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ABSTRACT 

For this study of the children's narrative picture book, comparative content 

analysis was used on two sets of pictiire lx?o,ks ia order to answer the following question: 

"What are codes and conventions of the posttnodem narrative picture book?" The codes 

and cottventiom of tbe visual and written texts of a set of ten modem Caldecott picture 

books, published during each of the fi ve decades that extended from 1940 to 1985, was 

used as a baseline for comparison of the codes and conventioas of the visual and written 

texts of eighteen postmodern picture books, published between 1975 and 2001 and cited 

as containing postinod.em elements in, the professional literature. Results of the analyses 

are described and interpreted in relation to existing literature within the theoretical 

•framework that inform^ed the study. 

Conventions are the socially imposed constraints that determine the most apt 

codes that may be us^ed to maxim.i^ the comprcherssioii of a text in a particular socio-

historical context. A visual code is the shared traditional arrangement of the elements of 

visual design and written textiml expression that represent and conHnimicate a coherent, 

ordered message to the reader. Both are used to gain insights into the characteristics of 

the postmodern picture hock. The vis'ua! categories of codes aid conventions that were 

described and analyzed include: 1) the pictorial space; 2) the frame; and, 3) the viewing 

perepective and location of action within the pictorial space, A written code refers to the 

shared and accepted patterns and organization of written text that are used to 

communicate concepts and messages in our ctiltore. The categories of written codes and 



15 

conventions that were described and analyzed included: I) the plot; 2) the narrative voice 

and point of view; and, 3) intertextuaUty. Results of the analyses are discussed in relation 

to existing literaliro witMo. the theoretical, framework that informed the study. 

Major fmdiiigs for the postmodern narrative picture book's visual text include: the 

permeability of die picture plane and the picture frame; the introduction of alternate virtual, 

pictorial spaces and white space outside the pictorial space; increasing fragmentation of 

pictorial space; tise unpredictable use of muitiple angles of view in conjunction, with the 

middle-space, eye-level; and, the use of intimate, close-up demand images. Major findings 

for the written test include: the proliferatio,n, of the single primary circular plot ,into various 

multiple, circular and linear plot structures and problematic endings; the proliferation of 

narrative voices and forms of focalization; and, the proliferation of dialogic intertextual 

references to other pre-texts, artistic discourses, and a variety of elements from the greater 

cultural context. 

Implications for authors, illustrators, educators and publishers are discussed and 

areas for fiirther research are suggested. 
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CHAPTER 1: BEGINNINGS 

f\Oier! we iiame iMngs, we call 
them into being. 

We permit them to canter our consciousness, 
but only in the garb-or words-
m whidi we haw dressed them. 

.David Ixwis, 1996. p.268 

.Re-describiTig a familiar ol^ect is one of fte ways ttiat we 
attempt to change how we imderslaiicl .it 

Richard Rorty, 1989. p.7 

Wh.en I blttheiy and with great anticipation opened to the tille page o.f the award 

winning picture book, Macaiiley's Black and White (1990), I was confronted with a 

warning label posted above the scattered .letters of its publishing house's name 

exp.l.ai.niTig: 

This twk apf«ars to contain a numter of stories that do not necessarily 

occur at the same time. Then again, it may contain only one story. !n any 

event, carefiif inspection of both words and pictures is recommencJed. 

Although the book sported the comfortably famiiiar Caldecott seal, of excellence on its 

cover, it was rmiily apparent that it was shockingly different There were no softly 

colored, outlined figures with a con.cise .narrative on the facing page of the "opening" 

(Batier, 1976), Indeed, no single story line was readily apparent and events depicted in 

each of tlie double page open.iiig's quarters became increasingly confusing as I, the 

reader, turnai Ihe pa.ges. Which of the four related njaratives, depictai in ibiir different 



17 

type faces and accompanied by illustrations in. four dissimilar arti,stic styles in each of 

tlie foar quadrants of eaih two page opening sfioald I select to read? Why did 

characters from one story appear in another? Where was the narrator who could lead 

me through this teffling interplay and reveal the connection and the expected sequence 

of events? Why did the pictures conceal as much as they revealed or simply remained 

•unchangcal ftame aiier frame? Yes, 1 hsMi encountered aa «»settling type of picture 

book that played by unfamiliar "rides" of meamiig making. 

The took. Slack ami White, remained an enigma to me imti! i encountered 

Wiesner's (2001) 'Hk Three Little Pig, while writing my Written Comprehensive 

ExaOT-ination, A Amrney thr&ugh the Looking Glass: A Brief ExplorMm into the Visual 

Codes in Picture Book Renditiom of The Three Little Pigs. Not only was this paper the 

culiiiinatioii of my academic focus upon the children's picture book, but also it was also a 

"looking glass" that would lead, me, like Alice, into a fascimting new Wonderiand filled 

with iutriguing mystoies. M this paper I explored the accepted but frequently 

unrecognized visual codes and conventions that are found in the visual text and design of 

children's picture books. ,As I probed the ways that the picture kjok's visual text 

communicates information, I realized that readers, authors, illustrators, book designers 

and juvenile "took aiitors share teamed assamptions atout the design and format of a 

picture book as well as its written and visual conventions or codes of signification that 

create meaiiing (Moebius, 1986; Schwarz, 1982; 1985). 

My intensive inspection of nine different author/illustrators' picture book 

fetelMngs of The lliree Little Pigs narrative brought ine to Hie same realisation as others 

in the field (Goidstone, 1999; Lewis, 1990; Moss, 1984; Watigh, 1985). I had observed an 
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kteresting depurtwre from the expected conventionial organization and content of the 

visual aiid written, texts w.i.thin several books in. this small sample. Wiesner (2001) 

provocatively msmipalated Ms book's underlying stracture and semlotic codes as well as 

its "peritexts" (Higori.net, 1990), :m.ucii as oth.er author/illustrators and illustrators 

(Browne, 1976; Johnson, 1955; Macauley, 1996) .have done over the last decades. Thus, 

in so doing, "they defied the rules" (Moss, 1990, p.50) that govern the organization of the 

incdeni picture took atid., in so doing revealed the artifidaiity of the picture book itself 

and its page as a "real" fiction. (N.ikolaieva, 2001). The reader is called wpon to comtoct 

personal meaning from a swrniagly ftagmeated or playful whole tiiat .is often cowfosiog 

to adults v^^ho are familiar with the picture faook's traditional codes aii.d conven,tion.s. 

TTiese variations of the traditional picture book, have been termed "Postmodern" 

(Goldstone, 1996; Htmt, 1992; Lewis, 1990; 2001). Indeed, the puzzling picture book, 

Biackami White, shoald be deemed postmodem. ia its playful maaipwiatioa of the picture 

book's visual and written, codes and conventions. 

This dissertation is a content analysis of a particular variation of the cMldren's 

picture book, often referred to as "•Postroodem." The picture book sample I have 

assembloi for analysis consists of eighteen postmodern picture books publish^ in the 

last quarter of the twentieth century or from 1975 through 2001. The findings from this 

amtent analysis are presented in a descriptive and inteipretive format and are based on a 

com.parati.ve analysis with another set of modem Caldecott books that has been used to 

eslablish .a baseline of nonnative characteristics. 

Origin of the Project and Backp'ound 



The origin, of this project began in my earliest ctiiMhood with a simple stoiy, read 

to me by my parents hundreds of tira,es, about a villainous Mr. Fox who visited various 

bomes and left his bag only to return and find it empty. Indeed, my earliest. ehOdhoiKi 

memory is of the illustrations in the battered, red cloth-covered children.'s picture book, 

The Selfish Fox, .It was not the narrative that transfixed me, btit rather, the flat, stylized 

aii.d outlined figures filled with bright watercolors that represented the even.ts in the 

nanative mwcli like the iitustratioM that tegin. Wiesner's The Three Figs. 

Perhaps my preoccupation, with the i.a.n.guage of the visual, text and books with 

pictures is the result of femily .and genetics. My grandfaAer and my father were both 

elassieally trained artists. Yet, I now believe that I was blessed with more than a genetic 

proclivity for the semiotic system of imagery b€«a«se my parents arduously inculcated in 

me a familiarity with the "language of art" in all its forms and variations. My chi.idhood 

was punctuated by visits to art museums .and galleries, by experiences with paints, pen 

and ink and pencils as well as by a continuous exposure to a wide variety of image-filled 

books that ran the gamut of artistic styles and genres. In addition, my grandfather would 

sit with, a drawi.ng pad in his lap and create narratives for us and as he did so, he would 

mapcaliy transform the words by spontaaeoasly creating extraordinary pen and ink line 

drawings that gave new life to his exciting oral narrati.ve. This exposure to images and 

their accompanying narrative text created a new reality for me that was lx?th immediate 

and m,agicaL 

Writte.n narratives and the language of the visual text fueled .my often-solitary 

chi.l,dhood, lived pfedominan.tly ii.i. Asian and European countries, where! devoted 

hours to paintiiig and drawing. However, nay parents inad.e sure I was provided 
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glimpses into other cultures and the woiiderfol art in their miiseuins. And, I 

continued to live a fascinatitig "second-hand" life through the pages of the iliustrated 

books-pttMisiiol in foreign, countries as weii as the United States-wbicli my parents 

purchased and borrowed for me. 

Ttea» early experiences gave birth, to my HHiremitting love affair with the 

children's picture book and with visual representation. I. eventually minored in art 

history at Stanford IJni vcreity where 1 was fortynate to spend two quarleis in 

Florence, Italy, studying art and Italian in, the birthplace of Renaissiince art, 

areMt«rttire and sciilpture. lliis experien,ce and the enthusiasm for the study of art it 

engend,ered were to lead to my volunteering as a Doeent at the Tucson Museum of 

Art and my wo,rk, as an Art Outrsrach Speaker ,iii our community. 

I '{alight all the primary grades and ,foirad that my students b!ossom,ed when, they 

,icft their constraining worksheets and aiticidated their thoughts .not o,iily with words, 

but also with their other "language"—that of visual text. They created written texts 

from their various inquiries and they interwove and exuded them with visual texts 

(Iser, 1978). 

However, it should not be forgotten that within the field of education,, the 

ramifications and influence of the revolutionary concept of reading put forth by Y. and K. 

Gocxlman (1967) and the Whole Language movetnent were als» being broadly felt 

(Smith, 1994). With the child and personal meaning making the focal point of the 

i«iniio,g process rather th,an a prescribed cisunriculiiin, and texttwok, there emerged an 

emphasis upon the utilization of authentic m,aterials and quality trade books rather than 

the staid artificiality of''Di,c,k and Jane" lasal readers ((ScwxiBBan, Y., 1989; Goodman, K. 



