot Zeinach 

Author: Harve Zemach 

Honor Books 

Three Jovial Huntsmen (Bradbury) 

Author and Illustrator: Susan Jeffers 

Cathedral: The Story of Its Constructiori (Hough- 

ton Mifflin) 

Author and Illustrator: David Macaulay 

1975 Arrow to the Sun (Viking) 

Adaptor and Illustrator: Gerald McDermott 

Honor Book 

jarnbo Means Hello (Dial) 

Illustrator: Tom Feelings 

Author: Muriel Feelings 

1976 Why Mosquitoes Buzz in People's Ears (Dial) 

Illustrators: Leo and Diane Dillon 

Adaptor: Verna Aardenia 

Honor Books 

The Desert Is Theirs (Scribners) 

Illustrator: Peter Parnall 

Author: Byrd Baylor 

Strega Nona (Prentice Hall) 

Adaptor and Illustrator: Tomie dePaola 

1977 Ashanti to 7AIIU: African Traditions (Dial) 

Illustrators: Leo and Diane Dillon 

Author: Margaret Musgrove 

H onor Books 

The Amazing Bone (Farrar, Straus & Giroux) 

Author and Illustrator: William Steig 

The Contest (Greenwillow) 

Adaptor and Illustrator: Nonny Hogrogian 

Fish for Supper (Dial) 

Author and Illustrator: M. B. Goffstein 

The Colem (Lippincott) 

Author and Illustrator: Beverly Brodsky 

McDermott 

Hawk, Tm Your Brother (Scribners) 

Illustrator: Peter Parnall 

Author: Byrd Baylor 

1978 Noah's Ark (Doubleday) 

Author and Illustrator: Peter Spier 

Honor Books 

Castle (Houghton Mifflin) 

Author and Illustrator: David Macaulay 

It Could Always Be Worse (Farrar, Straus & 

Giroux) 

Adaptor and Illustrator: Margot Zemach 

1979 The Girl Who Toved Wild Horses (Bradbury) 

Author and Illustrator: Paul Goble 

Honor Books 

Freight Train (Greenwillow) 

Author and Illustrator: Donald Crews 

The Way to Start a Day (Scribners) 

Illustrator: Peter Parnall 

Author: Byrd Baylor 

1980 Ox-Cart Man (Viking) 

Illustrator: Barbara Cooney 

Author: Donald Hall 

Honor Books 

Beri's Trumpet (Greenwillow) 

Author and Illustrator: Rachel Isadora 

The Garden of Abdul (Nisazi (Houghton Mif- 

flin) 

Author and Illustrator: Chris Van Allsburg 

1981 Fables (Harper Sc Row) 

Author and Illustrator: Arnold Lobel 

Honor Books 

The Grey Tady and the Strawberry Snatcher (Four 

Winds) 

Author and Illustrator: Molly Bang 
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Truck (Greenwillovv) 

Author and Illustrator: Donald Crews 

Mice Twice (Atheneuin) 

Author and Illustrator: Joseph Low 

The Bremen-Town Musicians (Doubleday) 

Adaptor and Illustrator: Use Plume 

1982 Jumanji (Houghton Mifflin) 
Author and Illustrator: Chris Van Allsburg 

Honor Books 

Where the Buffaloes Begin (Warne) 

Illustrator: Stephen Gammell 

Author: Olaf Baker 

On Market Street (Greenwillow) 

Illustrator: Anita Lobel 

Author: Arnold Lobel 

Outside Over There (Harper Sc Row) 

Author and Illustrator: Maurice Sendak 

A Visit to William Blake's Inn (Harcourt Brace 

Jovanovich) 

Illustrators: Alice and Martin Provensen 

Author: Nancy Willard 

1983 Shadow (Scribners) 

Translator and Illustrator: Marcia Brown 

Author: Blaise Cendrars 

H onor Books 

When I Was Young in the Mountains (Dutton) 

Illustrator: Diane Goode 

Author: Cynthia Rylant 

A Chair for My Mother (Greenwillow) 

Author and Illustrator: Vera B. Williams 

1984 The Glorious Flight: Across the Channel with 

Louis Bleriot (Viking) 

Authors and Illustrators: Alice and Martin 

Provensen 

Honor Books 

Ten, Nine, Fight (Greenwillow) 

Author and Illustrator: Molly Bang 

Little Red Riding Hood (Holiday House) 

Adaptor and Illustrator: I rina Schart Hy- 

man 

1985 St. George and the Dragon (Little, Brown) 

Illustrator: Prina Schart Hyman 

Ada})tor: Margaret Hodges 

Honor Books 

Hansel and Gretel (Dodd) 

Illustrator: Paul O. Zelinsky 

Adaptor: Rika Lesser 

Have You See7i My Duckling? (Cireenwillow) 

Author and Illustrator: Nancy Tafuri 

The Story of jumping Mouse (Lothrop, Lee Sc 

Shepard) 

Author and Illustrator: John Steptoe 

1986 The Polar Fxpress (Houghton Mifliin) 

Author and Illustrator: Chris Van Allsburg 

Honor Books 

The Relatives Came (Bradbury) 

Illustrator: Stephen Gammell 

Author: Cynthia Rylant 

King Bidgood’s in the Bathtub (Harcourt Brace 

Jovanovich) 

Illustrator: Don Wood 

Author: Audrey Wood 

1987 Hey, Al (Farrar, Straus Sc Giroux) 

Illustrator: Richard Egielski 

Author: Arthur Yorinks 

Honor Books 

The Village of Round and Scpiare Houses (Little, 

Brown) 

Author and illustrator: Ann Grifalconi 

Alphabatics (Bradbury) 

Author and illustrator: Suse MacDonald 

R umpelstiltskin (Dalton) 

Adaptor and illustrator: Paul O. Zelinsky 

LEWIS CARROLL SHELF AWARDS 

(iiven annually since 1958 by the University 

of Wisconsin School ol Education, the award is 

made from hooks nominated by publishers Irom 

their lists that they consider worthy to sit on a shelf 

with Alice in Wonderland, d he final selections, which 

may vary in number each year, are selected by a 

committee of librarians, teachers, parents, and 

writers. A (iold (dieshire (kit Seal is awarded to 

335 



Children’s Book Awards and Prizes DLB 61 

each book selected. I he award was discontinued in 
1980. 

1958 I he Blue Cut of ('.astie Towu by Catherine C^ate 
(a)blentz (Longmans, Green, 1949) 

('.dps [or Sale: A Tale of a Peddlar, Some Monkeys 

and llieir Monkey Business by Espbyr Slobod- 
kina (Scott, 1947) 

Horton Hatches the Egg by Dr. Seuss (Random 
Hotise, 1940) 

The Little Bookroom: Eleanor Farjeon’s Short Sto- 

ries for Children Chosen by Herself by Eleanor 
Earjeon (Oxford University Press, 1955; 
Walck, 1956) 

The Little Engine That Could by Watty Piper 
(Platt & Munk, 1930) 

Little House in the Big Woods by Laura Ingalls 
Wilder (Harper, 1953) 

Millions of Cats by Wanda Gag (Coward- 
McCann, 1928) 

Mr. Popper’s Penguins by Richard and Elor- 
ence Atwater (Little, Brown, 1938) 

or Paul, the Mighty Logger by Glen Rounds 
(Holiday House, 1936) 

Pecos Bill, the Greatest Cowboy of All Time by 
James Cloyd Bowman (Whitman, 1937) 

Prayer for a Child by Rachel Field (Macmillan, 
1944) 

The Story of Doctor Dolittle by Hugh Lofting 
(Lippincott, 1920, 1948) 

The Tale of Peter Rabbit by Beatrix Potter 
(Warne, 1903) 

The Three Hundred and Ninety-Seventh White 

Elephant by Rene Guillot (Phillips, 1957) 

The Wind in the Willows by Kenneth Grahame 
(Scribners, 1908) 

The World of Pooh by A. A. Milne (Dutton, 
1957) 

1959 C.addie Woodlawn by Garol Ryrie Brink (Mac- 
millan, 1935) 

(Jiarlotte’s Web by E. B. White (Harper, 1952) 

The Courage of Sarah Noble by Alice Dalgliesh 
(Scribners, 1954) 

The Eive CJiinese Brothers by Claire H. Bishop 
(Coward-McCann, 1938) 

LiLun, Lad of Courage by Carolyn 4"refhnger 
(Abingdon-Cokesbury, 1947)^ 

The Little House by Virginia Lee Burton 
(Houghton Mifflin, 1942) 

The 'Minnow” Leads to Treasure by A. Philippa 
Pearce (World, 1958) 

The Secret Garden by Frances Hodgson Bur- 
nett (Lippincott, 1911, 1938) 

Snipp, Snapp, Snurr and the Red Shoes by Maj 
Lindman (Whitman, 1936) 

The Story of Babar, the Little Elephant by Jean 
de Brunhoff (Random House, 1933) 

The Boy Cody by Leon Wilson (Watts, 1950) 

Tirra Lirra: Rhymes Old and New by Laura E. 
Richards (Little, Brown, 1902) 

The White Stag by Kate Seredy (Viking, 1937) 

1960 Blind Colt by Glen Rounds (Holiday House, 
1941) 

The Borrowers by Mary Norton (Harcourt, 
Brace, 1953) 

Curious George Takes a fob by H. A. Rey 
(Houghton Mifflin, 1947) 

Johnny (Arm’s Carden: A Picture Book by L. 
Leslie Brooke (Warne, 1903) 

The Jungle Book by Rudyard Kipling (Dou- 
bleday, "l893, 1952) 

Lavender’s Blue by Kathleen Lines (Watts, 
1954) 
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The Matchlock Gun by Walter D. Edmonds 
(Dodd, Mead, 1941) 

Onion John by Joseph Q. Krurngold (Caowell, 
1959) 

Young Fu of the Upper Yangtze by Elizabeth 
Eoreman Lewis (Winston, 1932) 

1961 And to Thmk That I Saw it on Mulberry Street 

by Dr. Seuss (Vanguard, 1937) 

Ben and Me by Robert Lawson (Little, Brown, 
1939) 

Blue Willow by Doris Gates (Viking, 1940) 

The Door in the Wall: Story of Medieval London 

by Marguerite de Angeli (Doubleday, 1949) 

Grishka and the Bear by Rene Guillot (Crite- 
rion, 1959) 

Hitty, Her First Hundred Years by Rachel Eield 
(Macmillan, 1929) 

Island of the Blue Dolphins by Scott O’Dell 
(Houghton Mifflin, 1960) 

The Moffats by Eleanor Estes (Harcourt, 
Brace, 1941) 

Misty of Chincoteague by Marguerite Henry 
(Rand McNally, 1947) 

A Roundabout Turn by Robert H. Charles 
(Warne, 1930) 

When I Was a Boy by Erich Kastner (Watts, 
1961) 

1962 The Adventures of Huckleberry Finn by Samuel 
Clemens (Crosset, 1884, 1948) 

The Dark Frigate by Charles Boardman Hawes 
(Atlantic, 1923; Little, Brown, 1934) 

Faddle-to-the-Sea by Holling (4ancy Holling 
(Houghton Mifflin, 1941) 

Padre Porko: The (jentlemanly Pig by Robert 
Davis (Holiday House, 1948) 

A Penny a Day by Walter de la Mare (Knopf, 
1925, 1960) ' 

The Tailor of Gloucester by Beatrix Potter 
(Warne, 1903) 

Thistle and Thyme: Tales and Legends from Scot- 

land by Sorche Nic Leodhas (Holt, Rinehart 
Sc Winston, 1962) 

Thumbelina by Hans Christian Andersen 
(Scribners, 1961) 

Winter Danger by William O. Steele (Har- 
court, Brace, 1954) 

The World of Christopher Robin by A. A. Milne 
(Dutton, 1958) 

1963 Annuzza: A Girl of Romania by Hertha Seu- 
berlich (Rand McNally, 1962) 

The Art of Ancient Egypt by Shirley Clubok 
(Atheneum, 1962) 

The Gricket in Times Square by George Selden 
(Earrar, Straus Sc Cudahy, 1960) 

Dwarf Long-nose by Wilhelm Hauff (Random 
House, 1960) 

The Griffin and the Minor Canon by Erank R. 
Stockton (Holt, Rinehart Sc Winston, 1963) 

Invincible Louisa: The Story of the Author of'Ljt- 

tle Women” by Ck)rnelia Meigs (l.ittle. Brown, 
1933, 1961) 

The Man Who was Don Quixote: 'The Story of 

Miguel Cervantes by Rafaello Busoni (Pren- 
Daughter of the Mountains by Louise S. Rankin tice-Hall, 1958) 
(Viking, 1948) 

Moccasin Trail hy Eloise |. McCiraw (Coward- 
Inch by Inch by Leo Lionni (Obolensky, 1960) McCkmn, 1952) 

'The Lion, the Witch and the Wardrobe by (7 S. 
Lewis (Macmillan, 1950) 
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I'he Reluctant Dragon by Kenneth (irahaine 
(Holiday House, 1938, 1953) 

The Superlative Horse by Jean Merrill (Scott, 
1961) 

Tom's Midnight Garden by A. Phili}:)pa Pearce 
(Oxford University Press, 1958; Lippincott, 
1959) 

Uncle Remus: His Songs and Saymgs by Joel 
CJiandler Harris (Hawthorn, 1880, 1921) 

The Water Baines by Charles Kingsley (Watts, 
1863, 1961) 

The Wheel on the School by Meindert Dejong 
(Harper, 1954) 

The Yearling by Marjorie Kinnan Rawlings 
(Scribners, 1939, 1961) 

1964 A Little Princess: Being the Whole Story of Sara 

Creive Now Told for the First Time by Frances 
Hodgson Burnett (Scribners, 1938) 

Old Wind and Liu Li-San by Aline Glasgow 
(Harvey, 1962) 

Rascal: A Memoir of a Better Era by Sterling 
North (Dutton, 1963) 

Rifles for Watie by Harold Keith (Crowell, 
1957) 

Roller Skates by Ruth Sawyer (Viking, 1936) 

Roosevelt Grady by Louisa R. Shotwell (World, 
1963) 

Where the Wild Things Are by Maurice Sendak 
(Harper Sc Row, 1963) 

1965 Bond of the Tire by Anthony Fon Eisen 
(World, 1965) 

I he (lock, the Mouse and the Little Red Hen by 
Felicite Lelevre (Macrae, 1947) 

Joel and the Wild Cioose by Helga Sandburg 
(Dial, 1963) 

My Side of the Mountain by Jean (aaighead 

George (Dutton, 1959) 

The Nightingale by Hans Christian Andersen 
(Harper Sc Row, 1965) 

The Pushcart W«r by Jean Merrill (Scott, 1964) 

The Return of the Twelves by Pauline Clarke 
(Coward-McCann, 1963) 

Smoky, the Gowhorse by Will James (Scribners, 
1926) ' , 

The Story about Ping by Marjorie Flack (Vi- 
king, 1933) 

The Wolves of Willoughby Ghase by Joan Aiken 
(Doubleday, 1963) 

A Wrinkle in Time by Madeleine L’Engle (Far- 
rar, Strauss, 1962) 

1966 Across Five Aprils by Irene Hunt (Follett, 
1964) 

Banner in the Sky: the Story of a Boy and a Moun- 

tain by James Ramsey Ullman (Lippincott, 
1954) 

A GJiild's Garden of Verses by Robert Louis Ste- 
venson (Watts, 1966) 

An Edge of the Forest by Agnes Smith (Viking, 
1959) 

Jed: The Story of a Yankee Soldier and a Southern 

Boy by Peter Burchard (Coward-McCann, 
1960) 

Once a Mouse by Marcia Brown (Scribners, 
1961) 

Papa Pellerin's Daughter by Maria Gripe (Day, 
1966) 

1967 More Just So Stories (phonodisc) by Rudyard 
Kipling (Caedmon 1205) 

Tom Sawyer (phonodisc) by Samuel Clemens 
(Ckiedmon 1088) 

1968 The Ark by Margot Benary-Isbert (Harcourt, 
Brace, 1953) 
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Driunmer Hofj did'c\\)iQQ\ by Barbara Enibeiiey 
(Prentice-Hall, 1967) 

Earthfasts by William Mayne (Dutton, 1966) 

The Emperor and the Kite by Jane Yolen (Col- 
lins-World, 1967) 

The Tiddler of High Lonesome by Brinton Tur- 
kle (Viking, 19(58) 

Erom the Mixed-up Tiles of Mrs. Basil E. Era nk- 

weiler hy E. L. Konigsburg (Atheneum, 19(57) 

The Hunter I Might Have Been by George Men- 
doza (Astor-Honor, 1968) 

My Eathers Dragon by Ruth Stiles Gannett 
(Random House, 1948) 

No Room: An Old Story Retold by Rose Dobbs 
(McKay, 1944) 

Reflections on a Gift of Watermelon Pickle and 

Other Modern Verse by Edward Lueders (Loth- 
rop, Eee Sc Shepard, 1966) 

The Wizard of Oz by L. Erank Baum (Reilly Sc 

Lee, 1956) 

1969 The Children of Green Knoiue by L. M. Boston 
(Faber, 1954; Harcourt, Brace, 1955) 

Constance: A Story of Early Plymouth by Patricia 
Clapp (Lothrop, Lee Sc Shepard, 1968) 

Edge of Two Worlds by Weyman Jones (Dial, 
19(58) 

Little Toot by Harclie Gramatky (Putnam’s, 
1939) 

Little Women by Louisa May Alcott (Little, 
Brown, 1868, 1968) 

McBroorn Tells the Truth by Sid Lleischman 
(Norton, 19(5(5) 

Seventeenth Summer by Maureen Daly (Dodd, 
Mead, 1942, 1962) 

The Story of Comock the Eskimo as Told to Robert 

Elaherty (Simon Sc Schuster, 19(58) 

The Storytellers Pack by Frank R. Stockton 
(Scribners, 19(58) 

Usha the Alouse Maiden written by Mehlli (iob- 
hai (Hawthorn, 1969) 

Wild Horses of the Red Desert by Cilen Rounds 
(Holiday House, 19(59) 

1970 The Animal Pamily by Randall Jarrell (Pan- 
theon, 1965) 

The Cay by Theodore Taylor (Doubleday, 
1969) 

The Egypt Game by Zilpha Keatley Snyder 
(Atheneum, 1967) 

The Enormous Egg by Oliver Butterworth (Lit- 
tle, Brown, 1956) 

Gautama Buddha, in Life and Legend by Betty 
Kelen (Lothrop, Lee Sc Shepard, 1967) 

Gone-away Lake by Elizabeth Enright (Har- 
court, Brace, 1957) 

A Herd of Deer by Ellis Dillon (Funk Sc Wag- 
nall, 1969) 

Honk the Moose by Phil Stong (Dodd, Mead, 
1935) 

The Midnight Eox by Betsy Byars (Viking, 
1968) 

Old Ben by Jesse Stuart (McGraw-Hill, 1970) 

Otto of the Silver Hand by Howard Pyle (Scrib- 
ners, 1954) 

Sounder by William H. Armstrong (Harper Sc 

Row, 19(59) 

The Summer I was Lost by Phillip Viereck (Day, 
1965) 

To Be a Slave by Julius Lester (Dial, 19(58) 

The 'Tornten by Astrid Lindgren ((5)ward- 
McCkmn, 1961) 

The Weirdstone of Brisingamen and a Tale of 
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Alderly by Alan (iarner (Walck, 1969) 

1971 Boy Alo)ie by Reginald Ottley (Harconrt, 
Brace Sc World, 1966) 

Down, Down the Mountain by Ellis Credle (Nel- 
son, 1934, 1961) 

I'fie Endless Steppe: (Growing Up in Siberia by 
Esther Hantzig (Caowell, 1968) 

Farmer Hoo and the Baboons by Ida Chittuni 
(Delacorte, 1971) 

The Incredible Journey: A Tale of Three Animals 

by Sheila Bnrnford (Little, Brown, 1961) 

/ourney Outside by Mary Q. Steele (Viking, 
1969) ^ 

Lift Every Voice and Sing: Words and Music by 
]. Rosamund and James Weldon Johnson 
(Hawthorn, 1970) 

The Nonsense Book compiled by Duncan Em- 
rich (Four Winds, 1970) 

The Soul Brothers and Sister Lou by Kristin 
Hunter (Scribners, 1968) 

Undine by Friedrich de la Motte Fouque (Si- 
mon Sc Schuster, 1957, 1971) 

The Velveteen Rabbit: Or How Toys Become Real 

by Margery Williams (Doubleday, 1958) 

The Witch’s Brat by Rosemary Sutcliff (Walck, 
1970) 

1972 The Art and Industry of Sandcastles by Jan Ad- 
kins (Walker, 1971) 

Bear ('Arcus by William Pene du Bois (Viking, 
1971) 

(wremony of Innocence by James Forman 
(Hawthorn, 1970) 

I'he Diary of Nina Kostenna by Nina Kosterina 
((mown, 1968) 

Dorp Dead by Julia Cunningham (Pantheon, 
1965) 

The Duchess Bakes a Cake by Virginia Kahl 
(Scribners, 1955) 

Emmet Otter’s Jug-Band Christmas by Russell 
Hoban (Parents Magazine Press, 1971) 

The Forgotten Door by Alexander Key (West- 
minster, 1965) 

The Hawkstone by Jay A. Williams (Walck, 
1971) 

The Little Old Woman Who Used Her Head by 
Hope Newell (Nelson, 1935, 1966) 

Long Journey Home: Stories from Black History 

by Julius Lester (Dial, 1972) 

Mrs. Frisby and the Rats of Nimh by Robert C. 
O’Brien (Atheneum, 1971) 

The Planet of Junior Brown by Virginia Ham- 
ilton (Macmillan, 1971) 

Simon Boom Gives a Wedding by Yuri Suhl 
(Four Winds, 1972) 

1973 Anansi the Spider: A Tale From the Ashanti by 
Gerald McDermott (Holt, Rinehart Sc Win- 
ston, 1972) 

Cockleburr (Quarters by Charlotte Baker (Pren- 
tice-Hall, 1972) 

Four Women in a Violent Time by Deborah 
Crawford (Crown, 1970) 

The Girl Who Loved the Wind by Jane Yolen 
(Crowell, 1972) 

Jack Tar by Jean Russell Larson (Macrae, 
1970) 

The Knee-high Man and Other Tales by Julius 
Lester (Dial, 1972) 

Little Tim and the Brave Sea Captain by Edward 
Ardizzone (Walck, 1955) 

North to Freedom by Anne S. Holm (Harcourt, 
Brace Sc World, 1965) 

Pippi Longstocking by Astrid Lindgren (Vi- 
king, 1950) 
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Coyne to the Edge by Julia Cainuinghain (Pan- 

theon, 1977) ^ 

Dear Bill, Rernernber Me? and Other Stories by 

Norma Fox Mazer (Delaeorte, 1976) 

The Runaway’s Diary by Marilyn Harris (Four 

Winds, 1971) 

The Silver Pony by Lynd Ward (Houghton 

Mifflin, 1973)^ 

Snow White and the Seven Dwarfs by Jacob and 

Wilhelm Grimm (Farrar, Straus Sc Cnroux, 

1972) 

The Stolen Pony by Glen Rounds (Holiday 

House, 1948, 1969) 

1974 No Awards 

1975 Dust of the Earth by Bill and Vera Gleaver 

(Lippincott, 1975) 

A Hero Ain’t Nothin’ but a Sandwich by Alice 

Ghildress (Goward, McGann Sc Geoghegan, 

1973) 

The Pig-tale by Lewis Carroll (Little, Brown, 

1889, 1975) 

1976 The Day the Circus Came to Lone Tree by Glen 

Rounds (Holiday House, 1973) 

Don’t take Teddy by Babbis Friis-Baastad 

(Scribners, 1967) 

Duffy and the Devil by Harve Zemach (Farrar, 

Straus Sc Giroux, 1973) 

M. C. Higgins, the Great by Virginia Hamilton 

(Macmillan, 1974) 

Saturday, the Twelfth of October by Norma Fox 

Mazer (Delaeorte, 1975) 

1977 Abel’s Island by William Steig (Farrar, Straus 

Sc Giroux, 1976) 

Sailing to Cythera and Other Anatole Stories by 

Nancy Willard (Harcourt Brace Jovanovich, 

1974) 

Slake’s Limbo by Felice Holman (Scribners, 

1974) 

1978 Bridge to Terabithia by Katherine Paterson 

(Crowell, 1977) 

Mariya’s Story by Bettyanne Gray (Lerner, 

1978) 

Mischling, Second Degree: My Childhood in Nazi 

Germany by Use Koehn (Cireenwillow, 1977) 

Mr. Yowder and the Giant Bull Snake by Cilen 

Rounds (Holiday House, 1978) 

Noah’s Ark by Peter Spier (Doubleday, 1977) 

The No-Return Trail by Sonia Levitin (Har- 

court Brace Jovanovich, 1978) 

Stevie by John Steptoe (Harper Sc Row, 1969) 

Sylvester and the Magic Pebble by William Steig 

(Windmill/Simon Sc Schuster, 1969) 

Tuck Everlasting by Natalie Babbitt (Farrar, 

Straus Sc Giroux, 1975) 

Who’s in Rabbit’s House?: a Masai tale by Verna 

Aardema (Dial, 1977) 

1979 The Chocolate War by Robert Cormier (Pan- 

theon, 1974; Dell, 1975) 

Dragonwings by Laurence Yep (Harper Sc 

Row, 1975) 

The Island of the Grass King: The Eurther Ad- 

ventures of Anatole by Nancy Willard (Har- 

court Brace jovanovich, 1979) 

Lyle, Lyle, Crocodile by Bernard Waber 

(Houghton Mifflin, 1965) 

The Road from Horne: The Story of an Armenian 

Girl hy David Kherdian (Cireenwillow, 1979) 

The Snowman by Raymond Brii^ijs (Random 

House, 1978) 

The Wizard of Earthsea by Ursula K. LeGuin 

(Parnassus, 1968) 
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INTERNATIONAL READING 
ASSOCIATION CHILDREN’S 

BOOK AWARD 

Sponsored by the Institute for Reading Re- 

seareh, the award, first given in 1975, is adminis- 

tered hy the International Reading Assoeiation. 

The award is given annually for a book, published 

in the preceding year, written by an author “who 

shows unusual promise in the children’s hook 

field.” Beginning in 1987 two categories are noted: 

young adult and primary. Books originating in any 

country are eligible. I he award is announced in 

the S})ring of each year and each recipient receives 

a cash award of $1 GOO. 

1975 Transport 7-41-R by T. Degens (Viking) 

1976 Dragonwings by Laurence Yep (Harper 8c 

Row) 

1977 A String in the Harp by Nancy Bond (Athe- 

neum) 

1978 A Summer to Die by Lois Lowry (Houghton 

Mifflin) 

1979 Reserved for Mark Anthony Croiuder by Alison 

Smith (Dutton) 

1980 Words by Heart by Ouida Sebestyen (Atlantic/ 

Little, Brown) 

1981 My Own Private Sky by Delores Beckman 

(Dutton) 

1982 Good Night, Mr. Tom by Michelle Magorian 

(Harper 8c Row) 

1983 The Darkangel by Meredith Ann Pierce (At- 

lantic/Little, Brown) 

1984 Ratha's Creature by Clare Bell (Atheneum) 

1985 Badger on the Barge by Janni Howker (Green- 

willow) 

1986 Prairie Songs by Pam Ck)nrad (Harper 8c Row) 

1987 Young Adult: After the Dancing Days by Mar- 

garet 1. Rostkowski (Harper 8c Row) 

Primary: The Inne up Book by Marisabina 

Russo (Cireenwillow) 

CORETTA SCOTT KING AWARD 

Established in 1970 by the Social Responsi- 

bilities Roundtable of the American Library As- 

sociation, the award is “designed to commemorate 

and foster the life, works and dreams of the late 

Dr. Martin Luther King, |r. and to honor Mrs. 

Coretta Scott King for her courage and determi- 

nation to work for peace and world brotherhood.” 

Ehe award is given annually to an author, and, 

since 1979, to an illustrator for an outstanding con- 

tribution designed to promote a better understand- 

ing and appreciation of the culture and 

contribution of all peoples to life in America. The 

award is announced in January. 

1970 Author: Lillie Patterson for Martin Luther 

King, Jr. Man of Peace (Garrard) 

1971 Author: Charlemae Rollins for Black Trou- 

bador: Langston Hughes (Rand McNally) 

1972 Author: Elton C. Eax for 17 Black Artists 

(Dodd, Mead) 

1973 Author: Jackie Robinson as told to Alfred 

Duckett for / Never Had It Made (Putnam’s) 

1974 Author: Sharon Bell Mathis for Ray Charles 

(Crowell) 

1975 Author: Dorothy Robinson for The Legend of 

Africania ( Johnson) 

1976 Author: Pearl Bailey for Duey’s Tale (Har- 

coLirt Brace Jovanovich) 

1977 Author: J ames Haskins for The Story of Stevie 

Wonder (Lothrop, Lee 8c Shepard) 

1978 Author: Eloise Greenfield for Africa Dream 

(Day/CTowell) 

1979 Author: Ossie Davis for Escape to Freedom (Vi- 

king) 

Illustrator: Tom Eeelings for Something On 

My Mind by Nikki (Times (Dial) 

1980 Author: Walter Dean Myers for The Young 

Landlords (Viking) 

Illustrator: Carole Bayard for Cornrows by 

Camille Yarbrough (Coward, McCann 8c 

Cieoghegan) 
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1981 Author: Sidney Poitier for This Life (Knopf) 

Illustrator: Ashley Bryan for his Beat the 

Stoiy-Drum, Fum-Piim (Atheneum) 

1982 Author: Mildred D. Taylor for Let the Circle 

Be Unbroken (Dial) 

Illustrator: John Steptoe for Mother Crocodile 

by Birago Diop, translated and adapted by 

Rosa Cxuy (Delacorte) 

1983 Author: Virginia Hamilton for Sweet Whis- 

pers, Brother Rush (Philomel) 

Illustrator: Peter Magubane for his Black 

Child (Knopf) 

1984 Author: Lucille Clifton for Everett Anderson’s 

Goodbye (Holt, Rinehart & Winston) 

Illustrator: Pat Cummings for My Mama 

Needs Me by Mildred P. Walter (Lothrop, Lee 

Sc Shepard) 

1985 Author: Walter Dean Myers for Motown and 

Dull (Viking) 

Illustrator: None 

1986 Author: Virginia Hamilton for The People 

Could Fly: American Black Folktales (Knopf) 

Illustrator: Jerry Pinkney for Patchwork Quilt 

by Valerie Flournoy (Dial) 

1987 Author: Mildred Pitts Walter for Justin and 

the Best Biscuits in the World (Lothrop, Lee & 

Shepard) 

Illustrator: Jerry Pinckney for Half a Moon 

and One Whole Star by Crescent Dragonwagon 

(Macmillan) 

NATIONAL BOOK AWARD/ 
AMERICAN BOOK AWARD 

Fhe National Book Award program was es- 

tablished in 1950 and operated through 1979 when 

it was replaced by the American Book Award. From 

1969 until 1979 a children’s book prize was incor- 

porated in the award system. The $1 ()()() cash 

award, contributed by the Children’s Book Ck)uncil 

and administered by the National Book (k)mmit- 

tee, was presented annually to a Juvenile book 

judged by a panel of experts to be the most distin- 

guished written by an American citizen and j)ub- 

lished in the United States during the preceding 

year. 

1969 Journey from Peppermint Street by Meindert 

Dejong (Harper Sc Row) 

1970 A Day of Pleasure: Stories of a Boy Growing Up 

in Warsaw by Isaac Bashevis Singer (Farrar, 

Straus Sc Giroux) 

1971 The Alarvelous Misadventures of Sebastian by 

Lloyd Alexander (Dutton) 

1972 The Slightly Irregular Fire Engine by Donald 
Barthelme (Farrar, Straus Sc Giroux) 

1973 The Farthest Shore by Ursula K. Le Guin (Ath- 

eneum) 

1974 The Court of the Stone Children by Eleanor 

Cameron (Dutton) 

1975 M. C. Higgifis, the Great by Virginia Hamilton 

(Macmillan) 

1976 Bert Breens Barn by Walter D. Edmonds (Lit- 

tle, Brown) 

1977 The Master Puppeteer by Katherine Paterson 

(Crowell) 

1978 The View from the Oak by Judith and Herbert 

Kohl (Sierra Club/Scribners) 

1979 The Great Gilly Hopkins by Katherine Paterson 

(Crowell) 

This award was discontinued in 1979 and re- 

placed by the American Book Award. 

AMERICAN BOOK AWARD 

1980 Hardcover: A Gathering of Days: A New En- 

gland Girl’s Journal, 1830-32 by Joan W. Bios 

(Scribners) 

Paperback: A Swiftly Tilting Planet by Made- 

leine L’Engle (Dell) 

1981 Fiction: 

Hardcover: llie Night Swimmers by Betsy 

Byars (Delacorte) 

Paperback: Ramona and Her Mother by Bev- 

erly (3eary (Dell) 

Nonfiction: Oh, Boy! Baines! by Alison Ci agin 

Flerzig and Jane Lawrence Mali (Little, 

Brown) 
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1982 Fiction: 
Hardcover: Wesbnark by Lloyd Alexander 

(Dutton) 

Paperback: Words by Heart by Ouida Sebes- 

tyen (Bantam) 

Nonfiction: A Fengum Year by Susan Bonners 

(l)elacorte) 

Picture Books: 

Hardcover: Outside Over There by Maurice 

Sendak (Harper Sc Row) 

Paperback: Noah's Ark by Peter Spier (Zephyr 

Books/Doubleday) 

1983 Fiction: 

H ardcover: Homesick: My Own Story by Jean 

Fritz (Putnam’s) 

Paperback: A Place Apart by Paula Fox (Sig- 

net/NAL); Marked by Fire by Joyce Carol 

Thomas (Avon Flare) 

Nonbction: Chimney Sweeps by James Cross 

Giblin (Crowell) 

Picture Books: 

Hardcover: Miss Rumphius by Barbara Coo- 

ney (Viking) Doctor De Soto by William Steig 

(Farrar) 

Paperback: A House Is a House for Me by Mary 

Ann Hoberman (Viking) 

The children’s book section of the American 

Book Award was discontinued after the 1983 

award. 

JOHN NEWBERY MEDAL 

Established in 1922, the Newbery Medal is 

given by the Association for Library Service to Chil- 

dren of the American Library Association to the 

author of the most distinguished contribution to 

American literature for children published during 

the preceding year. Honor books may be selected. 

I he award is limited to residents or citizens of the 

United States. The award is announced in January. 