21 

et al, 198S). These eveats also contributed to the expanded publication of picture 'books 

that served to support my students' learning efforts. 

With the extraordinary weaitli of great cMldfen's literature available and with the 

Whole language movement's emphasis upon the use of authentic literature in the 

classjpoom, picture books appar within, all aspects of the school day, school cunriculiim 

and the school socialization, process (Goodman & Goodman, 1990). Books were then 

and contimie to be a focus for the world of learning (Fielding, Wilson & Anderson, 

1986; McGee, 1992). And ibr me, as well as my students, visual texts were to remain a 

vital part of the lx»oiks of cMdlwod tor they "stir up the attention.. .by sport, and provide 

a merry pastime" (Comenius, 1658, itp). My passion for the picture book genre, with its 

uaique collaboration of witteii text aiid visual text, has shaped m,y subsequent post

graduate academic jo'umey. 

I returned to Posstgraduate work at the University of Arizona as my last cliiM left for 

college. I chose to study all aspects of the reading event as a basis for tutoring "readers in 

trouble" (Goodman, K., 19%, p.!5) who believed they did not meet their school's and their 

parents' expectations for reading ability. I planned al,so to write children's books. 

I sincerciy believed in Gardner's comment (1993), "Reading opens up the world" 

(p. 360). However, I, like many teachers, book reviewers (Berridge, 1981) and parents 

unwittingly overlooked the visual text and placed great emphasis upon the semiotic 

system of language as the source of primar>' meaning for the "emerging reader" (I,ewis, 

1995; Pearson, & JoiiiiBon, 1978). Indeed, others shared my belief that tlie written text 

conveyed meaning for the beginning reader in the field of children's literature (Applebee, 

1978; Ckoff, 1973). Children's Books in Children's Hands (2002), a text designed to be 
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used in a university intxoductory class in cliildren's literature, notes that the "em,ergeint 

literacy period" of the child's development (ages 4-7) involves: 

.. .the acquisition of a host of concepts about print, about language and 

alxjut ttw activities of reading and writing that pj»vide the foiiadation for 

iearning the skills of literacy. We have already mentioned some of these 

concepts: the tact that print and not pictures, "talks " and the fact that 

books are nsad from front to back and from top to bottom. We dwcribed 

the insight that language is real, that it not only expresses emotions but 

also refers to things (Temple, Marfnez, Yokota, Naylor, 2002, p. 17), 

(Underlining and italics are mine-) 

Yet, as I worked with readers in the University of Arizona "Cats literacy Center," I 

ob^Tved that these "emergent" readers relied heavily npon the visual text in the picture 

books they read with me. They also chose books after carefully perusing the front and back 

cover illustetions. I soon roalized that I had failed to give sufficient emphasis to the visual 

sign system of images wMch is a picture book component that provides powerful input to 

the meaning making (Levin, 1981; Shallert, 1980) and book selection processes (Gerlach, 

& Rinehart, 1992; Reutzel & Galli, 1997). 

Hence, to bwome more familiar with the countless, picture-filled books available to 

my readers, I enrolled in a course, "The Art of the Picture Book," that introduced me to the 

importance and Ihe complexity of the integral |wu4s of the picture book: the sign system of 

the visual text as well as the sign system of the written text (Anderson, Kaufman & Short, 

1998; Schwarcz, 1982). I began to focas on 'the other saniotic system, of the picture book 

that is of equal (or, at times, greater impt?rtance)~-the visual text-with my discovery of 

Kiefer's (1995) work -with children. 



23 

In. my coiirsework. withi.n the Dep{irt.rMeot of l^angiuige, Reading and Calture, I 

chose t» engage in projecte that involvM the writing and illustration of picture ixjoks. A.s I 

wrote and illustrated picture books, I began to consider how the two semiotic systems of 

the picture lx»k often collaborate to create a meaiiinglW, integrated, whole that is greater 

than its parts. These experiences, creating and designing a complete picture book, exposed 

the complexity of the written text and the visual text in the ostensibly "simple" children's 

picture boo.k and the importance an.d complexity of the relationship between the two. 

In order to undertake such large lx>ok cteation projecte, I found that I. had to fiirther 

investigate the conventions (Schwarcz, 1982) of the picture book "genre" (Temple, 2002, 

p, 22). I enrolled in coarsework on vtsnal literacy and beginning iitetration that provided 

exposure to other semiotic systems as well as to the professional .literature in the field of 

visual literacy and illustration. Creating visnal text enabled me to understand how the 

illustrato.r--as well as 'the reader—approaches and engages in the ni,eaning .making process 

of the il!ttstrat.ion. f foand tiie process of namtive expression, using the non-verbal sign 

system of illustrations to be both tricky and ex,ceedingly demanding, but extraordinarily 

fwwerfiil in its ramifications upo.n my thinking about the picture book and its visual text. I 

quickly learned that an .illustration is a distillation of the essence of a concept or idea 

(Shulevitz, 1985). Indeed, the creation of an effective visual narrative text requires actively 

editing and concentrating the meaning you wish to convey into a powerful image because it 

is a ''visual essay wlM>se development is the distillation of all the most essential. What 

matters is the graphic impact of an image. It should grab you by the eyeballs and pull you 

in." (D, Chri.stiana, pcrsonai comraanicatson, 11-2001). However, «n«ter!ying this is aji 

organizational process that creates a visual unity. Ail aspects of a picture-no matter how 
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"wiid-shouJd come together and resonate just like a chord in music" (D. Christiana, 

perwnal communication, October 16,2001). 

However, 1 subsequently noticed in class disctissiojas with other teachers that they 

uiiqiiestioaisigly accepted the cominooiy held notion that the visual text generally plays a 

secoBdary role, "illuminating" (Shulevite, 1985) or supplying supplemoatary infomiation 

for the primary written text and the child reader during the language acquisition process 

(Lewis,! 990). Adult readers' preoccupation with written text was subsequently made 

startling clear to me in a seminar with English doctoral students who ;perceived my 

critical weighting of the visual text as of equal importance to the written text as "negating 

the importance of the written, Mteratiare." They be&ved Aat, "the illustrations should not 

matter if the narrative text is well written." These students misrtakenly equated quality 

writing alone with a quality picture book am! disrogaKled the importance of the visual 

text as another vital meaning making system. 

As I continued to simMtaneousiy investigate the meaning making process involved 

with the reading of written text, 1 discovered miscue analysis and Retrospective Miscue 

Analysis (Goodman & Marek, I'996). I have subsequently worked with numerous 

struggling readers utilizing the .RMA technique in order to enable them to "revalue" 

thein«lves as they work to rebuild their "sense of self and "sense of Feading"(Goodman & 

Marek, 1996). Picture books and their visual text have played a crucial part in these 

interactions. 

Always our RMA sessions begin with both the student and I sharing our own 

fa¥orite- picttirc book. Their chosen book is dog-eared, perhaps coverless and torn, 

revealing the multiple experiences the child has enjoyed with a book ftiH of visual text and 
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a minimal written text. As the child shares her/his book with me, she/he relaxes and does 

not focus on her/his previous "failures" as a "reader." We explore the child's early written 

textual experiences, and as we do so, we think about and appreciate how the components of 

the picture book are constructed and organized to convey meaning (Kiefer, 1983; 

Nikoiajeva & Scott, 2001; Shuievitz, 1985). The child's meta-knowledge of picture book 

stmctiire, layouts and the interaction of written and visual texts develo;ps and she/lie 

realizes that she/he is indeed a reader, a knowledgeable connoisseur of literatiirej a part of 

the literate community and a iiill-fledged .member of "the literacy clwb" (Smith, I98S). 

Each of these "readers in trouble" (Goodman, K., 1996) begins to respond to and 

confidently analyze the complexities as well as critique the variety of picture books that we 

share and examine at the beginning of each session. 

With exposure to our shared explorations into the semiotic system of visual text and 

the conventions of the picture book as well as the reading process itself, these tentative 

readers come to understand that they are engaged in a meaning-maMng process and leam to 

recognize how meaning is packaged. As a result, they "revalue" themselves as 

knowledgeable and coniiderrt consumers of literature (K.Goodraan in Y. Goodman & 

Marek, 1996). Our journey into literacy is well begun with picture books providing the 

non-threatening incentive to explore the world of images as well as the anxiety provoking 

words and to engage in the personal meaning construction process called reading. Picture 

books enable the reader to sec reading as a thoughtful process of meaning construction and 

personal response (Rosenblatt, 1976). 
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These rewarding experiences led me to a lengthy expiotation of the world of 

children's literature through further coursework and the teaching of the course, LRC 480, 

"Ghildren's Literature iti the Classroom," to undergraduate students for two semesters. 

The culmination, of ray academic focus upon the children's thirty-two page p,icture 

twok was my Written, Compreliensive Exam. Hiis p^r ai1ie«l,^ed the actual shared 

(between, author/illustrator, editor, book designer and reader), but unrecognized, codes and 

coftventioos that are geaeraliy ,fo«nd in the visual text of tfa,e picture book. This di,ssertation 

is a cont,in,iiation and expansion of this research. Given this bac,kground, I chose to further 

explore the codes and conventions of the evolving, ofl-en. uacoeventional, postmodern 

picture book. 

Focos and Rationale for the Stu,dy 

The focus of this study is the postmodern picture book, published in the 

United States over a period of twenty-six yeare or between 1975 and 2001. The 

postmodern picture book is derived from the picture book that is an art form, or a 

special form of composite text that emerged froia other ,forms of printed matter 

devoted to children and became fully formed in the second half of the twentieth 

century (Lewis, 2001). la order to portray a narrative message, the picture book 

traditionally relies upon its iconic visual text to describe or represent an,d its written 

text or Mnear conventional signs to primarily nairrate. Bartara Bader (1976) malnta,ins 

that: 

As am art form, the picture k»k hinges upon the inter

dependence of p,ictttres and words, on the simuitaneous 
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display of two facing pages, and on 'iJie drama of the 

tuming  of  the  page  (p .  I ) .  

With ite broad acceptance anil the vast nuiiibers of picture broks published yearly, flie 

picture book has became the object of serious stady as a "new cultural form" whose 

various normative texts are studied in universities around the world (Lewis, 2001), 

Most tcxtkwks and general, texte that a-e devoted to the field of cMWren's 

literature allot a chapter or two to picture books, but .rarely do these texts focus upon 

how the codes and coiwentioBs of the visual text and the writtea text are constructed 

to represent a narrative text. However, scholars have begun to seriously explore the 

nature of the picture book (Lewis, 2001; Moebias, I.9M; Nikolajeva 1996; Nikolajeva 

& Scott, 2001; NodelmaB, 1988; Schwarcz, 1982). 

There are several approaches to the picture book among the curreat studies: 1) 

as an aesthetic object or as a written, text/visual text interaction; 2) as a written 

textoal object; 3) as a pedagogical tool; and, 4) .as a source of ideological a®.d 

societal values. With the scholarly study of the picture book as an aesthetic object, 

the visual text is perceived an object that facilitates the study of art history and art 

criticism and serve as an example of vmious historic and artistic styles (Cianciolo, 

1970; Fcaver, 1977; Kiefer, 1995; Klemin, 1970; Lacy, 1986), Scholare may focus 

on the artistic production of a particular illustrator (Arakelian, 1988; Cummins, 1997; 

Ckwnan, 1998). Moreover, this type of aiholarly activity has often emphasized the 

development of visual skills and a vocabulary that may be used for the extraction of 

information from particElar visual texts with the focus directed to etenents of visual 

design such as line, color, shape and composition (Ban.g, 1991; Consid.iiie, HMey & 

.lacy, 1994; Kiefer, 1995; 1985,1997). In these acti,v.i,ties, i,ndi.vidiial plctares aore 
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created to be seen seqaentially and always in awjunction with the written text. By 

emphasizing the extracting of information from the illustrations that comprise the 

visual text (ajwrt from their inclusion in a tightly bound seqaence of written 

text/illustration collaboration), the visual text's specialized narrative role in the 

picture l»ok has been distorted or, perhaps, discounted. 

Until recently the picture book's visual codes and conventions that are used to 

express meaning were rarely acknowledged, described or discussed (Bang, 1991; Lewis, 

2001; Nikolajeva & Scott, 2001). Inspired by the semiotic work of Barthes (1965), 

Moebius (1986) wrote a seminal article that described several of the key elements of visual, 

design, and expression, "the visual codes and conventions," and used the visual texts of 

^veral picture books as his examples. Subsequently, the picture book's visual text Itas 

increasingly been the subject of inquiry as a sign system that generates narrative meanings 

(Doonan, 1993; Kress and van l^«weeti,1996; Nodetoan, 1988). Lewis (2001) has 

applied the work of Kress and van Leuween (1996) to explore the codification of individual 

picture book's visual texts. Nikolajeva ajid Scott (2001) have used picture book codes to 

explore the interrelationships of visual and written texts in their attempt to establish an 

international meta-langirage and a system, of categories describing the wri,tten text/visual 

text or the dual sign systems' interactions. Hunt (1992) explored pc»stmodem aspects of 

picture book visual texts and how the postmiwiem anthor/illustiators play with the codes 

and conventions of the picture book. 

The picture 'book, as a subject of scholarly inquiry, is al,so treated j-is a work of 

literature. In such circumstan,ces, picture books are analyzed, labeled and sorted or 
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genre or a larval stage of literalMre proper''' (l,ewis, 19%, p, 140). These studies tend to 

margimiize the visual aspects of the picture book or treat the visual text as secotidary to 

the written text's naarative contcait (Nikolajeva & Scott, 2001). 

The picture book is also perceived as a written textual work that functions as a 

device for the socialization of flbe yoimg. Its topical content, its themes, its handling of 

social issues, its ideological values, its gender structures or other .reflections of society 

are studied (Bader, 1976; Lukens, 1999; Matulky, 1997; Rochman, 1993; Schwarz, 

1991; Stephens, 1992). Numerous authors have compiled lists of recommended picture 

hooks on topics or larticwiar isssues and for particular "reading levds" of young readers 

(Baskin & Harris, 1980; Cordier, 1989; Fahey & Whalen, 1998; lipson, 1991), 

The picture book has been studioi as a pedagogical too! (Ixwis, 1996) or as an 

introductory text for the beginning reader (Meek, 1988). Hence, the picture book is 

discussed and analyzed within, a discourse founded upon the educational assumptions that 

early reading will positively affect the acquisition of language and reading competence (Fox, 

2001; Spitz, 1999). in these analyses, tiie written text is often privileged and the visual, text is 

perceived as visual props to embellish the vwitten narrative sequence. The nature of the 

picture book's visiaal textiaal codes and conventions is overlooked in favor of either topical or 

functional concerns. 

Rarely is the written text of the picture book flie subject of scholarly interest. Indeed, 

little attent,ion has been devoted to the various com,ponents of,narrative such as plot, narrative 

voice, point of view, dialogue or otiier eteiiiaite that comprise narrative. General surveys of 

children's literature (Huck, Hepler, Hickman & Kiefer, 2001; Lukens, 1999; Tempie, 
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Martiwez, Yakota & IMaylor, 2002) touch briefly, if at all, upon fee written, textual 

components o,f a picture book narrative, often devoting a paragraph or two to plot, 

characteri,2ation amd, perhaps, theme. Perhaps, the brevity of the picture book's written text 

may have contr,ibuted, to its neglect by scho,lars who have chosen to explore the narrative 

codes and conventions that are to be found .in the ,ioiiger children's chapter book narrative 

(Golden,, 1990;Nikolajeva, 1996,2002; Stephens, 1992). 

Moebius (1986) has suggested tibat Ae written textual, codes and the visual, codes 

are of equal importance in the picture book. Indeed, the visual and written texts of the 

picture lx>ok deploy a variety of sigrsifying practices to prcwiuc^: complex "effects of 

meaning" (Kress and van Leeuwen, 1995) in the.tr interaction. However, the working 

tools of vocabulary and the concepts ntxessary to establish a meaningful framework for 

building recognition, and understanding of the written, and visual narrative codes and 

conventions of tte incneasingly complex and innovative picture book liave tesn .relatively 

unavailable in the literature devoted to the picture book. And, because the postmodern 

author/illustrator has been described as playing with and disrupting the codes and 

conventions of the written text and the visual text, it becomes increasingly important to 

,recognize the specific cod.es and conventions that are at work, and how they are being 

manipulated (Lewis, 1996,2001; Moss, 1992; Nikolajeva & Scott, 2001). 

ChUdrea's pj,ctoPe IxkAs, like any form, of literature, "will inevitably build on, toy 

with, and perhaps even destroy conventional forms as it develops" (Moss, 1992, p. 51). 

Periiaps, it is time Ihat more scholarly attention is devoted to the inventive picture book 

format (Meek, 1983). 
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'Hiis dissertation is an exploration into the definition, stractttK: and organization 

of a baseline set of modem. Caidecott picture books that are generaJly composed of 

tWrty-lwo pages of written text aad an accompanying visual text. It is an. exploration of 

in.any of the characteristic, shared (between author/illustrdtor, editor, designer and 

:reader) but ofkm, uiwmigiiized and codes and conventions that may tw observed witMn 

its visuai text, within its written text and the complex narrative created by their 

interaction. Lsffitiy, it is an exploration of the codes .and conventions tibal may be 

observed in the evolving (Nikolajeva, 1996) postmodern picture k)ok that innovatively 

violates the prevailiag mtms of codificatio.ii. 

The Research Question 

This dissertation is a co.otent aaalysis study of the postmodtem narrative picture 

book. The research, question this dissertation seeks to answer is the foUow.i.iig: 

1. What are the characteristics of the postmodern narrative picture book? 

a. What are the codes and conventions of the visual text of the 

postmodern picture boo.k? 

b. What are the codes and conventions of the written text of 

the posteodem pictiire book? 

Clarification of Terms Used in Dissertation 

.For the piir|X)ses of this d.isse.rtatioii. the following definitions will apply to the 

terms that are Ireqiieiitly iised throBghoul this dissertation and in my research question. 
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Ittitiaily, the ternK, ariaiiged iti aiplmbetical order, are defined, 'Ffeey will be discws5«d in 

greater depth in, the literature review and in the chapters devoted to the research iindings. 

Hiey are also listed in alphabetical order aad defined in Appendix C. 

It should be noted that throughout this dissertation I will use the teem picture hook 

to refer to the pictaie took that contaj,HS a narrative and the term, reader to refer to the 

person, who reads both the visual and written sign systems that comprise the picture book 

text The vimd text refers to the illustrations of'the pictore book. ITie writlm text relfers 

to the written language that is used to tell the narrative in a picture book. I wi,ll also use 

the temss the CaMecott picture bm?ks or the Caldeeott set to refer to the specific set of 

modem Caldeeott picture books used in this study. The term, the postmodern picture 

books refers only to tie sjpecific postmodern picture Iwoks included in this study. 

,A code consists of arbitrarily chosen symbols or patterns of representati,on that 

convey meaning in our culture. A vismd code is the :shaBrc4 traditional arrangement of 

the elements of visual design such as line, shape and composition in accordance with 

accepted visual usage to communicate a coherent, ordered message. Codes of 

composition determine where things are placed in an illustration and the different 

information vaiiies they contain in relation to other elements (Kress and van 'Leeuwen, 

1996). A literary code refers to the shared and accepted patterns and organization of 

written textual usage that are used to commiinicate concepts, stories and messages in 

our culture. The "Once upo.n a ti,me" beginning of a fairy tale and the "happy ever 

after" ending are examples of a written textua,! code. 

,A Convention refers to the socially imposed constraints thai govern the selection 

of the most "apt ,aiMi plausible" fonns (or codes) of expression (written, and visual texts) 
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to make a naiTative maximally luiderstood within, a particular socio-Mstoricai context 

(Kress and van Ixcuwen, 1996). 

An, Ulustration is a visual essay or iconic sign made by any artistic means that is 

a carefidiy organized distillation of the most meaningM visml essence. In a piclmne 

book it constitutes one in a bound, sequential series that is used to augment and interact 

with a HOTrative told in an accompanying written text. It diffm from the 

represmtations in narrative tine art in that it does not seek to accurately reproduce the 

actual world but ratlwr to present selected aspects of the aictiiai meaningftti essences of 

ideas (Scholes & Kellogg, 1962). (Note; I have purposefully chosen to use the term, 

illostratton rather ttai picture tecause Vernon (,1935,1938), Kiefer (1995) and others 

use the term picture to refer to a solitary image such as a work of museum art whose 

u^falness is complete unto itself and may or may not convey a narrative. The term, 

image, refers to a mental or visual pattern, of representative elements that may or may 

not represent or convey a shared meaning.) 