1922 The Story of Mankmd by Hendrik Willem Van 
Loon (Boni Sc Liveright) 

Honor Books 

(wdric the Forester by Bernard (L Marshall 

(Appleton) 

The Great Quest: A Romance of 1826 by (diaries 

Boardman Hawes (Little, Brown) 

The Old Tobacco Shop: A True Account op What 

Befell a Little Boy in Search op Adventure by 

William Bowen (Macmillan) 

Windy Hill by Cornelia Meigs (Macmillan) 

1923 The Voyages of Doctor Dolittle by Hugh Lofting 

(Stokes) 
¥ 

1924 The Dark Frigate by Charles Boardman Hawes 

(Atlantic Monthly Press) 

1925 Tales prom Silver Lands by Charles J. Finger 

(Macmillan) 

Honor Books 

Dream Coach by Dillwyn and Anne Parrish 

(Macmillan) 

Nicholas: A Manhattan Christmas Story by Anne 

Carroll Moore (Putnam’s) 

1926 Shen of the Sea: A Book for Children by Arthur 

Bowie Chrisman (Dutton) 

Honor Book 

The Voyagers: Being Legends and Romances of 

Atlantic Discovery by Padraic Colum (Macmil- 

lan) 

1927 Smoky, the Cowhorse by Will James (Scribners) 

1928 Gay-neck: The Story of a Pigeon by Dham Copal 

Mukerji (Dutton) 

Honor Books 

Downright Dencey by Caroline Dale Snedeker 

(Doubleday) 

The Wonder-Smith and His Son: A Tale from the 

Golden Ghildhood of the World by Ella Young 

(Longmans, (Teen) 

1929 Trumpeter of Krakow by Eric P. Kelly (Mac- 

millan) 

Honor Books 

The Boy Who Was by Ch ace T. Hallock (Dut- 

ton) 

The (F)lden Fleece and the Heroes Who Lived 

Before Achilles by Padraic Colum (Macmillan) 
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Millions of Cats by Wanda (iag (Coward- 

McCann) 

The Pigtail of Ah Lee Ben Loo with Seventeen 

Other Laughable Tales and 200 Comic Silhouettes 

by John Bennett (Longmans) 

The Runaiuay Papoose by Grace P. Moon (Dou- 

bleday) 

Tod, of the Fens by Elinor Whitney (Macmil- 

lan) 

1930 Hitty, Her First Hundred Years by Rachel Field 

(Macmillan) 

Honor Books 

A Daughter of the Seine: The Life of Madame 

Roland by Jeanette Eaton (Harper) 

fumping-off Place by Marian Hurd McNeely 

(Longmans, Green) 

Little Blacknose: The Story of a Pioneer by Hild- 

egarde Swift (Harcourt, Brace) 

Pran of Albania by Elizabeth G. Miller (Dou- 

bleday, Doran) 

Tangle-Coated Horse and Other Tales: Episodes 

from the Fio7in Saga by Ella Young (Long- 

mans, Green) 

Vaino, A hoy of New Finland by Julia Davis 

(Dutton) 

1931 The Cat Who Went to Heaven by Elizabeth 

Coats worth (Macmillan) 

Honor Books 

The Dark Star of Rza by Alida Malkus (Har- 

court, Brace) 

Floating Island by Anne Parrish (Harper) 

Oarram the Hunter: A Boy of the Hill Tribes by 

Herbert Best (Doubleday, Doran) 

Meggy Macintosh by Elizabeth Janet (iray 

(Doubleday, Doran) 

Mountains Are Free by Julia Davis Adams 

(Dutton) 

Ood-Le Yn Uk the Wanderer by Alice Lide and 

Margaret Johansen (Little, Brown) 

Queer Person by Ralph Hubbard (Doubleday, 

Doran) 

Spice and the Devil’s Cave by Agnes D. Hewes 

(Knopf) 

1932 Waterless Mountain by Laura Adams Armer 
(Longmans, Green) 

Honor Books 

Boy of the South Seas by Eunice Tietjens (Cow- 

ard-McCann) 

Calico Bush by Rachel Field (Macmillan) 

The Fairy Circus by Dorothy P. Lathrop (Mac- 

millan) 

Jane’s Island by Marjorie Hill Allee (Hough- 

ton Mifflin) 

Out of the Flame by Eloise Lownsbery (Long- 

mans, Green) 

Truce of the Wolf and Other Tales of Old Italy 

by Mary Gould Davis (Harcourt, Brace) 

1933 Young Fu of the Upper Yangtze by Elizabeth 

Foreman Lewis (Winston) 

Honor Books 

Children of the Soil: a Story of Scandinavia by 

Nora Burglon (Doubleday, Doran) 

The Railroad to Freedom: a Story of the Civil War 

by Hildegarde Swift (Harcourt, Brace) 

Swift Rivers by Cornelia Meigs (Little, Brown) 

1934 Invincible Louisa: the Story of the A uthor of '‘Little 

Women” by Ck)rnelia Meigs (Little, Brown) 

Honor Books 

ABC Bunny by Wanda Ciag (C'oward-Mc- 

(kum) 

Apprentices of Florence by Anne Kyle (Hough- 

ton Mifflin) 
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Big T ree of Bunlahy: Storif's of My Own Ooim- 

tryside by Paclraic Ca)linn (Macmillan) 

Forgotten Daughter by Caroline Dale Snecleker 

(Doubleclay, Doran) 

(Uo)-y of the Seas by Agnes Hewes (Knopf ) 

Neiv Land by Sarah L. Schmidt (McBride) 

Swords of Steel: the Story of a Gettysburg Boy by 

Elsie Singmaster (Houghton Mifflin) 

Winged Girl of Knossos by Erick Berry (Ap- 

pleton) 

1935 Dohry by Monica Shannon (Viking) 

Honor Boc^ks 

Daiy Grockett by Constance Rourke (Har- 

court, Brace) 

A Day on Skates: the Story of a Dutch Picnic by 

Hilda Van Stockum (Harper) 

The Pageant of Chinese History by Elizabeth 

Seeger (Longmans, Green) 

1936 Caddie Woodlawn by Carol Ryrie Brink (Mac- 

millan) 

Honor Books 

All Sail Set: a Romance of the ‘Plying Cloud” by 

Armstrong Sperry (Winston) 

The Good Alaster by Kate Serecly (Viking) 

Honk the Moose by Phil Stong (Dodd, Mead) 

Young Walter Scott by Elizabeth Janet Gray 

(Viking) 

1937 Roller Skates by Ruth Sawyer (Viking) 

Honor Books 

Audubon by Constance M. Rourke (Harcourt, 

Brace) 

The (d)dfish Musket by Agnes D. Hewes (Dou- 

bleday, Doran) 

The Cjolden Basket by Ludwig Bemehnans (Vi- 

king) 

Phebe Fairchild: Her Book by Lois Lenski (Lip- 

pincott) 

Whistler’s Van by Iclwal Jc^nes (Viking) 

Winterhound by Margery Bianco (Viking) 

1938 The White Stag by Kate Serecfy (Viking) 

Honor Books 

Bright Island by Mabel L. Robinson (Random 

House) ^ 

On the Banks of Plum Creek by Laura Ingalls 

Wilder (Harper) 

Pecos Bill: the Greatest Cowboy of All Tune by 

James Cloyd Bowman (Whitman) 

1939 Thimble Summer by Elizabeth Enright (Earrar 

& Rinehart) 

Honor Books 

Leader by Destiny: George Washington, Man and 

Patriot by Jeanette Eaton (Harcourt, Brace) 

Mr. Popper’s Penguins by Richard and Elor- 

ence Atwater (Little, Brown) 

Nino by Valenti Angelo (Viking) 

Penn by Elizabeth Janet Gray (Viking) 

1940 Daniel Boone by James H. Daugherty (Viking) 

Honor Books 

Boy with a Pack by Stephen W. Meader (Har- 

court, Brace) 

By the Shores of Silver Lake by Laura Ingalls 

Wilder (Harper) 

Runners of the Mountain Tops: the Life of Louis 

Agassiz by Mabel L. Robinson (Random 

House) 

The Singing Tree by Kate Seredy (Viking) 

1941 (will It Courage by Armstrong Sperry (Mac- 

millan) 

Hc^nor Books 

Blue Willow by Doris Ciates (Viking) 
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The Long Wuiter by Laura Ingalls Wilder 

(Harper) 

Nansen by Anna Gertrude Hall (Viking) 

Young Mac oj Fort Vancouver by Mary )ane 

Carr (Caowell) 

1942 The Matchlock Gun by Walter D. Edmonds 

(Dodd, Mead) 

Honor Books 

Down Ryton Water by Eva Roe Gaggin (Vi- 

king) 

George Washingtmis World by Genevieve Eos- 

ter (Scribners) 

Indian Gaptive: the Story of Mary Jejnison by 

Lois Lenski (Stokes) 

Little Town on the Prairie by Laura Ingalls Wil- 

der (Harper) 

1943 Adam of the Road by Elizabeth Janet Gray (Vi- 

king) 

H onor Books 

Have You Seen Tom Thumb? by Mabel Leigh 

Hunt (Stokes) 

The Middle Moffat by Eleanor Estes (Har- 

court, Brace) 

1944 Johnny Tremain by Esther Eorbes (Houghton 

Mifflin) 

H onor Books 

Fog Magic by Julia L. Sauer (Viking) 

Mountain Born by Elizabeth Yates (Coward- 

McCann) 

Rufus M. by Eleanor Estes (Harcourt, Brace) 

These Happy Golden Years by Laura Ingalls 

Wilder (Harper) 

1945 Rabbit Hill by Robert Lawson (Viking) 

Honor Books 

Abraham Lincoln's World by Genevieve Eoster 

(Scribners) 

The Hundred Dresses by Eleanor Estes (Har- 

court, Brace) 

Longfourney: the Life of Roger Williams by )ea- 

nette Eaton (Harcourt, Brace) 

The SilverPencilhy Alice Dalgliesh (Scribners) 

1946 Strawberry Girl by Lois Lenski (Lippincott) 

Honor Books 

Bhimsa, the Dancing Bear by Christine Weston 

(Scribners) 

fustin Morgan Had A Horse by Marguerite 

Henry (Wilcox Sc Eollett) 

The Moved-Outers by Elorence Crannell 

Means (Houghton Mifflin) 

New Found World by Katherine B. Shippen 

(Viking) 

1947 Miss Hickory by Carolyn Sherwin Bailey (Vi- 

king) 

Honor Books 

The Avion My Uncle Fleiu by Cyrus Eisher (Ap- 

pleton-Century) 

Big Tree by Conrad and Mary Buff (Viking) 

The Heavenly Tenants by William Maxwell 

(Harper) 

The Hidden Treasure of Cjlaston by Eleanore 

Myers Jewett (Viking) 

The Wonderful Year by Nancy Barnes (Mes- 

sner) 

1948 The Twenty-One Balloons by William Pene Du 

Bois (Viking) 

Honor Books 

Gow-Tail Switch and Other West Af rican Stories 

by George Herzog and Harold (a)urlander 

(Holt) 

Li Lun, Lad of Gourage by Ckirolyn 1 relLmger 

(Abingdon-Ca)kesbury) 

Misty of Gdiincoteague by Marguerite Henry 

(Rand McNally) 
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Pancakes-Paris l)y (Claire Huchet Bishop (Vi- 

king) 

The Qiiaint and (Ainous Quest of /ohnny Long- 

foot, the Shoe King’s Son by C^atherine Bester- 

inan (Bobbs-Merrill) 

1949 King of the Wind by Marguerite Fienry (Rand 

McNally) 

Honor Books 

Daughter of the Mountains by Louise S. Rankin 

(Viking) 

My Father’s Dragon by Ruth Stiles Gannett 

(Random House) 

Seabird by Holling Clancy Holling (Hough- 

ton MifHin) 

Story of the Negro by Arna W. Bontemps 

(KnopO 

1950 The Door in the Wall: Story of Medieval London 

by Marguerite de Angeli (Doubleday) 

Honor Books 

The Blue Cat of Castle Town by Catherine C. 

Coblentz (Longmans, Green) 

George Washington: An Initial Biography by 

Genevieve Foster (Scribners) 

Kildee House by Rutherford Montgomery 

(Doubleday) 

Song of the Pines: a Story of Norwegian Lum- 

bering in Wisconsin by Walter and Marion 

Havigburst (Winston) 

Tree of Freedom by Rebecca Caudill (Viking) 

1951 Amos Fortune, Free Man by Elizabeth Yates 

(Aladdin) 

Honor Books 

Abraham Lincoln, Friend of the People by C.lara 

1. Judson (Wilcox Sc Follett) 

Better Known as f ohnny Appleseed by Mabel 

Leigh Hunt (Fappincott) 

Gandhi, Fighter Without a Sword by Jeanette 

Eaton (Morrow) 

The Story of Appleby Gapple by Anne Parrish 

(Harper) 

1952 Ginger Pye by Fdeanor Estes (Harcourt, 
Brace) 

Honor Books 

Americans Before Columbus by Elizabeth (dies- 

ley Baity (Viking) 
¥ 

The Apple and the Arrow by Conrad and Mary 

Buff (Houghton Mifflin) 

The Defender by Nicholas Kalashnikoff (Scrib- 

ners) 

The Light at Tern Rock by Julia L. Sauer (Vi- 

king) 

Minn of the Mississippi by Holling Clancy Holl- 

ing (Houghton Mifffin) 

1953 Secret of the Andes by Ann Nolan Clark (Vi- 

king) 

Honor Books 

The Bears on Hemlock Mountain by Alice Dal- 

gliesh (Scribners) 

Birthdays of Freedom: America’s Heritage from 

the Ancient World by Genevieve Foster (Scrib- 

ners) 

Charlotte’s Web by E. B. White (Harper) 

Moccasin Trail by EloiseJ. McCraw (Coward- 

McCann) 

Red Sails to Capri by Ann Weil (Viking) 

1954 And Now Miguel hy Joseph Krumgold ((b'ow- 

ell) 

Honor Books 

All Alone by Claire Huchet Bishop (Viking) 

Hurry Home, Candy by Meindert Dejong 

(Harper) 

Magic Maize by Cb^nrad and Mary Buff 

(Houghton Mifflin) 



DLB 61 Children’s Book Awards and Prizes 

Shadrach by Meindert De]ong (Harper) 

Theodore Roosevelt, Fighting Patriot by Cdara I. 

] nelson (Follett) 

1955 The Wheel on the School by Meindert De]ong 

(Harper) 

Honor Books 

Banner in the Sky by James Ramsey Ullman 

(Lippincott) 

Idle Courage of Sarah Noble by Alice Dalgliesh 

(Scribners) 

1956 Carry On, Mr. Bowditch by Jean Lee Latham 

(Houghton Mifflin) 

Honor Books 

The Colden Name Day by Jennie D. Lindquist 

(Harper) 

Meii, Microscopes and Living Things by Kath- 

erine B. Shippen (Viking) 

The Secret River by Marjorie Kinnan Rawlings 

(Scribners) 

1957 Miracles on Maple Hill by Virginia Sorensen 

(Harcourt) 

Honor Books 

The Black Fox of Lome by Marguerite de An- 

geli (Doubleday) 

The Corn Grows Ripe by Dorothy Rhoads (Vi- 

king) 

The House of Sixty Fathers by Meindert Dejong 

(Harper) 

Mr. Justice Holmes by Clara L Judson (Follett) 

Old Teller by Fred Gipson (Harper) 

1958 Rifles f)r Watie by Harold Keith (Crowell) 

Honor Books 

Cone-Away Lake by Flizabeth Enright (Har- 

court, Brace) 

'The (Neal Wheel by Robert Lawson (Viking) 

'The Horsecatcher by Mari Sandoz (Westmins- 

ter) 

Tom Paine, Freedom's Apostle by Leo (iurko 

(CAowell) 

1959 The Witch of Blackbird Pond by Flizabeth 

Cieorge Speare (Houghton Mifflin) 

Honor Books 

Along Came a Dog by Meindert Dejong (Har- 

per) 

Chrucaro: Wild Po7iy of the Pampa by Francis 

Kalnay (Harcourt, Brace) 

The Family Under the Bridge by Natalie Savage 

C^arlson (Harper) 

1960 Onion John by Joseph Krumgold (Crow ell) 

Honor Books 

America is Born: A History for Peter by Gerald 

W. Johnson (Morrow) 

The Gammage Cup by Carol Kendall (Har- 

court, Brace) 

My Side of the Mountain by Jean Craighead 

George (Dutton) 

1961 Island of the Blue Dolphins by Scott O’Dell 

(Houghton Mifflin) 

Honor Books 

America Moves Forward by Cierald W. Johnson 

(Morrow) 

Old Ramon by Jack Schaefer (Houghton Mif- 

flin) 

The CNicket in Times Square by (ieorge Selden 

(Farrar, Straus Sc Chidahy) 

1962 The B ronze Bow by Elizabeth (ieorge Speare 
(Houghton Mifflin) 

Honor Books 

Frontier Living by Edwin Funis (World) 

The Colden Goblet by Floise McCiraw ((a)W’ard, 

McCiann Sc (ieoghegan) 

Belling the 'Tiger by Mary Stolz (Harper & 

Row) 



Children’s Book Awards and Prizes DLB 61 

1963 A Wrinkle in Inline by Madeleine L’Engle (Far- 

rar, Straus & CiiroLix) 

Honor Books 

Thistle and Thyme by Sorche Nic Leodhas 

(Holt, Rineliart & Winston) 

Men of Athens by Olivia (a)olidge (Houghton 

Mifflin) 

1964 It’s Like This, (Ait by Emily Cheney Neville 

(H arper Sc Row) 

Honor Books 

Rascal by Sterling North (Dutton) 

The Lo7ier by Esther Wier (McKay) 

1965 Shadow of a Bull by Maia Wojciechowska (Ath- 

eneuin) 

Honor Book 

Across Five Aprils by Irene Hunt (Follett) 

1966 I, Juan de Pareja by Elizabeth Borten de Trev- 

ino (Farrar, Straus Sc Giroux) 

Honor Books 

The Black Cauldron by Lloyd Alexander (Holt, 

Rinehart Sc Winston) 

The Animal Family by Randall Jarrell (Pan- 

theon) 

The Noonday Friends by Mary Stolz (Harper 

Sc Row) 

1967 Up a Road Slowly by Irene Hunt (Follett) 

Honor Books 

The King’s Fifth by Scott O’Dell (Houghton 

Mifflin) 

7Jateh the Coat and Other Stories by Isaac Bash- 

evis Singer (Harper Sc Row) 

The Jazz Man by Mary H. Weik (Atheneum) 

1968 From the Mixed-Up Files of Mrs. Basil F. Frank- 

weiler by E. L. Konigsburg (Atheneum) 

Honor Books 

Jennifer, Hecate, Macbeth, William McKinley, 

and Me, Flizaheth by E. L. Konigsburg (Ath- 

eneum) 

The Black Pearl by Scott O’Dell (Houghton 

Mifflin) 

The Fearsome Inn by Isaac Bashevis Singer 

(Scribners) 

The Fgypt Came by Zilpha Keatley Snyder 

(Atheneum) 

1969 The High King by Lloyd Alexander (Holt, 

Rinehart Sc Winston) 

Honor Books 

To Be a Slave by Julius Lester (Dial) 

When Shlemiel Went to Warsaw and Other Stories 

by Isaac Bashevis Singer (Farrar, Straus Sc 

Giroux) 

1970 Sounderhy William H. Armstrong (Harper Sc 

Row) 

Honor Books 

Our Eddie by Sulamith Ish-Kishor (Pantheon) 

The Many Ways of Seemg: An Introduction to the 

Pleasures of Art by lanet Gaylord Moore 

(World) 

Journey Outside by Mary Q. Steele (Viking) 

1971 Summer of the Swans by Betsy Byars (Viking) 

Honor Books 

Kneeknock Rise by Natalie Babbitt (Farrar, 

Straus Sc Curoux) 

Enchantress from the Stars by Sylvia L.ouise 

Engdahl (Atheneum) 

Sing Down the Moon by Scott O’Dell (Hough- 

ton Mifflin) 

1972 Mrs. Frisby and the Rats of NIMH by Robert 

C. O’Brien (Atheneum) 

Honor Books 

Inciderit at Hawk’s Hill by Allan W. Eckert (Lit- 

tle, Brown) 
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The Planet of Junior Brown by Virginia Ham- 

ilton (Macmillan) 

The Tombs of Atuan by Ursula K. Le Guin 

(Atheneum) 

Annie and the Old Due by Miska Miles (Atlan- 

tic/Little, Brown) 

The Headless Cupid by Zilpha Keatley Snyder 

(Atheneum) 

1973 Julie of the Wolves by Jean George (Harper & 

Row) 

Honor Books 

Frog and Toad Together by Arnold Lobel (Har- 

per Sc Row) 

The Upstairs Room by Johanna Reiss (Crowell) 

The Witches of Worm by Zilpha Keatley Snyder 

(Atheneum) 

1974 The Slave Dancer by Paula Fox (Bradbury) 

Honor Book 

The Dark Is Rising by Susan Cooper (Athe- 

neum) 

1975 M. C. Higgins, the Great by Virginia Hamilton 

(Macmillan) 

Honor Books 

Figgs •y Phantoms by Ellen Raskin (Dutton) 

My Brother Sam Is Dead by James Lincoln Col- 

lier Sc Christopher Collier (Four Winds) 

The Perilous Card by Elizabeth Marie Pope 

(Houghton Mifflin) 

Philip Hall Likes Me, I Reckon Maybe by Bette 

Greene (Dial) 

1976 The Grey King by Susan Cooper (Atheneum) 

Honor Books 

The Hundred Periny Box by Sharon Bell Mathis 

(Viking) 

Dragonwings by Laurence Yep (Har[)er Sc 

Row) 

1977 Roll of Thunder, Hear My Giy by Mildred D. 

Taylor (Dial) 

Honor Books 

Abels Island by William Steig (Farrar, Straus 

Sc Ciiroux) 

A String in the Harp by Nancy Bond (Athe- 

neum) 

1978 Bridge to Terabithia by Katherine Paterson 

(Crowell) 

Honor Books 

Anpao: An American Indian Odyssey by Jamake 

Highwater (Lippincott) 

Ramojia and Her Father by Beverly Cleary 

(Morrow) 

1979 The Westing Game by Ellen Raskin (Dutton) 

Honor Book 

The Great Gilly Hopkins by Katherine Paterson 

(Crowell) 

1980 A Gathering of Days: A New England Girl’s Jour- 

nal, 1830-32 by Joan Bios (Scribners) 

Honor Book 

The Road from Home: The Stoiy of an A merica n 

Girl by David Kherdian (Creenwillow) 

1981 Jacob Have I Loved by Katherine Paterson 

(Crowell) 

Honor Books 

The Fledgling by Jane Langton (Harper Sc 

Row) 

A Ring of Endless Light by Madeleine L’Engle 

(Farrar, Straus Sc Ciiroux) 

1982 A Visit to William Blake's Inn: Poems for Innocent 

and Experienced Travelers by Nancy Willard 

(Harcourt Brace Jovanovich) 

Honor Books 

Ramona Quirnby, Age 8 by Beverly C.leary 

(Morrow) 

Upon the Head of a (loat by Aranka Siegal (Far- 

rar, Straus Sc Ciiroux) 
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1983 Dicey's Song by C^yiithia Voigt (Atheneuni) 

Honor Books 

The Blue Sword by Robin McKinley (Green- 

willow) 

Dr. De Soto by William Steig (Farrar, Straus 

& Ciiroux) 

(iraven Dnages by Paul Fleischman (Harper &: 

Row) 

Homesick: My Own Stoiy by Jean Fritz (Put- 

nam’s) 

Sweet Whispers, Brother Rush by Virginia Ham- 

ilton (Philomel) 

1984 Dear Mr. Henshaw by Beverly Cleary (Mor- 

row) 

Honor Books 

The Sign oj the Beaver by Elizabeth George 

Speare (Houghton Mifflin) 

A Solitary Blue by Cynthia Voigt (Atheneum) 

Sugaring Time by Kathryn Lasky (Macmillan) 

The Wish Giver by Bill Brittain (Harper & 

Row) 

1985 The Hero and the Crown by Robin McKinley 

(Greenwillow) 

Honor Books 

Like Jake and Me by Mavis Jukes (Knopf) 

The Moves Make the Man by Bruce Brooks 

(Harper & Row) 

One-Eyed Cat by Paula Fox (Bradbury) 

1986 Sarah, Plain and Tall by Patricia MacLachlan 

(Harper Sc Row) 

Honor Books 

(dnnmodore Perry in the Land of the Shogun by 

Rhoda B1 umberg (Lothrop, Lee Sc Shepard) 

Dogsong by (iary Paulsen (Bradbury) 

1987 The Whipping Boy by Sid Fleischman (Green- 

willow) 

Honor Books 

On My Honor by Marion Dene Bauer (Clar- 

ion) 

Volcano: The Eruption and Healing of Mt. St. 

Helens by Patricia Lauker (Bradbury) 

A Line White Dust by Cynthia Ryeant (Brad- 

bury) , 

SCOTT O’DELL AWARD FOR 
HISTORICAL FICTION 

Established in 1981 by Scott O’Dell and ad- 

ministered by the Advisory Committee of the Bul- 

letin of the Center for Children’s Books, the award is 

for a work of historical fiction of unusual literary 

merit that is written by a citizen of the United States 

and set in the New World. The award is given to 

a book published in the United States during the 

preceding year of the award. In some years, no 

award may be given. 

1984 The Sign of the Beaver by Elizabeth George 

Speare (Houghton Mifflin) 

1985 The Eighting Ground by Avi [Words] (Harper 

Sc Row) 

1986 Sarah, Plain and Tall by Patricia MacLachlan 

(Harper Sc Row) 

1987 Streams to the River, River to the Sea: A Novel 

of Sacajawea by Scott O’Dell (Houghton Mif- 

flin) 

PHOENIX AWARD 

Established in 1985 by the Children’s l.iter- 

ature Association, the award is given for a book 

first published twenty years earlier which did not 

win a major award but which has passed the test 

of time and is deemed of high literary quality. 

1985 The Mark of the Horse Lord by Rosemary Sut- 

cliff (Walck, 1965) 

1986 Queenie Peavy by Robert Burch (Viking, 

1966) 
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THE LAURA INGALLS WILDER 
AWARD 

Established in 1954, the award has been pre- 

sented every five years from 1960 until 1980. Since 

1980 the award has been given every three years. 

It is administered by the Association for Library 

Service to Children of the American Library As- 

sociation. The award recognizes an author or il- 

lustrator whose books, published in the United 

States, have, over a period of years, made a sub- 

stantial contribution to literature for children. The 

medal recipient is announced in January of the 

year of the award. 

1954 Laura Ingalls Wilder 

1960 Clara Ingram Judson 

1965 Ruth Sawyer 

1970 E. B. White 

1975 Beverly Cleary 

1980 Theodor Geisel (Dr. Seuss) 

1983 Maurice Sendak 

1986 j ean Lritz 

NATIONAL COUNCIL OF 
TEACHERS OF ENGLISH 

ACHIEVEMENT AWARD FOR 
POETRY 

FOR CHILDREN 

f irst given in 1977, this award is presented to 

a living American poet for his or her contribution 

to children’s poetry. The award, sponsored by the 

National Council of Teachers of English, was orig- 

inally annual but is now given every three years. 

1977 David McCord 

1978 Aileen Lisher 

1979 Karla Kushkin 

1980 Myra Cohn Livingston 

1981 L ve Merriam 

1982 ]ohn Ciardi 

1985 Lilian Moore 

THE NEW YORK TIMES CHOICE OF 
BEST ILLUSTRATED 

CHILDREN’S BOOKS OF 
THE YEAR 

Tirst awarded in 1952, The New York Times s 

Choice of Best Illustrated Children’s Book of the 

year was established to honor the highest quality 

illustrations in children’s books. The number of 

books chosen varies from year to year, but is ap- 

proximately ten. The children’s books special sup- 

plement to the New York Times Book Review in mid 

November announces the winners. 

1952 The Animal Farm (Simon Sc Schuster) 
Authors and Illustrators; Alice and Martin 

Provensen 

Beasts and Nonsense (Viking) 

Author and Illustrator: Marie Hall Ets 

The Dogcatcher’s Dog (Holt) 

Author and Illustrator: Andre Dugo 

Five Little Monkeys (Houghton Mifflin) 

Author and Illustrator: Juliet Kepes 

The Happy Place (Little, Brown) 

Author and Illustrator: Ludwig Bemelmans 

A Hole Is to Dig (Harper) 

Author: Ruth Krauss 

Illustrator: Maurice Sendak 

The Magic Currayit Bun (Lippincott) 

Author: John Symonds 

Illustrator: Andre Lrancois 

1953 Fast Is Not a Ladyhug: A Book About Fast and 

Slow Things (Scott) 

Author: Miriam Schlein 

Illustrator: Leonard Kessler 

Florinda and the Wild Bird (Walck) 

Author: Selina (4ionz 

Illustrator: Alois Ckirigiet 

Lranslators: Anne and Ian Serraillier 
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The Golden Bible for Children: The New Testa- 

ment (Ciolden) 

Illustrators: Alice and Martin Provensen 

Editor; Elsa jane Werner 

Green Eyes (C^apitol) 

Author and Illustrator: Abe Birnbaum 

A Hero by Mistake (Scott) 

Author: Anita Brenner 

Illustrator: Jean Chariot 

Lucky Blacky (Watts) 

Author: Eunice Lackey 

Illustrator: Winifred Greene 

Madeline’s Rescue (Viking) 

Author and Illustrator: Ludwig Bemelmans 

Mother Goose Riddle Rhymes (Harcourt, Brace) 

Authors: Ruth and Joseph Low 

Illustrator: Joseph Low 

Pitschi: The Kitten Who Always Wanted to Be 

Something Else (Harcourt, Brace) 

Author and Illustrator: Hans Lischer 

Who Gave Us .. . Peacocks? Planes? and Perris 

Wheels? (Pantheon) 

Author and Illustrator: Madeleine Gekiere 

1954 Andy Says . . . Bonjour! (Vanguard) 

Author: Pat Diska 

Illustrator: Chris Jenkyns 

The Animal Prolic (Putnam’s) 

Adaptor: Velma Varner 

Illustrator: Toba Sojo 

Gircus Ruckus (Harcourt, Brace) 

Author; William Lipkind 

Illustrator: Nicolas Mordvinoff 

The Happy Lion (McGraw-Hill) 

Author: Louise Latio 

Illustrator: Roger Duvoisin 

Heavy Is a Hippopotamus (Scott) 

Author: Miriam Schlein 

Illustrator: Leonard Kessler 

I'll Be You and You Be Ale (Harper) 
Author: Ruth Krauss 

Illustrator: Maurice Sendak 

Jenny’s Birthday Book (Harper) 

Author and Illustrator: Esther Averill 

A Kiss Is Round: Verses (Lothrop, Lee Sc She- 

pard) 

Author: Blossom Budney 

Illustrator: Vladimir Bobri 

The Sun Looks Down (Abelard-Schuman) 

Author: Miriam Schlein 

Illustrator: Abner Graboff 

The Wet World (Lippincott) 

Author: Norma Simon 

Illustrator: Jane Miller 

1955 Beasts from a Brush (Imaginative Animal Draw- 

ings), with Brief Verses (Pantheon) 

Author and Illustrator: Juliet Kepes 

Chaga (Harcourt, Brace) 

Author: William Lipkind 

Illustrator: Nicolas Mordvinoff 

The Happy Lion in Africa (McGraw-Hill) 

Author: Louise Latio 

Illustrator: Roger Duvoisin 

A Little House of Your Own (Harcourt, Brace) 

Author: Beatrice Schenk de Regniers 

Illustrator: Irene Hunt 

Parsley (Harper & Row) 

Author and Illustrator: Ludwig Bemelmans 

Rumpelstiltskin (Rand McNally) 

Authors: Jacob and Wilhelm Grimm 

Illustrator: Jan B. Balet 

Adaptor: Patricia Jones 

See and Say: A Picture Book in Lour Languages 

(Harcourt, Brace) 

Author and Illustrator: Antonio Lrasconi 

Switch on the Night (Pantheon) 

Author: Ray Bradbury 

Illustrator: Madeleine Gekiere 

The Three Kings of Saba (Lippincott) 

Author: Alf Evers 

Illustrator: Helen Sewell 

354 



DLB 61 Children’s Book Awards and Prizes 

Uncle Ben’s Whale (Dodd, Mead) 

Author: Walter D. Edmonds 

Illustrator: William Ciropper 

1956 Babar's Fair Will Be Opened Next Sunday . . . 

(Random House) 

Author and Illustrator: Laurent de Brun- 

hoff 

Translator: Merle Haas 

Crocodile Tears (Universe) 

Author and Illustrator: Andre Francois 

I Know a Lot of Things (Harcourt, Brace) 

Authors: Ann and Paul Rand 

Illustrator: Paul Rand 

1 Want to Paint My Bathroom Blue (Harper) 

Author: Ruth Krauss 

Illustrator: Maurice Sendak 

/ Will Tell You of a Town (Houghton Mif flin) 

Author: Alastair Reid 

Illustrator: Walter Lorraine 

Jonah the Fisherman (Pantheon) 

Author and Illustrator: Reiner Zimnik 

Translators: Richard and Clara Winston 

Little Big-Feather (Abelard-Schuman) 

Author: Joseph Longstreth 

Illustrator: Helen Borten 

The Little Elephant (Harper) 

Author and Illustrator: Vila 

Really Spring (Harper) 

Author: Gene Zion 

Illustrator: Margaret Bloy Graham 

Was It a Good Trade! (Harcourt, Brace) 

Author: Beatrice,Schenk de Regniers 

Illustrator: Irene Haas 

1957 Big Red Bus (Doubleday) 

Author: Ethel Kessler 

Illustrator: Leonard Kessler 

The Birthday Party (Harper) 

Author: Ruth Krauss 

Illustrator: Maurice Sendak 

(Airious George Gets a Medal (Houghton Mif- 

flin) 

Author and Illustrator: H. A. Rey 

Dear Garbage Man (Har})er) 

Author: Gene Zion 

Illustrator: Margaret Bloy (iraham 

The Fisherman and His Wife (Pantheon) 

Authors: Jacob and Wilhelm (irimm 

Illustrator: Madeleine Gekiere 

The Friendly Beasts (Parnassus) 

Author: Laura Baker 

Illustrator: Nicholas Sidjakov 

The Red Balloon (Doubleday) 

Author: Albert Lamorisse 

Illustrated with photographs by Lamorisse 

Sparkle and Spin: A Book about Words (Har- 

court, Brace) 

Authors: Ann and Paul Rand 

Illustrator: Paul Rand 

This Is the Story of Faint George Who Wanted to 

Be a Knight (Houghton Mifflin) 

Author and Illustrator: Robert E. Barry 

The Unhappy Hippopotamus (Vanguard) 

Author: Nancy Moore 

Illustrator: Edward Leight 

1958 All Aboard: Poems (Pantheon) 

Author: Mary Britton Miller 

Illustrator: Bill Sokol 

Chouchou (Scribners) 

Author and Illustrator: PTancoise 

The Daddy Days (Abelard-Schuman) 

Author: Norma Simon 

Illustrator: Abner Graboff 

A Friend Is Someone Who Likes You (Harcourt, 

Brace) 

Author and Illustrator: Joan Walsh Anglund 

The Golden Book of Animals (Simon &: Schus- 

ter) 

Author: Anne Perry White 

Illustrator: W. Suschitzy 

The House that Jack Built: A Picture Book in Txvo 

Languages (Elarcourt, Brace) 

Author and Illustrator: Antonio Erasconi 
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Hoiu to Hide a Hippopotamus (Dodd, Mead) 

Author and Illustrator: Volney Croswell 

'Fhe Magic Feather Duster (Harcourt, Brace) 

Author: William Lipkind 

Illustrator: Nicolas Mordvinolf 

Roland (Harcourt, Brace) 

Author: Nelly Stephane 

Illustrator: Andre Francois 

What Do You Say, Dear? (Scott) 

Author: Sesyle Joslin 

Illustrator: Maurice Sendak 

1959 Animal Babies (Harper) 

Author: Arthur Gregor 

Illustrators: Arthur Gregor and Vila 

Father Bear Comes Home (Harper) 

Author: Else Holmelund Minarik 

Illustrator: Maurice Sendak 

Fhe First Noel: Fhe Birth of Christ from the Gospel 

According to St. Luke (Golden) 

Illustrators: Alice and Martin Provensen 

Full of Wonder (World) 

Author and Illustrator: Ann Kirn 

Fhe Girl in the White Hat (McGraw-Hill) 

Author and Illustrator: Walter Thies Cum- 

mings 

Kasirnirs Journey (Lippincott) 

Author: Monroe Stearns 

Illustrator: Marlene Reidel 

Little Blue and Little Yellow (Obolensky) 

Author and Illustrator: Leo Lionni 

Pablo Paints a Picture (Little, Brown) 

Author: Warren Miller 

Illustrator: Edward Sorel 

I'he Reason for the Pelican (Lippincott) 

Author: John (aardi 

Illustrator: Madeleine Ciekiere 

Phis Is London (Macmillan) 

Author and Illustrator: Miroslav Sasek 
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1960 Fhe Adventures of Ulysses (Criterion) 

Author: Jacques Lemarchand 

Illustrator: Andre Francois 

Translator: E. M. Hatt 

Baboushka and the Fhree Kings (Parnassus) 

Author: Ruth Robbins 

Illustrator: Nicolas Sidjakov 

Bruno Munaris ABC (World) 

Author and Illustrator: Bruno Munari 

Inch by Inch (Obolensky) > 

Author and Illustrator: Leo Lionni 

Open House for Butterflies (Harper) 

Author: Ruth Krauss 

Illustrator: Maurice Sendak 

Scrappy the Pup (Lippincott) 

Author: John Giardi 

Illustrator: Jane Miller 

The Shadow Book (Harcourt, Brace) 

Authors: Beatrice Schenk de Regniers and 

Isabel Gordon 

Illustrator: Isabel Gordon 

Phis Is New York (Macmillan) 

Author and Illustrator: Miroslav Sasek 

Fwenty-six Ways to Be Somebody (Pantheon) 

Author and Illustrator: Devorah Boxer 

Fwo Little Birds and Fhree (Houghton Mifflin) 

Author and Illustrator: Juliet Kepes 

1961 Fhe Big Book of Animal Stories (Watts) 

Editor: Margaret Green 

Illustrator: Janusz Cjrabianski 

Dear Rat (Houghton Mifflin) 

Author: Julia Cunningham 

Illustrator: Walter Lorraine 

Fhe Happy Hunter (Lothrop, Lee & Shepard) 

Author and Illustrator: Roger Duvoisin 

Listen - the Birds (Pantheon) 

Author: Mary Britton Miller 

Illustrator: Evaline Ness 

My Lime of Year (Walck) 

Author: Katharine Dow 
Illustrator: Walter Erhard 
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Once a Mouse (Scribners) 

Author and Illustrator: Marcia Brown 

Sandpipers (Crowell) 

Author: Edith Thacher Hurd 

Illustrator: Lucienne Bloch 

The Snow and the Sun: A South American Folk 

Rhyme in Two Languages (Harcourt, Brace Sc 

World) 

Author and Illustrator: Antonio Frasconi 

Umbrellas, Hats and Wheels (H arcourt, Brace 

& World) 