T!te modern Caldecott picture hook is a published art form of approximately 

tii,irty-two pages whoj^ meaning is •conveyed through the interrelationship of two 

simultaneously appearing sign systems, visual and verbal texts, forming a seamless 

whole that is grater tfeaua the sum of its parts. It is composed of visual text, organized 

in a closely bound sequence of visual text illustrations that clarify and complement an 

accompanying witten text thai tells a story with written language. It has been 

recognized by the American. Library Association as "tibe most e,xeniplary example of 

a pictwrc book*' and awarded the Cal,decott medal. 



The Postmodern picture book is an approximately tMrty-two page, published, 

narrative art foitti that is told with a coiiibinatkm of an iconic visual text and a 

conventional written text. It encap8ul,ates a subjective, unpredictable, non-normative 

world timt is often full, of contraiiictions and dependent on ihe readers for its 

definition because there is little certainty about any part of its contents or how they 

inteirelate (Moss, 1992). 

Visual text is the iconic, sequentially arranged illustrations that are used in 

collaboration wiA the written text to relate the picture took narrative. 

Written text is the written language that is used to relate the narrative of a 

picture book. 

Qualifications 

This research mes the tnethodoiogy of content analysis. It is based ufwn a careful 

analysis of the visual and written texts of narrative picture books and is informed by the 

theoretical literature. As content analysis is based upon the assumption of an ideal 

reader, I, the researcher assume the role of the ideal reader. Hence, opinions expressed 

within this dissertation, unless otherwise cited, are ii«se of the researcher as informed by 

the pertinent scholarly literature. The intentions of the picture book authors and 

iilastratois are noted as those of the picture book creator when specifically cite!. The 

opinions of scholars are cited when included in this dissertation. 
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Organizational Overview of The DissertatioE 

Tliis introductory chapter introduces the focus of this dissertation, discusses 

the teckground of the leseareher as well as a background and rationale for the study. 

It provides definitions of some of the key terms used in the research question and 

dissertation, states the leseaarch, qwstioa and siil>-q«estions, and provides an 

organizational overview of the dissert-ation. It also notes a qualification relevant to 

thk content analysis reaarch sftidy. 

Chapter 2 contains a pertinent Review of the Literature. It discusses the 

Mstorica! deveiopmeat of iitetrated narrative tets and contains a two-section review 

of the professional literature devoted to the modern picture fxxik: 1) a review of the 

literature devoted to Ae art of the iitetiations or visual text of the picture book, and 

2) a review of the literature devoted to the written text of the picture book. The 

profcssitwMii literature devoted to specific elements diwussed in the visual and witten 

sign system chapters is presented in charts under the heading of its particular visual or 

written textual element or category. 

Chapter 3 reintroduces the research question and provides a brief overview of 

•flic re«OT:h methodology of content analysis as well as a relaled review of the 

theoretical framework of content analysis. It describes the rationale for the selection 

of the picture took materials that form the data for this study and the procedures 

utilized for the analyses performed on the picture book materials. It concludes with a 

di«tission of the trwtwoitMness of the data and. Ae dilemmas encountered by the 

researcher. 
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Chapter 4 coataios definitions, analyses and diwassions of the findings fi» -the 

visual textual, codes ao.d conventions of the postmodern picture book; narratives when 

compared with the characteristics of the set of modem Caldca»tt picture books that 

establish the baseline for comparison. ITie chapter is divided into three sections. Each 

section begins with a brief review of the literature Ihat informs the ayaalysis and 

provides defi,iiitions for the particular visual textual elements that provide the categories 

tor analysis and comparison. The chm-acteristics of &e modem CMderott picture l»ofa, 

are described, followed, by a descri,ption, of the findings of the analyses for the 

postmodern pictttre lx)0,k set ifech section, is concluded with a discussion of the results 

of my analyses in relation, to the theoretical framework that inform.ed them. A short 

summaty concludes the chapter. 

Chapter 5 begins with, a siwnmary and deinitions of the written textual elements 

that provide the major categories for analysis and compari,K>n. Each of the three 

secti,ons consists of a review of the literature that informs the study, the definitions of 

the various categories and sub-categories of written textual elements, the ,modem 

Cddecott picture book set's characteristics that are used as a base,line for comparison, 

and the findi,iigs of the comparative analysis of the postmodern picture took set A 

discussion of the results of my analyses in the context of the theoretical framework that 

informed the analyses is followed by a short chapter sumiiiar>'. 

Chapter 6 states the purpose, restates 'the research question, summarizes the 

theoretical fiamework for the study,, describes the methodology utilized and ttescribes 

the findings of this research. Recommendations for further content analysis resea,rch as 

well, as research with young readers traaswting with, and resfjonding to picture feoo'fcs 
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are suggested. Itnplications for liteBcy professionals and publishers are discussed prior 

to a brief condusloo. 

In summary, this chapter begins with a descripticm of the origin of the research 

project and the background of the researcher. It provides the question and two sub-

questions that tMs research seeks to answer and defines the terms used in the research 

question, it includes a brief focus and rationale for the study, a quaiification and ends 

with m% organizational overview of the dissertation. 
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CHAPTER, 2: LITERATURE REVIEW 

.. - the goal of a literary work is to make the reader no 
longer a consumer, but a producer of text. 

Barthes qaiMed in Roscii, I9S4, p.. 7 

In ray attempt to answer my research question: "What are the characteristics of 

the postmodern narrative pictere book?" the rele¥aTit professional iiteratare from a 

variety of domains that inform and theoretically support this study is reviewed. This 

review is organized into three sections. Ilie ioitial section provides a general background 

with the exarniiMtion of the historical antecedents and development of the illustrated 

narrative as well as the illustrated nairative iiterature that is specifically devoted to the 

young child. The remaining two sections of this re view of the literature are devoted to 

the l»di« of professional literatore thai foiro the theoretical foundMion for this stwdy. 

The sections in the order in which they appear are: 

Section 1: Tte historical antecedents and the development of illustrated 

narrative texts devoted to the young child. 

Section, 2: Review of flie literature devoted to the picture book; 

Part 1: The visual aspects of the picture book 

Part 2: The written aspects of the picture book 
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The Historical Antecedents and the l>e¥elopment 
of Illustrated Narrative Texts 

The work of art is a« toterplay of vtsioii aad tlioiight. Th,e individuality of 
partkiilaf existeac© and the generalify of types are auited in one image. 
Precept and concept, aoimating and enlighteEing each other, are revealed 
as two aspects of one and the same experience. R. Amhcim, 1974, p.273 

Given that the pktijrc book cm^ Ix: described as an, interweaving of both visual 

and written text into a seamless whole, we may look backwards to find its beginnings 

witliin the worlds of our human ancestors of tlie fer distant fMst fadeed, the ttonceptual 

genesis of the picture book can be traced back 40,000 years to its earliest forms in, the 

"dreaming" of AustxaliMi, ,aborigines as they interwove images and myth within their 

individual "dreamings," which they then "captured" as depictions of their spirit world 

(Duckett, 2001). TTiese 'individual attempts to visually resider the spirit wofid often take 

the form of paintings and sculptures on the rocks and in the caves on the northern coast of 

Australia. Today, the Walpiri culture of the western Australian deserts reenacts these 

myths and rituals that enable its members to reconnect with their ancestors and to the 

"Dieam Time" through paintings on bark and drawings in tihe sand (Kiefer, 1995). Their 

paintings, then and now, reduce complex, narratives and ideas to visual essentials that 

serve as memory aids for elders to use in 'their enactment of elaborate rituals and retelling 

of ancient myths (Stokstad, 1995). 

A similar text experience perhaps occmmi 28,000 years ago wi.th the painting of 

a prostrate figure of a man wearing a bird's m,ask. ,He lies adjacent to a great bison that 

has beat discnitewelal % a aearby S'|war, Ttiis image is th-ouglit to liave cmtcred a rapt 

audience's attention as a shaman narrated tales of the hunt in the liniestone caves of 

Lascaiix, France (Stofatad, 1995),. 
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Thottsaads of years later iii Egypt, a more conventioiial ^pracuisor io fee picture 

book appeared with the invention of rollable, flat papyrus. Here, both a visual text aod 

written text appeared simutteiieously la the Book qfihe Demi. 'This book consisted of 

commissioned scrolls that contained prayers, hymns, magical formulae and descriptions 

of rituds to be performed over the deceased to help the person, survive the tests at their 

"Last Judgment" and to enhance the soul's speedy passage through the dark world into 

the afterlife of eternal happiness (Stokstad, 1995). ITie BtMfk efihe Dead mmimmd 

simple, unframed, black outlined ira,ages of the dead, depicted in a Meze with text above 

and, periodicaiiy, below. Scribes giued sheets of papynis together to form, the sc«>lls that 

were written to be read horizontally or vertically with, each end attached to a rod. ITie 

length of the scrolls was detemiiti,ed by the afellity of the deceased to pay. 

The Greeks and Romans adapted the Egyptian scroll tor ,more secular purposes. 

Their extended works that we now refer to as "books" assumed two forms: 1) the rotulus., 

or continuous papyrus scroll, illustrated with line drawin,gs and watercolor, and 2) the 

{^ochment codex. A OKiex resembled the modem book, being co,inposed of papyras or 

parchment sheets bound or sewn, together on one side. By the end of the first century 

(A.D.), the codex replaced the scroll as the predominant bwk foim in the Western world. 

The squari sh codex manuscripts, written by hand with several colam.ns of text on each 

|Mge, were accompanied by visual text A,!thongh 'Ihe visual texts were gen,efally placed 

above or below the text, they were also inserted within the text. With the improved 

surface of the paictonait, they were illustratied with gouache. Heavy leather-covered 

wooden boards served as their covers and helped to keep their sheets pressed flat when, 

they were stacked and stored horizontally in caMnets. 
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Siuiultaneomly, in other parts of the world similar development in picture 

making and writing were emerging. In China, four thousand years ago books were 

created oa t^rishaWe wood. However, later the Chinese invented rag pajper and printing 

techniques. The Mayan culture in the Americas was also creating codices with both print 

and image '%0¥en'* together on the same page. In the Mamie world, the Qumn became 

critically important and the sacred book's pages of text were decorated with intricate 

geometric non-iconic designs. 

By the m.iddle ages, Christian monks and Jewish scholars, influenced by Islamic 

and Greco-Ronian designs, began, to produce decomted .manuscripte. As an aid in 

spreading the faith, these manuscripte not only narrated and depicted biblical events, but 

also aigmmted the Christiai stories through the use of decorative vipiettes in the 

margins. The art of decoration or "illumination" became increasingly specialized with 

some craftsmen completing the initials, others tordm, others iilusttations and .still others 

applying ornamental, gold leaf. The emergence of a growing middle class and various 

educational institutions augmented the demand for "books" and the hand copying of 

manuscripts thrived. It must also be noted that secular subjects were produced in the 

form of epic poems, romances and tales such as Chaucer's Canterbury Tales. 

One of the significant limiting factors in the invention of a mass-produceable 

substitute for manuscript l»oks ky in fee lack of a suitable, cheaper material of which 

to .make them. Vellum or parchment, made from the skin, of a newborn. ca,lf or lamb, 

was exixemely expensive. One tfiouBand years elapsed before the paper making 

teclinology reached Europe from China, but o.ri.ce it was established there, it spread 

rapidly- A,n<i, with the advent of niimeroiis commercial paf«r mills by the fifieenth 
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century, previously rare and expensive paper becarofi more widely available. This 

development pnxipitated experimeaits in melliods for chcaper and faster book 

reproducliojft that could replace the arduous and expensive hand copying of manuscripts 

then reqwired. The earliest, printed books, the "block books," were developed, fkch 

page of text and its accompanying illustration, was cut in, re,lief o,n a single block of 

wood or etched on a plate and printed in multiple copies. 

However, wi,th J. Gutenberg's 1452 invention of movable type printing whereby 

individual tetters could be locked, together, inked and printed onto paper by a 

mechanical press, the range and qiuantity of prin.ted matter expanded dramaticaily and 

became increasingly secular in nature. Woodcuts, the |»pular maiium, for book 

illustration, became increas,ingly complex. Engravings also emerged as another method 

for iMustraling the accompanying wfi,lten language, Neyerthele,ss, beca«®e of the 

limitations of the printing process, the emphasis shifted toward print and the nature of 

the printed calligraphy of the wo.lten manuscript and away from, the visual, text (Blmd, 

1958). 

The first IxMjk printed speci,ficaHy for the child, Orhm Sensualium Piclus 

(1658^, was designed to support the teachi,ng of reading to young children. Comenius, 

a Moravian Bislwp and educator, created thi,s book, that conibined witten language and 

visual text with the simple objective of compkmenting instruction by adding visual text 

to an infoiTOational text "to stir «p the attention...by sport, and a merry pastime" 

(Silvey, 1995, p.522). Thereafter, such children's illustrated books were often utilized 

as a tool priiB'arily "for morni and, spiritual .instniction" (p, 524), 
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However, it was not itiitil the mici~i700 tbat children's illestra^ted kwks were 

used for other than religious purposes. The change occurred when John Newbury 

p»blishai Ms fi,rst children's book in 1744 to "entertain." the child reader. By the 

nineteenth century, English illustrators "had an avid audience, eager for "rich" texts 

accoinpajai.ed by quality illustrMioiis" (Matolfca, 1997, p. xiv). Indeed, children were 

now defined as a distinct and unique audience whose written textual needs were 

distinguished from those of adwit readers. And, for the :first time, technical printing 

processes existed that enabled printers to produce beautifully colored, fine-quality 

illu&lfated ijooks, directed specifically to a child readership. 

In 1878 Randolph Caldecott began to include colorful and lively illustrations 

that supplemented aoad expanded upon the written text far beyond mere literal 

visualization. Indeed, his sixteen "Toy Books," published over the last eight years of 

his life represent both a "culmination of the development of the Victorian, picture kwk 

and a model for the blending of written language and pictures in. books for youn.g 

cMltfren" (.AMei»n, 19$6, p.S). Here the reunificatioii of the visual and written texts., 

seen centuri.es earlier in Comenius' book, reappeared with. Caldecott's renewed 

emphasis upon the importance of the interdependence of the written and Ihe vis«®J text. 

His incoi-poration of hum.or and the unexpected detail as well as his use of an. economy 

of'line became a stodard lhat .illustrators who followed have often attempted to 

achieve. 

Additionally, the particular vision and skill of (?jiMecotl's publisher/printer, E. 

Evans, a pioneer in the field of color printing, provided a high standard of excellence. 
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In Ms hands, the pictiare book's written and visual texts fiised into "an iiaiTOoaious 

whole composed with beautiful soft color" (Silvey, 1995, p. 523). 

Eo^ish illustrators contiotied to greatly ittfluence the American picture book well 

into the 1920's. For exampie, the English author/illustrator, Wiliiam, Nicholson in, Ms 

book. Clever .Biil (1926) developed the coacept of the "nmning text" His writteo text, 

divided into paragraphs or into shorter, unfinished sentences accompanied by interpretive 

visual text, created a seme of movement and also anticipation, impeliing fee curious child 

reader to continue to turn the page (p. 523) in order to complete an idea or scene. ITiis 

tx»k se,rved as a prototype for the modem Amedcan. picture book with Its oHong format, 

spare narrative text, unification of its written and visual, texts and its inclusion of its front 

and back covers into the total design (Silvey, 1995). 

By the 1930's the codes and conventions of the American, picture book had 

evolved and staMii^Bd with th,e expansion, of the narrative wiHiin the visual, text, the 

interdependence of the written, and visual texts, the integration of written text into the 

total design of &e page and the incorporation of the modem concept that all physical 

aspects of the book were part of a total design. The picture book had become an 

integrated package from the front casing and cover, thro'ugh the endpapers, the body of 

the text to the back cover (Lewis, 2001; Nikolajeva & Scott, 2001; Schwarcz, 1982; 

Siivey, 1,995). 

As the picture book canon was established, other events were aJ,so occurring. 

Children's iibrarians now appeared in libraries and special, efforts were made to bring 

attention to the written, textual needs of children, (Matulka, p. xiv). Darton's Children 'a 

Boot$ in England, published ,in 1932, was the ,tiM piiMicatio,Q that was devoted to a 
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serious expioratioo. of cMldreii's literature. Eventually, in, 1938, the acknowiedgement of 

picture book excellence occurred when Frederic M'eicher, editor of the very inflwential 

Fuhlis'hers' WeeUy, instituted the American Library Association's Caldecott Medal, for 

the "best picture book of the preceding year," thius giving official recognition to the art; of 

illMstratiott and to the picture book's iiluslrator as a key member of the picture book team 

of co-creators (Huck, Helpler, Hickman, & Kiefer, 2001). The expanding American 

pubiishing industry pawMed a <fcoiand for the skills of teleated American illiistrators as 

well as fine artists, such as ,Bem,elman,8 and Wiese, who left a troubled pre-war Europe. 

However, the Hmilations of the printiag process restricted many of the eaiiy and mid 

twentieth century picture books to a limited color palette or to the use of black ink on, 

white paper. 

Other American artists quickly discovered the broad possibilities of the picture 

book and a great influx of taleoted artists entered tibe fi,cld, expetimenting with an array of 

artistic media and reproduction techniques. In the middle years of the twentieth century, 

colors had to be separated by hand for the letterpress printing technology (Sbuievitz, 1,985). 

However, with the introduction of ra.achines to separate colors as well as the use of 

photography and the laser swamier, picture boo.k illustrations, whatever their medium, can 

be reproduced as they actually appear today. Hence, few iimitations are now placed upon 

the contemf»,rary artist (Temple, et al, 2002). 

In 1963, Maurice Sendiik created the picture book. Where the Wild Things Are, 

and a new era of pieture book illustration was "deemed to ,have been bom" with this 

Caldecott Award-winning picture book being lauded as having "achieved the ulti.m,ate 

codification" of the picture book form, (Siivey , 1995, p.,524). What differentiated this 



46 

book and made it such a contoversial milestone in the evototion. of tlie picture kxtk, 

however, was ite particular content rather than its execution, Sendak's vision of 

cMidhood TO longer reflected the nostalgic or idealized childhood of the previous 

English or American, normative, proto-typical picture book. In Sendak's picture book, 

the young protagonist. Max, rejects his molher^ is sent to Ms bediTOoi in disgrace and 

escapes from his bedroom to a world of wild momters over which he has total ctmtrol. 

Ikspite its .inaovativeness, this picture took nstaiaed the picture hook's conventions 

with its thirty-two page horizontal format, integration of text and image, with 

Nichoison*s style of runaing text distribution and with its quality of design .and its 

visual execution. This portrayal of the complex emoti.onal fantasy life of children, as 

th«y try to cope with the ""mysteries of feeii:ng"(Silvey, 1995, p. 586) and their lack of 

power, led to a revolution, in the publishing of children's literature. Sendak;'s editor, di 

Capua, noted that Sendak's picture books "tamed the eMirc tide of what is acceptable, 

of what is possible to put in. a children's book illustration." (p. 585). 

.Mormver, with its «>ntiniKd |»pularity as a "a>cializing and pedagopcal device" 

(Nikolajeva, 1996) for the young, the picture book has grown, increasingly more 

sophisticatai and complex in nature while opemtiag within the conveHtioaal framework 

"defined by form, fimction, and audience"(Silvey, 1995, p. 525). Although its basic form 

]te reimined the same, its subject matter has expanded to include a variety of characters 

of various ethnicities as well ais an exploRition of complex social issues that include 

gender and racial sterewiypes, unemployment, alcoiolisin, war, death, and abandonment. 

However, like any art form, the picture book has not renmined blindly constan,! to 

coaventiotts, tbm .it has avoided Itecoming both static and repetitive (Nodelmaaa, 1985). 
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Teclmoiogical developments in printing and the ttse of compatefs in the nsprcwliictkn. of 

visual images have peramilted the incoiporation of a vjist varietj' of visual media 

(Siittlevitz, 1995; Lewis, 2001), Hence, niaiay of the jpublishing obstacles for the 

innovative illustrator have been eliminated. Publishers, too, have recognized the 

opportunity presented to provide children's picture books for an, ever-expaading dual 

audience that includes both children and mediating adults. Moreover, the increased role 

of the picture book in education and the growing recognition by the general, public of'the 

importance of reading to the small child (Fox, 2001) have fueled the proliferation of the 

picture book in both quantity and quality. Schwarcz (1982) notes that it has become an 

"indispensable means of symbolic communication and a rich vein of artistic expression 

created for the child" (p. 2). 