Authors: Jerome Snyder and Ann Rand 

Illustrator: Jerome Snyder 

The Wing on a Flea: A Book About Shapes (Little, 

Brown) 

Author and Illustrator: Ed Emberley 

1962 Books! (Simon Sc Schuster) 
Author: Murray McCain 

Illustrator: John Alcorn 

The Emperor and the Drummer Boy (Pantheon) 

Author: Ruth Robbins 

Illustrator: Nicolas Sidjakov 

Germarino (Lippincott) 

Author and Illustrator: Nicola Simbart 

The Island of Fish in the Trees (World) 

Author: Eva-Lis? Wuorio 

Illustrator: Edward Ardizzone 

Kay-Kay Comes Home (Obolensky) 

Author: Nicholas Samstag 

Illustrator: Ben Shahn 

Little Owl (Atheneum) 

Authors: Hanne Axmann and Reiner 

Zimnick 

Illustrator: Hanne Axmann 

The Princesses: Sixteen Stories abut Princesses 

(Harper Sc Row) 

Editor: Sally P. Johnson 

Illustrator: Beni Montresor 

llie Singing Hill (Harper Sc Row) 

Author: Meindert Dejong 

Illustrator: Maurice Sendak 

The Tale of a WU)od (Knopf ) 

Author and Illustrator: Henry B. Kane 
j 

Idle Three Robbers (Atheneum) 

Author and Illustrator: Tomi Ungerer 

1963 The Great Picture Robbery (Atheneum) 

Author: Leon Harris 

Illustrator: Joseph Schindelman 

Ciwendolyn and the Weathercock (Colden) 

Author: Nancy Sherman 

Illustrator: Edward Sorel 

A Holiday for Mister Muster (Harper Sc Row) 

Author and Illustrator: Arnold Lobel 

Hurly Burly and the Knights (Platt Sc Munk) 

Author: Milton Rugoff 

Illustrator: Emanuele Luzzati 

Johri J. Plenty and Fiddler Dan (Lippincott) 

Author: John Ciardi 

Illustrator: Madeleine Gekiere 

Karens Curiosity (Golden) 

Authors and Illustrators: Alice and Martin 

Provensen 

Oyice upon a Totem (Atheneum) 

Author: Christie Harris 

Illustrator: John Frazer Mills 

Plunkety Plmik (Farrar, Straus) 

Author and Illustrator: Peter J. Lippman 

Swimmy (Pantheon) 

Author and Illustrator: Leo Lionni 

Where the Wild Things Are (Harper Sc Row) 

Author and Illustrator: Maurice Sendak 

1964 The Bat-poet (Macmillan) 

Author: Randall jarrell 

Illustrator: Maurice Sendak 

Casey at the Bat (Watts) 

Author: Ernest L. Ehayer 

Illustrator: Leonard Everett Fisher 

'The Charge of the Light Brigade (Ciolden) 

Author: Alf red I ennyson 

Illustrators: Alice and Martin Provensen 
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Exactly Alike (Scribners) 

Autlior and Illustrator; Evaline Ness 

The (riraffe of King Charles X (McGraw-Hill) 

Author and Illustrator: Miche Wynants 

llie Happy Owls (Atheneum) 

Author and Illustrator: Olestino Piatti 

Ell Show You Cats (Harper Sc Row) 

Author: Crosby Newell Bonsall 

Illustrator: Vila 

The Life of a Queen (Braziller) 

Author and Illustrator: Colette Portal 

1 ranslator: Marcia Nardi 

Rain Makes Applesauce (Holiday House) 

Author: Julian Scheer 

Illustrator: Marvin Bileck 

The Wave (Houghton Mifflin) 

Author: Margaret Hodges 

Illustrator: Blair Lent 

1965 Alberic the Wise and Other Journeys (Pantheon) 

Author: Norton Juster 

Illustrator: Domenico Cnoli 

The Animal Eamily (Pantheon) 

Author: Randall Jarrell 

Illustrator: Maurice Sendak 

A Double Discovery (Scribners) 

Author and Illustrator: Evaline Ness 

Hide and Seek Eog (Lothrop, Lee Sc Shepard) 

Author: Alvin Tresselt 

Illustrator: Roger Duvoisin 

Kangaroo Kangaroo (Doubleday) 

Author: Kathy Braun 

Illustrator: Jim McMullan 

Please Share That Peanut! A Preposterous Pag- 

eant in Eourteen Acts (Harcourt, Brace Sc 

World) 

Authors: Sesyle Joslin and Simms Lahack 

Illustrator: Simms I aback 

Punch and Judy: A Play for Puppets (Little, 

B row'll) 

Illustrator: Ed Emherley 

Sven’s Bridge (Harper Sc Row) 

Author and Illustrator: Anita Lobel 

1966 Ancinse the Spider: Tales from ayi Ashanti Village 

(Pantheon) 

Author: Peggy Appiah 

Illustrator: Peggy Wilson 

A Boy Went out to Gather Pears (Harcourt, 

Brace Sc World) 

Author and Illustrator: Eelix Hoffmanh 

Celestino Piatti s Animal ABC (Atheneum) 

Author and Illustrator: Celestino Piatti 

The Jazz Man (Atheneum) 

Author: Mary Hays Weik 

Illustrator: Ann Crifalconi 

The Magic Elute (Putnam’s) 

Author: Stephen Spender 

Illustrator: Beni Montresor 

The Monster Den: Or, Look What Happened at 

My House - and to It (Lippincott) 

Author: John Ciardi 

Illustrator: Edward Corey 

Nothing Ever Happens on My Block (Athe- 

neum) 

Author and Illustrator: Ellen Raskin 

Shaw’s Eortune: The Picture Story of a Colonial 

Plantation (World) 

Author and Illustrator: Edwin Tunis 

Wonderful Time (Lippincott) 

Author: Phyllis McGinley 

Illustrator: John Alcorn 

7J,ateh the Coat and Other Stories (Harper Sc 

Row) 

Author: Isaac Bashevis Singer 

Illustrator: Maurice Sendak 

1967 Animals of Many Lands (Hill Sc Wang) 

Editor: Harms Reich 

Illustrated with photographs 

Brian Wildsmith’s Birds (Watts) 

Author and Illustrator: Brian Wildsmith 
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A Dog's Book of Bugs (Atheneuni) 

Author: Elizabeth GrifEen 

Illustrator: Peter Parnall 

Fables of Aesop (Dover) 

Author: Sir Roger L’Estrauge 

Illustrator: Alexander Calder 

Frederick (Pantheon) 

Author and Illustrator: Leo Lionni 

The Honeybees (Knopf) 

Author: Eranklin Russell 

Illustrator: Colette Portal 

Hubert, the Caterpillar Who Thought He Was a 

Mustache (Quist) 

Authors: Susan Richards and Wendy Stang 

Illustrator: Robert L. Anderson 

Knee-deep in Thunder (Atheneuni) 

Author: Sheila Moon 

Illustrator: Peter Parnall 

Seashore Stoyy (Viking) 

Author and Illustrator: Taro Yashima 

1968 Harriet and the Promised Land (Windmill/Si- 

mon Sc Schuster) 

Author and Illustrator: Jacob Lawrence 

A K iss for Little Bear (Harper Sc Row) 

Author: Else Holmelund Minarik 

Illustrator: Maurice Sendak 

Malachi Mudge (McGraw-Hill) 

Author: Edward Cecil 

Illustrator: Peter Parnall 

Mister Corbett's Ghost (Pantheon) 

Author: Leon Garheld 

Illustrator: Alan'Cober 

The Real Tin Flower: Poems about the World at 

Nine (Oowell/Collier) 

Author: Aliki Barnstone 

Illustrator: Paul (iiovanopoulos 

The Secret journey of Hugo the Brat (Quist) 

Author: Erancois Ruy-Vidal 

Illustrator: Nicole Cdaveloux 

Spectacles (Atheneuni) 

Author and Illustrator: Ellen Raskin 

Story Number 1 (Quist) 

Author: Eugene Ionesco 

Illustrator: Etienne Delessert 

Talking without Words (Viking) 

Author and Illustrator: Marie Hall Ets 

The Very Obliging Flowers ((irove) 

Author: Claude Roy 

Illustrator: Alain EeEoll 

Translator: Gerald Bertin 

1969 Arm in Arm (Parents Magazine Press) 

Author and Illustrator: Remy Chaiiip 

Bang Bang You're Dead (Harper Sc Row) 

Authors: Louise Eitzhugh and Sandra 

Scoppettone 

Illustrator: Louise Eitzhugh 

Birds (Walker) 

Author and Illustrator: Juliet Kepes 

The Circus in the Mist (World) 

Author and Illustrator: Bruno Munari 

The Dong with a Luminous Nose (Scott) 

Author: Edward Lear 

Illustrator: Edward Corey 

Free as a Frog (Addison-Wesley) 

Author: Elizabeth J. Hodges 

Illustrator: Paul Ciovanopoulo 

The Light Princess (Earrar, Straus Sc Giroux) 

Author: George MacDonald 

Illustrator: Maurice Sendak 

Sara's Granny and the Groodle (Doubleday) 

Author: Joan Gill 

Illustrator: Seymour Cdiwast 

What Is It For? (Simon Sc Schuster) 

Author and Illustrator: Henry Humphrey 

Winter's Fve (Holt, Rinehart Sc Winston) 

Author: Natalia M. Belting 

Illustrator: Alan E. Ca)ber 

1970 Alula (Quist) 

Author: (iuy Monreal 

Illustrator: Nicole Cdaveloux 
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Fijiding a Poem (Atheneuni) 

Author: Eve Meiriam 

Illustrator: Seymour C^hwast 

The (JUU and the Gum (U) Behind the Beyond 

(Houglitou Mif(liu) 

Author: Peggy C^lifTord 

Illustrator: Erie vou Schmidt 

Help, Help, the (Uobolmks! (McCiraw-Hill) 

Author: (iian-C^arlo Meuotti 

Illustrator: Miltou Chaser 

Adaptor: Leigh Dean 

In the Night Kitchen (Harper & Row) 

Author and Illustrator: Maurice Sendak 

Lift Every Voice and Sing: Words and Music 

(Hawthorn) 

Authors: |. Rosamund and James Weldon 

Johnson 

Illustrator: Mozelle Thompson 

Matilda Who Told Lies and Was Burned to Death 

(Dial) 

Author: Hilaire Belloc 

Illustrator: Steven Kellogg 

Timothy’s Horse (Pantheon) 

Author: Vladimir Mayakovsky 

Illustrator: Flavio Constantini 

Adaptor: Guy Daniels 

Topsy Turvies: Pictures to Stretch the Imagination 

(Walker/Weatherhill) 

Author and Illustrator: Mitsumasa Anno 

You are Ri-di-cu-lous (Pantheon) 

Author and Illustrator: Andre Francois 

1971 A mos and Boris (Farrar, Straus &: Curoux) 

Author and Illustrator: William Steig 

Bear Circus (Viking) 

Author and Illustrator: William Penedu Bois 

The Beast of Monsieur Racine (Farrar, Straus 

& (hroux) 

Author and Illustrator: Foini Ungerer 

Changes, ('Jianges (Macmillan) 

Author and Illustrator: Pat Hutchins 

Look Again! (Macmillan) 
Author and Illustrator: Tana Hoban 

Look What I Can Do (Scribners) 

Author and Illustrator: Jose Aruego 

The Magic Tears (Harper 8c Row) 

Author: Jack Sendak 

Illustrator: Mitchell Miller 

Mr. Cumpy’s Outmg (Holt, Rinehart 8c Win- 

ston) V 

Author and Illustrator: John Burningham 

One Dayicing Drum (Phillips) 

Authors: Ciail Kredenser and Stanley Mack 

Illustrator: Stanley Mack 

The Shrinking of Treehorn (Holiday House) 

Author: Florence Parry Heide 

Illustrator: Edward Gorey 

1972 Behind the Wheel (Holt, Rinehart 8c Winston) 
Author and Illustrator: Edward Koren 

Count and See (Macmillan) 

Author and Illustrator: Tana Hoban 

George and Martha (Houghton Mifflin) 

Author and Illustrator: James Marshall 

Hosie’s Alphabet (Viking) 

Authors: Hosea, Tobias, and Lisa Baskin 

Illustrator: Leonard Baskin 

Just So Stories (Doubleday) 

Author: Rudyard Kipling 

Illustrator: Etienne Delessert 

A Little Schubert (Harper 8c Row) 

Author and Illustrator: M. B. (joffstein 

Miss /aster’s Carden (Gjolden) 

Author and Illustrator: N. M. Bodecker 

Mouse Cafe (Lothrop, Lee & Shepard) 

Author and Illustrator: Patricia Goombs 

Simon Boom Gives a Wedding (P\)ur Winds) 

Author: Yuri Suhl 

Illustrator: Margot Zemach 

Where’s AH (Seabury) 

Author and Illustrator: Byron Barton 
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1973 Cathedral: The Story of Its Construction (Hough- 

ton Mifflin) 

Author and Illustrator: David Macaulay 

The Emperor s New Clothes: A Fairy Tale (Ad- 

dison-Wesley) 

Author: Hans Christian Andersen 

Illustrator: Monica Laimgruber 

Hector Penguin (McGraw-Hill) 

Author: Louise Fatio 

Illustrator: Roger Duvoisin 

The Juniper Tree and Other Tales from Grimm 

(Farrar, Straus Sc Giroux) 

Illustrator: Maurice Sendak 

Translators: Lore Segal and Randall Jarrell 

King Grisly-Beard: A Tale from the Brothers 

Grimm (Farrar, Straus & Giroux) 

Illustrator: Maurice Sendak 

Translator: Edgar Taylor 

The Number 24 (Quist) 

Author and Illustrator: Guy Billout 

A Prairie Boy's Winter (Houghton Mifflin) 

Author and Illustrator: William Kurelek 

The Silver Pony (Houghton Mifflin) 

Author and Illustrator: Lynd Ward 

Tim's Last Voyage (Walck) 

Author and Illustrator: Edward Ardizzone 

1974 The Girl Who Cried Flowers (Crowell) 

Author: Jane Yolen 

Illustrator: David Palladini 

A Home (Putnam’s) 

Author: Lennart Rudstrom 

Illustrator: Carl Larsson 

Lumberjack (Houghton Mifflin) 

Author and Illustrator: William Kurelek 

The Man Who Took the Indoors Out (Harper Sc 

Row) 

Author and Illustrator: Arnold Lohel 

Miss Suzy's Birthday (Parents Magazine Press) 

Author: Miriam Young 

Illustrator: Arnold Lohel 

A Storybook (Watts) 

Editor and Illustrator: IOmi Lingerer 

There Was an Old Woman (Parents Magazine 

Press) 

Editor and Illustrator: Steven Kellogg 

1975 Anno’s Alphabet: An Adventure in Imagination 

(Crowell) 

Author and Illustrator: Mitsumasa Anno 

A Book of A-maze-merits (Quist) 

Author: Jean Seisser 

Mr. Michael Mouse Unfolds his Tale (Merri- 

mack) 

Author and Illustrator: Walter Crane 

The Pig-tale (Little, Brown) 

Author: Lewis Carroll 

Illustrator: Leonard B. Lubin 

There's a Sound in the Sea: A Child's Fye View 

of the Whale (Scrimshaw) 

Compiler: Tamar Griggs 

Illustrated with paintings by school children 

Thirteen (Parents Magazine Press) 

Authors and Illustrators: Jerry Joyner and 

Remy Charlip 

The Tutti-Frutti Case: Starring the Four Doctors 

of Goodge (Prentice-Hall) 

Author: Harry Allard 

Illustrator: James Marshall 

1976 As Right as Right Can Be (Dial) 

Author: Anne Rose 

Illustrator: Arnold Lohel 

Ashanti to Zulu: African Traditions (Dial) 

Author: Margaret Musgrove 

Illustrators: Leo and Diane Dillon 

The Bear and the Fly (Crown) 

Author and Illustrator: Paula Wintei 

Everyone Knows What a Dragon Looks Like 

(Four Winds) 

Author: Jay Williams 

Illustrator: Mercer Mayer 

Fly by Night (Farrar, Straus Sc Giroux) 

Author: Randall Jarrell 
Illustrator: Maurice Sendak 
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Litlle though I Be (Mc(iraw-Hill) 

Author and Illustrator; |ose ph Low 

Meri'y Ever After: The Story of I'wo Medieval 

Weddings (Viking) 

Author and Illustrator: Joe Lasker 

'The Mother Goose Book (Random House) 

Authors and Illustrators: Alice and Martin 

Provensen 

A Near Thing for Captain Najork (Atheneum) 

Author: Russell Hoban 

Illustrator: Quentin Blake 

1977 The Church Mice Adrift (Atheneum) 

Author: Lore Segal 

Illustrator: Graham Oakley 

Come Away from the Water, Shirley (Crowell) 

Author and Illustrator: John Burningham 

It Could Always Be Worse: A Yiddish Folk Tale 

(Farrar, Straus Sc Giroux) 

Adaptor and Illustrator: Margot Zemach 

jack and the Wonder Beans (Putnam’s) 

Author: James Still 

Illustrator: Margot Tomes 

Merry, Merry FIBruary (Parents’ Magazine 

Press) 

Author: Doris Orgel 

Illustrator: Arnold Lobel 

My Village, Sturbridge (Farrar, Straus & Gi- 

roux) 

Author: Gary Bowen 

Illustrators: Gary Bowen and Randy Miller 

Noah's Ark (Doubleday) 

Author and Illustrator: Peter Spier 

The Surprise Picnic (Atheneum) 

Author and Illustrator: )ohn S. Ck)odall 

When the Wind Blew (Harper Sc Row) 

Author; Margaret Wise Brown 

Illustrator: (ieoffrey Hayes 

1978 Cloudy with a Chance of Meatballs (Atheneum) 

Author: Judi Barrett 

Illustrator: Ron Barrett 

The Forbidden Forest (Harper Sc Row) 
Author and Illustrator: William Penedu Bois 

The Great Song Book (Doubleday) 

Editor: Timothy John 

Illustrator: Fomi lingerer 

Music Editor: Peter Han key 

Hanukah Money (Greenwillow) 

Author: Sholem Aleichem 

Adaptor and Illustrator: Uri^Shulevitz 

The Legend of Scarf ace: A Blackfoot Indian Tale 

(Doubleday) 

Author: Robert San Souci 

Illustrator: Daniel San Souci 

This Little Pig-a-Wig and Other Rhymes about 

Pigs (Atheneum) 

Author: Lenore Blegvad 

Illustrator: Erik Blegvad 

The Nutcrackers and the Sugar-Tongs (Atlantic/ 

Little, Brown) 

Author; Edward Lear 

Illustrator: Marcia Sewall 

Odette: A Bird in Pans (Prentice-Hall) 

Author: Kay Pender 

Illustrator: Phillipe Dumas 

A Peaceable Kingdom: The Shaker Ahecedarius 

(Viking) 

Illustrators: Alice and Martin Provensen 

There Once Was a Woman Who Married a Man 

(Addison) 

Author: Norma Earber 

Illustrator: Lydia Dabcovich 

1979 By Camel or by Car: A Look at Transportation 

(Prentice-Hall) 

Author and Illustrator: Guy Billout 

The Carden of Abdul Casazi (Houghton Mif- 

flin) 

Author and Illustrator: Chris Van Allsburg 

Happy Birthday, Oliver! (Random House) 

Author and Illustrator; Pierre Le-Fan 

King Krakus and the Dragon (Cireenwillow) 

Author and Illustrator: Janina Domanska 
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The Long Dive (Atheneum/Jonathan) 

Authors and Illustrators; C^atriona and Ray 

Smith 

Natural History (Farrar, Straus Sc Cnroux) 

Author and Illustrator: M. B. Goffstein 

Ox-Cart Man (Viking) 

Author: Donald Hall 

Illustrator: Barbara Cooney 

The Tale oj Fancy Nancy: A Spanish Folk Tale 

(Chatto Sc Windus) 

Adaptor: Marion Koenig 

Illustrator: Klaus Ensikat 

Tilly’s House (Atheneum) 

Author and Illustrator: Faith Jacques 

The Treasure (Farrar, Straus Sc Giroux) 

Author and Illustrator: Uri Shulevitz 

1980 An Artist (Harper Sc Row) 

Author and Illustrator: M. B. Goffstein 

A Child’s Christmas in Wales (Godine) 

Author: Dylan Thomas 

Illustrator: Edward Ardizzone 

Gorky Rises (Farrar, Straus Sc Giroux) 

Author and Illustrator: William Steig 

The Headless Horseman Rides Tonight: More 

Poems to Trouble Your Sleep (Greenwillow) 

Author: Jack Prelutsky 

Illustrator: Arnold Lobel 

Howard (Greenwillow) 

Author and Illustrator: James Stevenson 

The Lucky Yak (Parnassus/Houghton Mifflin) 

Author: Annetta'Lawson 

Illustrator: Allen Say 

Mr. Miller the Dog (Atheneum) 

Author and Illustrator: Hehne Heine 

Stone and Steel: A Look at Fngineering (Pren- 

tice-Hall) 

Author and Illustrator: (iuy Billout 

Unbuilding (Houghton Mifflin) 

Author and Illustrator: David Macaulay 

The Wonderful Travels and Adventures of Baron 

Munchhausen (Cdiatto Sc Windus) 

Author: Peter Nicki 

Illustrator: Binette Schroeder 

Translator: Elizabeth Buchanan Taylor 

1981 My Mom Travels a Lot (Warne) 

Author: Caroline Feller Bauer 

Illustrator: Nancy Winslow Parker 

On Market Street (Greenwillow) 

Author: Arnold Lobel 

Illustrator: Anita Lobel 

The Story of Old Mrs. Brubeck: And How She 

Looked for Trouble and Where She Found Him 

(Pantheon) 

Author; Lore Segal 

Illustrator: Marcia Sewall 

The Crane Wife (Morrow) 

Adaptor: Sumiko Yagawa 

Illustrator: Suekichi Akaba 

Flight: A Panorama of Aviation (Pantheon) 

Author: Melvin B. Zisfein 

Illustrator: Robert Andrew Parker 

The Maid and the Mouse and the Odd-Shaped 

House: A Story in Rhyme (Dodd, Mead) 

Adaptor and Illustrator: Paul O. Zelinsky 

fumanji (Houghton Mifflin) 

Author and Illustrator: Chris Van Allsburg 

Outside Over There (Harper Sc Row) 

Author and Illustrator: Maurice Sendak 

The Nose Tree (Atheneum) 

Adaptor and Illustrator: Warwick Hutton 

Where the Buffaloes Begin (Warne) 

Author: Olaf Baker 

Illustrator; Stephen Ciammell 

1982 Anno’s Britain (Putnam’s) 

Author and Illustrator: Mitsumasa Anno 

Squid ^ Spider (Prentice-Hall) 

Author and Illustrator: Ciuy Billout 
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I'ke 'Finy Visitor (Pantheon) 

Author and Illustrator: Oscar de Mejo 

The Strange Disappearance of Hoivard Cranebill 

(Morrow) 

Author and Illustrator: Henrik Drescher 

Paddy Goes Traveling (Atheneuin) 

Author and Illustrator: John S. Goodall 

My Uncle (Atheneuin) 

Author and Illustrator: Jenny Thorne 

Beris Dream (Houghton Mifflin) 

Author and Illustrator: Chris Van Allsburg 

Smile, Ernest and Celestine (Cireenwillow) 

Author and Illustrator: Gabrielle Vincent 

The Gift of the Magi (Picture Book Studio) 

Author: O. Henry 

Illustrators: Lizbeth Zwerger and Michael 

Neugebauer 

Rainbows Are Made: Poems by Carl Sandburg 

(Harcourt Brace Jovanovich) 

Editor: Lee Bennett Hopkins 

Illustrator: Fritz Eichenberg 

1983 Round Trip (Greenwillow) 

Author and Illustrator: Ann Jonas 

Twelve Cats for Christmas (Pelham/Merrimack) 

Author and Illustrator: Martin Leman 

Little Red Cap (Morrow) 

Authors: Brothers Grimm 

Illustrator: Lisbeth Zwerger 

Leonard Baskin's Miniature Natural History: 

First Series (Pantheon) 

Author and Illustrator: L.eonard Baskin 

The Wreck of the Zephyr (Houghton Mifflin) 

Author and Illustrator: Chris Van Allsburg 

Simon's Book (Lothrop, Lee & Shepard) 

Author and Illustrator: Henrik Drescher 

'Fools (Lour Winds) 

Author and Illustrator: Ken Robbins 

The Favershams (Farrar, Straus <k Curoux) 

Author and Illustrator: Roy Cierrard 

up a 7 'ree (Harper Sc Row) 
Illustrator: Ed Young 

1984 Saint George and the Dragon (Little, Brown) 

Author: Margaret Hodges 

Illustrator: Trina Schart Hyman 

Sir Cedric (Farrar, Straus Sc Giroux) 

Author and Illustrator: Roy Gerrard 

Nutcracker (Crown) v 

Author: E. T. A. Hoffman 

Illustrator: Maurice Sendak 

Animal Alphabet (Dial) 

Author and Illustrator: Bert Kitchen 

The Mysteries oj Harris Burdick (Houghton 

Mifflin) 

Author and Illustrator: Chris Van Allsburg 

If There Were Dreams to Sell (Lothrop, Lee Sc 

Shepard) 

Author: Barbara Lalicki 

Illustrator: Margot Tomes 

Where the River Begins (Dial) 

Author and Illustrator: Thomas Locker 

The Napping House (Harcourt Brace Jova- 

novich) 

Author: Audrey Wood 

Illustrator: Don Wood 

Babushka (Holiday House) 

Author and Illustrator: Charles Mikolaycak 

Jonah and the Great Fish (Atheneum) 

Author and Illustrator: Warwick Hutton 

1985 The Nightingale (Harcourt Brace Jovanovich) 

Author: Hans Christian Andersen 

Illustrator: Demi 

Hazel's Amazing Mother (Dial) 

Author and Illustrator: Rosemary Wells 

Gorilla (KnopfJ 

Author and Illustrator: Anthony Browne 

The Story of Mrs. Lovewright and Purrless the 

Cat (Knopf) 

Author: Lore Segal 

Illustrator: Paul O. Zelinsky 
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Graft pa (Crown) 

Author and Illustrator: John Burningham 

The Relatives Came (Bradbury) 

Author: C.ynthia Rylant 

Illustrator: Stephen Gaminell 

The Polar Express (Houghton MilHin) 

Author and Illustrator: Chris Van Allsburg 

The People Could Fly: American Black Folktales 

(KnopO 
Author: Virginia Hamilton 

Illustrators: Leo and Diane Dillon 

The Inside-Outside Book of New York City (Dodd, 

Mead) 

Author and Illustrator: Roxie Munroe 

The Fegend of Rosepetal (Picture Book Studio) 

Author: Clemens Brentano 

Illustrator: Lisbeth Zwerger 

1986 The Stranger (Houghton Mifflin) 

Author and Illustrator: Chris Van Allsburg 

The Ugly Duckling (Knopf) 

Author: Hans Christian Andersen 

Illustrator: Robert Van Nutt 

Flying (Cu een wi 11 ow) 

Author and Illustrator: Donald (axws 

The Owl Scatterer (Atlantic) 

Author: Howard Norman 

Illustrator: Michael McCmrdy 

Rembrandt Takes a Walk (Potter) 

Author: Mark Strand 

Illustrator: Red Grooms 

Cherries and Cherry Pits (Greenwillow) 

Author and Illustrator: Vera B. Williams 

Molly's New Washmg Machine (Harper Sc Row) 

Author: Laura Geringer 

Illustrator: Petra Mathers 

Brave Irene (Farrar, Straus Sc Giroux) 

Author and Illustrator: William Steig 

One Morning (Picture Book Studio) 

Author: Canna Funakoshi 

Illustrator: Yohji Izawa 

Pigs from A to Z (Houghton Mifflin) 

Author and Illustrator: Arthur Geisert 
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Checklist of Further Readings 
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the annualjournal of the Children’s Literature Division of the Modern Language Association; Children's Lit- 

erature in Educatioyi; Horn Book Magazine; Phaedrus: An International Journal of Childrens Literature Research; 

and The Lion and the Unicorn. Articles from these and related periodicals may be identified in general 
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stracts, No. 1- , May 1973- (Birmingham, England: International Federation of Library Associations, 
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1930-1971 (Occasional Paper, No. 103. Urbana: University of Illinois, Graduate School of Library Sci- 

ence, 1972); Dianne Monson and Bette J. Peltola’s Research in Children's Literature (Newark, Delaware: Inter- 

national Reading Association, 1976), and Something About the Author, edited by Anne Commire (Detroit: 

Gale Research, 1971- ). 

SURVEYS AND CRITICAL STUDIES 

Bator, Robert, ed. Signposts to Criticism of Children’s Literature. Chicago: American Library Association, 1983. 

Butler, Francelia, and Richard Rotert, eds. Reflections on Literature fn Children. Hamden, Conn.: Shoe 

String/Library Professional Publications, 1984. 

C^arpenter, Humphrey, and Mari Prichard. The Oxford Companion to Children's Literature. New York: Ox- 

ford University Press, 1984. 

Egolf, Sheila A. Thursday's Child: Trends and Patterns in Contemporary Children's Literature. C’hicago: Ameri- 

can Library Association, 1981. 

Egoff, G. E. Stubbs, and L. E. Ashley, eds. Only Connect: Readmgs on Children's Literature. 2nd ed. New 

York: Oxford University Press, 1980. 

Fenwick, Sara Innis. A Critical Approach to Children's Literature, (diicago: University of Cdhcago Press, 19()7. 

Field, Elinor Whitney, ed. Horn Book Reflections: On Children's Books and Reading: Selected f om Eighteen 

Years of the Horn Book Magazine, 1948-1966. Boston: Horn Book, 1969. 

Fox, (ieoff, and others, eds. Writers, Critics and Children: Articles from Children's Literature in Education. New 
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York: Agathon Press, 1976. 

Haviland, Virginia, ed. Children and Literature: Views and Reviews. Glenview, 111.: Scott, Foresman, 1973. 

Haviland, ed. The Openhearted Audience: Ten Authors Talk About Writing for Children. Washington, D.C.: Li- 

brary of Congress, 1980. 

H earne, Betsy, and Marilyn Kay, eds. Celebrating Childrens Books: Essays on Childrens Literature in Honor oj 
Zena Sutherland. York: Lothrop, Lee & Shepard, 1981. 

Heins, Paul, ed. Crosscurrents of Criticism: Horn Book Essays: 1968-1977. Boston: Horn Book, 1977. 

Hiick, Charlotte, and others. Childrens Literature in the Elementary School. 4th ed. New York: Holt, 

Rinehart & Winston, 1987. 

Lanes, Selma C. Down the Rabbit Hole: Adventures and Misadventures in the Realm of Childrens Literature. 
New York: Atheneum, 1971. 

Lukens, Rebecca J. A Critical Handbook of Childrens Literature. 3rd ed. Glenview, 111.: Scott, Foresman, 

1986. 

Lystad, Mary. Erom Dr. Mather to Dr. Seuss: 200 Years of American Books for Children. Boston: C. K. Hall, 

1980. 

May, Jill P., ed. Children and Their Literature: A Readings Book. West Lafayette, Ind.: ChLA Publications, 

1983. 

Meigs, Cornelia L., et al. A Critical History of Childrens Literature: A Survey of Childrens Books in English. 
Rev. ed. New York: Macmillan, 1969. 

Peterson, Linda, and Marilyn Solt, comps. Newbery and Caldecott Medal and Honor Books: An Annotated Bibliog- 
raphy. New York: G. K. Hall, 1982. 

Smith, Lillian. The Unreluctant Years: A Critical Approach to Childrens Literature. Chicago: American Library 

Association, 1953. 

Sutherland, Zena. Children and Books. 7th ed. Glenview, 111.: Scott, Foresman, 1986. 

Sutherland, ed. The Arbuthnot Lectures: 1970-1979. Chicago: American Library Association, 1980. 

Townsend, John Rowe. Written for Children: An Outline of English Childrens Literature. Philadelphia: 

Lippincott, 1983. 

POETRY 

Behn, Harry. Chrysalis: Concerning Children and Poetry. New York: Harcourt, Brace &: World, 1968. 

Hall, Donald, ed. The Oxford Book of Childrens Verse in America. New York: Oxford University Press, 1985. 

Hughes, Fed. Poetry Is. Carden (aty: Doubleday, 1970. 

Livingston, Myra Cohn. The Child as Poet: Myth or Reality? Boston: Horn Book, 1984. 
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Bader, Barbara. American Picturehooks from Noah’s Ark to The Beast Within. New York: Macmillan, 1976. 

Brown, Marcia. Lotus Seeds: Children, Pictures, and Books. New York: Scribners, 1986. 

Canaday, John. What Is Art? An Introduction to Painting, Sculpture and Architecture. New York: Knopf, 1981. 

Cianciolo, Patricia. Illustrations in Children’s Books. 2nd ed. Dubuque, Iowa: W. C. Brown, 1976. 
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Darling, Harold, and Peter Neumeyer, eds. Image d Maker: An Annual Dedicated to the Consideration of 
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Kingman, Loster, and Lontof t, comps. Illustrators of Children’s Books, 1967-1976. Boston: Horn Book, 1978. 

Klemin, Diana. The Art of Art for Children’s Books: A Contemporary Survey. New York: Potter, 1966. 
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Bennett, C.harles 1899-  l)LB-44 

Bennett, Ciwendolyn 1902-  DLB-51 

Bennett, Hal 1980-  DLB-33 

Bennett, James (lordon 1795-1872  DLB-43 

Bennett, James Ciordon, Jr. 1841-1918 DLB-23 

Bennett, John 1865-1956 DLB-42 

Benoit, Jacques 1941-  DLB-60 

Benson, Stella 1892-1933 DLB-36 

Benton, Robert 1932- and Newman, 

David 1937-  DLB-44 

Benziger Brothers DLB-49 

Beresford, Anne 1929-  DLB-40 

Berford, R. G., Company DLB-49 

Berg, Stephen 1934-  DLB-5 

Bergengruen, Werner 1892-1964 DLB-56 

Berger, John 1926-  DLB-14 

Berger, Meyer 1898-1959  DLB-29 

Berger, Thomas 1924-  DLB-2; Y-80 

Berkeley, George 1685-1753 DLB-31 

The Berkley Publishing Corporation DLB-46 

Bernard, John 1756-1828  DLB-37 

Berrigan, Daniel 1921-  DLB-5 

Berrigan, Ted 1934-1983 DLB-5 

Berry, Wendell 1934-  DLB-5, 6 

Berryman, John 1914-1972 DLB-48 

Bersianik, Louky 1930-  DLB-60 

Bessette, Gerard 1920-  DLB-53 

Bessie, Alvah 1904-1985 DLB-26 

Bester, Allred 1913-  ...DLB-8 

Idle Bestseller Lists: An Assessment Y-84 
A 

Betjeman, John 1906-1984  DLB-20; Y-84 

Betts, Doris 1932-  Y-82 

Beveridge, Albert J. 1862-1927 DLB-17 

Beverley, Robert circa 1673-1722 DLB-24, 30 

Biddle, Drexel [publishing house] DLB-49 

Bierce, Ambrose 1842-1914? DLB-1 1, 12, 23 

Biggie, Lloyd, Jr. 1923-  DLB-8 

Ihglow, Hosea (see Lowell, James Russell) 

Billings, Josh (see Shaw, Henry Wheeler) 

Bingham, Caleb 1757-1817  DLB-42 

Binyon, Laurence 1869-1943  DLB-19 

Biographical Documents 1 \'-84 

Biographical Documents 11 \'-85 

Bioren, John [publishing house] DLB-49 

Bird, William 1888-1963 DLB-4 

Bishop, Elizabeth 1911-1979 DLB-5 

Bishop, John Peale 1892-1944 DLB-4, 9, 45 

Bissett, Bill 1939-  DLB-53 

Black, David (D. M.) 1941-  DLB-40 

Black, Walter J. [publishing house]  DLB-46 

Black, Winifred 1863-1936  DLB-25 

The Black Arts Movement, by Larry Neal DLB-38 

Black Theaters and Theater Organizations in 

America, 1961-1982: A Research List Dl.B-38 

Black Theatre: A Forum [excerpts] DLB-38 

Blackamore, Arthur 1679-?  DLB-24, 39 

Blackburn, Alexander L. 1929-  Y-85 

Blackburn, Paul 1926-1971  DLB-16; Y-81 

Blackburn, Thomas 1916-1977  DLB-27 

Blackmore, R. D. 1825-1900 DLB-18 

Blackwood, Caroline 1931-  DLB-14 

Blair, Eric Arthur (see Orwell, George) 

Blair, Francis Preston 1791-1876  DLB-43 

Blair, James circa 1655-1743  DLB-24 

Blair, John Durburrow 1759-1823 DLB-37 

Blais, Marie-Claire 1939-  DLB-53 

Blaise, Clark 1940-  DLB-53 

The Blakiston Company DLB-49 

Bledsoe, Albert Taylor 1809-1877 DLB-3 

Blelock and Company DLB-49 

Blish, James 1921-1975 DLB-8 

Bliss, E., and E. White [publishing house] DLB-49 

Bloch, Robert 1917-  DLB-44 

Block, Rudolph (see Lessing, Bruno) 

Blume, Judy 1938-   DLB-52 

Blunden, Edmund 1896-1974  DLB-20 

Blunt, Wilfrid Scawen 1840-1922 DLB-19 

Bly, Nellie (see (iochrane, Elizabeth) 

Bly, Robert 1926-  DLB-5 

rhe Bobbs-Merrill Company DLB-46 
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Bodenheiin, Maxwell 1892-1954 l)LB-9, 45 

Boehm, Sydney 1908-  I)LB-44 

Boer, Cdiai les 1959-  l)LB-5 

Bogan, Louise 1897-1970 DLB-45 

Bogarde, Dirk 1921-  DLB-14 

Boland, Lavan 1944-  DLB-40 

Boll, Heinrich 1917-1985 Y-85 

Bolling, Robert 1738-1775 DLB-31 

Bolt, Carol 1941-  DLB-60 

Bolt, Robert 1924-  DLB-13 

Bolton, Herbert E. 1870-1953  DLB-17 

Bond, Edward 1934-  DLB-13 

Boni, Albert and Charles [publishing house] .. DLB-46 

Boni and Liveright DLB-46 

Robert Bonner’s Sons DLB-49 

Bontemps, Arna 1902-1973  DLB-48, 51 

The Book League of America DLB-46 

Book Supply Company DLB-49 

The Booker Prize 

Address by Anthony Thwaite, Chairman 

of the Booker Prize Judges 

Comments from Eormer Booker Prize 

Winners Y-86 

Boorstin, Daniel J. 1914-  DLB-17 

Booth, Philip 1925-  Y-82 

Borges, Jorge Luis 1899-1986  Y-86 

Borrow, George 1803-1881  DLB-21, 55 

Bosco, Monique 1927-  DLB-53 

Botta, Anne C. Lynch 1815-1891 DLB-3 

Bottomley, Gordon 1874-1948 DLB-10 

Bottoms, David 1949-  Y-83 

Bottrall, Ronald 1906-  DLB-20 

Boucher, Anthony 1911-1968  DLB-8 

Boucher, Jonathan 1738-1804 DLB-31 

Bourjaily, Vance Nye 1922-  DLB-2 

Bourne, Edward Gaylord 1860-1908  DLB-47 

Bova, Ben 1932-  Y-81 

Bovard, Oliver K. 1872-1945  DLB-25 

Bow'en, Elizabeth 1899-1973 DLB-15 

Bowen, Erancis 1811-1890 DLB-1, 59 

Bowen, John 1924-  DLB-13 

Bowen-Merrill Gompany DLB-49 

Bowering, George 1935-  DLB-53 

Bowers, Claude G. 1878-1958  DLB-17 

Bowers, Edgar 1924-  DLB-5 

Bowles, Paul 1910-  DLB-5, 6 

Bowles, Samuel HI 1826-1878 DLB-43 

Boyd, James 1888-1944 DLB-9 
¥ 

Boyd, John 1919-  DLB-8 

Boyd, Thomas 1898-1935  DLB-9 

Boyesen, Hjalmar Hjorth 1848-1895  DLB-12 

Boyle, Kay 1902-  DLB-4, 9, 48 

Boyle, T. Coraghessan 1948-  Y-86 

Brackenbury, Alison 1953-  DLB-40 

Brackenridge, Hugh Henry 1748-1816 DLB-11, 37 

Brackett, Charles 1892-1969 DLB-26 

Brackett, Leigh 1915-1978 DLB-8, 26 

Bradburn, John [publishing house] DLB-49 

Bradbury, Malcolm 1932-  DLB-14 

Bradbury, Ray 1920-  DLB-2, 8 

Braddon, Mary Elizabeth 1835-1915  DLB-18 

Bradford, Andrew 1686-1742  DLB-43 

Bradford, Gamaliel 1863-1932  DLB-17 

Bradford, John 1749-1830  DLB-43 

Bradford, William 1590-1657 DLB-24, 30 

Bradford, William HI 1719-1791 DLB-43 

Bradlaugh, Charles 1833-1891  DLB-57 

Bradley, David 1950-  DLB-33 

Bradley, Ira, and Company DLB-49 

Bradley, J. W., and Company DLB-49 

Bradley, Marion Zimmer 1930-  DLB-8 

Bradley, William Aspenwall 1878-1939 DLB-4 

Bradstreet, Anne 1612 or 1613-1672 DLB-24 

Brady, Erederic A. [publishing house] DLB-49 

Bragg, Melvyn 1939-  DLB-14 

Brainard, Charles H. [publishing house] DLB-49 

Braine, John 1922-1986  DLB-15; Y-86 
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Braithwaite, William Stanley 
1878-1962 Dl.B-5(), 54 

Branagan, I’homas 1774-1843 DLB-37 

Branden Press DLB-46 

Brault, Jacques 1933-  DLB-53 

Brautigan, Richard 1935-1984 DLB-2, 5; Y-80, 84 

Braxton, Joanne M. 1950-  DLB-41 

Bray, Ihomas 1656-1730 DLB-24 

Braziller, George [publishing honse]  DLB-46 

The Bread Loaf Writers’ Conference 1983 Y-84 

The Break-Up of the Novel (1922), 
by John Middleton Murry DLB-36 

Breasted, James Henry 1865-1935 DLB-47 

Brecht, Bertolt 1898-1956 DLB-56 

Bredel, Willi 1901-1964  DLB-56 

Bremser, Bonnie 1939-  DLB-16 

Bremser, Ray 1934-  DLB-16 

Brentano, Bernard von 1901-1964  DLB-56 

Brentano’s DLB-49 

Brenton, Howard 1942-  DLB-13 

Brewer, Warren and Putnam DLB-46 

Brewster, Elizabeth 1922-    DLB-60 

Bridgers, Sue Ellen 1942-  DLB-52 

Bridges, Robert 1844-1930  DLB-19 

Bridie, James 1888-1951 DLB-10 

Briggs, Charles Erederick 1804-1877  DLB-3 

Brighouse, Harold 1882-1958  DLB-lO 

Brimmer, B. J., Company DLB-46 

Brinnin, John Malcolm 1916-  DLB-48 

Brisbane, Albert 1809-1890 , DLB-3 

Brisbane, Arthur 1864-1936 DLB-25 

Broadway Publishing Company DLB-46 

Brochu, Andre 1942-  DLB-53 

Brock, Edwin 1927-  DLB-40 

Brodhead, John R. 1814-1873 DLB-30 

Brome, Richard circa 1590-1652  DLB-58 

Brornlield, Louis 1896-1956 DLB-4, 9 

Broner, E. M. 1930-  DLB-28 

Bronte, Anne 1820-1849  DLB-2 1 

BroiUe, (diarlotte 1816-1855  DLB-2 1 

Bronte, Emily 1818-1848  DLB-2 1, 32 

Brooke, Erances 1724-1789 DLB-39 

Brooke, Henry 1703?-1783   DLB-39 

Brooke, Rupert 1887-1915  DLB-19 

Brooke-Rose, Christine 1926-  DLB-14 

Brooks, (diaries Limothy 1813-1883  DLB-1 

Brooks, Gwendolyn 1917-  DLB-5 

Brooks, Jeremy 1926-  DLB-14 

Brooks, Mel 1926-  DLB-26 

Brooks, Noah 1830-1903  DLB-42 

Brooks, Richard 1912-  DLB-44 

Brooks, Van Wyck 1886-1963  DLB-45 

Brophy, Brigid 1929-  DLB-14 

Brossard, Chandler 1922-  DLB-16 

Brossard, Nicole 1943-  DLB-53 

Brother Antoninus (see Everson, William) 

Brougham, John 1810-1880 DLB-1 1 

Broughton, James 1913-  DLB-5 

Broughton, Rhoda 1840-1920 DLB-18 

Broun, Heywood 1888-1939 DLB-29 

Brown, Bob 1886-1959  DLB-4, 45 

Brown, Cecil 1943-  DLB-33 

Brown, Charles Brockden 1771-1810 DLB-37, 59 

Brown, Christy 1932-1981 DLB-14 

Brown, Dee 1908-  Y-80 

Brown, Eredric 1906-1972 DLB-8 

Brown, C;eorge Mackay 1921-  DLB-14, 27 

Brown, Harry 1917-1986 DLB-26 

Brown, Marcia 1918-  DLB-61 

Brown, Margaret Wise 1910-1952 DLB-22 

Brown, Oliver Madox 1855-1874 DLB-2 1 

Brown, Sterling 1901-  DLB-48, 51 

Brown, L. E. 1830-1897  D14T35 

Brown, William Hill 1765-1793 DLB-37 

Brown, William Wells 1814-1884  DLB-3, 50 

Browne, (diaries Earrar 1834-1867 DLB-1 1 

Browne, Michael Dennis 1940-   DLB-40 

Browne, Wynyard 1911-19()4 DLB-13 

Browning, Elizabeth Barrett 180()-1861  DLB-32 

Browning, Robert 1812-1889  DLB-32 

Brownjohn, Allan 1931-   DLB-40 
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Browiisoii, Orestes Augustus 1803-1876 DLB-l, 59 

Bruce, Philip Alexander 1856-1933  DLB-47 

Bruce Humphries [publishing house]  DLB-46 

Bruckinan, Cilyde 1894-1955  DLB-26 

Brundage, John Herbert (see Herbert, John) 

Bryant, William CAillen 1794-1878 DLB-3, 43, 59 

Buchan, John 1875-1940  DLB-34 

Buchanan, Robert 1841-1901 DLB-18, 35 

Buchman, Sidney 1902-1975  DLB-26 

Buck, Pearl S. 1892-1973   DLB-9 

Buckley, William F., Jr. 1925-  Y-80 

Buckminster, Joseph Stevens 1784-1812 DLB-37 

Buckner, Robert 1906-  DLB-26 

Budd, Lhomas P-1698 DLB-24 

Budrys, A. J. 1931-  DLB-8 

Buechner, Frederick 1926-  Y-80 

Buell, John 1927-  DLB-53 

Bulfum, Job [publishing house] DLB-49 

Bukowski, Charles 1920-  DLB-5 

Bullins, Ed 1935-    DLB-7, 38 

Bulwer-Lytton, Edward (also Edward Bulwer) 

1803-1873 DLB-21 

Bumpus, Jerry 1937-  Y-81 

Bunce and Brother DLB-49 

Bunting, Basil 1900-1985 DLB-20 

Bunyan, John 1628-1688  DLB-39 

Burch, Robert 1925-  DLB-52 

Burgess, Anthony 1917-  DLB-14 

Burgess, Gelett 1866-1951 DLB-11 

Burgess, John W. 1844-1931  DLB-47 

Burgess, I hornton W. 1874-1965  DLB-22 

Burgess, Stringer and (Company DLB-49 

Burk, John Daly circa 1772-1808 DLB-37 

Burke, Kenneth 1897-  DLB-45 

Burnett, Frances Hodgson 1849-1924  DLB-42 

Burnett, W. R. 1899-1982  DLB-9 

Burney, Fanny 1752-1840  DLB-39 

Burns, Alan 1929-  DLB-14 

Burns, John Horne 1916-1953  Y-85 

Burnshaw, Stanley 1906-   DLB-48 

Burroughs, Edgar Rice 1875-1950 DLB-8 

Burroughs, Margaret T. (i. 1917-  DLB-41 

Burroughs, William S., Jr. 1947-1981  DLB-16 

Burroughs, William Seward 1914- 

 DLB-2, 8, 16; Y-81 

Burroway, Janet 1936-  DLB-6 

Burt, A. L., and Company DLB-49 

Burton, Richard E. 1821-1890 DLB-55 
¥ 

Burton, Virginia Lee 1909-1968 DLB-22 

Busch, PYederick 1941-  DLB-6 

Busch, Niven 1903-  DLB-44 

Butler, E. H., and Company DLB-49 

Butler, Juan 1942-1981 DLB-53 

Butler, Octavia E. 1947-  DLB-33 

Butler, Samuel 1835-1902  DLB-18, 57 

Butterworth, Hezekiah 1839-1905 DLB-42 

B. V. (see Thomson, James) 

Byars, Betsy 1928-  DLB-52 

Byatt, A. S. 1936-  DLB-14 

Byles, Mather 1707-1788  DLB-24 

Bynner, Witter 1881-1968 DLB-54 

Byrd, William II 1674-1744  DLB-24 

Byrne, John Keyes (see Leonard, Hugh) 

c 

Cabell, James Branch 1879-1958  DLB-9 

Cable, George Washington 1844-1925 DLB-12 

Cahan, Abraham 1860-1951 DLB-9, 25, 28 

Cain, George 1943-  DLB-33 

Caldwell, Ben 1937-  DLB-38 

Caldwell, f.rskine 1903-1987 DLB-9 

Cialdwell, H. M., Company DLB-49 

Calhoun, John C. 1782-1850  DLB-3 

(Ylisher, Hortense 1911-  DLB-2 

Cialmer, P.dgar 1907-  DLB-4 

Calverley, C. S. 1831-1884 DLB-35 

CYlvert, George Henry 1803-1889 DLB-l 

(Cambridge Press DLB-49 

Ciameron, Pdeanor 1912-  DLB-52 
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Camm, John 1718-1778  DLB-31 

Campbell, James Edwin 1867-1896 DLB-50 

Campbell, John 1653-1728  DLB-43 

Campbell, John W., Jr. 1910-1971 ..DLB-8 

Campbell, Roy 1901-1957  DLB-20 

Campion, Thomas 1567-1620  DLB-58 

Candour in English Eiction (1890), 

by 1 homas Hardy DLB-18 

Caiman, Gilbert 1884-1955 DLB-10 

Canned, Kathleen 1891-1974 DLB-4 

Canned, Skipwith 1887-1957  DLB-45 

Cantwell, Robert 1908-1978  DLB-9 

Cape, Jonathan, and Harrison Smith 

[publishing house] DLB-46 

Capen, Joseph 1658-1725  DLB-24 

Capote, Truman 1924-1984  DLB-2; Y-80, 84 

Carey, M., and Company DLB-49 

Carey, Mathew 1760-1839 DLB-37 

Carey and Hart DLB-49 

Carled, Lodowick 1602-1675  DLB-58 

Carleton, G. W. [publishing house] DLB-49 

Carrier, Roch 1937-  DLB-53 

Carlyle, Jane Welsh 1801-1866  DLB-55 

Carlyle, Thomas 1795-1881  DLB-55 

Carroll, Gladys Hasty 1904-  DLB-9 

Carroll, John 1735-1815 DLB-37 

Carroll, Lewis 1832-1898  DLB-18 

Carroll, Paul 1927-  DLB-16 

Carroll, Paul Vincent 1900-1968 DLB-10 

Carroll and Graf Publishers   DLB-46 

Carruth, Hayden 192G  DLB-5 

Carryl, Charles E. 1841-1920 DLB-42 

Ciarswed, Catherine 1879-1946  DLB-36 

Carter, Angela 1940-  DLB-14 

Charter, Henry (see Leslie, Erank) 

(iarter, Landon 1710-1778  DLB-31 

Carter, Lin 1930-  Y-81 

(iarter, Robert, and Brothers DLB-49 

(iarter and Hendee  DLB-49 

(>aruthers, William Alexander 1802-1846  DLB-3 

(iarver, Jonathan 1710-1780 DLB-31 

Carver, Raymond 1938-  Y-84 

Cary, Joyce 1888-1957 DLB-15 

Casey, Juanita 1925-  DLB-14 

Casey, Michael 1947-  DLB-5 

Cassady, Carolyn 1923-  DLB-16 

Cassady, Neal 1926-1968  DLB-16 

Cassell Publishing (Company DLB-49 

Cassid, R. V. 1919-  DLB-6 

Castlemon, Harry (see Eosdick, Charles Austin) 

Caswad, Edward 1814-1878  DLB-32 

Cather, Wida 1873-1947 DLB-9, 54; DS-1 

Catton, Bruce 1899-1978  DLB-17 

Causley, Charles 1917-  DLB-27 

Caute, David 1936-  DLB-14 

Cawein, Madison 1865-1914 DLB-54 

The Caxton Printers, Limited DLB-46 

Center for the Book Research Y-84 

The Century Company DLB-49 

Chadans, Eileen Mary (see Renault, Mary) 

Chalmers, George 1742-1825 DLB-30 

Chamberlain, Samuel S. 1851-1916 DLB-25 

Chamberland, Paul 1939-  DLB-60 

Chamberlin, William Henry 1897-1969 DLB-29 

Chambers, Charles Haddon 1860-1921 DLB-10 

Chandler, Harry 1864-1944  DLB-29 

Channing, Edward 1856-1931  DLB-17 

Channing, Edward Eyrrell 1790-1856 DLB-1, 59 

Channing, Wdliam Ellery 1780-1842  DLB-1, 59 

Channing, William Ellery 11 1817-1901 DLB-1 

Channing, William Henry 1810-1884 DLB-1, 59 

Chaplin, Charlie 1889-1977  DLB-44 

Chapped, Ered 1936-  DLB-6 

Charles, Cierda 1914-  DLB-14 

Cdiarles, William [publishing house] DLB-49 

44ie Cdiarles Wood Affair: 

A Playwright Revived \'-83 

(diarlotte Eorten: Pages from her Diary DLB-50 

(iharyn, Jerome 1937-  Y-83 

Chase, Borden 1900-1971 DLB-26 

(diase-Riboud, Barbara 1936-  DLB-33 
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Chauncy, C^haiies 1705-1787  DLB-24 

Chayetsky, Paddy 1923-1981 l)LB-7, 44; Y-81 

Cheever, Ezekiel 1615-1708  DLB-24 

(dieever, Cieorge Ban ell 1807-1890  DLB-59 

Cheever, John 1912-1982 l)LB-2; Y-80, 82 

(iheever, Susan 1943-  Y-82 

(ihelsea House DLB-46 

Cdieney, Ednah Dow (Littlehale) 1824-1904  DLB-1 

Cdierry, Kelly 1940  Y-83 

Cherryh, C. J. 1942-  Y-80 

Cdiesnutt, Charles Waddell 1858-1932 DLB-12, 50 

(ihesterton, G. K. 1874-1936  DLB-10, 19, 34 

Cheyney, Edward P. 1861-1947  DLB-47 

Cdiild, Erancis James 1825-1896  DLB-1 

(diildren’s Book Awards and Prizes DLB-61 

Child, Lydia Maria 1802-1880 DLB-1 

Childress, Alice 1920-  DLB-7, 38 

Childs, George W. 1829-1894  DLB-23 

Chilton Book Company DLB-46 

Chittenden, Hiram Martin 1858-1917  DLB-47 

Chivers, d homas Holley 1809-1858  DLB-3 

Chopin, Kate 1851-1904 DLB-12 

4 he Christian Publishing Company DLB-49 

Christie, Agatha 1890-1976 DLB-13 

Church, Benjamin 1734-1778  DLB-31 

Churchill, Caryl 1938-  DLB-13 

C:iardi, John 1916-1986 DLB-5; Y-86 

City Lights Books DLB-46 

Clapper, Raymond 1892-1944 DLB-29 

Clare, John 1793-1864 DLB-55 

Clark, Ann Nolan 1896-  DLB-52 

Clark, C. M., Publishing Company DLB-46 

(dark, (iharles Heber 1841-1915 DLB-11 

Clark, Eleanor 1913-  DLB-6 

Clark, Lewis Gaylord 1808-1873 DLB-3 

Clark, Walter V^an Tilburg 1909-1971 DLB-9 

Clarke, Austin 1896-1974 DLB-10, 20 

Clarke, Austin C. 1934-  DLB-53 

Clarke, Gillian 1937-  DLB-40 

Cdarke, James Lreeman 1810-1888  DLB-1, 59 

Clarke, Rebecca Sophia 1833-1906  DLB-42 

Clarke, Robert, and Company DLB- 49 

Cdausen, Andy 1943-  DLB-16 

(daxton, Remsen and Haffelfinger DLB-49 

Clay, Cassius Marcellus 1810-1903 DLB-43 

Cleary, Beverly 1916-  DLB-52 

Cleaver, Vera 1919- and 

Cleaver, Bill 1920-1981  DLB-52 

Cleland,John 1710-1789  * DLB-39 

Clemens, Samuel Langhorne 

1835-1910 DLB-11, 12, 23 

Clement, Hal 1922-  DLB-8 

Clemo, Jack 1916-  DLB-27 

Clifton, Lucille 1936-  DLB-5, 41 

Clode, Edward J. [publishing house] DLB-46 

Clough, Arthur Hugh 1819-1861 DLB-32 

Cloutier, Cecile 1930-  DLB-60 

Coates, Robert M. 1897-1973 DLB-4, 9 

Coatsworth, Elizabeth 1893-  DLB-22 

Cobb, Jr., Charles E. 1943-  DLB-41 

Cobb, Prank 1. 1869-1923  DLB-25 

Cobb, Irvin S. 1876-1944 DLB-11, 25 

Cobbett, William 1762-1835  DLB-43 

Cochran, Thomas C. 1902-  DLB-17 

Cochrane, Elizabeth 1867-1922 DLB-25 

Cockerill, John A. 1845-1896 DLB-23 

Coffee, LenoreJ. 1900P-1984  DLB-44 

Coffin, Robert P. Tristram 1892-1955 DLB-45 

Cogswell, Lred 1917-  DLB-60 

Cogswell, Mason Pitch 1761-1830  DLB-37 

Cohen, Arthur A. 1928-1986 DLB-28 

Cohen, Leonard 1934-  DLB-53 

Cohen, Matt 1942-  DLB-53 

Colden, Cadwallader 1688-1776 DLB-24, 30 

Cole, Barry 1936-  DLB-14 

Colegate, Isabel 1931-  DLB-14 

Coleman, Emily Holmes 1899-1974  DLB-4 

Coleridge, Mary 1861-1907 DLB-19 

Collier, P. P. [publishing house] DLB-49 

Collin and Small DLB-49 

Collins, Isaac [publishing house] DLB-49 
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Collins, Mortimer 1827-1876  DLB-21, 35 

Collins, Wilkie 1824-1889 DLB-18 

Collyer, Mary 1716?-1763?   DLB-39 

Colman, Benjamin 1673-1747  DLB-24 

Colman, S. [publishing house] DLB-49 

Colombo, John Robert 1936-  DLB-53 

Colter, Cyrus 1910-  DLB-33 

Colum, Padraic 1881-1972 DLB-19 

Colwin, Laurie 1944-  Y-80 

Comden, Betty 1919- and Green, 

Adolph 1918-  DLB-44 

The Comic Tradition Continued 

[in the British Novel] DLB-15 

Commager, Henry Steele 1902-  DLB-17 

The Commercialization of the Image of 

Revolt, by Kenneth Rexroth DLB-16 

Community and Commentators: Black 

Theatre and Its Critics DLB-38 

Compton-Burnett, Ivy 1884?-1969  DLB-36 

Conference on Modern Biography Y-85 

Congreve, William 1670-1729  DLB-39 

Conkey, W. B., Company DLB-49 

Connell, Evan S., Jr. 1924-  DLB-2; Y-81 

Connelly, Marc 1890-1980 DLB-7; Y-80 

Connor, Tony 1930-  DLB-40 

Conquest, Robert 1917-  DLB-27 

Conrad, John, and Company DLB-49 

Conrad, Joseph 1857-1924  DLB-10, 34 

Conroy, Jack 1899-  Y-81 

Conroy, Pat 1945-  DLB-6 

The Consolidation of Opinion: Critical 

Responses to the Modernists DLB-36 

Constantine, David 1944-  DLB-40 

Contempo Caravan: Kites in a Windstorm Y-85 

A Ciontemporary Flourescence of Chicano 

Literature Y-84 

I’he Ck)ntinental Publishing Company DLB-49 

A (Conversation with (Chaim Potok Y-84 

(Conversations with Publishers 1: An Interview 

with Patrick ()’(Connor Y-84 

DLB-1 

Cook, Ebenezer circa 1667-circa 1732  DLB-24 

Cook, Michael 1933-   DLB-53 

Cooke, Increase, and Company DLB-49 

Cooke, John Esten 1830-1886  DLB-3 

Cooke, Philip Pendleton 1816-1850  DLB-3, 59 

(Cooke, Rose Terry 1827-1892 DLB-12 

Coolbrith, Ina 1841-1928 DLB-54 

Coolidge, George [publishing house] DLB-49 

Coolidge, Susan (see Woolsey, Sarah Chauncy) 

Cooper, (}iles 1918-1966  DLB-13 

Cooper, James Fenimore 1789-1851 DLB-3 

Cooper, Kent 1880-1965  DLB-29 

(Coover, Robert 1932-  DLB-2; Y-81 

Copeland and Day DL B-49 

Coppel, Alfred 1921-  Y-83 

Coppola, Francis Ford 1939-  DLB-44 

Corcoran, Barbara 1911-  DLB-52 

Corelli, Marie 1855-1924  DLB-34 

Corle, Edwin 1906-1956 Y-85 

Corman, Cid 1924-  DLB-5 

Cormier, Robert 1925-  DLB-52 

Corn, Alfred 1943-  Y-80 

Cornish, Sam 1935-  DLB-41 

Corrington, John William 1932-  DLB-6 

Corrothers, James D. 1869-1917 DLB-50 

Corso, (Gregory 1930-  DLB-5, 16 

Cortez, Jayne 1936-  DLB-41 

Corvo, Baron (see Rolfe, Frederick William) 

Cory, William Johnson 1823-1892 DLB-35 

Cosmopolitan Book Corporation DLB-46 

(Costain, Thomas B. 1885-1965  DLB-9 

Cotter, Joseph Seamon, Sr. 

1861-1949  DLB-50 

(Cotter, Joseph Seamon, Jr. 

1895-1919 DLB-50 

(Cotton, John 1584-1652  DLB-24 

(Cournos, John 1881-1966  DLB-54 

(Coventry, Francis 1725-1754  DLB-39 

(Coverly, N. [publishing house] DLB-49 

(Covici-Friede  DLB-46 

(Coward, Noel 1899-1973 

(Conway, Moncure Daniel 1832-1907 

(Cook, David (C., Publishing (Comj)any DLB-49 

385 

DLB-10 



Cumulative Index DLB 61 

(toward, McCann and (ieoghegan I)LB-46 

Cowles, (iardner 18(31-1946  I)LB-29 

Cowley, Malcolm 1898-  l)LB-4, 48; Y-81 

C:ox, Palmer 1840-1924  l)LB-42 

Coxe, Louis 1918-  DLB-5 

Cioxe, lench 1755-1824  l)LB-37 

Cozzens, James (iould 1903-1978... l)LB-9; Y-84; DS-2 

Caaddock, (diaries Egbert (see Murfree, Mary N.) 

Cradock, I homas 1718-1770  DLB-31 

Craig, Daniel H. 1811-1895  DLB-43 

Craik, Dinah Maria 1826-1887  DLB-35 

CYanch, Christopher Pearse 1813-1892 DLB-1, 42 

Crane, Hart 1899-1932 DLB-4, 48 

Crane, Stephen 1871-1900  DLB-12, 54 

Crapsey, Adelaide 1878-1914 DLB-54 

Craven, Avery 1885-1980 DLB-17 

CYawford, Charles 1752-circa 1815 DLB-31 

Crayon, Geoffrey (see Irving, Washington) 

Creative Age Press DLB-46 

Creel, George 1876-1953  DLB-25 

Greeley, Robert 1926-  DLB-5, 16 

Creelman, James 1859-1915 DLB-23 

Cregan, David 1931-  DLB-13 

Crevecoeur, Michel Guillaume Jean de 

1735-1813 DLB-37 

Crews, Harry 1935-  DLB-6 

Crichton, Michael 1942-  Y-81 

A (Yisis of Culture: The Changing Role 

of Religion in the New Republic DLB-37 

Cristofer, Michael 1946-  DLB-7 

“Ehe Critic as Artist” (1891), by Oscar Wilde.. DLB-57 

Criticism In Relation To Novels (1863), 

by G. H . Lewes   DLB-21 

Cd'ockett, David (Davy) 1786-1836 DLB-3, 11 

(holy, Jane Cunningham 1829-1901 DLB-23 

(h'oshy, (iaresse 1892-1970  DLB-48 

(hoshy, (Yresse 1892-1970 and (Yosby, 

Harry 1898-1929 DLB-4 

Crosby, Harry 1898-1929 DLB-48 

(h'ossley-Holland, Kevin 1941-  DLB-40 

(Yothers, Rachel 1878-1958  DLB-7 

Crowell, Thomas Y., Company DLB-49 

(Yowley, John 1942-  Y-82 

(h'owley. Mart 1935-  DLB-7 

(h'own Publishers DLB-46 

(Yoy, Homer 1883-1965 DLB-4 

Crumley, James 1939-  Y-84 

Cruz, Victor Hernandez 1949-  DLB-41 

Cullen, Countee 1903-1946 DLB-4, 48, 51 

The Cult of Biography 

Excerpts from the Second Folio Debate: 

“Biographies are generally a disease of 

English Literature”—(iermaine Greer, 

Victoria Glendinning, Auberon Waugh, 

and Richard Holmes Y-86 

Cummings, E. E. 1894-1962 DLB-4, 48 

Cummings, Ray 1887-1957  DLB-8 

Cummings and Hilliard DLB-49 

Cummins, Maria Susanna 1827-1866 DLB-42 

Cuney, Waring 1906-1976 DLB-51 

Cuney-Hare, Maude 1874-1936  DLB-52 

Cunningham, J. V. 1911-  DLB-5 

Cunningham, Peter F. [publishing house] DLB-49 

Cuomo, George 1929-  Y-80 

Cupples and Leon DLB-46 

Guppies, Upham and Company DLB-49 

Cuppy, Will 1884-1949 DLB-11 

Currie, Mary Montgomerie Lamb Singleton, 

Lady Currie (see Fane, Violet) 

Curti, Merle E. 1897-  DLB-17 

Curtis, George William 1824-1892 DLB-1, 43 

D 

D. M. Thomas: The Plagiarism Controversy Y-82 

Daborne, Robert circa 1580-1628 DLB-58 

Dahlberg, Edward 1900-1977 DLB-48 

Dale, Peter 1938-  DLB-40 

Dali, Caroline Wells (Healey) 1822-1912 DLB-1 

Dallas, E. S. 1828-1879  DLB-55 

The Dallas Theater Center DLB-7 

D’Alton, Louis 1900-1951  DLB-10 

Daly, T. A. 1871-1948  DLB-11 

Damon, S. Foster 1893-1971 DLB-45 
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Damrell, William S. [publishing house] DLB-49 

Dana, Charles A. 1819-1897 DLB-3, 23 

Dana, Richard Henry, Jr. 1815-1882  DLB-1 

Dandridge, Ray Garfield DLB-51 

Dane, Clemence 1887-1965 DLB-10 

Danforth, John 1660-1730 DLB-24 

Danforth, Samuel 1 1626-1674  DLB-24 

Danforth, Samuel 11 1666-1727  DLB-24 

Dangerous Years: London Theater, 

1939-1945 DLB-10 

Daniel, John M. 1825-1865 DLB-43 

Daniels, Josephus 1862-1948  DLB-29 

Danner, Margaret Esse 1915-  DLB-41 

Darwin, Charles 1809-1882 DLB-57 

Daryush, Elizabeth 1887-1977  DLB-20 

Dashwood, Edmee Elizabeth Monica 

de la Pasture (see Delaheld, E. M.) 

d’Aulaire, Edgar Parin 1898- and 

d’Aulaire, Ingri 1904-  DLB-22 

Davenant, Sir William 1606-1668 DLB-58 

Davenport, Robert ?-? DLB-58 

Daves, Delmer 1904-1977  DLB-26 

Davey, Frank 1940-  DLB-53 

Davidson, Avram 1923-  DLB-8 

Davidson, Donald 1893-1968  DLB-45 

Davidson, John 1857-1909 DLB-19 

Davidson, Lionel 1922-  DLB-14 

Davie, Donald 1922-  DLB-27 

Davies, Samuel 1723-1761  DLB-31 

Davies, W. H. 1871-1940  DLB-19 

Daviot, Gordon 1896-195.2  DLB-10 

Davis, Charles A. 1795-1867 DLB-11 

Davis, Clyde Brion 1894-1962  DLB-9 

Davis, Dick 1945-  DLB-40 

Davis, Frank Marshall 1905-? DLB-51 

Davis, H. L. 1894-1960  DLB-9 

Davis, John 1774-1854 DLB-37 

Davis, Margaret d'homson 1926-  DLB-14 

Davis, Ossie 1917-  DLB-7, 38 

Davis, Richard Harding 1864-1916 DLB-12, 23 

Davis, Samuel (iole 1764-1809 DLB-37 

Davison, Peter 1928-  DLB-5 

Davys, Mary 1674-1732 DLB-39 

DAW Books DLB-46 

Dawson, William 1704-1752  DLB-31 

Day, Benjamin Henry 1810-1889 DLB-43 

Day, Clarence 1874-1935  DLB-1 1 

Day, Dorothy 1897-1980 DLB-29 

Day, The John, Company DLB-46 

Day Lewis, C. 1904-1972  DLB-15, 20 

Day, Mahlon [publishing house] DLB-49 

Day, Thomas 1748-1789 DLB-39 

Deal, Borden 1922-1985 DLB-6 

de Angeli, Marguerite 1889-1987 DLB-22 

De Bow, James D. B. 1820-1867 DLB-3 

de Camp, L. Sprague 1907-  DLB-8 

The Decay of Lying (1889), 

by Oscar Wilde [excerpt] DLB-18 

Dedication, Ferdinand Count Fathom (1753), 

by Tobias Smollett DLB-39 

Dedication, Lasselia (1723), by Eliza 

Haywood [excerpt] DLB-39 

Dedication, The History of Fompey the 

Little (1751), by Francis Coventry Dl.B-39 

Dedication, The Wanderer (1814), 

by Fanny Burney DLB-39 

Defense oi Amelia (1752), by Henry Fielding .. DLB-39 

Defoe, Daniel 1660-1731  DLB-39 

de Fontaine, Felix Gregory 1834-1896 DLB-43 

De Forest, John William 1826-1906  DLB-12 

de (Taff, Robert 1895-1981  Y-81 

Dejong, Meindert 1906-  DLB-52 

Delaheld, E. M. 1890-1943  DLB-34 

de la Mare, Walter 1873-1956  DLB-19 

Delaney, Shelagh 1939-  DLB-13 

Delany, Martin Robinson 1812-1885 DLB-50 

Delany, Samuel R. 1942-  DLB-8, 33 

Delbanco, Nicholas 1942-  DLB-6 

DeLillo, Don 1936-  DLB-6 

Dell, Floyd 1887-1969  DLB-9 

Dell Publishing (Company DLB-46 

del Rey, Lester 1915-  DLB-8 
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Dcniby, William 1922-  l)LB-33 

Denham, Sir John 1() 15-1669 DLB-58 

Denison, 1 . S., and Ca)mpany DLB-49 

Dennie, Joseph 1768-1812 DLB-37, 43, 59 

Dennis, Nigel 1912-  DLB-13, 15 

Dent, lorn 1932-  •DLB-38 

Denton, Daniel circa 1626-1703  DLB-24 

DePaola, 1 omie 1934-  DLB-61 

Derby, (ieorge Horatio 1823-1861 DLB-11 

Derby, |. (7, and Ca)mpany DLB-49 

Derby and Miller DLB-49 

Derleth, August 1909-1971  DLB-9 

I be Derrydale Press DL.B-46 

Desbiens, jean-Paul 1927-  DLB-53 

De Labley, Lord 1835-1895  DLB-35 

Dentsch, Babette 1895-1982  DLB-45 

Deveaux, Alexis 1948-  DLB-38 

Lhe Development of Lighting in the Staging 
of Drama, 1900-1945 [in Great Britain]... DLB-10 

de Vere, Aubrey 1814-1902  DLB-35 

I'he Devin-Adair Company DLB-46 

De Voto, Bernard 1897-1955 DLB-9 

De Vries, Peter 1910-  DLB-6; Y-82 

Devvdney, (diristopher 1951-  DLB-60 

DeWitt, Robert M., Publisher DLB-49 

DeWolfe, Piske and Company DLB-49 

de Young, M. H. 1849-1925 DLB-25 

l he Dial Press DLB-46 

Diamond, 1. A. L. 1920-  DLB-26 

Di (acco. Pier (iiorgio 1949-  DLB-60 

Dick, Philip K. 1928-  DLB-8 

Dick and Fitzgerald Dl.B-49 

Dickens, Charles 1812-1870  DLB-21, 55 

Dickey, James 1923-  DLB-5; Y-82 

Dickey, William 1928-  DLB-5 

Dickinson, Lmily 1830-1886 DLB-1 

Dickinson, John 1732-1808 DLB-31 

Dickinson, Jonathan 1688-1747 DLB-24 

Dickin.son, Patric 1914-  DLB-27 

Dickson, Cordon R. 1923-  DLB-8 

Didion, Joan 1934-  DLB-2; Y-81, 86 

Di Donato, Pietro 1911-  DLB-9 

Dillard, Annie 1945-  Y-80 

Dillard, R. H. W. 1937-  DLB-5 

Dillingham, Charles L., Company DLB-49 

Lhe C. W. Dillingham Company DLB-49 

Dintenfass, Mark 1941-  Y-84 

Diogenes, Jr. (see Brougham, John) ^ 

DiPrima, Diane 1934-  DLB-5, 16 

Disch, Thomas M. 1940-  DLB-8 

Disney, Walt 1901-1966  DLB-22 

Disraeli, Benjamin 1804-1881  DLB-21, 55 

Ditzen, Rudolf (see Fallada, Hans) 

Dix, Dorothea Lynde 1802-1887 DLB-1 

Dix, Dorothy (see Cilmer, Elizabeth Meriwether) 

Dix, Edwards and Company DLB-49 

Dixon, Paige (see Corcoran, Barbara) 

Dixon, Richard Watson 1833-1900  DLB-19 

Dobell, Sydney 1824-1874 DLB-32 

Dobson, Austin 1840-1921 DLB-35 

Doctorow, E. L. 1931-  DLB-2, 28; Y-80 

Dodd, William E. 1869-1940 DLB-17 

Dodd, Mead and Company DLB-49 

Dodge, B. W., and Company DLB-46 

Dodge, Mary Mapes 1831 P-1905 DLB-42 

Dodge Publishing Company DLB-49 

Dodgson, Charles Lutwidge (see Carroll, Lewis) 

Doesticks, Q. K. Philander, P. B. (see 4 homson. 
Mortimer) 

Donahoe, Patrick [publishing house] DLB-49 

Donald, David H. 1920-  DLB-17 

Donleavy, J. P. 1926-  DLB-6 

Donnelley, R. R., and Sons (a)mpany DLB-49 

Donnelly, Ignatius 1831-1901  DLB-12 

Donohue and Henneberry DLB-49 

Doolady, M. [publishing house] DLB-49 

Dooley, Ebon (see Ebon) 

Doolittle, Hilda 1886-1961 DLB-4, 45 

Doran, (ieorge H., (Company DLB-46 

Dorn, Edward 1929-  DLB-5 
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Dorr, Rheta C^hilde 1866-1948 DLB-25 

Dos Passos, John 1896-1970 DLB-4, 9; DS-1 

Doiibleday and Company DLB-49 

Doughty, Charles M. 1843-1926 DLB-19, 57 

Douglas, Keith 1920-1944  Dl.B-27 

Douglas, Norman 1868-1952  DLB-34 

Douglass, Frederick 1817P-1895  DLB-1, 43, 50 

Douglass, William circa 1691-1752 DLB-24 

Dover Publications DLB-46 

Dowdeu, Edward 1843-1913 DLB-35 

Downing, J., Major (see Davis, Charles A.) 