Lewis (1996) has observed that because of its "compound and flexible form," 

the picture book |M>ssesses extraordinary openness and flexibility that permits it to be in 

"close communion with the still evolving, incomplete, developing world of the young 

child" (p. 272) as well as the greater world beyond that of the chii,d. Today, picture 

book author/illustrators often show a freedom to flout written textual and visual codes 

and conventions. They may refuse to take for granted how narrative should be told and 

thus may implicitly attempt to comment upon the nature of fiction itself (Goldstone, 

1998; Moss, 1984,1992; Paley, 1992). lliiis, as the airthor/iilustrators piay with the 

conventional format of the picture book, they have entered the world of the postraodem 

(Nikokjeva, 2001; Lewis, 1996,2001). And, with the advent of the Information, .Age 

and its computers, films an,d videos, new formats, such as virtuiil picture books that 

exist only in cyberspace and virtual art fomis, are being explored. 
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Review of the Literature Devoted to The Picture book 

A picture book is an, act of devotioa, a passionate search for ,^ace, a ipieat joy 
of cpeation, and |»itaps, to some degree, an exowjism of cMldhood iiightmarss 
aiid confusion. Maurice Seadak, Sutherland Lectures, p. O 

Pagt 1: Tte Visual Aspxts of the Pictme Bcwk 

The picture book "grew into its own. in the nineteenth century" (Alderson, 1986, 

p. IS). As it evolved both in complexity and scope, it was to tecome the subject of 

greater attention, after World War II with the growth of the children's library system, that 

stimoiated the demand .for qwality as well as quantity in cMldren's literature. .However, 

while children's literature as a specialized field attracted the attention, of both scholars 

and critics who devoted their attention to the picture book's written textual contents 

(genre studies, topical studies), very little attention was given to its visual text (Schwarcz, 

1982). TTie vismi text was fwrceived as the decorative part of a picture book's physical 

appearance, or an "appendage" that was subordinate to the written text. Moreover, the 

educational establistiment considemi art to be merely a "dssirable supplement^ to the 

more rigorous sign systems of written language and numbers (Gardner, 1983). Hence, 

the picture book and its visual text was often relegated to the secondary area of 

"entertainment and mental release"{Amheim, 1969, p. 3). 

With the growth in stature, scoj» and complexity of the picture l»ok and the 

simultaneous development and proliferation of other visual mass m.edia (television, 

movies, cartcxins, vlde», Mili»ards, magazines), «ieMifi.c interest in art and iMwstration 

proliferated (Nikolajeva, 1996; Schwarcz, 1982), A variety of thmretlcal models were 

developed and applied to the visual text of the picto«: book; fonnalisin. awl autistic style 
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(Ciancolo, 1974; Fry, 1956), konology (Doonan, 1998; Paiiofeky, 1962,1972). semiotics 

and stracfMralisra (Barthes, 1965,1974; Kress & van Ixettwen, 1995; Moebius, 1986; 

Nikolajeva, 2002), art appredalioii (Gombrich, 1961; Schwarcz, 19S2; Ste'wigj 1995), 

res|»nse (Kiefer, 1995; Short, 1992), inleipretations based upon Geslalt and Freudian 

psychology (Bettelheim, 1976; Kris, 1962; Spitz, 1999). Work in the field of perception 

(Amheim, 1969) and the cognitive handling of seqwentially airanged images was to also 

prove useful (Carrier, 2001; Kress and v£tt» Leuween, 1996; Lewis, 2001; Moebiiis, 

1986),. As a result of this exploiation of piclare book illustetion, recognition of the many 

and complex levels of meaning that may be found both in the sequence of the visual text 

of the picture book and its acconipanyiiig written text has developed. As Gonibrich lias 

noted, we are discovering what "role the image might play in the household of our mind" 

(1963, p. 127). Nevertheless, it should be noted that the midtitaie of factore that involve 

the creation and perception of a picture book would preclude any single theoretical 

.approach as being definitive. "We shall oflfer no theory of the illmtration. No such thing 

seems possible, or useful, with such a rapidly expanding and changing form of artistic 

creation" (Schwarcz, 1982, p.4). 

Scholars concerned with children's literature began, to attend to the visual text as 

the evidence of the visual media's power&i influence on chiidren became more apparent 

(Schwarcz, 1982). Arbuthnot (1947) was one of the first to treat the illustration as an 

important oompment of the picture book. Bader's (1976) was the first book to define 

and critically study the history and "present state" of the American picture book, noting 

'both, the importance of tie visual text and the integration, of the visoat text, with the 

written text 



Other scholars drew attention to the picttire book's visual text as a vital aesthetic 

elem,ent (Lorraine, 1977; Marantz, 1977). Ciancolo (1974), in h.er Introdiiction, profiled 

the vario»« stylistic schools of'the illustratois and descrited picture 'books tkit were 

distinguished by their visual text. Nevertheless, the visual text was perceived as the 

decorative co,m|xwieiit of the book to te enfoyed as a complemeMary vis»al Mjunct to the 

primary, meaningful •written text (Johnson, 1998; Shulevitz, 1985). In this vein, 

Ciancolo (1974) ftote4 'The illustrations help to mayke the jprinted word more concrete 

and to extend the text" (p.96). Today , this trend to overlook or use the visual text only as 

a dojorative adjunct to the written text continues (Berridge, 1981) and ,inay be seen in 

reviews of recently published picture books. 

SerioiB attesition was not focused upon the pictwe book's "ubiquitous other 

integral com,ponent" (Schwarcz, 1982, p.5), the visual text, and the importance of the 

illusteator as an equal psMtner of the writer in the production of the picture book until 

1982 when Schwarcz published his seminal book Ways of the Jllmtrator: Visual 

Communication in Children's Literature. Schwarcz noted that it was necessary to move 

away from a "condescending approach to the visual image" and toward "the examination 

of the illusteitor's work as a means of symtwlic co,miioi.unicatiorf' (p. 4). In addition, he 

brought new attention to the complex interaction or "cooperation" of the two powerfiil 

sign systems that make the pictore b(wk iiniqwe. In. Ms MroducSioB, Schwarcz 

summarized some of the history of how the visual text in the picture book was perceived 

in the past aad attempted to provide a mcta-anaiysis of how the naodem picture book's 

written and visual texte worked together to create a muipe, integrated form of iiteratwe. 
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Here, he noted, that aWiough there had been a proliferation of the use of visoal text in 

cMldren's literatiwe, this occurrence kid. been greeted "wncrittcally." 

Other than Schwarcz's early efforts, Moebius (1986) was the first to provide a 

comprehensive visual gfaminar for "reading" and understanding the wsual text in 

picture books in Ms classic essay, "Introduction to Picturebook Codes." This seminal 

work was directly wpon the ideas of the French seinioticiaii, Barthes (1974). 

Moebius' work, in turn, was expanded upon by Perry Nodelman (1988) who reasserted 

the importance of the visual text in, the pictroe book with Ms comprehensive woA, 

Words about Pictures. Nodelman emphasized that the meaning in a picture book is 

revealed only through the interaction of the written and the visual text. But Nodelman 

(1988), drawing upon the art theory of Gombrich (1961), Berger (1972), and Bryson 

(19B3), overlooked the written text and focased much of his esatnination on the 

individual communicative elements of the individual illustrations that comprise a visual 

text, sttch as the depiction of movement, the position of objects in relations to each 

other, the im|X>,rtance of color and shape, thereby providing an excellent "grammar" for 

leading and understanding the nature of the visual text in the picture book. Doonan'.s 

(1993) Looking at Pictures in Picture Books discussed individual pictures, much the 

same as the worik: of Schwarcz (1982), and explored and descrilwd the codes and 

conventions for conveying the concepts of space and movement in individual 

illusUatiom, Similarly, Bang (1991), in Picture This innovatively explored the codes 

and conventions involved in the construction of a meaningful illustration. By using 

simple gesofflietric sliapes, she deinonsteted what Aniheiai (1974) termed, the "dyaamic 



52 

visual forces" that affect our emotional responses as we "read'" the relationships of 

depicted ol^ects to one another. 

Together, Schwarcz, Moebiiis, Nodelman, and Bangs introduced new tools to 

explain how visual text is "encoded and decoded in a gtaniniar of relationships and 

contexts" (Lewis, 2001, p. 116) much as occurs with the sign system of written language 

in pictnTO book narratives. Moreover, Lewis (2Wl) as well as others (Unsworlh, 19%; 

Williams, 1998) have attempted to adopt and apply to the picture book illustration a 

visual, grammar that has b«n, explored and dicscribed in the work of Kress and van 

Ixeuwen (1996), Kress and van. Leeuweii's complex work, dealing with the social 

semiotics of a given iiustration, is ̂ based upon Hailiday's (1985) systemic fimctional 

grammar of spoken and written language. These scholars demonstrated that visual text, 

just as spewfe and narrative, can be submitted to a systematic functional analysis. Within 

their study, Kress and van Leeuwen (1996) explore the interpersonal actions and 

reactions of characters and the oompositional devices that give coherence to the series of 

illustrations that comprise the visual text, 

Ixwis (2001) ami Doonan (1997) as well as Mikolajeva and Scott (2001) have in 

their recently published books also devoted considerable attention to an explanation of 

the gr^hic conventions that depict movement, temporality and causality that can be 

expressed in the visual sign system of the sequential illustrations that comprise the visual 

text of a narrative picture book. 

Others, such as Stewig (1995), .have written books about the art of the picture 

•fxwk to assist adal.ts, |»dagogical.ly speaking, in "'moving beycwid ». intiiitivc 

appreciation, of childhood" into a more "conscious awareness of why and how picture 
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books are made and the effects they caa have on, children's learning" (p. xv). In addition 

to woA of these individuals, numeroos articles Ia¥e been published examining the 

picture book visual texts created by prominent artists such as Sendak (Arakelian, 1985; 

Dooikoi, 1987), Anttony Browne (Doonan, 1986) and Anno (Roxburgh, 1982). 

Other individuals (Anderson, Kaufifcaan, & Short, 1998; Conisidine, Haley, & 

Lacy, 1994; Evans, 1998) have moved into the aMsideration of a reader's rwponse to the 

picture book's visual, text. .Kiefer (1995) initially explored children's responses and 

interpretations of the images in picture books and the role the picture l»ok wsual text 

plays in children's narrative aesthetic understandings. Goldsmith (1984) in Research into 

Illmtrathm suitmarizjBS ex,isting research Mid psychological studies of the perception of 

images that could be applied to children's responses to visual text. 

Narrative picture books also are indebted to the com,ic book (CarT!,er, 2001), to 

photography and to film (Bazin, 2003; Messaris, 1995). Picture book illustrators ,have 

twrrowed various gc^hic a>d« fern these media siwh as speech balloons, blurs, motion 

lines, and the distortion of perspective. McCloud's (1993) comprehensive study of comic 

books describes mmy codes present in comics ttet may be applied in an analysis of the 

picture book's visual text. Carrier's (2000) later book explores the nature of the comic 

book formatj which he defi,ees as a "cioseiy ^ouped sequence of images mieg speech 

balloons" (p. 7), and adds a chapter concerning how the "admixture of image and word" 

(p.65) adtolly fmnctions. lastly, he explores how lite comic, as a mass media 

phenomenon, may be interpreted. 