Downing, Major Jack (see Smith, Seba) 

Dowson, Ernest 1867-1900  DEB-19 

Doxey, William [publishing house] DLB-49 

Doyle, Arthur Conan 1859-1930  DLB-18 

Doyle, Kirby 1932-  DLB-16 

Drabble, Margaret 1939-  DLB-14 

The Dramatic Publishing Company DLB-49 

Dramatists Play Service DLB-46 

Draper, John W. 181 1-1882  DLB-30 

Draper, Lyman C. 1815-1891 DLB-30 

Dreiser, Theodore 1871-1945  DLB-9, 12; DS-1 

Drinkwater, John 1882-1937  DLB-10, 19 

I'he Drue Heinz Literature Prize 

Excerpt from “Excerpts from a Report 

of the Commission,” in David 

Bosworth’s The Death of Descartes 

An Interview with David Bosworth Y-82 

Duane, William 1760-1835  DLB-43 

Dube, Marcel 1930-  DLB-53 

Du Bois, W. E. B. 1868-1963  DLB-47, 50 

Du Bois, William Pene 1916-  DLB-61 

Ducharme, Rejean 1940-  DLB-60 

Duell, Sloan and Pearce DLB-46 

Dufheld and (ireen DLB-46 

Didly, Maureen 1933-  DLB-14 

Dugan, Alan 1923-  DLB-5 

Dukes, Ashley 1885-1959  DLB-10 

Dumas, Henry 1934-1968   DLB-41 

Dunbar, Paul Laurence 1872-1906  DLB-50, 54 

Duncan, Robert 1919-  DLB-5, 16 

Duncan, Ronald 1914-1982  DLB-13 

Dunigan, Edward, and Brother DLB-49 

Dunlap, John 1747-1812   DLB-43 

Dunlap, William 1766-1839 DLB-30, 37, 59 

Dunn, Douglas 1942-  DLB-40 

Dunne, Einley Peter 1867-1936 DLB-1 1, 23 

Dunne, John Gregory 1932-  V-80 

Dunne, Philip 1908-  DLB-26 

Dunning, Ralph Cheever 1878-1930 DLB-4 

Dunning, William A. 1857-1922 DLB-17 

Plunkett, Edward John Moreton Drax, 

Lord Dunsany 1878-1957  DLB-10 

Duranty, Walter 1884-1957 DLB-29 

Durrell, Lawrence 1912-  DLB-15, 27 

Durrell, William [publishing house] DLB-49 

Dutton, E. P., and Company DLB-49 

Duvoisin, Roger 1904-1980 DLB-61 

Duyckinck, Evert A. 1816-1878 DLB-3 

Duyckinck, George L. 1823-1863 DLB-3 

Duyckinck and Company DLB-49 

Dwight, John Sullivan 1813-1893 DLB-1 

Dwight, Timothy 1752-1817 DLB-37 

Dyer, Charles 1928-  DLB-13 

Dylan, Bob 1941-  DLB-16 

E 

Eager, Edward 1911-1964 DLB-22 

Earle, James H., and Company Dl.B-49 

Early American Book Illustration, 

by Sinclair Hamilton DLB-49 

Eastlake, William 1917-  DLB-6 

Eastman, (iarol ?-  1)LB-44 

Eberhart, Richard 1904-  DLB-48 

Ebon 1942-  DLB-41 

Ecco Press DLB-46 

Edes, Benjamin 1732-1803  DLB-43 

Edgar, David 1948-   DLB-13 

I he Editor Publishing Company DLB-49 

Edmonds, Randol|)h 1900-  DLB-5 1 

Edmonds, Walter 1). 1903-  DLB-9 
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Kciscliniicl, Kasiniir 1890-1966 DLB-56 

P'xlwards, joiiathan 1703-1758 DLB-24 

Edwards, Jonathan, Jr. 1745-1801 DLB-37 

Edwards, Jnnius 1929-  DLB-33 

El finger, (ieorge Alec 1947-  I)LB-8 

Eggleston, Edward 1837-1902  DLB-12 

1873 Publishers’ Cxitalogues DLB-49 

Eighteenth-Century Aesthetic Theories DLB-31 

Eighteenth-Century Philosophical 

Background DLB-31 

Eigner, Larry 1927-  DLB-5 

Eklund, Gordon 1945-  Y-83 

Elder, Lonne III 1931-  DLB-7, 38, 44 

Elder, Paul, and Company DLB-49 

FAernents of Rhetoric (1828; revised, 1846), 

by Richard Whately [excerpt] DLB-57 

Eliot, George 1819-1880 DLB-21, 35, 55 

Eliot, John 1604-1690  DLB-24 

Eliot, T. S. 1888-1965  DLB-7, 10, 45 

Elkin, Stanley 1930-  DLB-2, 28; Y-80 

Ellet, Elizabeth E. 1818P-1877  DLB-30 

Elliott, Janice 1931-  DLB-14 

Elliott, William 1788-1863  DLB-3 

Elliott, Thornes and Talbot DLB-49 

Ellis, Edward S. 1840-1916  DLB-42 

Ehe George H. Ellis Company DLB-49 

Ellison, Harlan 1934-  DLB-8 

Ellison, Ralph 1914-  DLB-2 

Emanuel, James Andrew 1921-  DLB-41 

Emerson, Ralph Waldo 1803-1882  DLB-1, 59 

Emerson, William 1769-1811 DLB-37 

Empson, William 1906-1984 DLB-20 

Ehe End of English Stage Censorship, 

1945-1968 DLB-13 

Engel, Marian 1933-1985 DLB-53 

Engle, Paul 1908-  DEB-48 

English Composition and Rhetoric (1866), 

by Alexander Bain [excerpt] DLB-57 

Ehe English Renaissance of Art (1908), 

by Oscar Wilde DLB-35 

Enright, 1). J. 1920-  DLB-27 

Enright, Elizabeth 1909-1968 DLB-22 

L’Envoi (1882), by Oscar Wilde DLB-35 

Epps, Bernard 1936-  DLB-53 

Epstein, Julius 1909- and 

Epstein, Philip 1909-1952 DLB-26 

Equiano, Olaudah circa 1745-1797  DLB-37, 50 

Erskine, John 1879-1951  DLB-9 

Ervine, St.John Greer 1883-1971  DLB-10 

Eshleman, Clayton 1935-  DLB-5 

Ess Ess Publishing Company DLB-49 

Essay on Chatterton (1842), 

by Robert Browning DLB-32 

Estes, Eleanor 1906-  DLB-22 

Estes and Lauriat DLB-49 

Ets, Marie Hall 1893-  DLB-22 

Eugene O’Neill Memorial Theater Center DLB-7 

Evans, Donald 1884-1921 DLB-54 

Evans, George Henry 1805-1856  DLB-43 

Evans, M., and Company DLB-46 

Evans, Mari 1923-  DLB-41 

Evans, Mary Ann (see Eliot, George) 

Evans, Nathaniel 1742-1767  DLB-31 

Evans, Sebastian 1830-1909 DLB-35 

Everett, Alexander Hill 1790-1847  DLB-59 

Everett, Edward 1794-1865 DLB-1, 59 

Everson, William 1912-  DLB-5, 16 

Every Man His Own Poet; or. The 

Inspired Singer’s Recipe Book (1877), 

by W. H. Mallock DLB-35 

Ewart, Gavin 1916-  DLB-40 

Ewing, Juliana Horatia 1841-1885 DLB-21 

Exley, Pd ederick 1929-  Y-81 

Experiment in the Novel (1929), 

by John D. Beresford DLB-36 

F 

“E. Scott Eitzgerald; St. Paul’s Native Son 

and Distinguished American Writer”: 

University of Minnesota Conference, 

29-31 October 1982 Y-82 

Eaber, Erederick William 1814-1863 DLB-32 
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Fair, Ronald L. 1932-  DLB-33 

Fairfax, Beatrice (see Manning, Marie) 

Fallada, Hans 1893-1947  DLB-56 

Fancher, Betsy 1928-  Y-83 

Fane, Violet 1843-1905 DLB-35 

Fantasy Press Publishers DLB-46 

Fante, John 1909-1983  Y-83 

Farber, Norma 1909-1984 DLB-61 

Farley, Walter 1920-  DLB-22 

Farmer, Philip Jose 1918-  DLB-8 

Farquharson, Martha (see Finley, Martha) 

Farrar and Rinehart DLB-46 

Farrar, Straus and Giroux DLB-46 

Farrell, James T. 1904-1979 DLB-4, 9; DS-2 

Farrell, J.G. 1935-1979 DLB-14 

Fast, Howard 1914-  DLB-9 

Faulkner, William 1897-1962 

 DLB-9, 11, 44; DS-2; Y-86 

Fauset, Jessie Redmon 1882-1961  DLB-51 

Faust, Irvin 1924-  DLB-2, 28; Y-80 

Fawcett Books DLB-46 

Fearing, Kenneth 1902-1961  DLB-9 

Federal Writers’ Project DLB-46 

Federman, Raymond 1928-  Y-80 

Feiffer, Jules 1929-  DLB-7, 44 

Feinstein, Elaine 1930-  DLB-14, 40 

Fell, Frederick, Publishers DLB-46 

FYlton, Gornelius Gonway 1807-1862 DLB-1 

Fennario, David 1947-   DLB-60 

Fenno, John 1751-1798.- DLB-43 

Fenno, R. F., and Gompany DLB-49 

Fenton, james 1949-  DLB-40 

F'erher, FYlna 1885-1968 DLB-9, 28 

Ferdinand, Vallery HI (see Salaam, Kalamu ya) 

Ferguson, Sir Samuel 1810-1886  DLB-32 

Ferguson, William Scott 1875-1954 DLB-47 

Ferlinghetti, Lawrence 1919-  DLB-5, 16 

Fern, Fanny (see Parton, Sara 

Payson Willis) 

Ferret, F’., and (Company DLB-49 

Ferrini, Vincent 1913-  DLB-48 

Ferron, Jacques 1921-1985  DLB-60 

FYrron, Madeleine 1922-  DLB-53 

FYtridge and Gompany DLB-49 

Ficke, Arthur Davison 1883-1945 Dl.B-54 

Fiction Best-Sellers, 1910-1945  DLB-9 

Fiction into Film, 1928-1975; A List of Movies 

Based on the Works of Authors in 

British Novelists, 1930-1959  DL.B-15 

Fiedler, Ixslie 1917-  DLB-28 

Field, Eugene 1850-1895  DLB-23, 42 

Field, Nathan 1587-1619 or 1620 DLB-58 

Field, Rachel 1894-1942  DLB-9, 22 

A Field Guide to Recent Schools of 

American Poetry Y-86 

Fielding, Henry 1707-1754  DLB-39 

Fielding, Sarah 1710-1768 DL.B-39 

Fields, James Thomas 1817-1881 DI.B-1 

Fields, Julia 1938-  DL.B-41 

Fields, W. G. 1880-1946  DLB-44 

Fields, Osgood and Gompany DLB-49 

Fifty Penguin Years   Y-85 

Figes, Eva 1932-  DLB-14 

Eilson, John circa 1753-1788  Dl.B-37 

Eindley, Timothy 1930-  DI.B-53 

Finlay, Ian Hamilton 1925-  DEB-40 

Finley, Martha 1828-1909  DLB-42 

Finney, Jack 1911-  DLB-8 

Finney, Walter Braden (see Finney, Jack) 

Firhank, Ronald 1886-1926 DLB-36 

F'irmin, Giles 1615-1697  DLB-24 

First Strauss “lavings” Awarded to (iynthia 

Ozick and Raymond (kirver 

An Interview with Ciynthia Ozick 

An Interview with Raymond (iarver \'-83 

Fisher, (4ay (see Allen, Henry W.) 

Fisher, Dorothy Canfield 1879-1958 DLB-9 

Fisher, Leonard FAerett 1924-  DLB-61 

Fisher, Roy 1930-  DLB-40 

Fisher, Rudolph 1897-1934 DLB-51 

Fisher, Sydney (leorge 1856-1927  DLB-47 

Fisher, Vardis 1895-1968 DLB-9 
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Fiske, John 1608-1677  l)LB-24 

Fiske, John 1842-1901 I)FB-47 

Filch, I hoinas circa 1700-1774   1)LB-31 

Fitch, William Clyde 1865-1909  l)LB-7 

FitzCierald, Palward 1809-1888 I)FB-82 

Fitzgerald, F. Scott 1896-1940... l)LB-4, 9; Y-81; 1)8-1 

Fitzgerald, lYiielope 1916-  DLB-14 

Fitzgerald, Robert 1910-1985 Y-80 

Fitzgerald, Fhomas 1819-1891  l)LB-28 

Fitzgerald, Zelda Sayre 1900-1948 Y-84 

Fitzhugh, Louise 1928-1974  DLB-52 

Fitzhugh, William circa 1651-1701 DLB-24 

Flanagan, Fhomas 1923-  Y-80 

Flannel , Hildegarde 1899-1987  DLB-48 

Flannel , Janet 1892-1978 DLB-4 

Flavin, Martin 1883-1967 DLB-9 

Flecker, James Elroy 1884-1915  DLB-10, 19 

Fleeson, Doris 1901-1970 DLB-29 

FleiBer, Marieluise 1901-1974  DLB-56 

1 he Fleshly School of Poetry and Other 

Phenomena of the Day (1872), by Robert 

Buchanan DLB-35 

1 he Fleshly School of Poetry: Mr. D. G. 

Rossetti (1871), by Thomas Maitland 

(Robert Buchanan) DLB-35 

Fletcher, John (see Beaumont, Francis) 

Fletcher, John Gould 1886-1950 DLB-4, 45 

Flint, F. S. 1885-1960 DLB-19 

Follen, Eliza Lee (Cabot) 1787-1860  DLB-1 

Follett, Ken 1949-  Y-81 

Eollett Publishing Company DLB-46 

Eolsom, John West [publishing house] DLB-49 

Eoote, Horton 1916-  DLB-26 

Foote, Shelby 1916-  DLB-2, 17 

Forbes, Ckilvin 1945-  DLB-41 

Forbes, Ester 1891-1967 DLB-22 

Eorbes and (a)mpany  DLB-49 

f'orce, Peter 1790-1868  DLB-30 

Eorche, Ckirolyn 1950-  DLB-5 

Lord, (diaries Flenri 1913-  DLB-4, 48 

Lord, (airey 1902-1969 DLB-1 1 

Lord, Lord Madox 1873-1939  DLB-34 

Lord, J. B., and Caimpany DLB-49 

Lord, Jesse Hill 1928-  DLB-6 

Ford, John 1586-? DLB-58 

Fold, Worthington C. 1858-1941 DLB-47 

Fords, Howard, and Hulbert  DLB-49 

Foreman, (^arl 1914-1984  DLB-26 

Fornes, Marfa Irene 1930-  , DLB-7 

Forrest, Leon 1937-  DLB-33 

Forster, E. M. 1879-1970  DLB-34 

Eorten, Charlotte L. 1837-1914 DLB-50 

Eortune, T. Thomas 1856-1928  DLB-23 

Eosdick, Charles Austin 1842-1915  DLB-42 

Eoster, Genevieve 1893-1979  DLB-61 

Eoster, Hannah Webster 1758-1840  DLB-37 

Eoster, John 1648-1681 DLB-24 

Eoster, Michael 1904-1956 DLB-9 

Eour Essays on the Beat (ieneration, 

by John Clellon Holmes DLB-16 

Eour Seas Company DLB-46 

Eour Winds Press DLB-46 

Eowler and Wells Company DLB-49 

Eowles, John 1926-  DLB-14 

Eox, John, Jr. 1862 or 1863-1919  DLB-9 

Eox, Paula 1923-  DLB-52 

Eox, Richard K. [publishing house] DLB-49 

Eox, William Price 1926-  DLB-2; Y-81 

Eraenkel, Michael 1896-1957  DLB-4 

Erance, Richard 1938-  DLB-7 

Erancis, C. S. [publishing house] DLB-49 

Erancis, Couvers 1795-1863  DLB-1 

Erank, Leonhard 1882-1961 DLB-56 

Erank, Melvin (see Panama, Norman) 

Erank, Waldo 1889-1967  DLB-9 

Eranken, Rose 1895?-  \'-84 

Eranklin, Benjamin 1706-1790  DLB-24, 43 

Eranklin, James 1697-1735  DLB-43 

Eranklin Library DLB-46 

Frantz, Ralph Jules 1902-1979 DLB-4 

Fraser, C;.S. 1915-1980 DLB-27 

392 



DLB 61 Cumulative Index 

Frayn, Michael 1933-  DLB-13, 14 

Frederic, Harold 1856-1898  DLB-12, 23 

Freeman, Douglas Southall 1886-1953 DLB-17 

Freeman, Legh Richmond 1842-1915  DLB-23 

Freeman, Mary Wilkins 1852-1930  DLB-12 

French, David 1939-  DLB-53 

French, James [publishing house] DLB-49 

French, Samuel [publishing house] DLB-49 

Freneau, Philip 1752-1832 DLB-37, 43 

F riedman, Bruce Jay 1930-  DLB-2, 28 

Friel, Brian 1929-  DLB-13 

Friend, Krebs 1895?-1967? DF.B-4 

Fringe and Alternative Theater 

in Great Britain DLB-13 

Fritz, Jean 1915-  DLB-52 

Frost, Robert 1874-1963 DLB-54 

Frothingham, (3ctavius Brooks 1822-1895 DLB-1 

Froude, James Anthony 1818-1894 DLB-18, 57 

Fry, Christopher 1907-  DLB-13 

Fuchs, Daniel 1909-  DLB-9, 26, 28 

4 he Fugitives and the Agrarians: 

4 he First Exhibition Y-85 

Fuller, Charles H., Jr. 1939-  DLB-38 

Fuller, Henry Blake 1857-1929 DLB-12 

Fuller, John 1937-  DLB-40 

Fuller, Roy 1912-  r\LB-15, 20 

Fuller, Samuel 1912-  ' DLB-26 

Fuller, Sarah Margaret, Marchesa 

D’Ossoli 1810-1850 DLB-1, 59 

Fulton, Len 1934-  Y-86 

Fulton, Robin 1937-  DLB-40 

Furman, Laura 1945-  Y-86 

Furness, William Henry 1802-1896 DLB-1 

Furthman, }ules 1888-1966 ‘ DLB-26 

I he Future of the Novel (1899), 

by Henry James DLB-18 

G 

Caddis, William 1922-  DLB-2 

Cag, Wanda 1893-1946 DLB-22 

Cagnon, Madeleine 1938-  DLB-60 

Caine, Hugh 1726-1807  DLB-43 

Caine, Hugh [publishing house] DLB-49 

Caines, Ernest J. 1933-  DLB-2, 33; Y-80 

Galaxy Science Fiction Novels DLB-46 

Gale, Zona 1874-1938  DLB-9 

Gallant, Mavis 1922-  DLB-53 

Callico, Paul 1897-1976 DLB-9 

Galsworthy, John 1867-1933 DLB-10, 34 

Calvin, Brendan 1938-  DLB-5 

Gambit DLB-46 

Gannett, Frank E. 1876-1957 DLB-29 

Cardam, Jane 1928-  DLB-14 

Carden, Alexander circa 1685-1756 DLB-31 

Gardner, John 1933-1982  DLB-2; Y-82 

Caris, Howard R. 1873-1962  DLB-22 

Garland, Hamlin 1860-1940 DLB-12 

Garneau, Michel 1939-  DLB-53 

Garnett, David 1892-1981 DLB-34 

Garraty, John A. 1920-  Dl.B-17 

Garrett, George 1929-  DI4T2, 5; Y-83 

Garrison, William Lloyd 1805-1879 DLB-1, 43 

Gascoyne, David 1916-  DLB-20 

Gaskell, Elizabeth Gdeghorn 1810-18(55 DLB-21 

Gass, William Howard 1924-  DLB-2 

Gates, Dons 1901-  DLB-22 

Gay, Ebenezer 1696-1787 DLB-24 

The (jay Sc mice (1866), 

by E. S. Dallas [excerpt] DLB-2 1 

Gayarre, C4iarles E. A. 1805-1895   DLB-30 

Gayloid, Ciharles [publishing house] DLB-49 

Geddes, Gary 1940-  DLB-60 

Geddes, Virgil 1897-  DLB-4 

(leisel, Fheodor Seuss 1904-  DLB-61 

Geis, Bernard, Associates DLB-46 

Gelber, Jack 1932-  DLB-7 
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(;elllu)in, Martha 1908-  Y-82 

(ienis, l^ini 1925-  DLB-15 

A (iennal Idea of the College of Miraiiia (1753), 

by William Smith [excerpts] DLB-31 

(lenet, jean 1910-1980  Y-86 

(ieiiovese, Eugene D. 1930-  DLB-17 

(ient, Peter 1942-  Y-82 

(;eorge, Henry 1839-1897 DLB-23 

(ieorge, Jean Craighead 1919-  DLB-52 

(lerhardie, William 1895-1977 DLB-36 

(iernshack, Hugo 1884-1967  DLB-8 

Cierrish, Samuel [publishing house] DLB-49 

(ierrold, David 1944-  DLB-8 

(ieston, Mark S. 1946-  DLB-8 

Cibbon, l.ewis Grassic (see Mitchell, James Leslie) 

(hbbons, Floyd 1887-1939 DLB-25 

(iibson, (iraeme 1934-  DLB-53 

(hbson, Wilfrid 1878-1962 DLB-19 

(hbson, William 1914-  DLB-7 

Ciiguere, Diane 1937-  DLB-53 

(iiguere, Roland 1929-  DLB-60 

Ciill, William F., Company DLB-49 

(hllespie, A. Lincoln, Jr. 1895-1950  DLB-4 

Ciilliam, Florence ?-? DLB-4 

(iilliatt, Penelope 1932-  DLB-14 

(hllott, Jacky 1939-1980  DLB-14 

(hlman, Caroline H. 1794-1888  DLB-3 

(hlman, W. and |. [publishing house] DLB-49 

(iiliner, Elizabeth Meriwether 1861-1951  DLB-29 

(dimer, Francis Walker 1790-1826  DLB-37 

(dlroy, Frank D. 1925-  DLB-7 

(iinsberg, Allen 1926-  DLB-5, 16 

Cdovanni, Nikki 1943-  DLB-5, 41 

Cdpson, Lawrence Henry 1880-1971 DLB-17 

(iissing, (ieorge 1857-1903  DLB-18 

(iladstone, William Ewart 1809-1898  DLB-57 

(ilanville, Brian 1931-   DLB-15 

(ilapthorne, Henry 1610-1643? DLB-58 

(ilasgow, Ellen 1873-1945  DLB-9, 12 

(ilaspell, Susan 1882-1948 DLB-7, 9 

(ilass, Montague 1877-1934  DLB-11 

(ilauser, Friedrich 1896-1938 DLB-56 

F. Cileason’s Publishing Hall DLB-49 

(iliick, Louise 1943-  DLB-5 

(k)clbout, Jacques 1933-  DLB-53 

(k)ddard, Morrill 1865-1937 DLB-25 

(iodclard, William 1740-1817 DLB-43 

(k)dey and McMichael ^ DLB-49 

Godfrey, Dave 1938-  DLB-60 

Godfrey, Lhomas 1736-1763  DLB-31 

Gocline, David R., Publisher DLB-46 

Ck)dwin, (^ail 1937-  DLB-6 

Godwin, Parke 1816-1904  DLB-3 

(Godwin, William 1756-1836  DLB-39 

(Toffe, Thomas circa 1592-1629  DLB-58 

Cioffstein, M. B. 1940-  DLB-61 

(k)garty, Oliver St. John 1878-1957  DLB-15, 19 

(;oines, Donald 1937-1974 DLB-33 

Go\d, Herbert 1924-  DLB-2; Y-81 

C;old, Michael 1893-1967  DLB-9, 28 

Goldberg, Dick 1947-  DLB-7 

Golding, William 1911-  DLB-15 

(k:)lclman, William 1931-  DLB-44 

Goldsmith, Oliver 1730 or 1731-1774  DLB-39 

Goldsmith Publishing Ck^mpany DLB-46 

Ciomme, Laurence James 

[publishing house] DLB-46 

Lhe Goodman Theatre DLB-7 

Goodrich, Frances 1891-1984 and 

Hackett, Albert 1900-  DLB-26 

(ioodrich, S. G. [publishing house] DLB-49 

(k)odrich, Samuel Ciriswold 1793-1860 DLB-1, 42 

(k)odspeed, C. E., and (Company DLB-49 

(k)odwin, Stephen 1943-  Y-82 

(k)okin, Daniel 1612-1687 DLB-24 

(k)rdon, Caroline 1895-1981  DLB-4, 9; Y-81 

(k)rdon, (kies 1940-  DLB-14 

(k)rdon, Mary 1949-  DLB-6; Y-81 

(k)rdone, CJiaiies 1925-  DLB-7 

(iorey, Edward 1925-  DLB-61 

(k)sse, Edmund 1849-1928  DLB-57 
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Gould, Wallace 1882-1940 DLB-54 

(;oyen, William 1915-1983 l)LB-2; Y-83 

Grady, Henry W. 1850-1889  l)LB-23 

(iraf, Oskar Maria 1894-1967  DLB-56 

Graham, W. S. 1918-  DLB-20 

Chaham, William H. [publishing house] DLB-49 

Cirahame, Kenneth 1859-1932 DLB-34 

Gramatky, Hardie 1907-1979 DLB-22 

Granich, Irwin (see Gold, Michael) 

Grant, Harry J. 1881-1963  DLB-29 

Grant, James Edward 1905-1966  DLB-26 

Grasty, Gharles H. 1863-1924  DLB-25 

Grau, Shirley Ann 1929-  DLB-2 

Graves, John 1920-  Y-83 

Graves, Richard 1715-1804 DLB-39 

Graves, Robert 1895-1985  DLB-20; Y-85 

Gray, Asa 1810-1888  DLB-1 

Gray, David 1838-1861  DLB-32 

Gray, Simon 1936-  DLB-13 

Grayson, William J. 1788-1863  DLB-3 

The Great War and the Theater, 1914-1918 

[Great Britain] DLB-10 

Greeley, Horace 181 1-1872 DLB-3, 43 

Green, Adolph (see Comden, Betty) 

Green, Duff 1791-1875 DLB-43 

Green, Gerald 1922-  DLB-28 

Green, Henry 1905-1973  DLB-15 

Green, Jonas 1712-1767  DLB-31 

Green, Joseph 1706-1780 ' DLB-31 

Cheen, Julien 1900-  DLB-4 

(heen, Paul 1894-1981 DLB-7, 9; Y-81 

Green, L. and S. [publishing house] DLB-49 

Green, 1 imothy [publishing house] DLB-49 

(ireenberg: Publisher DLB-46 

Green Eiger Press DLB-46 

(h-eene, Asa 1789-1838 DLB-1 1 

Greene, Benjamin H. [puhlishing house] DLB-49 

Greene, Graham 1904-  DLB-13, 15; Y-85 

Greenhow, Robert 1800-1854  DLB-30 

Greenough, Hoiatio 1805-1852  DLB-1 

(ireenwell, Dora 1821-1882  DLB-35 

Green willow Books DLB-46 

Greenwood, Grace (see Lippincott, Sara Jane (ilarke) 

(heenwood, Walter 1903-1974  DLB-10 

Greer, Ben 1948-  DLB-6 

Greg, W. R. 1809-1881 DLB-55 

Gregg Press DLB-46 

Pei sse, Isabella Augusta, 

Lady Gregory 1852-1932 DLB-10 

Gregory, Horace 1898-1982  DLB-48 

Grey, Zane 1872-1939  DLB-9 

Grieve, C. M. (see MacDiarmid, Hugh) 

Griffith, Elizabeth 1727P-1793 DLB-39 

Griffiths, Trevor 1935-  DLB-13 

Griggs, S. C., and Company DLB-49 

Griggs, Sutton Elbert 1872-1930 DLB-50 

Grigson, Geoffrey 1905-  DLB-27 

Grimke, Angelina Weld 1880-1958 DLB-50, 54 

Griswold, Rufus Wilmot 1815-1857 DLB-3, 59 

Gross, Milt 1895-1953  DLB-11 

Grosset and Dunlap DLB-49 

Grossman Publishers DLB-46 

Grove Press DLB-46 

Grubb, Davis 1919-1980 DLB-6 

Gruelle, Johnny 1880-1938 DLB-22 

Guare, John 1938-  DLB-7 

Guest, Barbara 1920-  DLB-5 

Guiney, Louise Imogen 1861-1920  DLB-54 

Guiterman, Arthur 1871-1943 DLB-1 1 

Gunn, Bill 1934-  DLB-38 

Gunn, James E. 1923-  DLB-8 

Gunn, Neil M. 1891-1973  DLB-15 

Gunn, I horn 1929-  DLB-27 

Gunnars, Krisljana 1948-  DLB-60 

Gurik, Robert 1932-  DLB-60 

Guthrie, A. B., Jr. 1901-  DLB-6 

Guthrie, Ramon 1896-1973 DLB-4 

I he Guthrie I heater DLB-7 

Chiy, Ray 1939-  DLB-60 

Guy, Rosa 1925-   DLB-33 
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Ciwynne, Krskine 1898-1948 DLB-4 

(;ysin, Brion 1916-  I)LB-16 

H 

H. 1). (see Doolittle, Hilda) 

Hackett, Albert (see (ioodrich, Frances) 

Hailey, Arthur 1920-  Y-82 

Haines, John 1924-  DLB-5 

Hake, 1 hoinas Gordon 1809-1895  DLB-32 

Haldeman, Joe 1943-  DLB-8 

Haldeman-Julius Company DLB-46 

Hale, E.}., and Son DLB-49 

Hale, Edward Everett 1822-1909 DLB-1, 42 

Hale, Eeo Thomas (see Ebon) 

Hale, Eucretia Peabody 1820-1900  DLB-42 

Hale, Nancy 1908-  Y-80 

Hale, Sarah Josepha (Buell) 1788-1879 DLB-1, 42 

Haley, Alex 1921-  DLB-38 

Haliburton, Thomas Chandler 1796-1865 DLB-11 

Hall, Donald 1928-  DLB-5 

Hall, Samuel [publishing house] DLB-49 

Hallam, Arthur Henry 1811-1833 DLB-32 

Halleck, Litz-Creene 1790-1867  DLB-3 

Hallmark Editions DLB-46 

Halper, Albert 1904-1984  DLB-9 

Halstead, Murat 1829-1908 DLB-23 

Hamburger, Michael 1924-  DLB-27 

Hamilton, Alexander 1712-1756 DLB-31 

Hamilton, Alexander 1755?-1804 DLB-37 

Hamilton, Cicely 1872-1952  DLB-10 

Hamilton, Edmond 1904-1977  DLB-8 

Hamilton, Cail (see (Corcoran, Barbara) 

Hamilton, Ian 1938-  DLB-40 

Hamilton, Patrick 1904-1962  DLB-10 

Hamilton, Virginia 1936-  DLB-33, 52 

Hammon, Jupiter 171 1-died between 

1790 and 1806  DLB-31, 50 

Hammond, John P-1663 DLB-24 

Hainner, Earl 1923-  DLB-6 

Hampton, (Tristopher 1946-  DLB-13 

Handlin, Oscar 1915-  DLB-17 

Hankin, St. John 1869-1909 DLB-10 

Hanley, Clilford 1922-  DLB-14 

Hannah, Barry 1942-  DLB-6 

Hannay, James 1827-1873 DLB-21 

Hansberry, Lorraine 1930-1965  DLB-7, 38 

Harcourt Brace Jovanovich  DLB-46 

Hardwick, Elizabeth 1916-  DLB-6 

Hardy, Thomas 1840-1928 DLB-18, 19 

Hare, David 1947-  DLB-13 

Hargrove, Marion 1919-  DLB-11 

Harlow, Robert 1923-  DLB-60 

Harness, Charles L. 1915-  DLB-8 

Harper, Lrances Ellen Watkins 

1825-1911 DLB-50 

Harper, Michael S. 1938-  DLB-41 

Harper and Brothers DLB-49 

Harris, Benjamin ?-circa 1720  DLB-42, 43 

Harris, George Washington 1814-1869 DLB-3, 11 

Harris, Joel Chandler 1848-1908 DLB-11, 23, 42 

Harris, Mark 1922-  DLB-2; Y-80 

Harrison, Lrederic 1831-1923  DLB-57 

Harrison, Harry 1925-  DLB-8 

Harrison, James P., Company DLB-49 

Harrison, Jim 1937-   Y-82 

Harrison, Paul Carter 1936-  DLB-38 

Harrison, Tony 1937-  DLB-4() 

Harrisse, Henry 1829-1910 DLB-47 

Harsent, David 1942-  DLB-4() 

Hart, Albert Bushnell 1854-1943 DLB-17 

Hart, Moss 1904-1961 DLB-7 

Hart, Oliver 1723-1795 DLB-31 

Harte, Bret 1836-1902 DLB-12 

Hartlaub, Lelix 1913-1945 DLB-56 

Hartley, L. P. 1895-1972  DLB-15 

Hartley, Marsden 1877-1943  DLB-54 

Hartmann, Sadakichi 1867-1944 DLB-54 

Harwood, Lee 1939-  DLB-40 

Harwood, Ronald 1934-  DLB-13 
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Haskins, C>harles Homer 1870-1937 DLB-47 

A Haughty and Proud Cieneration (1922), 
by Ford Madox Hneffer I)LB-3(S 

Hanser, Marianne 1910-  Y-83 

Hawker, Robert Stephen 1803-1875 Dl.B-32 

Hawkes, John 1925-  DLB-2, 7; Y-80 

Hawkins, Walter F.verette 1883-? DLB-50 

Hawthorne, Nathaniel 1804-1864  DLB-1 

Hay, John 1838-1905 DLB-12, 47 

Hayden, Robert 1913-1980 DLB-5 

Hayes, John Michael 1919-  DLB-26 

Hayne, Paul Hamilton 1830-1886  DLB-3 

Haywood, Eliza 1693?-1756  DLB-39 

Hazard, Willis P. [publishing house] DLB-49 

Hazzard, Shirley 1931-  Y-82 

Headley, Joel T. 1813-1897  DLB-30 

Heaney, Seamus 1939-  DLB-40 

Heard, Nathan C. 1936-  DLB-33 

Hearn, Lafcadio 1850-1904 DLB-12 

Hearst, William Randolph 1863-1951  DLB-25 

Heath, Catherine 1924-  DLB-14 

Heath-Stubbs, John 1918-  DLB-27 

Hebert, Jacques 1923-  DLB-53 

Hecht, Anthony 1923-  DLB-5 

Hecht, Ben 1894-1964 DLB-7, 9, 25, 26, 28 

Hecker, Isaac I homas 1819-1888  DLB-1 

Hedge, Frederic Henry 1805-1890  DLB-1, 59 

Heidish, Marcy 1947-  Y-82 

Heinlein, Robert A. 1907-  DLB-8 

Heller, Joseph 1923-  DLB-2, 28; Y-80 

Heilman, Lillian 1906-1984 DLB-7; Y-84 

H el prill, Mark 1947-  Y-85 

Helwig, David 1938-  DLB-60 

H emingway, Ernest 
1899-1961 DLB-4, 9; Y-81; DS-1 

Hemingway: I wenty-Five Years Later Y-85 

Henchman, Daniel 1689-1761 DLB-24 

Henderson, Alice (airbin 1881-1949 DLB-54 

Henderson, David 1942-  DLB-4 1 

Henderson, (ieorge Wylie 1904-  DLB-51 

Henderson, /enna 1917-  DLB-8 

Henley, Beth 1952-  \’-86 

Henley, William Ernest 1849-1903  DLB-19 

Henry, Buck 1930-  DLB-26 

Henry, Marguerite 1902-  DLB-22 

Henry, Robert Selph 1889-1970 DLB-17 

Henry, Will (see Allen, Henry W.) 

Henty, G. A. 1832-1902  DLB-18 

Hentz, Caroline Lee 1800-1856 DI>B-3 

Herbert, Alan Patrick 1890-1971  DLB-10 

Herbert, Frank 1920-1986 DLB-8 

Herbert, Henry William 1807-1858 DLB-3 

Herbert, John 1926-  DLB-53 

Herbst, Josephine 1892-19(^9 DLB-9 

Hercules, Frank E. M. 1917-  DLB-33 

Herder, B., Book Company DLB-49 

Hergesheimer, Joseph 1880-1954  DLB-9 

Heritage Press DLB-46 

Hernton, Calvin C. 1932-  DLB-38 

“The Hero as Man of Letters: Johnson, 
Rousseau, Burns” (1841), by Thomas 
Carlyle [excerpt] DLB-57 

The Hero as Poet. Dante; Shakspeare (1841), 
by Thomas Carlyle DLB-32 

Herrick, E. R., and (4)mpany DLB-49 

Herrick, Robert 18(58-1938  DLB-9, 12 

Herrick, William 1915-  Y-83 

Herrmann, John 1900-1959 DLB-4 

Hersey, John 1914-  DLB-6 

Hewat, Alexander circa 1743-circa 1824 DLB-30 

Hewitt, John 1907-  DLB-27 

Hewlett, Maurice 1861-1923 DLB-34 

Heyen, William 1940-  DLB-5 

Heyward, Dorothy 1890-1961 and 
Heyward, DuBose 1885-1940  DLB-7 

Heyward, DuBose 1885-1940 DLB-7, 9, 45 

Higgins, Aidan 1927-  DLB-14 

Higgins, Colin 1941-  DLB-26 

Higgins, (ieorge V. 1939-  DLB-2; \-8 1 

Higginson, Fhomas W'entworth 1822-191 1 DLB-1 

High water, Jamake 1942?- 
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Hildreth, Richard 1807-1865 

DLB-52; Y-85 

DLB-1, 30, 59 
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Hill, (;e()nit7 1932-  l)LB-4() 

Hill, (icoige M., (4)inpany Dl.B-49 

Hill, “Sir” John 1714P-1775 I)LB-39 

Hill, Lawrence, and Ca)inpany, Publishers I)LB-46 

Hill, Leslie 1880-1960  DLB-51 

Hill, Susan 1942-   1)LB-14 

Hill, Walter 1942-  DLB-44 

Hill and Wang DLB-46 

Hilliard, (iray and Company DLB-49 

Hillyer, Robert 1895-1961 DLB-54 

Hilton, James 1900-1954  DLB-34 

Hilton and Company DLB-49 

Himes, Chester 1909-1984 DLB-2 

Hine, Daryl 1936-  DLB-60 

The History oj the Adventures of Joseph Andrews 

(1742), by Henry Fielding [excerpt] DLB-39 

Hoagland, Edward 1932-  DLB-6 

Hoagland, Everett H. Ill 1942-  DLB-41 

Hoban, Russell 1925-  DLB-52 

Hobsbaum, Philip 1932-  DLB-40 

Hobson, Laura Z. 1900-  DLB-28 

Hochman, Sandra 1936-  DLB-5 

Hodgins, Jack 1938-  DLB-60 

Hodgman, Helen 1945-  DLB-14 

Hodgson, Ralph 1871-1962 DLB-19 

Hoflenstein, Samuel 1890-1947  DLB-11 

Hoffman, Charles Fenno 1806-1884 DLB-3 
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Movement  DLB-38 

Loos, Anita 1893-1981 DLB-11, 26; Y-81 

Lopate, Phillip 1943-  Y-80 

The Lord Chamherlain’s Office and Stage 

Censorship in England DLB-10 

Lorde, Andre 1934-  DLB-41 

Loring, A. K. [publishing house] DLB-49 

Loring and Mnssey DLB-46 

Lossing, Benson J. 1813-1891 DLB-30 

Lothrop, D., and Company DLB-49 

Lothrop, Harriet M. 1844-1924  DLB-42 

The Lounger, no. 20 (1785), by Henry 

Mackenzie DLB-39 

Lovell, John W., Company DLB-49 

Lovell, Coryell and Company DLB-49 

Lovingood, Sut (see Harris, George Washington) 

Low, Samuel 1765-?  DLB-37 

Lowell, Amy 1874-1925  DLB-54 

Lowell, James Russell 1819-1891  DLB-1, 11 

Lowell, Robert 1917-1977  DLB-5 

Lowenfels, Walter 1897-1976 DLB-4 

Lowry, Lois 1937-  DLB-52 

Lowry, Malcolm 1909-1957 DLB-15 

Lowther, Pat 1935-1975  DLB-53 

Loy, Mina 1882-1966 DLB-4, 54 

Lucas, Fielding, Jr. [publishing house] '.. DLB-49 

Luce, John W., and Company DLB-46 

Lucie-Smith, Edward 1933-  DLB-40 

Ludlum, Robert 1927-  Y-82 

Ludwig, Jack 1922-  DLB-60 

Luke, Peter 1919-   DLB-13 

I he F. M. Lu[)ton Publishing (Company DLB-49 

Lurie, Alis(m 1926-  DLB-2 

Lyon, Matthew 1749-1822 DLB-43 

Lytle, Andrew 1902-   DLB-6 

Lytton, Edward (see Bulwer-Lytton, Edward) 

Lytton, Edward Robert Bulwer 1831-1891 .... DLB-32 

M 

Mac A’Ghohhainn, lain (see Smith, Iain (aichton) 

MacArthur, (diaries 1895-1956 DLB-7, 25, 44 

Macaulay, David 1945-  DLB-(')1 

Macaulay, Rose 1881-1958 DLB-3(i 

Macaulay, Ehomas Bahington 1800-1859.. .DLB-32, 55 

Macaulay Caimpany DLB-46 

MacBeth, (ieorge 1932-  DLB-40 

MacCaig, Norman 1910-  DLB-27 

MacDiarmid, Hugh 1892-1978  DLB-20 

MacDonald, Cieorge 1824-1905 DLB-18 

MacDonald, John D. 1916-1986  DLB-8; Y-86 

MacEwen, Gwendolyn 1941-  DLB-53 

Macfadden, Bernarr 1868-1955  DLB-25 

Machen, Arthur Llewelyn {ones 1863-1947 ... DLB-36 

Macinnes, Colin 1914-1976 DLB-14 

MacKaye, Percy 1875-1956  DLB-54 

Macken, Walter 1915-1967  DLB-13 

Mackenzie, Compton 1883-1972 DLB-34 

Mackenzie, Henry 1745-1831 DLB-39 

Mackey, William Wellington 1937-  DLB-38 

MacLean, Katherine Anne 1925-  DLB-8 

MacLeish, Archibald 1892-1982 ....DLB-4, 7, 45; Y-82 

MacLeod, Alistair 1936-  DLB-()0 

Macleod, Norman 1906-  DLB-4 

4 he Macmillan (Company DLB-49 

MacNamara, Brinsley 1890-1963  DLB-10 

MacNeice, Louis 1907-1963  DLB-10, 20 

Macpherson, Jay 1931-  DLB-53 

Macpherson, Jeanie 1884-194(i D14C44 

Macrae Smith C.ompany DLB-4() 

Macy-Masius  DlJC4(i 

Madden, David 1933-  DLB-(i 

Maddow, Ben 1909-  DLB-44 

Madhuhuti, Haki R. 1942-  DLB-5, 41 

Madi.son, James 1751-183() DLB-37 

Mahan, Allred I hayer 1840-1914  DLB-47 

Maheux-Eorcier, l.ouise 1929-   DLB-tiO 
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Mahin, John Lee 1902-1984 I)LB-44 

Mahon, Derek 1941-  DLB-4() 

Mailer, Norman 1923- 
 l)LB-2, 10, 28; Y-8(), 83; DS-3 

Maillet, Antoine 1929-  DLB-6() 

Main Selections of the Book-ol-the-Month (4ub, 

1920-1945 l)LB-9 

Main 1 rends in 1 wentieth-CAmtnry 

Book (4ubs DLB-40 

Mainwaring, Daniel 1902-1977  DLB-44 

Major, Andre 1942-  DLB-00 

Major, C4arence 1930-  DLB-33 

Major, Kevin 1949-  DLB-00 

Major Books DLB-40 

Makemie, Francis circa 1058-1708 DLB-24 

Malamnd, Bernard 1914-1980 DLB-2, 28; Y-80, 80 

Mallock, W. H. 1849-1923 DLB-18, 57 

Malone, Dumas 1892-1980  DLB-17 

Malzberg, Barry N. 1939-  DLB-8 

Mamet, David 1947-  DLB-7 

Mandel, Eli 1922-  DLB-53 

Manfred, Frederick 1912-  DLB-0 

Mangan, Sherry 1904-1901 DLB-4 

Mankiewicz, Herman 1897-1953 DLB-20 

Mankiewicz, joseph L. 1909-  DLB-44 

Mankowitz, Wolf 1924-   DLB-15 

Manley, Delariviere 1072?-1724  DLB-39 

Mann, Ahby 1927-  DLB-44 

Mann, Horace 1790-1859 DLB-1 

Mann, Klaus 1900-1949  DLB-50 

Manning, Marie 1873?-1945 DLB-29 

Manning and Loring DLB-49 

Mano, D. Keith 1942-  DLB-0 

Manor Books DLB-40 

March, William 1893-1954 DLB-9 

Marchessault, Jovette 1938-  DLB-00 

Marcus, Frank 1928-  DLB-13 

Marek, Richard, Books DLB-40 

Marion, Frances 1880-1973 DLB-44 

Marius, Richard C7 1933-  Y-85 

File Mark Faper P'orum DLB-7 

Markfield, Wallace 1920-  DLB-2, 28 

Markham, Edwin 1852-1940 DLB-54 

Marlatt, Daphne 1942-  DLB-00 

Marmion, Shakerley 1003-1039 DLB-58 

Marquand, John P. 1893-1900 DLB-9 

Marquis, Don 1878-1937  DLB-1 1, 25 

Marryat, Erederick 1792-1848 DLB-21 

Marsh, George Perkins 1801-1882 DLB-1 

Marsh, James 1794-1842  DLB-1, 59 

Marsh, Capen, Lyon and Webb DLB-49 

Marshall, Edward 1932-  DLB-10 

Marshall, James 1942-  DLB-01 

Marshall, Paule 1929-  DLB-33 

Marshall, Tom 1938-  DLB-00 

Marston, John 1570-1034 DLB-58 

Marston, Philip Bourke 1850-1887  DLB-35 

Martien, William S. [publishing house] DLB-49 

Martin, Abe (see Hubbard, Kin) 

Martin, Claire 1914-  DLB-00 

Martineau, Harriet 1802-1870 DLB-21, 55 

Martyn, Edward 1859-1923 DLB-10 

Marvin X 1944-  DLB-38 

Marzials, Theo 1850-1920 DLB-35 

Maseheld, John 1878-1907  DLB-10, 19 

Mason Brothers DLB-49 

Massey, Gerald 1828-1907 DLB-32 

Massinger, Philip 1583-1040 DLB-58 

Masters, Edgar Lee 1808-1950  DLB-54 

Mather, Cotton 1003-1728 DLB-24, 30 

Mather, Increase 1039-1723 DLB-24 

Mather, Richard 1590-1009  DLB-24 

Matheson, Richard 1920-  DLB-8, 44 

Matheus, John E. 1887-  DLB-51 

Mathews, (Cornelius 1817-1889  DLB-3 

Mathias, Roland 1915-  DLB-27 

Mathis, June 1892-1927  DLB-44 

Mathis, Sharon Bell 1937-  DLB-33 

Matthews, jack 1925-  DLB-0 

Matthews, William 1942-  DLB-5 

Matthiessen, Peter 1927-  DLB-0 
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Maugham, W. Somerset 1874-1965 DLB-10, 36 

Maurice, Frederick Denison 1805-1872 DLB-55 

Maury, James 1718-1769  Dl.B-31 

Mavor, Elizabeth 1927-  DLB-14 

Mavor, Osborne Henry (see Bridie, jaines) 

Maxwell, H. [publishing house] DLB-49 

Maxwell, William 1908-  Y-80 

May, Elaine 1932-  DLB-44 

May, I homas 1595 or 1596-1650 DLB-58 

Mayer, Mercer 1943-  DLB-61 

Mayer, O. B. 1818-1891 DLB-3 

Mayes, Wendell 1919-  DLB-26 

Mayfield, Julian 1928-1984  DLB-33; Y-84 

Mayhew, Henry 1812-1887 DLB-18, 55 

Mayhew, Jonathan 1720-1766  DLB-31 

Mayne, Seymour 1944-  DLB-60 

Mayor, Flora Macdonald 1872-1932 DLB-36 

Mazursky, Paul 1930-  DLB-44 

McAlmon, Robert 1896-1956 DLB-4, 45 

McBride, Robert M., and CYimpany DLB-46 

McCaffrey, Anne 1926-  DLB-8 

McCarthy, Cormac 1933-  DLB-6 

McCarthy, Mary 1912-  DLB-2; Y-81 

McCay, Winsor 1871-1934 DLB-22 

McClatchy, C. K. 1858-1936 DLB-25 

Mc(4ellan, George Marion 1860-1934  DLB-50 

McCloskey, Robert 1914-  DLB-22 

McClure, Jc^anna 1930-  DLB-16 

McCilure, Michael 1932-  DLB-16 

McCilure, Phillips and Company DLB-46 

McCilurg, A. (7, and (Company DLB-49 

McCluskey, John A., Jr. 1944-  DLB-33 

Mc(iord, David 1897-  DLB-61 

Mc(5)rkle, Samuel Eusebius 1746-1811  DLB-37 

McCormick, Anne O’Hare 1880-1954  DLB-29 

McCormick, Robert R. 1880-1955  DLB-29 

McCoy, Horace 1897-1955  DLB-9 

McCullagh, Joseph B. 1842-1896 DLB-23 

McCullers, Carson 1917-1967  DLB-2, 7 

McDonald, Forrest 1927-   DLB-17 

McDowell, Obolensky DLB-46 

McEwan, Ian 1948-   DLB-14 

Mck'adden, David 1940-  DLB-60 

McCiahern, John 1934-  DLB-14 

McCieehan, W. O. 1879-1933  DLB-25 

McGill, Ralph 1898-1969  DLB-29 

McGinley, Phyllis 1905-1978 DLB-11, 48 

McGirt, James E. 1874-1930 DLB-50 

McGough, Roger 1937-  DLB-40 

McGraw-Hill DLB-46 

McGuane, Thomas 1939-  DLB-2; Y-80 

McGuckian, Medbh 1950-  DLB-40 

McGuffey, William Holmes 1800-1873  DLB-42 

Mcllvanney, William 1936-  DLB-14 

McIntyre, 0.0. 1884-1938 DLB-25 

McKay, Claude 1889-1948 DLB-4, 45, 51 

The David McKay Company DLB-49 

McKean, William V. 1820-1903 DLB-23 

McKinley, Robin 1952-  DLB-52 

McLaverty, Michael 1907-  DLB-15 

McLean, John R. 1848-1916 DLB-23 

McLean, William L. 1852-1931 DLB-25 

McLoughlin Brothers DLB-49 

McMaster, John Bach 1852-1932  DLB-47 

McMurtry, Larry 1936-  DLB-2; Y-80 

McNally, Terrence 1939-  DLB-7 

McNeil, Florence 1937-  DLB-60 

McPherson, James Alan 1943-   1)LB-38 

McPherson, Sandra 1943-  \’-86 

McWhirter, Cieorge 1939-  DLB-60 

Mead, Matthew 1924-  DLB-40 

Mead, Faylor ?-  DLB-16 

Medill, Joseph 1823-1899 DLB-43 

Medoff, Mark 1940-  DLB-7 

Meek, Alexander Beaufort 1814-1865 DLB-3 

Meinke, Peter 1932-  DLB-5 

Melanyon, Robert 1947-   DLB-60 

Meltzer, David 1937-   DLB-16 

Mellzer, Milton 1915-   DLB-61 

Melville, Herman 1819-1891  DLB-3 
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Memoirs of Life and Literature (1920), 

by W. H. Mallock [excerpt] l)LB-57 

Meiiekeii, H. L. 1880-1956  DLB-ll, 29 

Mercer, David 1928-1980 DLB-13 

Mercer, John 1704-1768  1)LB-31 

Meredith, C’.eorge 1828-1909  1)LB-18, 35, 57 

Meredith, Owen (see Lytton, P’dward Robert Bulwer) 

Meredith, William 1919-  DLB-5 

Meriwether, Louise 1923-  DLB-33 

Merriam, Lve 191(L  1)LB-61 

I he Merriam Ciompany DLB-49 

Merrill, James 192(5-  DLB-5; Y-85 

Merrill and Baker DLB-49 

I he Mershon Ca^mpany DLB-49 

Merton, Lhomas 1915-1968  DLB-48; Y-81 

Merwin, W. S. 1927-  DLB-5 

Messner, Julian [publishing house] DLB-46 

Metcalf, J. [publishing house] DLB-49 

Metcalf , John 1938-  DLB-60 

I he Methodist Book Concern DLB-49 

Mew, Charlotte 1869-1928 DLB-19 

Mewshaw, Michael 1943-  Y-80 

Meyer, Eugene 1875-1959 DLB-29 

Meynell, Alice 1847-1922 DLB-19 

Micheaux, Oscar 1884-1951  DLB-50 

Micheline, Jack 1929-  DLB-16 

Michener, James A. 1907?-  DLB-6 

Micklejohn, Ceorge circa 1717-1818 DLB-31 

Middleton, Cihristopher 1926-  DLB-40 

Middleton, Stanley 1919-  DLB-14 

Middleton, lhomas 1580-1627  DLB-58 

Miegel, Agnes 1879-1964 DLB-56 

Miles, Josephine 1911-1985 DLB-48 

Milius, John 1944-  DLB-44 

Mill, John Stuart 1806-1873  DLB-55 

Millar, Kenneth 1915-1983  DLB-2; Y-83 

Millay, Edna St. Vincent 1892-1950  DLB-45 

Miller, Arthur 1915-  DLB-7 

Miller, Caroline 1903-  DLB-9 

Miller, Eugene Elhelbert 1950-  DLB-41 

Miller, Henry 1891-1980  DLB-4, 9; Y-80 

Miller, James [publishing house] DLB-49 

Miller, Jason 1939-  DLB-7 

Miller, May 1899-  DLB-41 

Miller, Perry 1905-19(53  DLB-17 

Miller, Walter M., Jr. 1923-  DLB-8 

Miller, Webb 1892-1940  DLB-29 

Millhauser, Steven 1943-  DLB-2 

Millican, Arthenia J. Bates 1920-  DLB-38 

Milne, A. A. 1882-195(5 DLB-10 

Milner, Ron 1938-  DLB-38 

Milnes, Richard Monckton (Lord Eloughton) 

1809-1885 DLB-32 

Minton, Balch and Company DLB-46 

Miron, Gaston 1928-  DLB-6() 

Mitchel, Jonathan 1624-1668 DLB-24 

Mitchell, Adrian 1932-  DLB-4() 

Mitchell, Donald Grant 1822-1908 DLB-1 

Mitchell, James Leslie 1901-1935  DLB-15 

Mitchell, Julian 1935-  DLB-14 

Mitchell, Ken 1940-  DLB-(5() 

Mitchell, Langdon 1862-1935 DLB-7 

Mitchell, Loften 1919-  DLB-38 

Mitchell, Margaret 1900-1949  DLB-9 

Modern Age Books DLB-4(5 

“Modern English Prose” (1876), 

by George Saintsbury DLB-57 

The Modern Language Association of America 

Celebrates Its Centennial Y-84 

The Modern Library DLB-4(5 

Modern Novelists—Great and Small (1855), by 

Margaret Oliphant DLB-2 1 

“Modern Style” (1857), by Cockburn 

Ehomson [excerpt] DLB-57 

4 he Modernists (1932), by Joseph Warren 

Beach DLB-3(5 

Moffat, Yai cl and (5)mpany DLB-46 

Monkhouse, Allan 1858-1936 DLB-10 

Monro, Harold 1879-1932 DLB-19 

Monroe, Harriet 18(50-1936  DLB-54 

Monsarrat, Nicholas 1910-1979 DLB-15 

Montague, John 1929-  DLB-4() 

408 



DLB 61 Cumulative Index 

Montgomery, John 1919-  DLB-16 

Montgomery, Marion 1925-  DLB-6 

Moody, Joshua circa 1633-1697  l)LB-24 

Moody, William Vaughn 1869-1910 DLB-7, 54 

Moorcock, Michael 1939-  DLB-14 

Moore, Ckitherine L. 1911-  DLB-8 

Moore, Clement Clarke 1779-1863  DLB-42 

Moore, George 1852-1933 DLB-10, 18, 57 

Moore, Marianne 1887-1972  DLB-45 

Moore, T. Stiirge 1870-1944  DLB-19 

Moore, Ward 1903-1978 DLB-8 

Moore, Wilstach, Keys and Company DLB-49 

Morency, Pierre 1942-  DLB-60 

Morgan, Berry 1919-  DLB-6 

Morgan, Charles 1894-1958  DLB-34 

Morgan, Edmund S. 1916-  DLB-17 

Morgan, Edwin 1920-  DLB-27 

Morison, Samuel Eliot 1887-1976 DLB-17 

Morley, Christopher 1890-1957  DLB-9 

Morley, John 1838-1923 DLB-57 

Morris, Lewis 1833-1907  DLB-35 

Morris, Richard B. 1904-  DLB-17 

Morris, William 1834-1896  DLB-18, 35, 57 

Morris, Willie 1934-  Y-80 

Morris, Wright 1910-  DLB-2; Y-81 

Morrison, Toni 1931-  DLB-6, 33; Y-81 

Morrow, William, and Ciompany DLB-46 

Morse, Jedidiah 1761-1826  DLB-37 

Morse, John T., Jr. 1840-1937 . DLB-47 

Mortimer, John 1923-^  DLB-13 

Morton, john P., and Company DLB-49 

Morton, Nathaniel 1613-1685  DLB-24 

Morton, Sarah Wentworth 1759-1846  DLB-37 

Morton, I homas circa L579-circa 1647  DLB-24 

Mosley, Nicholas 1923-  DLB-14 

Moss, Arthur 1889-1969 DLB-4 

Moss, Howard 1922-  DLB-5 

The Most Powerf ul Book Review in America 
[New York I'ltnes Hook Review] Y-82 

Motion, Andrew 1952-  DLB-40 

Motley, John Lothrop 1814-1877 DLB-1, 30, 59 

Mottram, R. H. 1883-1971 DLB-36 

Moure, Erin 1955-   DLB-60 

Movies from Books, 1920-1974 DLB-9 

Mowrer, Edgar Ansel 1892-1977  DLB-29 

Mowrer, Paul Scott 1887-1971 DLB-29 

Muhajir, El (see Marvin X) 

Muhajir, Nazzam A1 Eitnah (see Marvin X) 

Muir, Edwin 1887-1959  DLB-20 

Muir, Helen 1937-  DLB-14 

Mukherjee, Bharati 1940-  DLB-60 

Muldoon, Paul 1951-  DLB-40 

Munby, Arthur Joseph 1828-1910 DLB-35 

Munford, Robert circa 1737-1783  DLB-31 

Munro, Alice 1931-  DLB-53 

Munro, George [publishing house] DLB-49 

Munro, H. H. 1870-1916 DLB-34 

Munro, Norman L. [publishing house] DLB-49 

Munroe, James, and Company DLB-49 

Munroe, Kirk 1850-1930  DLB-42 

Munroe and Erancis DLB-49 

Munsell, Joel [publishing house] DLB-49 

Munsey, Erank A. 1854-1925 DLB-25 

Munsey, Phank A., and Company DL.B-49 

Murdoch, Ins 1919-  DLB-14 

Murfree, Mary N. 1850-1922 DLB-12 

Murphy, John, and Ciompany DLB-49 

Murphy, Richard 1927-  DLB-40 

Murray, Albert L. 1916-  DLB-38 

Murray, Gilbert 1866-1957  DLB-10 

Murray, Judith Sargent 1751-1820  DLB-37 

Murray, Pauli 1910-1985  DLB-41 

Mussey, Benjamin B., and (amipany DLB-49 

Myers, (iustavus 1872-1942 DLB-47 

Myers, L. 11. 1881-1944   DLB-15 

Myers, Walter Dean 1937-   DLB-33 
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N 

Nabbes, I honias circa l()()r)-lb41 l)LB-58 

Nabokov, Vladimir 1899-1977 l)LB-2; Y-8(); DS-3 

Nabokov Festival at (Cornell Y-83 

Nabs and Vornish  l)LB-49 

Naipaul, Shiva 1945-1985  Y-85 

Naipaul, V. S. 1932-  Y-85 

Nancrede, Joseph [publishing house] I)LB-49 

Nasby, Petroleum Vesuvius (see Locke, David Ross) 

Nash, Ogden 1902-1971 DLB-11 

Nathan, Robert 1894-1985  DLB-9 

File National Jewish Book Awards Y-85 

Fhe National Fheatre and the Royal Shakespeare 

Ciompany: Fhe National (Companies DLB-13 

Naughton, Bill 1910-  DLB-13 

Neagoe, Peter 1881-1960 DLB-4 

Neal, John 1793-1876  DLB-1, 59 

Neal, Joseph C. 1807-1847  DLB-11 

Neal, Larry 1937-1981 DLB-38 

Fhe Neale Publishing (Company DLB-49 

Neely, F. Tennyson [publishing house] DLB-49 

“The Negro as a Writer,” by 

C;. M. McClellan DLB-50 

“Negro Poets and I heir Poetry,” by 

Wallace Fhurman DLB-50 

Neihardt, John G. 1881-1973   DLB-9, 54 

Nelson, Alice Moore Dunbar 

1875-1935 DLB-50 

Nelson, Fhomas, and Sons DLB-49 

Nelson, William Rockhill 1841-1915 DLB-23 

Nemerov, Howard 1920-  DLB-5, 6; Y-83 

Ness, Fvaline 1911-1986 DLB-61 

Neugeboren, Jay 1938-  DLB-28 

Neumann, Alfred 1895-1952  DLB-56 

Nevins, Allan 1890-1971 DLB-17 

Fhe New American Library DLB-46 

New Directions Publishing Ciorporation DLB-46 

A New Fdition oi Muck Finn Y-85 

New Forces at Work in the American Fheatre: 

1915-1925 DLB-7 

Fhe New Ulysses Y-84 

Fhe New Variorun Shakesj)eare Y-85 

A New Voice: Fhe (Tmter lor the Book’s First 

Five Years Y-83 

Fhe New Wave [Science Fiction] DLB-8 

Newbolt, Henry 1862-1938 DLB-19 

Newbound, Bernard Slade (see Slade, Bernard) 

Newby, P. H. 1918-  DLB-15 

Newcomb, Charles King 1820-1894 ... DLB-1 

Newell, Peter 1862-1924 DLB-42 

Newell, Robert Henry 1836-1901 DLB-11 

Newman, David (see Benton, Robert) 

Newman, Prances 1883-1928  Y-80 

Newman, John Henry 1801-1890 DLB-18, 32, 55 

Newman, Mark [publishing house] DLB-49 

Newspaper Syndication of American Humor.. DLB-11 

Nichol, B. P. 1944-  DLB-53 

Nichols, Dudley 1895-1960 DLB-26 

Nichols, John 1940-  Y-82 

Nichols, Mary Sargeant (Neal) Gove 

1810-1884 DLB-1 

Nichols, Peter 1927-  DLB-13 

Nichols, Roy F. 1896-1973 DLB-17 

Nichols, Ruth 1948-  DLB-60 

Nicholson, Norman 1914-  DLB-27 

Nf Chuilleanain, Eilean 1942-  DLB-40 

Nicolay, John (L 1832-1901 and 

Hay, John 1838-1905  DLB-47 

Niebuhr, Reinhold 1892-1971 DLB-17 

Niedecker, Lorine 1903-1970 DLB-48 

Nieman, Lucius W. 1857-1935 DLB-25 

Niggli, Josehna 1910-  Y-80 

Niles, Hezekiah 1777-1839  DLB-43 

Nims, John Frederick 1913-  DLB-5 

Nin, Anais 1903-1977  DLB-2, 4 

1985: Fhe Year of the Mystery: 

A Symposium Y-85 

Nissenson, Hugh 1933-  DLB-28 

Niven, Larry 1938-  DLB-8 

Nobel Peace Prize 

Fhe 1986 Nobel Peace Prize 

Nobel Lecture 1986: Hope, Despair 
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and Memory 

d'ributes from Abraham Bernstein, 

Norman Lamm, and john R. Silber .... Y-8b 

Nobel Prize in Literature 

The 1982 Nobel Prize in Literature 

Announcement by the Swedish Academy 

of the Nobel Prize 

Nobel Lecture 1982: Fhe Solitude of Latin 

America 

Excerpt from One Hundred Years 

of Solitude 

I'he Magical World of Macondo 

A d’ribute to Gabriel Garcia Marquez ... .Y-82 

Lbe 1983 Nobel Prize in Literature 

Announcement by the Swedish 

Academy 

Nobel Lecture 1983 

The Stature of William Golding Y-83 

1 he 1984 Nobel Prize in Literature 

Announcement by the Swedish 

Academy 

Jaroslav Seifert Through the Eyes of the 

English-Speaking Reader 

4’hree Poems by Jaroslav Seifert Y-84 

I he 1985 Nobel Prize in Literature 

Announcement by the Swedish 

Academy 

Nobel Lecture 1985  Y-85 

4'he 1986 Nobel Prize in Literature 

Nobel Lecture 1986: This Past Must 

Address Its Present Y-86 

Noel, Roden 1834-1894  DLB-35 

Nolan, William E. 1928-  DLB-8 

Noland, G. E. M. 1810?-!858  DLB-11 

Noonday Press I)LB-46 

Noone, John 1936-  I)LB-14 

Nordhoff, Charles 1887-1947   I)LB-9 

Norman, Marsha 1947-  Y-84 

Norris, Charles G. 1881-1945 1)LB-9 

Norris, Prank 1870-1902  DLB-12 

Norris, Leslie 1921-  DlT-27 

Norse, Harold 1916-  DLB-16 

North Point Press DLB-46 

Norton, Alice Mary (see Norton, Andre) 

Norton, Andre 1912-  DLB-8, 52 

Norton, Andrews 1786-1853   DLB-1 

Norton, Caroline 1808-1877 DLB-21 

Norton, Charles Eliot 1827-1908  DLB-1 

Norton, John 1606-1663 DLB-24 

Norton, W. W., and (Company DLB-46 

A Note on Eechnique (1926), by Elizabeth 

A. Drew [excerpts]  DLB-36 

Nourse, Alan E. 1928-  DLB-8 

I he Novel in [Robert Browning’s] “ I he Ring 

and the Book” (1912), by Henry James ... DLB-32 

Novel-Reading: The Works of Charles Dickens, 

The Works of W. Makepeace Thackeray (1879), 

by Anthony Erollope DLB-21 

The Novels of Dorothy Richardson (1918), by 

May Sinclair  DLB-36 

Novels with a Purpose (1864), 

by Justin M’G.arthy DLB-21 

Nowlan, Alden 1933-1983 DLB-53 

Noyes, Alfred 1880-1958  DLB-20 

Noyes, Crosby S. 1825-1908  DLB-23 

Noyes, Nicholas 1647-1717  DLB-24 

Noyes, Theodore W. 1858-1946 DLB-29 

Nugent, Prank 1908-1965  DLB-44 

Nye, Edgar Wilson (Bill) 1850-1896  DLB-11, 23 

Nye, Robert 1939-  DLB-14 

o 

Oakes, Urian circa 1631-1681  DLB-24 

Oates, Joyce Carol 1938-  DLB-2, 5; Y-81 

Oberholtzer, Ellis Paxson 1868-1936  DLB-47 

O’Brien, Edna 1932-  DLB-14 

O’Brien, Kate 1897-1974  DLB-L5 

O’Brien, Tim 1946-  Y-80 

O’Casey, Sean 1880-1964 DLB-10 

Ochs, Adolph S. 1858-1935 DLB-25 

O’Connor, Elannery 1925-1964 DLB-2; Y-80 

O’Dell, Scott 1903-  DLB-52 

Odell, Jonathan 1737-1818  DLB-31 

Odets, Clifford 1906-1963 DLB-7, 26 

O’Eaolain, Julia 1932-  DLB-14 

O’Eaolain, Sean 1900-  DLB-15 

O’Elaherty, Liam 1896-1984 DLB-36; 5 -84 

Off Broadway and OfT-Off-Bioadway DLB-7 

Oti-Loop 1 heat res DLB-7 
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Ogilvic, j. S., aiul (Company l)LB-49 

OXirady, Desmond 1945-  DLB-4() 

O’Hara, Frank 1926-1966  DFB-5, 16 

O’Hara, John 1905-1970  DLB-9; DS-2 

O. Henry (see Porter, William S.) 

Old Franklin Publishing House DLB-49 

Older, Fremont 1856-1935  DLB-25 

Oliphant, Laurence 1829?-1888  DLB-18 

Oliphant, Margaret 1828-1897  DLB-18 

Oliver, C’diad 1928-  DLB-8 

Oliver, Mary 1935-  DLB-5 

Olsen, Lillie 1913?-  DLB-28; Y-80 

Olson, Charles 1910-1970  DLB-5, 16 

Olson, Elder 1909-  DLB-48 

On Art in Fiction (1838), by 

Edward Bulwer DLB-21 

On Some ol the Characteristics of Modern 

Poetry and On the Lyrical Poems of Alfred 

Fennyson (1831), by Arthur Henry 

Hallam DLB-32 

“On Style in English Prose” (1898), by Erederic 

Harrison DLB-57 

“On Style in Literature: Its Technical Elements” 

(1885), by Robert Louis Stevenson DLB-57 

“On the Writing of Essays” (1862), 

by Alexander Smith DLB-57 

Ondaatje, Michael 1943-  DLB-60 

O’Neill, Eugene 1888-1953  DLB-7 

Oppen, Ceorge 1908-1984  DLB-5 

Oppenheim, James 1882-1932 DLB-28 

Oj)penheimer, Joel 1930-  DLB-5 

Optic, Oliver (see Adams, William Faylor) 

Orlovitz, (hi 1918-1973 DLB-2, 5 

Orlovsky, Peter 1933-  DLB-16 

Ormond, John 1923-  DLB-27 

Ornitz, Samuel 1890-1957 DLB-28, 44 

Orton, Joe 1933-1967  DLB-13 

Orwell, (ieorge 1903-1950 DLB-15 

Fhe Orwell Year Y-84 

Osbon, B.S. 1827-1912 DLB-43 

Osborne, John 1929-  DLB-13 

Osgood, Herbert L. 1855-1918  DLB-47 

Osgood, James R., and Ca)mpany DLB-49 

O’Shaughnessy, Arthur 1844-1881  DLB-35 

O’Shea, Patrick [publishing house] DLB-49 

Oswald, Eleazer 1755-1795  DLB-43 

Otis, James (see Kaler, James Otis) 