Hunt (199!) notes in his ciiapter in Criticism, Theory and CJhiidren's Lrieminre 

that there is a lack of a iiieta-lan,giiage for describing and discuss,ing the complexit}' of the 
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picture Iwoics' written and visml textual interactioBS. The importance of the 

"counterpoint of text and image" or the metatext in picture books has been a subject for 

much theoretical specmlation (Milcolajeva & Scott, 2001). Schwarcz (1982) kitialiy 

brought attention to the tact that the images and text coexist in the picture book, and 

created categories of loteraction. Others have also explored the written aid visual text 

relationship (Bradford, 1993; Doonan, 1997; Golden 1990; Mitchell, 1994; Schwarcz, 

1982; Sipe, 1998). Most recently Nikoiajeva and Scott (2001), as jmrt of Zipes' 

"Children's Literature and Culture Series," have published the book. How Pictures Work 

This ,is a serious theoretical work tiiat has focwsai upon the vsaiety and scope of written, 

and visual text interactions 'that occur within picture books. However, these authors note 

that the field still isas failed (Prior to 'their took, it should he noted.) to produce a 

satisfactory meta-language to describe and label the nature of the "text/image" 

intei:^:tioii. In, Aeir book, Nifcoiafeva and Scott attempt 'to describe some of the 

"co,mplexity of the relationships between verbal communication and the iconic 

communicatiott that picturebooks embody" (p.29). They also attempt to develop a new 

methodology, a new terminology and apply new theories in order to explain the dynamics 

of the evolving picture book as a wo,rk of art. The book also gives great emphasis to the 

visual text and its narrative role. Nikolajeva's and Scott's (2001) efforts owe a debt to 

the pioneering work of ,l^ger (1953; 1957) aad her exploratio,ii of the vario'us arts .and 

how they relate 'to one another. In Problems in Art langer (1957) states that despite the 

fact that the arts are difteren:!, "the 'lk:t they are distinct is what enables them, to have ,all 

sorts of highly specialized, ,i,nterestinig relations to each other" (p. 82). A,ind, through all 
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of this work that concerns the dual sign systems of-WTitten text and visual image, the 

semiotic ideas of Peirce (1916) echo and reverberate. 

Nikolajeva and Scott (2001) have also pointed out that the awthor/illustrators' 

intention and impact has frequently undergone changes at the end of the twentieth 

century. These wholaurs, like Goldstone (1999) and others (Bradford, 1993; Himt, 1992; 

Lewis, 2001; Moss, 1992; Paley, 1992), have noted that the postmodern 

attthor/illiistfator's visual texts, rather than making narrative written, texts' .meanings 

more and more transparent, increasingly challenge the reader by introducing ambiguity 

that becomes woresoived the more the written and visual texts are examined. "The beauty 

of the picture book is that despite its seemingly rigid tbrmat, it is capable of containing an 

infinite number of approaches to storytelling" (Macauley, 2002, p. 15). Readers in the 

postmodern era are increasingly required to bring their own personal resolutions to the 

reading process and partner with the increasingly elusive author/illustrator in crrating a 

narrative and an interpretation. The previously ntjentioned scholars' work leads to this 

current research project. 

I have chosen to include a Table Outline of the references that primarily informed 

s|»cific aspects of the chapter of this dissertation devoted to visual codes and 

conventions. The pertinent subject matter referenced is included in the first column, the 

autlior is referenced in the second column and the date of publication is in the third 

column. The authors and information concerning their publications cm, be found in the 

References for this dissertation. 
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Table 2.1: References Cited for Visual Textual Elemeots 
Visual elements 

Subject Author Date of Publication 

General, Mscttssioii 
.AnAeim 1969 
Bakhtin 1981 1 
,fMl 1966 
S. Laager 1957 1 
Lewis 1996 
Nikolajeva & Scott 2001 

Pictorial Space 
Barthes 1965 
Bordwell & ITiompson 1997 
Carrier 2000 
Ciilier 1975 
Ctmimos 1992 
Goldstone 1996 
Hail 1966 
Kress & van Leeuwen 1996 
S. l^oger 1957 
.Ixwis 19% 
Moebius 1986 
Nikolaieva & Scott 2001 

Schwarcz 1982 
Shwievitz 1995 
Stevens 1992 1 

Presence of Details 
Goldstone !999 
S. Ijanger 1957 
Lewis 1996,2001 
Moebius 1986 
Moss 1992 
Stewart 1984 
Wofflin 2003 1 

Framing & the Integrity of Pictee Page ! 
Bang 1991 1 
Baziii 2003 

Carrier 2000 

Mle Vactie 2C»3 
Hassan 1986 j 
Meqian 2003 j 
Moebiiis 1986 1 



Nikoiafeva & Scott 2001 
NodelmaiJ 1988 

2001 
ShiilevitE 1995 
Stevens 1992 
Waugh 19M 

Viewing peispective or Pictorial ¥isiial Perspective 
Carrier 2000 
Dondis 1973 
Goldstone •"•̂ "•̂ 799671999 
Goffman. 1967 
Hall 1966 
Hawthorne 1992 
Kjtess & Leeuwen, 19% 1 
Lewis 2001 
Messaris 1994 
Mwbius j i9S6 
Stephens 1992 

Part 2: ITie Written. Textual Aspects of the Pictiire Book 

The written text in the picture book is equally as important as the visuai text. In. 

reviewing liie iteratarc concerned with approaches to the study of the written text in the 

picture book, it is readily apparent that the picture book's written text has been viewed 

,fiwn an historical perspective as reflecting societal views of cWMhood and the child's 

position in society. It has been perceived as an instrum.ent in the pedagogical process, as 

litcratiare: with varioiis codes and conventions and most recently—simiMy to the visual 

text—theorists have explored it from, a semiotic perspecti,ve as part of the interaction, of 

two sign systons, the written and the visual text (Teaiple, Martinez, Yakota, & Naylor, 

2002). 

Literature devoted to children "to give cMMrai spontaneous pleasure, and not 

primarily to teach" (Darton, 1932, p.l) is a relatively recent nineteenth century 
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phenomenon because childhood itself in, earlier centuries was of very short diiration and, 

therefore, was not distingaislied enou^ from adiilttood to wxjttire its own separate 

iiterature (Nodelman, 1992). bookspecifically for chiMten, were seldom written before 

ttie nineteenft, cmtuTy and the whole children's book indiistiy did not begin to flourish 

until the end of this century (Shavit, 1986). However, this specific type of literature did 

emerge on a larger scale with llie recognition that. chiMlMxwi wm a special period of life 

and that the needs of children differed from, those of adults (Nodelman, 1992). Hence, 

children reqaired books to wieet their s|»cialized interests (Aries, 1 %2). 

Approaches to the children's written text are nmnerons. The view of children's 

literature as a bakace tetween entertainment and instiaction appeared in, Victorian 

England md has continued to the present. .However, childhood texts were considered to 

be of an inferior statw and of little liteiary merit within the world of literature (S,havit, 

1986). Even today, pictiire books are rarely included within national histories of 

literatec or in oicyclofwdias. They have rarely been cons,ide«d to te a subject for 

serious study within universities apart from. Departments of Education involved in 

teacher preparation. 

Hence, most histories of children's literature are restricted to suitable books 

jpoblislied in a particular country and arc merely "MgWy manipulated reco,fnmendation lists 

for adults who serve as mediators ,for children" (Nikolajeva, 1996, p. 3). Books of this 

type. Best of the Best for Otildrem (199,2), C5f The Mmdmg Rmnbow Gmde to Children's 

Books: The 101 Best Titles (1994,1996), ref1,ect a bias that considers certain books as being 

more «laMe acojidiag to the author's views of cMldhood and pedagogieai preferences. 

Such texts con,tiHiie to appeaj* in bookstores today (Gillespie & Bowker, 1998; ,Nikolajeva, 
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1996). Tlie most useful text for this study is Touchsiams: Reflectiom on the Best in 

Children's Literatwre, edited by Nodclman (1985) Aat devoles a section to the 

identification of the pictare boo.ks that have been named as "towchstones" for children's 

literatare by a conamitlee of the Children's Literature Association. 

In, addition to the development of an historical inventoiy of "acceptable" writers 

fflid texts, childpen's literature is often, expected to fit the niode! of accqptable children's 

literature in relation to society and its expected norms (Nikolajeva, 1996). Rather than 

focusing upon the pictorc book oawative fomi itself, Stephens (1992) 'uses picture feooks 

as subject material for the exploration of specific topics snch as the depiction of society, 

ideological values and adult control in Ms study, iMngmge and Ideoh  ̂in Children's 

Fiction. Unl,ike Ms groundbreaking initial book (1982) that was devoted to 

imtferstandiiig Ae visual text of the pictore book, Schwatcz (1991) in his second, 

posthumously published book. The Picture Book Comes of Age, concentrates on the 

ediicalional and social contents of picture books and descrites a variety of themes, topics 

and issues from the family, the representation of grandparents, to war and peace. Here, 

litecatore performs a pragmatic or fianctionai role in relation to the various social 

institutions that utilize it. Hence, the object of study becomes the issue-orieBted materials 

with chapters titled Cjaider Roles, Family, War, Multicaltiicalism (Cai & Bishop, 1994; 

Kuipers, 1995; Lehr, 1995; Rochman, 1993; Rollock, 1989; Schon, 1995). Moreover, to 

meet Ae needs fwr such iiteratiire, publishers invite competitions for 'books on designated 

topics (Hiick, Hepler, Hickman, & K:iefe,r, 2001; Nelson, 2001). Children's book, awards 

are often, oriented toward farticttiar subjects, ideologies aiid issues Mch « gender roles, 

muiticnituralism or literature produced by AIMcaa and Hispanic Americans (Hiick, 
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Hepier, Hickman. & Kiefer, 2001; Lukens, 1999). Additionaliy, many uraiversities, 

college and school districts sponsor literature-based conferences that are organized 

around particttlar themes that are of particular interest to teachers and librarians. 

The edttcactional system, reading ability and cmriciiliim demands have become a 

major frame of reference for children's literature (Shavit, 1986). As children are often 

fKWcived as a homogeneous groijqp moving from, birthday to birthday and from, grade to 

grade, certain books are perceived to be appro'priate for the young child at certain ages. 