Otis, James, Jr. 1725-1783 DLB-31 

Otis, Broaders and C4)mpany DLB-49 

Ottendorfer, Oswald 1826-1900  DLB-23 

Ouellette, Eernand 1930-  DLB-60 

Ouida 1839-1908 DLB-18 

Outing Publishing Company DLB-46 

Outlaw Days, by Joyce Johnson DLB-16 

The Overlook Press DLB-46 

Overview of U.S. Book Publishing, 1910-1945.. .DLB-9 

Owen, Guy 1925-  DLB-5 

Owen, John [publishing house] DLB-49 

Owen, Wilfred 1893-1918  DLB-20 

Owsley, Prank L. 1890-1956 DLB-17 

Ozick, Cynthia 1928-  DLB-28; Y-82 

P 

Pack, Robert 1929-  DLB-5 

Packaging Papa: The Garde?! of Eden Y-86 

Padell Publishing Company DLB-46 

Padgett, Ron 1942-  DLB-5 

Page, L. C., and Company DLB-49 

Page, Fhomas Nelson 1853-1922 DLB-12 

Paget, Violet (see Lee, Vernon) 

Pain, Philip ?-circa 1666 DLB-24 

Paine, Robert 44eat, Jr. 1773-181 1  DLB-37 

Paine, Fhomas 1737-1809  DLB-31, 43 

Paley, Cirace 1922-  DLB-28 

Palfrey, John Gorham 1796-1881 DLB-1, 30 

Palgrave, Francis I in ner 1824-1897 DLB-35 

Paltock, Robert 1697-1767 DLB-39 

Panama, Norman 1914- and 

Frank, Melvin 1913-  DLB-26 

Pangborn, Edgar 1909-1976 DEB-8 

“Panic Among the Philistines”: A Postscript, 
An Interview with Bryan Cjiiffin Y-81 
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Fanshin, Alexei 1940-  I)LB-8 

Pansy (see Alclen, Isabella) 

Pantheon Books l)LB-46 

Paj)eiback Library l)LB-46 

Paperback Seience Fiction DLB-8 

Paradis, Suzanne 1936-  DLB-53 

Parents’ Magazine Press DLB-46 

Parisian 1 heater, Fall 1984; Foward 

A New Baroque Y-85 

Parizean, Alice 1930-  DLB-60 

Parke, John 1754-1789  DLB-31 

Parker, Dorothy 1893-1967 DLB-11,45 

Parker, James 1714-1770  DLB-43 

Parker, Theodore 1810-1860 DLB-1 

Parkman, Francis, Jr. 1823-1893  DLB-1, 30 

Parks, Gordon 1912-  DLB-33 

Parks, William 1698-1750 DLB-43 

Parks, William [publishing house] DLB-49 

Parley, Peter (see Goodrich, Samuel Griswold) 

Farrington, Vernon L. 1871-1929  DLB-17 

Parton, James 1822-1891  DLB-30 

Parton, Sara Payson Willis 1811-1872   Dl.B-43 

Pastan, Linda 1932-  DLB-5 

Pastorius, Francis Daniel 1651-circa 1720 DLB-24 

Patchen, Kenneth 191 1-1972  DLB-16, 48 

Pater, Walter 1839-1894 DLB-57 

Paterson, Katherine 1932-  DLB-52 

Patmore, C4)ventry 1823-1896  DLB-35 

Patou, Jo.seph Noel 1821-1901 .L.. DLB-35 

Patrick, John 1906-   DLB-7 

Patterson, Fleanor Medill 1881-1948  DLB-29 

Patterson, Joseph Medill 1879-1946  DLB-29 

Pattillo, Henry 1726-1801  DLB-37 

Paul, Flliot 1891-1958  DLB-4 

Paul, Peter, Book (Company DLB-49 

Paulding, James Kirke 1778-1860  DLB-3, 59 

Paulin, Font 1949-  DLB-40 

Pauper, Peter, Press DLB-46 

Paxton, John 1911-1985 DLB-44 

Payn, James 1830-1898  DLB-18 

Payne, John 1842-1916  DLB-35 

Payne, John Howard 1791-1852 DLB-37 

Payson and C4arke DLB-46 

Peabody, Flizabeth Palmer 1804-1894  DLB-1 

Peabody, Elizabeth Palmer [publishing 

house] DLB-49 

Peabody, Oliver William Bourn 1799-1848.... DLB-59 

Peachtree Publishers, Limited DLB-46 

Pead, Deuel P-1727  DLB-24 

Peake, Mervyn 1911-1968  DLB-15 

Pearson, H. B. [publishing house] DLB-49 

Peck, George W. 1840-1916  DLB-23, 42 

Peck, H. G., and Theo. Bliss [publishing 

house] DLB-49 

Pellegrini and Cudahy DLB-46 

Penguin Books DLB-46 

Penn Publishing Company DLB-49 

Penn, William 1644-1718 DLB-24 

Penner, Jonathan 1940-  Y-83 

Pennington, Lee 1939-  Y-82 

Percy, Walker 1916-  DLB-2; Y-80 

Perelman, S. J. 1904-1979 DLB-11, 44 

Periodicals ol the Beat Generation DLB-16 

Perkins, Eugene 1932-  DLB-41 

PerkolT, Stuart Z. 1930-1974  DLB-16 

Permabooks DLB-46 

Perry, Eleanor 1915-1981  DLB-44 

“Personal Style” (1890), by John Addington 

Symonds DLB-57 

Peter, Laurence J. 1919-  DLB-53 

Peterkin, Julia 1880-1961 DLB-9 

Petersham, Maud 1889-1971 and 

Pcnersham, Miska 1888-1960 DLB-22 

Peterson, F. B., and Brothers DLB-49 

Pharr, Robert Deane 1916-  DLB-33 

Phillips, David (iraham 1867-1911  DLB-9, 12 

Phillips, Jayne Anne 1952-  Y-80 

Phillips, Stephen 1864-1915  DLB-10 

Phillips, Ulrich B. 1877-1934  DLB-17 

Phillij)s, Willard 1784-1873 DLB-59 

Phillips, Sampson and Company DLB-49 
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Phillpotts, Fxlen 18f)2-19()() 1)LB-1() 

Philosophical Library l)LB-46 

“ Lhc Philosophy ol Style” (1852), hy 
Herbert Spencer l)LB-57 

Phinney, Klihn [publishing house] I)LB-49 

14ioenix, John (see Derby, (ieorge Horatio) 

Pickard, Loin 1946-  DLB-4() 

Pictorial Ih inting Ca)mpany DLB-49 

Pilon, Jean-Ciuy 1930-  DLB-6() 

Pinckney, Josephine 1895-1957 DLB-6 

Pinero, Arthur Wing 1855-1934 DLB-10 

Pinnacle Books DLB-46 

Pinsky, Robert 1940-  Y-82 

Pinter, Harold 1930-  DLB-13 

Piper, H. Beam 1904-1964  DLB-8 

Piper, Watty DLB-22 

Pisar, Samuel 1929-  Y-83 

Pitkin, Limothy 1766-1847  DLB-30 

The Pitt Poetry Series: Poetry 
Publishing l oday Y-85 

Pitter, Ruth 1897-  DLB-20 

1 he Place of Realism in Fiction (1895), by 
(ieorge Gissing DLB-18 

Plante, David 1940-  Y-83 

Plath, Sylvia 1932-1963 DLB-5, 6 

Platt and Munk Company DLB-46 

Playboy Press DLB-46 

Playwrights and Professors, by Tom 
Stoppard DLB-13 

Plomer, William 1903-1973 DLB-20 

Plunily, Stanley 1939-  DI.B-5 

Plumpp, Sterling 1). 1940-  DLB-41 

Plunkett, James 1920-  DLB-14 

Plymell, (diaries 1935-  DLB-16 

Pocket Books DLB-4(> 

Poe, Fdgar Allan 1809-1849 DLB-3, 59 

Poe, James 1921-1980  DLB-44 

1 he Poet Laureate of the United States 
Statements from P’ormer G.onsultants 

in Poetry Y-86 

Pohl, Frederik 1919-  DLB-8 

Poliakoff, Stephen 1952-  DLB-13 

Polite, (dn lene Hatcher 1932-  DLB-33 

Pollard, Fdward A. 1832-1872 DLB-30 

Pollard and Moss DLB-49 

Pollock, Sharon 1936-  DLB-6() 

Polonsky, Abraham 1910-  DLB-26 

Poole, Finest 1880-1950 DLB-9 

Poore, Benjamin Perley 1820-1887  DLB-23 

Popular Library DLB-46 

Porter, Eleanor H. 1868-1920  DLB-9 

Porter, Katherine Anne 1890-1980 DLB-4, 9; Y-8() 

Porter, Peter 1929-  DLB-40 

Porter, William S. 1862-1910 DLB-12 

Porter, William T. 1809-1858 DLB-3, 43 

Porter and Coates DLB-49 

Portis, Charles 1933-  DLB-6 

Poston, Ted 1906-1974 DLB-51 

Postscript to [the Third Edition of] Clarissa 

(1751), by Samuel Richardson DLB-39 

Potok, Chaim 1929-  DLB-28; Y-84 

Potter, David M. 1910-1971  DLB-17 

Potter, John E., and Company DLB-49 

Poulin, Jacques 1937-  DLB-(i0 

Pound, Ezra 1885-1972 DLB-4, 45 

Powell, Anthony 1905-  DLB-15 

Pownall, David 1938-  DLB-14 

Powys, John Cowper 1872-1963  DLB-15 

Powys, T. E. 1875-1953 DLB-36 

The Practice of Biography; An Interview with 

Stanley Weintraub Y-82 

4 he Practice of Biography II: An Interview with 
B. L. Reid Y-83 

4 he Practice of Biography HI: An Interview with 

Humphrey Carpenter Y-84 

I he Practice of Biography IV: An Interview with 
William Manchester Y-85 

Fhe Practice of Biography V: An Interview with 
Justin Kaplan Y-86 

Praeger Publishers DLB-46 

Pratt, Samuel Jackson 1749-1814 DLB-39 

Preface to Alwyn (1780), by I homas 
Holcroft DLB-39 
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Preface to Colonel Jack (1722), by Daniel 
Defoe DLB-39 

Preface to Evelina (1778), by Fanny Burney ... DLB-39 

Preface to Ferdinand Count Fathom (1753), by 
Fobias Smollett DLB-39 

Preface to Incognita (1692), by William 
Congreve DLB-39 

Preface to Joseph Andrews (1742), by 
Henry f ielding DLB-39 

Preface to Moll Flanders (1722), by Daniel 
Defoe DLB-39 

Preface to Poems (1853), by Matthew 
Arnold DLB-32 

Preface to Robinson Crusoe (1719), by Daniel 
Defoe DLB-39 

Preface to Roderick Random (1748), by Tobias 
Smollett DLB-39 

Preface to Roxana (1724), by Daniel Defoe .... DLB-39 

Preface to St. Leon (1799), 
by William Godwin DLB-39 

Preface to Sarah Fielding’s Familiar Letters 

(1747), by Henry Fielding [excerpt] DLB-39 

Preface to Sarah Fielding’s The Adventures of 

David Simple (1744), by Henry Fielding ... DLB-39 

Preface to The Cry (1754), by Sarah Fielding... DLB-39 

Preface to The Delicate Distress (1769), by 
Elizabeth Griffin DLB-39 

Preface to The Disguis’d Prince (1733), by Eliza 
Haywood [excerpt] DLB-39 

Preface to The Farther Adventures of Robinson 

Crusoe (1719), by Daniel Defoe DLB-39 

Preface to the Eirst Edition oi Pamela (1740), by 
Samuel Richardson DLB-39 

Preface to the Eirst Edition of The Castle of 

Otranto (1764), by Horace Walpole DLB-39 

Preface to The History of Romances (1715), by 
Pierre Daniel Huet [excerpts] DLB-39 

ITeface to The Life of Charlotta du Pont (1723), 
by Penelope Aubin DLB-39 

Pref ace to The Old English Baron (1778), by 
Clara Reeve DLB-39 

Preface to the Second Edition of The Castle of 

Otranto (1765), by Horace Walpole DLB-39 

Preface to The Secret History, of Queen Zarah, and 

the Zarazians (1705), by Delariviere 

Manley  DLB-39 

Preface to the Fhird Edition lA Clarissa (1751), 
by Samuel Richardson [excerpt] DLB-39 

Preface to The Works of Mrs. Davys (1725), by 
Mary Davys  DLB-39 

Preface to Volume 1 oi Clarissa (1747), by 
Samuel Richardson DLB-39 

Preface to Volume 3 oi Claris.sa (1748), by 
Samuel Richardson DLB-39 

Prefontaine, Yves 1937-  DLB-53 

Prelutsky, Jack 1940-  DLB-61 

Prentice, George D. 1802-1870  DLB-43 

Prentice-Hall DLB-46 

Prescott, William Hickling 1796-1859.... DLB-1, 30, 59 

The Present State of the English Novel (1892), 
by George Saintsbury DLB-18 

Price, Reynolds 1933-  DLB-2 

Price, Richard 1949-  Y-81 

Priest, Ghristopher 1943-  DLB-14 

Priestley,]. B. 1894-1984 DLB-10, 34; Y-84 

Prime, Benjamin Young 1733-1791  DLB-31 

Prince, E. T. 1912-  DLB-20 

Prince, Thomas 1687-1758  DLB-24 

The Principles of Success in Literature (1865), by 
George Henry Lewes [excerpt] DLB-57 

Pritchett, V. S. 1900-  DLB-15 

Procter, Adelaide Anne 1825-1864  DLB-32 

The Progress of Romance (1785), by Clara Reeve 
[excerpt]  DLB-39 

Prokosch, Erederic 1906-  DLB-48 

The Proletarian Novel DLB-9 

Propper, Dan 1937-  DLB-16 

The Prospect of Peace (1778), by Joel Barlow.... DLB-37 

Proud, Robert 1728-1813 DLB-30 

Prynne, J. H. 1936-  DLB-40 

The Public [.ending Right in America 
Statement by Sen. (diaries McC’. Mathias, Jr. 
PLR and the Meaning of Literary Property 

Statements on PLR by American Writers Y-83 

I be Public Lending Right in the United Kingdom 
Public Lending Right: Fhe First \'ear in the 

United Kingdom \'-83 
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Publications and Social MovcMiients 

[ I’ransccndcMitalisinj DLB-1 

Pngin, A. Wclby 1812-1852 DLB-55 

Pnlilzcr, joseph 1847-1911 DLB-2S 

Pulitzer, Joseph, jr. 1885-1955  DLB-29 

Pulitzer Prizes lor the Novel, 1917-1945 DLB-9 

Pnixly, Janies 1925-  DLB-2 

Pnsey, Edward Bonverie 1800-1882  DLB-55 

Pntnain, (leorge Palmer 1814-1872 DLB-5 

Putnam, Samuel 1892-1950 DLB-4 

(i. P. Putnam’s Sons DLB-49 

Puzo, Mario 1920-  DLB-6 

Pyle, Ernie 1900-1945  DLB-29 

Pyle, Howard 1853-1911  DLB-42 

Pyrn, Barbara 1913-1980  DLB-14 

Pynchon, 1 homas 1937-  DLB-2 

Pyramid Books DLB-46 

Pyrnelle, Louise-Clarke 1850-1907  DLB-42 

Q 

Quad, M. (see Lewis, Ciharles B.) 

I he Queen City Publishing House DLB-49 

1 he Question of American Copyright 

in the Nineteenth Century 

Head note 

Preface, by George Haven Putnam 

I he Evolution of Copyright, by Brander 

Matthews 

Summary of Ciopyright Legislation in the 

United States, by R. R. Bowker 

Analysis of the Provisions of the Ca)pyright 

l,aw of 1891, by George Haven Putnam 

Ehe (Contest for International Copyright, 

by (ieorge Haven Putnam 

Cheap Books and (iood Books, 

by Brander Matthews DLB-49 

Quin, Ann 1936-1973  DLB-14 

Quincy, Samuel of (ieorgia ?-? DLB-31 

Quincy, Samuel of Massachusetts 1734-1789 .. DLB-31 

Quist, Hailin, Books DLB-46 

R 

Rabe, David 1940-  DLB-7 

Radcliffe, Ann 1764-1823  DLB-39 

Raine, Craig 1944-  DLB-4() 

Raine, Kathleen 1908-  DLB-20 

Ralph, Julian 1853-1903 DLB-23 

Ralph Waldo Emerson in 1982  Y-82 

Rambler, no. 4 (1750), by Samuel Johnson 

[excerpt] DLB-39 

Ramee, Marie Louise de la (see Ouida) 

Ramsay, David 1749-1815  DLB-30 

Rand, Avery and Company DLB-49 

Rand McNally and Company DLB-49 

Randall, Dudley 1914-  DLB-41 

Randall, Henry S. 1811-1876 DLB-30 

Randall, James G. 1881-1953 DLB-17 

The Randall Jarrell Symposium: A Small 

Collection of Randall Jarrells 

Excerpts Erom Papers Delivered at 

the Randall Jarrell Symposium Y-86 

Randolph, Anson D. E. [publishing house] .... DLB-49 

Randolph, Thomas 1605-1635 DLB-58 

Random House DLB-46 

Ranlet, Henry [publishing house] DLB-49 

Ransom, John Crowe 1888-1974  DLB-45 

Raphael, Erederic 1931-  DLB-14 

Raphaelson, Samson 1896-1983  DLB-44 

Raskin, Ellen 1928-1984 DLB-52 

Rattigan, Terence 1911-1977 DLB-13 

Rawlings, Marjorie Kinnan 1896-1953 DLB-9, 22 

Raworth, Tom 1938-  DLB-40 

Ray, David 1932-  DLB-5 

Ray, Henrietta Cordelia 1849-1916 DLB-5() 

Raymond, Henry 1820-1869 DLB-43 

Read, Herbert 1893-1968 DLB-2() 

Read, Opie 1852-1939 DLB-23 

Read, Piers Paul 1941-  DLB-14 

Reade, Charles 1814-1884 DLB-21 

Reader’s Digest (Condensed Books DLB-46 
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Reading, Peter 1946-  DLB-4() 

Rechy,John 1934-  Y-82 

Redlield, J. S. [publishing house] DLB-49 

Redgrove, Peter 1932-  DLB-40 

Redinon, Anne 1943-  Y-86 

Redmond, pAigene B. 1937-  DLB-41 

Redpath, James [publishing house] DLB-49 

Reed, Henry 1808-1854  DLB-59 

Reed, Henry 1914-  DLB-27 

Reed, Ishmael 1938-  DLB-2, 5, 33 

Reed, Sampson 1800-1880 DLB-1 

Reese, Lizette Woodworth 1856-1935  DLB-54 

Reese, Thomas 1742-1796 DLB-37 

Reeve, Clara 1729-1807  DLB-39 

Regnery, Henry, Company DLB-46 

Reid, Alastair 1926-  DLB-27 

Reid, Christopher 1949-  DLB-40 

Reid, Helen Rogers 1882-1970  DLB-29 

Reid, James ?-? DLB-31 

Reid, Mayne 1818-1883  DLB-21 

Reid, Ihomas 1710-1796 DLB-31 

Reid, Whitelaw 1837-1912 DLB-23 

Reilly and Lee Publishing Company DLB-46 

Reisch, Walter 1903-1983 DLB-44 

Remarque, Erich Maria 1898-1970  DLB-56 

“Re-meeting of Old Friends”: The Jack Kerouac 

(4) nference Y-82 

Remington, Frederic 1861-1909 DLB-12 

Renaud, Jacques 1943-  t... DLB-60 

Renault, Mary 1905-1983 Y-83 
>*■ 

Representative Men and Women: A Historical 

Perspective on the British Novel, 

1930-1960 DLB-15 

(Re-)Publishing Orwell Y-86 

Revell, Fleming H., Company DLB-49 

Review ol [Samuel Richardson’s] ('Aarissa (1748), 

by Henry Fielding DLB-39 

Fhe Revolt (1937), by Mary 

(5) lum [excerpts] ■ DLB-36 

Rexroth, Kenneth 1905-1982 DLB-16, 48; Y-82 

Rey, H. A. 1898-1977 DLB-22 

Reynal and Hitchcock DLB-46 

Reynolds, C. W. M. 1814-1879   DLB-21 

Reynolds, Mack 1917-  DLB-8 

Reznikoff, Charles 1894-1976  DLB-28, 45 

“Rhetoric” (1828; revised, 1859), by 

Fhomas de Quincey [excerpt] DLB-57 

Rhett, Robert Barnwell 1800-1876 DLB-43 

Rhodes, James Ford 1848-1927 DLB-47 

Rhys, Jean 1890-1979  DLB-36 

Rice, Elmer 1892-1967  DLB-4, 7 

Rice, Grantland 1880-1954  DLB-29 

Rich, Adrienne 1929-  DLB-5 

Richards, David Adams 1950-  DLB-53 

Richards, George circa 17(30-1814 DLB-37 

Richards, 1. A. 1893-1979  DLB-27 

Richards, Laura E. 1850-1943  DLB-42 

Richardson, Dorothy M. 1873-1957  DLB-36 

Richardson, Jack 1935-  DLB-7 

Richardson, Samuel 1689-1761  DLB-39 

Richardson, Willis 1889-1977 DLB-51 

Richler, Mordecai 1931-  DLB-53 

Richter, Conrad 1890-1968 DLB-9 

Rickword, Edgell 1898-1982 DLB-2() 

Riddell, John (see kord, Corey) 

Ridge, Lola 1873-1941 DLB-54 

Ridler, Anne 1912-  DLB-27 

Riis, Jacob 1849-1914 DLB-23 

Riker, John C. [publishing house] DLB-49 

Riley, John 1938-1978 DLB-4() 

Rinehart and Caimpany DLB-46 

Ripley, Arthur 1895-19(31  DLB-44 

Ripley, (;eorge 1802-1880  DLB-1 

The Rising (31ory ol America: 1 hree Poems... DLB-37 

The Rising Glory of America: Written in 1771 

(1786), by Hugh Henry Brackenridge and 

Philip Freneau DLB-37 

Riskin, Robert 1897-1955 DLB-26 

Ritchie, Anna Mowatt 1819-1870 DLB-3 

Ritchie, Anne Fhackeray 1837-1919 DLB-18 

Ritchie, Fhomas 1778-1854  DLB-43 

Rites of Passage |on William .Saroyan] \'-83 
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The Ritz Paris ^^e^li^gway Award Y-85 

Rivers, ('onrad Kent 1983-1968   1)LB-41 

Riverside Press l)LB-49 

Rivington, Janies circa 1724-1802 l)LB-43 

Rivkin, Allen 1908-   L)LB-26 

Robbins, loin 1986-  Y-80 

Roberts, F4izabeth Madox 1881-1941 DLB-9, 54 

Roberts, Kenneth 1885-1957  l)LB-9 

Roberts Brothers DLB-49 

Robertson, A. M., and Company DLB-49 

Robinson, C^asey 1908-1979 DLB-44 

Robinson, Edwin Arlington 1869-1985  DLB-54 

Robinson, James Harvey 1868-1986 DLB-47 

Robinson, Lennox 1886-1958 DLB-10 

Robinson, Mabel Louise 1874-1962 DLB-22 

Robinson, Lherese 1797-1870  DLB-59 

Rodgers, (>arolyn M. 1945-  DLB-41 

Rodgers, W. R. 1909-1969 DLB-20 

Roethke, Lheodore 1908-1968  DLB-5 

Rogers, Will 1879-1985 DLB-11 

Roiphe, Anne 1985-  Y-80 

Rolle, Frederick William 1860-1918  DLB-84 

Rolvaag, (). L. 1876-1981 DLB-9 

Roman, A., and Company DLB-49 

Roosevelt, Lheodore 1858-1919 DLB-47 

Root, Waverley 1908-1982 DLB-4 

Rose, Reginald 1920-  DLB-26 

Rosen, Norma 1925-  DLB-28 

Rosenberg, Isaac 1890-1918  DLB-20 

Rosenfeld, Isaac 1918-1956 DLB-28 

Rosenthal, M. L. 1917-  DLB-5 

Ross, Leonard Q. (see Rosten, Leo) 

Rossen, Robert 1908-1966 DLB-26 

Rossetti, Christina 1880-1894 DLB-85 

Rossetti, Dante Cabriel 1828-1882 DLB-85 

Rossner, Judith 1985-  DLB-6 

Rosten, Leo 1908-  DLB-11 

Roth, Henry 1906?-  DLB-28 

Roth, Philip 1988-  DLB-2, 28; Y-82 

Rothenberg, Jerome 1981-  DLB-5 

Rowe, Elizabeth 1674-1787  DLB-89 

Rowlandson, Mary circa 1685-circa 1678  DLB-24 

Rowley, William circa 1585-1626  DLB-58 

Rowson, Susanna Haswell circa 1762-1824 .... DLB-87 

Lhe Royal Caiurt Theatre and the English 

Stage Company DLB-18 

Lhe Royal Court Theatre and the New 

Drama DLB-10 

Royall, Anne 1769-1854  , DLB-48 
¥ 

The Roycroft Printing Shop DLB-49 

Rubens, Bernice 1928-  DLB-14 

Rudd and Carleton DLB-49 

Rudkin, David 1986-  DLB-18 

Rukeyser, Muriel 1918-1980 DLB-48 

Rule, Jane 1981-  DLB-60 

Rumaker, Michael 1982-  DLB-16 

Rumens, Carol 1944-  DLB-40 

Runyon, Damon 1880-1946  DLB-11 

Rush, Benjamin 1746-1818 DLB-87 

Ruskin,John 1819-1900 DLB-55 

Russ, Joanna 1987-  DLB-8 

Russell, B. B., and Company DLB-49 

Russell, Benjamin 1761-1845  DLB-48 

Russell, Charles Edward 1860-1941  DLB-25 

Russell, George William (see AE) 

Russell, R. H., and Son DLB-49 

Rutherford, Mark 1881-1918 DLB-18 

Ryan, Michael 1946-  Y-82 

Ryga, George 1982-  DLB-60 

Ryskind, Morrie 1895-1985 DLB-26 

s 
The Saalheld Publishing Gompany DLB-46 

Saberhagen, Fred 1980-  DLB-8 

Sackler, Howard 1929-1982  DLB-7 

Sackville-West, V. 1892-1962  DLB-84 

Sadlier, D. and J., and (Y)mpany DLB-49 

Saffin, John circa 1626-1710 DLB-24 

Sage, Robert 1899-1962  DLB-4 

Sahkomaapii, Piitai (see Highwater, Jamake) 

St. Johns, Adela Rogers 1894-  DLB-29 
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St. Martin’s Press l)LB-46 

Saintsbury, Cieorge 1845-1933 DLB-57 

Saki (see Miinro, H. H.) 

Salaam, Kalamii ya 1947-  DLB-38 

Salemson, Harold }. 1910-  DLB-4 

Salinger, j. D. 1919-  DLB-2 

Salt, Waldo 1914-  DLB-44 

Sanborn, Franklin Benjamin 1831-1917 DLB-1 

Sanchez, Sonia 1934-  DLB-41 

Sandburg, Carl 1878-1967 DLB-17, 54 

Sanders, Ed 1939-  DLB-16 

Sandoz, Mari 1896-1966 DLB-9 

Sandys, George 1578-1644  ■ DLB-24 

Santayana, George 1863-1952  DLB-54 

Santmyer, Helen Hooven 1895-1986  Y-84 

Sargent, Pamela 1948-  DLB-8 

Saroyan, William 1908-1981  DLB-7, 9; Y-81 

Sarton, May 1912-  DLB-48; Y-81 

Sassoon, Siegfried 1886-1967 DLB-20 

Saturday Review Press Dl.B-46 

Saunders, James 1925-  DLB-13 

Saunders, John Monk 1897-1940 DLB-26 

Savage, James 1784-1873 DLB-30 

Savage, Marmion W. 1803?-1872 DLB-21 

Sawyer, Ruth 1880-1970 DLB-22 

Sayers, Dorothy L. 1893-1957  DLB-10, 36 

Sayles, John Thomas 1950-  DLB-44 

Scannell, Vernon 1922-  DLB-27 

Scarry, Richard 1919-    DLB-61 

Schaeffer, Susan F'romberg 1941- ' DLB-28 

Scharf, J. 4'homas 1843H898 DLB-47 

Schlesinger, Arthur M., Jr. 1917-  DLB-17 

Schmid, Eduard Hermann Wilhelm 

(see Edschmid, Kasirnir) 

Schmidt, Michael 1947-  DLB-40 

Schmitz, James H. 1911-  DLB-8 

Schocken Books  DLB-46 

Schouler, James 1839-1920 DLB-47 

Schrader, Paul 1946-  DLB-44 

Schreiner, Olive 1855-1920 DI4M8 

Schroeder, Andreas 1946-  DLB-53 

Schulberg, Budd 1914-  DLB-6, 26, 28; \’-81 

Schulte, E. J., and Ciompany DLB-49 

Schurz, Carl 1829-1906 DEB-23 

Schuyler, George S. 1895-1977  DLB-29, 51 

Schuyler, James 1923-  DLB-5 

Schwartz, Delmore 1913-1966 DLB-28, 48 

Schwartz, Jonathan 1938-  Y-82 

Science Eantasy DLB-8 

Science-Fiction Eanclom and Conventions DLB-8 

Science-Eiction Eanzines: Ehe Lime Binders ....DLB-8 

Science-Eiction Eilms DLB-8 

Science Eiction Writers of America and the 

Nebula Awards DLB-8 

Scott, Evelyn 1893-1963  DLB-9, 48 

Scott, Harvey W. 1838-1910 DLB-23 

Scott, Paul 1920-1978 DLB-14 

Scott, Sarah 1723-1795  DLB-39 

Scott, Tom 1918-  DLB-27 

Scott, William Bell 1811-1890  DLB-32 

Scott, William R. [publishing house] DLB-46 

Scott-Heron, Gil 1949-  DLB-41 

CTarles Scribner’s Sons DLB-49 

Scripps, E. W. 1854-1926 DLB-25 

Scudder, Horace E. 1838-1902  DLB-42 

Scupham, Peter 1933-  DLB-40 

Seabrook, William 1886-1945 DLB-4 

Seabury, Samuel 1729-1796  DLB-31 

Sears Publishing (Company DLB-46 

Seaton, George 1911-1979  DLB-44 

Seaton, William Winston 1785-186() DLB-43 

Sedgwick, (iatharine Maria 1789-1867 DLB-1 

Seeger, Alan 1888-1916  DLB-45 

Segal, Erich 1937-  \’-86 

Seid, Ruth (see Sinclair, Jo) 

Seidel, Erederick Lewis 1936-  Y-84 

Seidel, Ina 1885-1974  DLB-56 

Sejour, Victor 1817-1874  DLB-50 

Sejour Marcou et Eerrand, 

Juan Victor (see Sejour, Victoi) 

Selby, Hubert, Jr. 1928-  DLB-2 

419 



Cumulative Index DLB 61 

ScldcMi, (icorgc 1929-  I)LB-52 

Selected English-Language Little Magazines and 

Newspapers [France, 1920-19S9j Dl.B-4 

Selected Humorous Magazines (1820-1950) ... 1)LB-11 

Selected Science-Fiction Magazines and 

Anthologies DLB-8 

Seligman, Fdwin R. A. 1861-1959 l)LB-47 

Seltzer, Fhomas [publishing house] l)LB-46 

Sendak, Maurice 1928-  I)LB-61 

Sensation Novels (1865), by H. L. Manse I)LB-21 

Seredy, Kate 1899-1975  DLB-22 

Sel ling, Rod 1924-1975 DLB-26 

Settle, Mary Lee 1918-  DLB-6 

Seuss, Dr. (see Geisel, Fheodor Seuss) 

Sewall, Joseph 1688-1769 DLB-24 

Sewell, Samuel 1652-1750... DLB-24 

Sex, Class, Politics, and Religion [in the British 

Novel, 1950-1959] DLB-15 

Sexton, Anne 1928-1974  DLB-5 

Shaara, Michael 1929-  Y-85 

Shaffer, Anthony 1926-  DLB-15 

Shaffer, Peter 1926-  DLB-15 

Shairp, Mordaunt 1887-1959 DLB-10 

Shange, Ntozake 1948-  DLB-58 

Shapiro, Karl 1915-  DLB-48 

Sharon Publications DLB-46 

Sharpe, Fom 1928-  DLB-14 

Shaw, Bernard 1856-1950  DLB-10, 57 

Shaw, Henry Wheeler 1818-1885 DLB-11 

Shaw, Irwin 1915-1984  DLB-6; Y-84 

Shaw, Robert 1927-1978 DLB-L5, 14 

Shay, Frank [publishing house] DLB-46 

Shea, John Gilmary 1824-1892  DLB-50 

Shebbeare, John 1709-1788  DLB-59 

Sheckley, Robert 1928-  DLB-8 

Sheet!, Wilfred 1950-  DLB-6 

Sheed and Ward DLB-46 

Sheldon, Alice B. (see Fiptree, James, Jr.) 

Sheldon, Fdward 1886-194() DLB-7 

Sheldon and (Company DLB-49 

Shepard, Sam 1945-  1)1.B-7 

Shepard, Fhomas I 1604 or 1605-1649 DLB-24 

Shepard, Fhomas 11 1655-1677  DLB-24 

Shepard, Clark and Brown DLB-49 

Sheridan, Frances 1724-1766 DLB-59 

Sherrill, R. C. 1896-1975 DLB-10 

Sherwood, Robert 1896-1955 DLB-7, 26 

Shiels, (ieorge 1886-1949 DLB-10 

Shillaber, B.[enjamin] P.[enhallow] 

1814-1890 DLB-1, 11 
¥ 

Shine, Ted 1951-  DLB-58 

Shirer, William L. 1904-  DLB-4 

Shirley, James 1596-1666 DLB-58 

Shockley, Ann Allen 1927-  DLB-55 

Shorthouse, Joseph Henry 1854-1905  DLB-18 

Shulevitz, Uri 1955-  DLB-61 

Shulman, Max 1919-  DLB-11 

Shute, Henry A. 1856-1945  DLB-9 

Shuttle, Penelope 1947-  DLB-14, 40 

Sidney, Margaret (see Lothrop, Harriet M.) 

Sidney’s Press DLB-49 

Siegfried Loraine Sassoon: A Centenary Essay 

4 ributes from Vivien F. Clarke and 

Michael Thorpe Y-86 

Sierra Club Books  DLB-49 

Sigourney, Lydia Howard (Huntley) 

1791-1865 DLB-1, 42 

Silkin, Jon 1950-  DLB-27 

Silliphant, Stirling 1918-  DLB-26 

Sillitoe, Alan 1928-  DLB-14 

Silman, Roberta 1954-  DLB-28 

Silverberg, Robert 1955-  DLB-8 

Simak, Clifford D. 1904-  DLB-8 

Simcox, George Augustus 1841-1905 DLB-55 

Simmons, Herbert Alfred 1950-  DLB-55 

Simmons, James 1955-  DLB-40 

Simms, William Gilmore 1806-1870  DLB-5, 50, 59 

Simon, Neil 1927-  DLB-7 

Simon and Schuster DLB-46 

Simons, Katherine Drayton Mayrant 1890-1969.. .Y-85 

Simpson, Louis 1925-  DLB-5 

Simpson, N. f . 1919-  DLB-15 
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Sims, (jeorge R. 1847-1922 l)LB-35 

Sinclair, Andrew 1985-  I)l.B-14 

Sinclair, Jo 1913-  DLB-28 

Sinclair Lewis Centennial Cionference Y-85 

Sinclair, May 1863-1946  I)LB-36 

Sinclair, Upton 1878-1968 DLB-9 

Sinclair, LJpton [publishing house] DLB-46 

Singer, Isaac Bashevis 1904-  I)LB-6, 28, 52 

Singmaster, Elsie 1879-1958 DLB-9 

Siodmak, Curt 1902-  DLB-44 

Sissman, L. E. 1928-1976 DLB-5 

Sisson, C. H. 1914-  DLB-27 

Sitwell, Edith 1887-1964 DLB-20 

Skelton, Robin 1925-  DLB-27, 53 

Skipsey, Joseph 1832-1903  DLB-35 

Slade, Bernard 1930-  DLB-53 

Slavitt, David 1935-  DLB-5, 6 

A Slender Thread of Hope: The Kennedy 

Center Black Theatre Project DLB-38 

Slick, Sam (see Haliburton, Thomas Chandler) 

Sloane, William, Associates DLB-46 

Small, Maynard and Company DLB-49 

Small Presses in Great Britain and Ireland, 

1960-1985 DLB-40 

Small Presses I: Jargon Society Y-84 

Small Presses II: The Spirit That 

Moves Us Press Y-85 

Smiles, Samuel 1812-1904  DLB-55 

Smith, Alexander 1829-1867  DLB-32, 55 

Smith, Betty 1896-1972 , Y-82 

Smith, (Jarol Sturm 1938-  ' Y-81 

Smith, Cdiarles Henry 1826-1903 DLB-11 

Smith, Charlotte 1749-1806  DLB-39 

Smith, Ca)rdwainer 1913-1966 DLB-8 

Smith, Dave 1942-  DLB-5 

Smith, Dodie 1896-  DLB-10 

Smith, Doris Buchanan 1934-  DLB-52 

Smith, E. E. 1890-1965  DLB-8 

Smith, Elihu Hubbard 1771-1798  DLB-37 

Smith, Elizabeth Oakes (Prince) 1806-1893 DLB-I 

Smith, (ieorge O. 1911-1981  DLB-8 

Smith, H. Allen 1907-1976  DLB-1 1, 29 

Smith, Harrison, and Robert Haas 

[publishing house] DLB-46 

Smith, Iain (a ichten 1928-  DLB-40 

Smith, J. Allen 1860-1924  DLB-47 

Smith, J. Stilman, and Company DLB-49 

Smith, John 1580-1631  DLB-24, 30 

Smith, Josiah 1704-1781 DLB-24 

Smith, Ken 1938-  DLB-40 

Smith, Lee 1944-  Y-83 

Smith, Mark 1935-  Y-82 

Smith, Michael 1698-circa 1771 DLB-31 

Smith, Red 1905-1982 DLB-29 

Smith, Samuel Harrison 1772-1845 DLB-43 

Smith, Samuel Stanhope 1751-1819 DLB-37 

Smith, Seba 1792-1868  DLB-1, 11 

Smith, Stevie 1902-1971  DLB-20 

Smith, Sydney Goodsir 1915-1975 DLB-27 

Smith, W. B., and Company DLB-49 

Smith, William 1727-1803  DLB-31 

Smith, William 1728-1793  DLB-30 

Smith, William Jay 1918-  DLB-5 

Smollett, Tobias 1721-1771 DLB-39 

Snellings, Rolland (see Toure, Askia Muhammad) 

Snodgrass, W. 1). 1926-  DLB-5 

Snow, C. P. 1905-1980 DLB-15 

Snyder, Gary 1930-  DLB-5, 16 

Sobiloff, Hy 1912-1970 DLB-48 

Solano, Solita 1888-1975 DLB-4 

Solomon, Ciarl 1928-  DLB-16 

Solway, David 1941-  DLB-53 

Solzhenitsyn and America Y-85 

Sontag, Susan 1933-  DLB-2 

Sorrentino, (iilbert 1929-  DLB-5; \'-80 

Southerland, Ellease 1943-   1)LB-33 

Southern, lerry 1924-  DLB-2 

Southern Writers Between the Wars DLB-9 

Spark, Muriel 1918-   DLB-15 

Sparks, Jared 1789-1866 DLB-1, 30 

Sparshott, Erancis 1926-  DLB-60 
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Spellman, A. B. 1935-  1)LB-41 

Spencer, Anne 1882-1975  1)LB-51, 54 

Spencer, Klizabeth 1921-  l)LB-() 

Spencer, Herbert 1820-1903 l)LB-57 

Spencer, Scott 1945-  Y-8() 

Spender, Stephen 1909- DLB-20 

Spicer, Jack 1925-1905  l)LB-5, 10 

Spielberg, Peter 1929-  Y-81 

Spier, Peter 1927-  DLB-01 

S{)inrad, Norman 1940-  I)LB-8 

Scjiiibob (see Derby, Cieorge Horatio) 

Stallord, Jean 1915-1979 DLB-2 

StalTord, William 1914-  DLB-5 

Stage C.ensorship: “ Phe Rejected Statement” 

(191 1), by Bernard Shaw [excerpts] DLB-10 

Stallings, Laurence 1894-1908 DLB-7, 44 

Stallworthy, Jon 1935-  DLB-4() 

Stampp, Kenneth M. 1912-  DLB-17 

Stanford, Ann 191(5-  DLB-5 

Stanton, Frank L. 1857-1927  DLB-25 

Stapledon, Olat 1880-1950  DLB-15 

Star Spangled Banner Ofhce DLB-49 

Starkweather, David 1935-  DLB-7 

Statements on the Art of Poetry DLB-54 

Steadman, Mark 1930-  DLB-0 

The Stealthy School of Criticism (1871), by 

Dante (iabriel Rossetti DLB-35 

Stearns, Harold 1891-1943  DLB-4 

Steele, Max 1922-  Y-8() 

Steere, Richard circa 1043-1721 DLB-24 

Stegner, Wallace 1909-  DLB-9 

Steig, William 1907-  DLB-01 

Stein, (iertrude 1874-1940  DLB-4, 54 

Stein, Leo 1872-1947  DLB-4 

Stein and Day Publishers DLB-40 

Steinbeck, John 1902-1908  DLB-7, 9; DS-2 

Stephen, Leslie 1832-1904 DLB-57 

Stephens, Alexander H. 1812-1883 DLB-47 

Stephens, Ann 1813-1880  DLB-3 

Stephens, (diaries Asbury 1844?-1931 DLB-42 

Stephens, James 1882?-195() DLB-19 

Sterling, C;eorge 1809-1920 DLB-54 

Sterling, James 1701-17(53  DLB-24 

Stern, Stewart 1922-  DLB-20 

Steine, Laurence 1713-17(58 DLB-39 

Sternheirn, Carl 1878-1942  DLB-50 

Stevens, Wallace 1879-1955 DLB-54 

Stevenson, Anne 1933-  DLB-4() 

Stevenson, Robert Louis 1850-1894  1)1.B-18, 57 

Stewart, Donald Ogden 1894-1980 DLB-4, 11, 20 

Stewart, Dugald 1753-1828 DLB-31 

Stewart, Ceorge R. 1895-1980 DLB-8 

Stewart and Kidd Company DLB-40 

Stickney, Trumbull 1874-1904 DLB-54 

Stiles, Ezra 1727-1795  DLB-31 

Still, James 1900-  DLB-9 

Stith, William 1707-1755  DLB-31 

Stockton, Frank R. 1834-1902  DLB-42 

Stoddard, Ashbel [publishing house] DLB-49 

Stoddard, Richard Henry 1825-1903  DLB-3 

Stoddard, Solomon 1043-1729 DLB-24 

Stoker, Brain 1847-1912 DLB-3e 

Stokes, Frederick A., Company DLB-49 

Stokes, Thomas L. 1898-1958  DLB-29 

Stone, Herbert S., and (Y)mpany DI.B-49 

Stone, Melville 1848-1929  DLB-25 

Stone, Samuel 1002-1003 DLB-24 

Stone and Kimball DLB-49 

Stoppard, Tom 1937-  DLB-13; Y-85 

Storey, Anthony 1928-  DLB-14 

Storey, David 1933-  DLB-13, 14 

Story, Thomas circa 1070-1742 DLB-31 

Story, William Wetmore 1819-1895 DLB-1 

Storytelling: A (d)ntemporary Renaissance Y-84 

Stoughton, William 1031-1701 DLB-24 

Stowe, Harriet Beecher 181 1-1890  DLB-1, 12, 42 

Stowe, Leland 1899-  DLB-29 

Strand, Mark 1934-  DLB-5 

Stratemeyer, Edward 1802-1930 DLB-42 

Stratton and Barnard DLB-49 

Straub, Peter 1943-  Y-84 
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Street and Smith DLB-49 

Streeter, Edward 1891-1976 DLB-11 

Stribling, T. S. 1881-1965  DLB-9 

Stringer and Lownsend l)LB-49 

Strother, David Hunter 1816-1888  DLB-3 

Stuart, Jesse 1906-1984 DLB-9, 48; Y-84 

Stuart, l.yle [publishing house] DLB-46 

Stubbs, Harry Clement (see (dement, Hal) 

4’he Study of Poetry (1880), by Matthew 

Arnold DLB-35 

Sturgeon, I heodore 1918-1985  DLB-8; Y-85 

Sturges, Preston 1898-1959 DLB-26 

“Style” (1840; revised, 1859), by Thomas 

de Quincey [excerpt] DLB-57 

“Style” (1888), by Walter Pater DLB-57 

Style (1897), by Walter Raleigh [excerpt] DLB-57 

“Style” (1877), by T. H. Wright [excerpt] DLB-57 

“Le Style c’est rhomme” (1892), 

by W. H. Mallock DLB-57 

Styron, William 1925-  DLB-2; Y-80 

Such, Peter 1939-  DLB-60 

Suckling, Sir John 1609-1642 DLB-58 

Suckow, Ruth 1892-1960  DLB-9 

Suggs, Simon (see Hooper, Johnson Jones) 

Sukenick, Ronald 1932-  Y-81 

Suknaski, Andrew 1942-  DLB-53 

Sullivan, (7 (Gardner 1886-1965  DLB-26 

Sullivan, Lrank 1892-1976   DLB-11 

Summers, Hollis 1916-    DLB-6 

Sumner, Henry A. [publishing house] DLB-49 

Su rtees, Robert vSmith 1803-1864 DLB-21 

A Survey of Poetry 

Anthologies, 1879-1960 DLB-54 

Surveys of the Year’s Biography 

A I ransit of Poets and Others: American 

Biography in 1982  Y-82 

1 he Year in Literary Biography Y-83 

1 he Year in Literary Biography' Y-84 

1 he Year in later ary Biogr aphy Y-85 

1 he Year in Literary Biography Y-86 

Sur veys of the \Tar’s Book Publishing 

l ire Year in Book Publishitrg 5’-86 

Surveys of the \'ear’s Drarrra 

I he Year in Dr ama 5 -82 

I he Year in Dr ama \'-83 

The Year in Dr ama Y-84 

l ire Year irr Dr arrra 5 -85 

Sur veys of the Year’s Lictiorr 

Lire Year’s Work irr Lictiorr; A Survey 5 -82 

1 he Year irr P'ictiorr: A Biased View Y-83 

The Year irr Lictiorr \'-84 

The Year irr Lictiorr Y-85 

The Year irr Lictiorr Y-86 

Surveys of the Year’s Poetry 

4'he Year’s Work irr Arrrericarr Poetr y Y-82 

The Year irr Poetry Y-83 

The Year irr Poetr y Y-84 

The Year in Poetry Y-85 

4 he Year irr Poetry Y-86 

Sutrx), Alfred 1863-1933 DLB-10 

Swados, Har vey 1920-1972  DLB-2 

Swairr, Char les 1801-1874  DLB-32 

Swallow Press DLB-46 

Swerrsorr, May 1919-  DLB-5 

Swerlirrg, Jo 1897-  DLB-44 

Swift, Jonathan 1667-1745 DLB-39 

Swinbur-rre, A. C. 1837-1909 DLB-35, 57 

Swirrrrertorr, Lrarrk 1884-1982  DLB-34 

Swisshehrr, Jarre Grey 1815-1884  DLB-43 

Swope, Herbert Bayard 1882-1958  DLB-25 

Swords, V. arrd J., arrd (drrrrparry DLB-49 

Syrrrorrds, Johrr Addirrgtorr 1840-1893 DLB-57 

Syrrrorrs, Arthur 1865-1945 DLB-19, 57 

Synrorrs, Scott 1933-  DLB-53 

Synge, John Millirrgtorr 1871-1909 DLB-10, 19 

T 

I aggar (1, Cierrevieve 1894-1948 DLB-45 

I'ait, |. Selwirr, arrd Sorrs DLB-49 

I’alvj or 1 alvi (see Robirrsotr, 1 herese) 

I aradash, Darriel 1913-   DLB-44 

l arbell, Ida M. 1857-1944  DLB-47 

l arkirrgtorr. Booth 1869-1946  DLB-9 
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l ashlin, Frank 1913-1972  I)LB-44 

Fate, Allen 1899-1979 l)LH-4, 45 

l ate, James 1943-  l)LB-5 

Fay lor, Bayard 1825-1878 1)LB-3 

l aylor, Bert Feston 1866-1921 l)LB-25 

Faylor, Charles H. 1846-1921 I)FB-25 

l aylor, Fdward circa 1642-1729 l)LB-24 

Faylor, Henry 1942-  DLB-5 

Faylor, Sir Henry 1800-1886 l)LB-32 

Faylor, Mildred 1). ?-   I)LB-52 

Faylor, Peter 1917-  Y-81 

Faylor, William, and Company DLB-49 

Faylor-Made Shakespeare? Or Is 

“Shall 1 Die?” the L,ong-Lost Fext 

ol Bottom’s Dream? Y-85 

Feasdale, Sara 1884-1933  DLB-45 

The Tea-Table (1725), by Eliza Haywood 

[excerpt] DLB-39 

Fenn, William 1919-  DLB-8 

Fennant, Emma 1937-  DEB-14 

Fenney, l abitha (iilman 1762-1837 DEB-37 

Fennyson, Alfred 1809-1892  DEB-32 

Fennyson, Frederick 1807-1898 DEB-32 

1 erhune, Albert Payson 1872-1942 DEB-9 

Ferry, Megan 1932-  DEB-7 

Ferson, Peter 1932-  DEB-13 

Fesich, Steve 1943-  Y-83 

Fhacher, James 1754-1844  DEB-37 

1 hackeray, William Makepeace 

1811-1863 DEB-21, 55 

Fhe 1 heatre (iuild DEB-7 

1 herio, Adrien 1925-  DEB-53 

1 heroux, Paul 1941-  DEB-2 

1 homa, Richard 1902-  DEB-4 

1 homas, Audrey 1935-  DEB-60 

1 homas, 1). M. 1935-  DEB-40 

Fhomas, Dylan 1914-1953 DEB-13, 20 

1 homas, Edward 1878-1917 DEB-19 

Fhomas, Cwyn 1913-1981 DEB-15 

Fhomas, Isaiah 1750-1831 DEB-43 

Fhomas, Isaiah [publishing house] DEB-49 

1 homas, John 1900-1932 DEB-4 

1 homas, Joyce C^nol 1938-  DEB-33 

1 homas, Eorenzo 1944-  DEB-41 

Fhomas, R. S. 1915-  DEB-27 

1 hompson, Dorothy 1893-1961  DEB-29 

1 hompson, Francis 1859-1907  DEB-19 

1 hompson, Ceorge Selden (see Selden, (ieorge) 

1 hompson, John 1938-1976 DEB-60 

Thompson, John R. 1823-1873 y DEB-3 

Thompson, Ruth Plumly 1891-1976 DEB-22 

1 hompson, William Fappan 1812-1882  DEB-3, 11 

Thomson, James 1834-1882  DEB-35 

4 homson,. Mortimer 1831-1875  DEB-11 

Thoreau, Henry David 1817-1862 DEB-1 

I horpe, Fhomas Bangs 1815-1878 DEB-3, 11 

Thoughts on Poetry and Its Varieties (1833), 

by John Stuart Mill DEB-32 

Thurber, James 1894-1961  DEB-4, 11, 22 

Thurman, Wallace 1902-1934  DEB-51 

Thwaite, Anthony 1930-  DEB-40 

Thwaites, Reuben (jold 1853-1913  DEB-47 

Ticknor, George 1791-1871  DEB-1, 59 

Ticknor and P4elcls DEB-49 

Ticknor and Fields (revived) DEB-46 

Tietjens, Eunice 1884-1944 DEB-54 

Tilton, J. E., and (Company DEB-49 

Time and Western Man (1927), by Wyndham 

Eewis [excerpts] DEB-36 

Time-Eife Books DEB-46 

Times Books DEB-46 

Timothy, Peter circa 1725-1782  DEB-43 

Fimrod, Henry 1828-1867  DEB-3 

Fiptree, James, Jr. 1915-  DEB-8 

Fitus, Edward William 1870-1952  DEB-4 

Toklas, Alice B. 1877-1967  DEB-4 

Tolkien, J. R. R. 1892-1973 DEB-15 

Poison, Melvin B. 1898-1966 DEB-48 

Torn Jones (1749), by Henry 

Fielding [excerpt] DEB-39 

Fomlinson, (diaries 1927-  DEB-40 

Fomlinson, Henry Major 1873-1958  DEB-36 
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Tonipkins, Abel [publishing house] l)LB-49 

l ompson, Benjamin 1642-1714  I)LB-24 

IOnks, Rosemary 1932-  DLB-14 

koole, John Kennedy 1937-1969 Y-81 

l oonier, jean 1894-1967  1)LB-45, 51 

Lor Books DLB-46 

Torrence, Ridgely 1874-1950 DLB-54 

Loth, Susan Allen 1940-  Y-86 

Tough-(Aiy Literature DLB-9 

Loure, Askia Muhammad 1938-  DLB-41 

Tourneur, C^yril cirea 1580-1626  DLB-58 

Tousey, Frank [publishing house] DLB-49 

Tower Publications DLB-46 

Fowne, Benjamin circa 1740-1793 DLB-43 

Towne, Robert 1936-  DLB-44 

Fracy, Honor 1913-  DLB-15 

I he Transatlantic Publishing (Yimpany DLB-49 

Travel!, B. 1882? or 1890P-1969? DLB-9, 56 

Travers, Ben 1886-1980 DLB-10 

I remain. Rose 1943-  DLB-14 

Fremblay, Michel 1942-  DLB-60 

Freuds in Twentieth-Century 
Mass Market Publishing DLB-46 

Trent, William P. 1862-1939   DLB-47 

4 rescot, William Henry 1822-1898  DLB-30 

4 revor, William 1928-  DLB-14 

Frilling, Lionel 1905-1975 DLB-28 

I ripp, John 1927-  DLB-40 

Frocchi, Alexander 1925-     DLB-15 

4'rollope, Anthony 1815-1882   DLB-21, 57 

Frollope, Frances 1779-1863  DLB-21 

Froop, Flizaheth 1931-  DLB-14 

Frotti, Lamar 1898-1952  DLB-44 

I rottier, Pierre 1925-  DLB-60 

I loupe, Quincy 4 homas, Jr. 1943-  DLB-41 

Flow, John F., and (4)mpany DLB-49 

I rumho, Dalton 1905-1976 DLB-26 

Frumhull, Benjamin 1735-1820...., DLB-30 

Frumhull, John 1750-1831  DLB-31 

l ucholsky, Kurt 1890-1935 DLB-56 

Fucker, Ccorge 1775-1861 DLB-3, 30 

44icker, Nathaniel Beverley 1784-1851 DLB-3 

Fucker, St. Cieorge 1752-1827 DLB-37 

Tunis, John R. 1889-1975  DLB-22 

Fuohy, Frank 1925-  DLB-14 

Flipper, Martin F. 1810-1889  DLB-32 

Furhyhll, Mark 1896-  DLB-45 

Furco, Lewis 1934-  Y-84 

Turnbull, Gael 1928-  DLB-40 

44irner, Charles (4 ennyson) 1808-1879  DLB-32 

I in ner, Frederick 1943-  DLB-40 

Furner, Frederick Jackson 1861-1932 DLB-17 

4Tirpin, Waters Fdward 1910-1968 DLB-51 

Fwain, Mark (see Clemens, Samuel Langhorne) 

Tyler, Anne 1941-  DLB-6; Y-82 

Tyler, Moses Coit 1835-1900  DLB-47 

Tyler, Royall 1757-1826  DLB-37 

Tylor, Edward Burnett 1832-1917 DLB-57 

u 

Under the Microscope (1872), by A. C. 

Swinburne DLB-35 

United States Book (4)mpany DLB-49 

Universal Publishing and Distributing 

(4)rporation DLB-46 

I he Universitv ol Iowa Writers’ 
j 

Workshop (iolden Jubilee Y-86 

“ I he Unknown Public” (1858), by 

Wilkie C4)llins [excerpt] DLB-57 

Unruh, Fritz von 1885-1970 DLB-56 

Upchurch, Boyd B. (see Boyd, John) 

Updike, John 1932-  DLB-2, 5; \'-80, 82; DS-3 

Upton, (diaries 1948-   DLB-16 

Upward, Allen 1863-1926   DLB-36 

Ustinov, Peter 1921-  DLB-13 
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V 

Vail, [.aurciue I891-19r)8 l)LR-4 

Vajda, Fa nest 1887-1954  DLB-44 

Valgardsoii, W. 1). 1959-   l)LB-6() 

Van Allshiirg, (4ii is 1949-   1)LB-61 

Van Anda, ("an 1864-1945 DLB-25 

Vance, jack 1916?-  DLB-8 

Van Doran, Mark 1894-1972  DLB-45 

van Drnten, John 1901-1957  DLB-10 

Van Dnyn, Mona 1921-  DLB-5 

Van Dyke, Henry 1928-  DLB-33 

Vane, Sutton 1888-1963 DLB-10 

Vanguard Press DLB-46 

van Itallie, Jean-(4ande 1936-  DLB-7 

Vann, Robert L. 1879-1940 DLB-29 

Van Rensselaer, Mariana Griswold 

1851-1934 DLB-47 

Van Rensselaer, Mrs. Schuyler (see Van 

Rensselaer, Mariana (Griswold) 

Van Vechten, Carl 1880-1964  DLB-4, 9 

van Vogt, A. E. 1912-  DLB-8 

Varley, John 1947-  Y-81 

Vassa, (iustavus (see Equiano, Olaudah) 

Vega, Janine Pommy 1942-  DLB-16 

Veiller, Anthony 1903-1965  DLB-44 

Verplanck, (iulian C. 1786-1870 DLB-59 

Very, Jones 1813-1880  DLB-1 

Victoria 1819-1901  DLB-55 

Vidal, Gore 1925-  DLB-6 

Viereck, (ieorge Sylvester 1884-1962 DLB-54 

Viereck, Peter 1916-  DLB-5 

Viewpoint: Politics and Performance, by David 

Edgar DLB-13 

Vigneault, (iilles 1928-  DLB-60 

Ehe Viking Press DLB-46 

Villard, Henry 1835-1900  DLB-23 

Villard, Oswald Ciarrison 1872-1949 DLB-25 

Villemaire, Yolande 1949-  DLB-60 

Viorst, Judith ?-    DLB-52 

Volland, P. E., (Company DLB-46 

Vonnegut, Kurt 1922-  DLB-2, 8; Y-80; DS-3 

Vroman, Mary Elizabeth circa 1924-1967 DLB-33 

w 

Wagoner, David 1926-  DLB-5 

Wah, Fred 1939-  DLB-60 

Wain, John 1925-  . .DLB-15, 27 

Wainwright, Jeffrey 1944-  DLB-40 

Waite, Peirce and Company DLB-49 

Wakoski, Diane 1937-  DLB-5 

Walck, Henry Z DLB-46 

Walcott, Derek 1930-  Y-81 

Waldman, Anne 1945-  DLB-16 

Walker, Alice 1944-  DLB-6, 33 

Walker, George F. 1947-  DLB-60 

Walker, Joseph A. 1935-  DLB-38 

Walker, Ted 1934-  DLB-40 

Walker and Company DLB-49 

Walker, Evans and Cogswell Company DLB-49 

Wallant, Edward Lewis 1926-1962 DLB-2, 28 

Walpole, Horace 1717-1797  DLB-39 

Walpole, Hugh 1884-1941 DLB-34 

Walrond, Eric 1898-1966 DLB-51 

Walsh, Ernest 1895-1926  DLB-4, 45 

Walsh, Robert 1784-1859 DLB-59 

Wambaugh, Joseph 1937-  DLB-6; Y-83 

Ward, Artemus (see Browne, Charles Earrar) 

Ward, Douglas Turner 1930-  Dr>B-7, 38 

Ward, Lynd 1905-1985 DLB-22 

Ward, Mrs. Humphry 1851-1920 DLB-18 

Ward, Nathaniel circa 1578-1652 DLB-24 

Ware, William 1797-1852 DLB-1 

Warne, Erederick, and (annpany DLB-49 

Warner, Rex 1905-  DLB-15 

Warner, Susan Bogert 1819-1885  DLB-3, 42 

Warner, Sylvia Eownsend 1893-1978 DLB-34 

Warner Books DLB-46 

Warren, John Byrne Leicester (see De I abley. Lord) 
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Warren, Leila 1899-1982  Y-88 

Warren, Mercy Otis 1728-1814 DLB-Sl 

Warren, Robert Penn 1905-  DLB-2, 48; Y-8() 

Washington, Cieorge 1732-1799  I)LB-31 

Wasson, David Atwood 1823-1887 DLB-1 

Waterhouse, Keith 1929-  DLB-13, 15 

Waterman, Andrew 1940-  DLB-40 

Waters, Frank 1902-  Y-86 

Watkins, Vernon 1906-1967 DLB-20 

Watmoiigh, David 1926-  DLB-53 

Watson, Sheila 1909-  DLB-60 

Watson, Wilfred 1911-  DLB-60 

Watt, W. J., and (4)mpany DLB-46 

Watterson, Henry 1840-1921  DLB-25 

Watts, Alan 1915-1973  DLB-16 

Watts, Franklin [publishing house] DLB-46 

Waugh, Auheron 1939-  DLB-14 

Waugh, Evelyn 1903-1966 DLB-15 

Way and Williams DLB-49 

Wayman, Tom 1945-  DLB-53 

Weatherly, Tom 1942-  DLB-41 

Webb, Frank J. ?-? DLB-50 

Webb, James Watson 1802-1884 DLB-43 

Webb, Mary 1881-1927 DLB-34 

Webb, Phyllis 1927-  DLB-53 

Webb, Walter Prescott 1888-1963  DLB-17 

Webster, Augusta 1837-1894  DLB-35 

Webster, (diaries L., and (ximpany DLB-49 

Webster, John 1579 or 1580-1634?   DLB-58 

Webster, Noah 1758-1843  A DLB-1, 37, 42, 43 

Weems, Mason Locke 1759-1825  DLB-30, 37, 42 

Weidman, Jerome 1913-  DLB-28 

Weinbaum, Stanley (irauman 1902-1935  DLB-8 

Weiss, John 1818-1879  DLB-1 

Weiss, Lheoclore 1916-  DLB-5 

Welch, Lew 1926-1971? DLB-16 

Weldon, Fay 1931-  DLB-14 

Wells, Carolyn 1862-1942  , DLB-1 1 

Wells, Charles Jeremiah circa 1800-1879  DLB-32 

Wells, H. (;. 188(i-1946 DLB-34 

Wells, Robert 1947-   DLB-40 

Wells-Barnett, Ida B. 1862-1931  DLB-23 

Welty, Fndora 1909-  DLB-2 

The Werner (4)mpany DLB-49 

Wersba, Barbara 1932-  DLB-52 

Wescott, (denway 1901-  DLB-4, 9 

Wesker, Arnold 1932-  DLB-13 

Wesley, Richard 1945-  DLB-38 

Wessels, A., and Company DLB-46 

West, Anthony 1914-  DLB-15 

West, Jessamyn 1902-1984 DLB-6; 5 -84 

West, Mae 1892-1980 DLB-44 

West, Nathanael 1903-1940 DLB-4, 9, 28 

West, Paul 1930-  DLB-14 

West, Rebecca 1892-1983 DLB-36; Y-83 

West and Johnson DLB-49 

Western Publishing Company DLB-46 

Wetherell, Elizabeth {see Warner, Susan Bogert) 

Whalen, Philip 1923-  DLB-16 

Wharton, Edith 1862-1937  DLB-4, 9, 12 

Wharton, William 1920s?-  Y-80 

What’s Really Wrong With Bestseller Lists 5'-84 

Wheatley, Phillis circa 1754-1784 DLB-31, 50 

Wheeler, Charles Stearns 1816-1843  DLB-1 

Wheeler, Monroe 1900-  DLB-4 

Wheelock, John Hall 1886-1978 DLB-45 

Wheelwright, John circa 1592-1679  DLB-24 

Wheelwright, J. B. 1897-1940  DLB-45 

Whetstone, C^olonel Pete (see Noland, C. V. M.) 

Whipple, Edwin Percy 1819-1886  DLB-1 

Whitaker, Alexander 1585-1617 DLB-24 

Whitcher, Frances Miriam 1814-1852  DLB-1 1 

White, Andrew 1579-1656 DLB-24 

White, Andrew Dickson 1832-1918 DLB-47 

White, F. B. 1899-1985 DLB-1 1, 22 

White, Edgar B. 1947-  DLB-38 

White, Horace 1834-1916   DLB-23 

White, Walter 1893-1955  DLB-51 

White, William, and Comj)any DLB-49 

White, William Allen 18()8-1944 DLB-9, 25 
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White, William Anthony Parker (see Boncher, Anthony) 

White, William Hale (see Rnthertord, Mark) 

Whitehead, James 1936-  Y-81 

Whitfield, James Monroe 1822-1871 l)LB-5() 

Whiting, John 1917-1963 DLB-13 

Whiting, Samuel 1597-1679  DLB-24 

Whitlock, Brand 1869-1934  DLB-12 

Whitman, Albert, and (Company DLB-46 

Whitman, Albery Alison 1851-1901  DLB-5() 

Whitman, Sarah Helen (Power) 1803-1878  DLB-1 

Whitman, Walt 1819-1892 DLB-3 

Whitman Publishing Company DLB-46 

Whittemore, Reed 1919-  DLB-5 

Whittier, John Greenleaf 1807-1892 DLB-1 

Whittlesey House DLB-46 

Wideman, John Edgar 1941-  DLB-33 

Wiebe, Rudy 1934-  DLB-60 

Wiechert, Ernst 1887-1950  DLB-56 

Wieners, John 1934-  DLB-16 

Wier, Ester 1910-  DLB-52 

Wiggin, Kate Douglas 1856-1923 DEB-42 

Wigglesworth, Michael 1631-1705  DLB-24 

Wilbur, Richard 1921-  DLB-5 

Wild, Peter 1940-  DLB-5 

Wilde, Oscar 1854-1900  DLB-10, 19, 34, 57 

Wilde, Richard Henry 1789-1847 DLB-3, 59 

Wilde, W. A., (a)mpany DLB-49 

Wilder, Billy 1906-  DLB-26 

Wilder, Laura Ingalls 1867-1957  DLB-22 

Wilder, Ehornton 1897-1975 DLB-4, 7, 9 

Wdley, Bell Irvin 1906-1980  DLB-17 

Wdley, John, and Sons DLB-49 

Wilhelm, Kate 1928-  DLB-8 

Whlkinson, vSylvia 1940-  Y-86 

Willard, L. [publishing house] DLB-49 

Willard, Nancy 1936-  Dl.B-5, 52 

Willard, Samuel 1640-1707 DLB-24 

Williams, A., and Caimpany DLB-49 

W'illiams, C:. K. 1936-  DLB-5 

Wdlliams, Emlyn 1905-  DLB-10 

Williams, (;arth 1912-  DLB-22 

Williams, (ieorge Washington 1849-1891 DLB-47 

Williams, Heathcote 1941-  DLB-13 

Williams, Hugo 1942-  DLB-40 

Williams, Isaac 1802-1865  DLB-32 

Williams, Joan 1928-  DLB-6 

Williams, John A. 1925-  DLB-2, 33 

Williams, John E. 1922-  DLB-6 

Williams, Jonathan 1929-   DLB-5 

Williams, Raymond 1921-  DLB-14 

Williams, Roger circa 1603-1683 DLB-24 

Williams, Samm-Art 1946-  DLB-38 

Williams, Sherley Anne 1944-  DLB-41 

Williams, T. Harry 1909-1979 DLB-17 

Williams, Tennessee 1911-1983 DLB-7; Y-83; DS-4 

Williams, William Appleman 1921-  DLB-17 

Williams, William Carlos 1883-1963  DLB-4, 16, 54 

Williams, Wirt 1921-  DLB-6 

Williams Brothers DLB-49 

Williamson, Jack 1908-  DLB-8 

Willingham, Calder Baynard, Jr. 1922- ....DLB-2, 44 

Willis, Nathaniel Parker 1806-1867 DLB-3, 59 

Wilmer, Clive 1945-  DLB-40 

Wilson, A. N. 1950-  DLB-14 

Wilson, Angus 1913-  DLB-15 

Wilson, Arthur 1595-1652 DLB-58 

Wilson, Augusta Jane Evans 1835-1909  DEB-42 

Wilson, Colin 1931-  DLB-14 

Wilson, Harriet E. Adams 1828?-1863? DEB-50 

Wilson, Harry Eeon 1867-1939 DEB-9 

Wilson, John 1588-1667  DEB-24 

Wilson, Lanford 1937-  DEB-7 

Wilson, Margaret 1882-1973 DEB-9 

Wilson, Michael 1914-1978  DLB-44 

Wilson, Woodrow 1856-1924  DEB-47 

Winchell, Walter 1897-1972  DEB-29 

Winchester, J. [publishing house] DEB-49 

Windham, Donald 1920-  DEB-6 

Winsor, Justin 1831-1897 DLB-47 

John C. Winston C^ompany DLB-49 
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Winters, Yvor 1900-1968  DLB-48 

Winthrop, John 1588-1649  l)LB-24, 50 

Winthrop, John, Jr. 1606-1676 DLB-24 

Wirt, William 1772-1834 DLB-37 

Wise, John 1652-1725  DLB-24 

Wiseman, Adele 1928-  DLB-60 

Wisner, George 1812-1849  DLB-43 

Wister, Owen 1860-1938  DLB-9 

Witherspoon, John 1723-1794 DLB-31 

Wodehouse, P. G. 1881-1975 DLB-34 

Woiwode, Larry 1941-  DLB-6 

Wolcott, Roger 1679-1767 DLB-24 

Wolfe, Gene 1931-  DLB-8 

Wolfe, Thomas 1900-1938 DLB-9; DS-2; Y-85 

Wollstonecraft, Mary 1759-1797 DLB-39 

Wood, Benjamin 1820-1900 DLB-23 

Wood, Gharles 1932-1980  DLB-13 

Wood, Mrs. Henry 1814-1887 DLB-18 

Wood, Samuel [publishing house] DLB-49 

Wood, William ?-? DLB-24 

Woodbridge, Benjamin 1622-1684  DLB-24 

Woodmason, Gharles circa 1720-?   DLB-31 

Woodson, Garter G. 1875-1950 DLB-17 

Woodward, G. Vann 1908-  DLB-17 

Woolf, David (see Maddow, Ben) 

Woolf, Virginia 1882-1941  DLB-36 

Woollcott, Alexander 1887-1943 DLB-29 

Woolman,John 1720-1772  DLB-31 

Woolner, Thomas 1825-1892 DLB-35 

Woolsey, Sarah Ghauncy 1835-1905 DLB-42 

Woolson, Gonstance Fenimore 1840-1894  DLB-12 

Worcester, Joseph Emerson 1784-1865 DLB-1 

The Works oj the Rev. John Witherspoon 

(1800-1801) [excerpts] DLB-31 

A World Ghronology of Important Science 

Fiction Works (1818-1979) DLB-8 

World Publishing Ciompany DLB-46 

Worthington, R., and (a)ni})any DLB-49 

Wonk, Herman 1915-  ^ Y-82 

Wright, Gharles 1935-  Y-82 

Wright, (diaries Stevenson 1932-  DLB-33 

Wright, Harold Bell 1872-1944 DLB-9 

Wright, James 1927-1980 DLB-5 

Wright, Jay 1935-  DLB-41 

Wright, Louis B. 1899-1984  DLB-17 

Wright, Richard 1908-1960 DS-2 

Wright, Richard B. 1937-  DLB-53 

Wright, Sarah Elizabeth 1928-  DLB-33 

Writers’ Forum Y-85 

Writing for the 4 heatre, by Harold Pinter .... DLB-13 

Wylie, Elinor 1885-1928 DLB-9, 45 

Wylie, Philip 1902-1971  DLB-9 

Y 

Yates, J. Michael 1938-  DLB-60 

Yates, Richard 1926-  DLB-2; Y-81 

Yeats, William Butler 1865-1939  DLB-10, 19 

Yep, Laurence 1948-  DLB-52 

Yezierska, Anzia 1885-1970  DLB-28 

Yolen,Jane 1939-  DLB-52 

Yonge, Charlotte Mary 1823-1901 DLB-18 

A Yorkshire Tragedy DLB-58 

Yoseloff, Thomas [publishing house] DLB-46 

Young, A1 1939-  DLB-33 

Young, Stark 1881-1963 DLB-9 

Young, Waldeman 1880-1938  DLB-26 

Young, William [publishing house] DLB-49 

“You’ve Never Had It So (d)od,’’ (histed by 

“Winds of Cdiange”: British Eiction in the 

195()s, 1960s, and After DLB-14 

z 

Zangwill, Israel 1864-1926 DLB-10 

Zebra Books DLB-46 

Zebrowski, (ieorge 1945-  DLB-8 

Zech, Paul 1881-1946  DLB-56 

Zelazny, Roger 1937-  DLB-8 

Zenger, John Peter 1697-1746 DLB-24, 43 

Ziebet, G. B., and Gompany DLB-49 

Zierolh, Dale 194()-  DLB-60 
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Zimmer, Paul 1934-  DLB-5 

Zindel, Paul 1936-  DLB-7, 52 

Zolotow, (diarlotte 1915-  I)LB-52 

Zubly, John Joachim 1724-1781  DLB-31 

Zu-Bolton II, Ahmos 1936-  DLB-41 

Zuckmayer, Carl 1896-1977  DLB-56 

Zukolsky, Louis 1904-1978 DLB-5 

zur Miihlen, Hermynia 1883-1951 DLB-56 

¥ 
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