Pictnre books aw seen as a usseful f?edagogica! tool that may be dinxted to the very yoimg 

child mid, at times, to older children during grades 8 throng 12 (Matulka, 1992). An 

exjwnple of such, a text is R«td's (19M) Making of Litemture: Texts, Contexts and 

Classroom Practices which describes the teaching of written textual skills to children while 

inco,rporatiag ideas from, developin,ental psychology and •written, textual theory. Moreover, 

to assist in appropriate book, seiecti,on, book jackets will often, carefully spell out 

appTOfsriate age and grade levels for a particular book thM are based upon various 

'unspecified vocabulary and reading formulas. However, much of the professional literature 

has neglecteai the written textual qualities of the books themselves in favor of concentrating 

upon their pedagogical potential and age appropriateness for child readers. Hence, 

emphasis has feeen placed upon the subject matter, the ideology, as well as the educational 

valoes and text complexity of various boo,ks (Bosma, 1992; Butzow & Butzow, 1989; ,Day, 

1994; Griffiths & Clyae, 1991; Hearne, 1999). 

Until the last several decades, scholars devoted to child,ren's literature ,rese4irch 

generally aeglectoi tlic ivritten 'text aspects of children's literature and picture lx»ks in 

particular as they explored the "best" literature to be used as a tool .for potentia! 
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However, cMIdcen's hooks have iseen "increasingly ^perceived as literatore" (Nikolajevji, 

1996, p.4). And, Hunt (1991) notes, "As the adult literary lodes have become thimiei-, 

acarfciBjes have turned to cMidrcn's books as an imiiilned set of texts «|»n which to 

exercise the established critical teciiniques" (p. 8). 

Recentiy, rec03pMti.0H has ijeen given to the fact that there is a repetition of basic 

rhetorical formulas in children's narratives that contributes to a pervasive "oneness" 

(Nodelmaa, 1985). Mikolajeva (1996) has ex|»nded this concept to argue that children's 

Eteratui-e emerges and develops under very strict nornis or mormative rules. She (1996) 

rejacts the idea that each text is merely a narrative duplication of other texts. Using the 

ideas of the Russian semiotician Lotman. (1973), Nikolajeva points out that 

aathor/illustrators of children's literature 'have explored the fwtentml of similar •uaiirative 

devices as a way to contain information and, most impo:rtantly, to generate new meanings 

and messages. NikolEyeva links Nodelmaa's idea of sameness to the concept of a canon, 

noting that the "majority of children's texts, at least until very recently, belong to the 

category of art which may be called normative" (p. 49). Given that the picture book is a 

text that is comprised of both v^ritten and visual texts, it is a visual creation that is based 

upon dominating moms, mles, traditions and expectations or the canon (Curtius, 1954; 

Lotman, 1973; Nikolajeva, 1996). Indeed, Nikolajeva argues that in order to 

comrauiticate, a unique work of art, such as a written or visual narrative text, must utilize 

a limited number of standard, comprehensible elements and a rale-driven "standard 

gtamniar," the canon, or otherwise it becomes ineaningless. "The picture book, which is 

a work of art, contains more information than, is printed on its pages"(NikoiaJeva, 1996, 
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p. 54) as it resembles a predictable repilcation of other similar normative picture book 

texts the child tias encountered. 

The breaking of the canoa or norm in children's literature has been, "prevented by 

the dominating aoons" of subject matter (themes considered nnsaiteble for children), 

"norms" of behavior (descriptions of sexual acts) and "norms" of language (rejection of 

slang, "incorrect grammar" and/or abiKive ianguage) (NikokJc%'a, 1996, p. 51). 

Nevertheless, innovation still continnes to occur but in tiny deviations from the accepted, 

dominating norras. ft Must be noted that innovation occurs by how a meissage is formed 

using the visual codes and conventiom ,rather 'than by what is told which remains 

relatively raichanging (Shavit, 1986). 

Hence, the static notion of "literature" and the analysis of texts has emerged 

jraralM to the esfablishment of a gro«p of texts considered to be partiealarly worthy of 

study, being exemplars of the acceptable literary canon or as being "literaiy touchstones" 

(Nodei'tnan, 1992). The concept of a canon has been explored by Nikolajeva (1996) and 

others (Edstrom, 1982; Hallberg, 1984,1985; Lotmmi, 1973). 

Children's literatirc, perceived as a specif field of research, attracted the 

attention, of critics and scholars who devoted great elfort to the evaluation of the contents 

and structures of its written text. In the early seventies stnicturalist literary thwrists 

focused upon the parts that comprise a narrative's written and visual texts in order to 

develop a ,graiB,iittar of narratives because it was perceived that nainertives have a 

distinctive arrangem,e,nt of their basic ekm.ents that un,de,rgo S!m,ilar changes within 

nanatives (Applebee, 1978). Ixvi-Stemss (1967) envisioned that wi.thi,n works of 

children's literature, major ideas are configured in a story as binary oppositions, such as 
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good and evil, or aggression and passivity, niese opposing ideas compete with and relate 

to rach other. Hence, analysis reveals the unity of Rarrativfef m it simultaneously reveals 

how a story's parts relate to one aEother aad to other written, tex,tiial wo,rk,s that display 

differing relationships between the saiii,e basic elements (Nodelman, ,1992). 

Other structttralists based their work on that of the early folMorist, Propp (1968), 

who explored Russian folk tales and identified the "grammar of actions" or the various 

plot configuratio,ns. In an. application of this approach to the picture book, Neiimeyer 

(1977) in his article, A Structural, Approach to the Study of Literature for Children, 

provides interesting ideas oti plot. Emphasis, stemming jfrom, the early work of Propp 

(1970), has also bsen plac«l on the story grammar or the written textual form of 

particular genres of the picture book witMn such books as Bosma's (1992) Fairy Tales, 

Fables, legends, and Myths: Using Folk Literature in Your Classroom, Many scholars 

have explored the idea of plot and vari,ous variations of plot as well as the recurrent 

Aemes and motifs in cHidren's literature (Agosta, 1984; Golden 1990; Higgonet, 1987; 

Nikoiajeva, 1996; Nodelman, 1992; Sullivan, 1990). 

Propp's work on the underlying striictutie of relationships Ijetween events 'has also 

been applied to literature by other theorists (Culler, 1975; Scholes, 1974). A particuJariy 

pertinent study is 'that of Ixvy-Staiass (1967) titled The Stnictisral Stiidy of Myth. Others 

sought inherent similarities in the parts that make up the wholes of a narrative in order to 

develop a theoretical grammar of the basic elements that are commoti to all narratives 

(Barthes, 1974; .Frye, 1957; l8e,r, 1978; Scholes & Kellogg 1966). 

Ajiotfeer approach to cMldren's written literature text ivS to stedy it in, terms of 

genre and various sub-geores (Babbitt, 1973; Fox, 1976). Here, scholars have classified 
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children's texts into weli-defined, homogeneous and closed categories or genres because 

as Higgonet (1987) suggests, it is "by virtue of ils intensely repetitive forms, that 

children's literatui'e creates clear expectations about how narratives will proceed and 

particularly aboat how they will conclude" (p. 37). David Russell (1991.) sorts the picture 

book into literar}' genres and predictable formats. Other respected books (Hnck, Hepler, 

liickman & Kiefer, 2001; Lukens, !999; Tomiinson & Lyncfa-Brown, 1996), directed to 

literacy professionals, provide guidelines for evaluating a children's picture book for 

written textual qialities by analyzing ite variow elements or its quality as an example of 

a particular genre (Temple, Martinez, Yokota & Naylor, 2002). 

Nairative itwlf is a teis for inquiry and theory in the exploration of the codes 

and conventions of the pictui*e book (Edstrom, 1992; Golden, 1990; Landes, 1985; 

Martin, 1986; Nikolajeva, 1996). Hardy (1978) noted that narrative is the most common 

and effective way of ordering our world, "In order to really live we make up stories about 

ourselves and others, about the personal as well, as the social past and fature^Cp. 13). 

Hunt (1985) describes how such theory can be used as a way to analyze children's 

litecatere. Adaiiis (1986) has explored the place of nanative in cognition whereas 

Nikolaieva (2001) explores narratology in relation to the picture book, describing the 

promineat features that will be presented in the writtCT and visual texts. She heip&lly 

describes the types of narrati ve presence, distinguishing between the concept of narrative 

point of view ("who and the narrative voice ("^o speaks") notie.g ttert the written 

text of the picture book generally represents the latter and the visual text the former. 

Wall (1991) apples the notion of "sJksuble .address" to the written text of tiie picture book 

to describe the dilemsitta of the child's point of view emerging from, the adult voice of the 
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narrator. Modelman (1991) explores the pfobleros inherent •witiiin tlie fiM person 

narrative perspective in the picture book' as the child narrator, referred to as the 

represented "I," is depicted as if she or he were in the third person in. the world of the 

accompanying visual text. Roxburgh (1983) pursues this subject in his article, A Picture 

Eqi»!s How Many Words: Nanralive Thc»ry and Picture Books for CMMreii. 

Another theoretical, approach to text is through the terminology and methods of 

social semiotics (Hodge, 1990), From this j»iiit of view, itemture is a social, process, 

rather than a set of isolated rule systero,s. It is a carrier of "socially organized structures 

of meaning" (p. x). Another as{»ct of the wri,lten text is the concept of discours; or th,e 

route chosen, by the author through ,his material, termed a "trajectory" by Walsh (1980), 

that may inc!i«le convemtion, descriptions, character's thoughts or actions (Nodetean, 

1992). Walsh (1980) also describes such discourse as "the movement of the author's 

exixjsitiofl and the reade.r's experience of it as revealed in the iatemai consistency 

between text and image "(pp 187-188). 

Researchers and theorists have .also explored the nature and richness of the 

lan.guage itself in texts (Stephens, 1989). Hall (1994) provides an annotated bibliography 

of 300 picture books that demonstrate various written textual dements such as analogy, 

onomatopoeia, parody, irony and alliteration. Her book is particularly useful as a source 

of examples of these written textual elements. Others have explored various aspects of 

language and narrative such, as stjiistic devices, the creation of time and space (Bachelard 

inXhotnas, 1986; Moseley, 1988; Nikolajcva, 1996) and characteriatioe (Golden, 1990; 

Nikolajeva, 2002; .Rimmon-Kenan, 1983). 
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Awjthcr aspect of flie picture took ttiat has received attention is tlie concept of tlie 

picture book's dual audience and the possibility of adult censorship. Shavit ( 19H6) has 

noted that children's literataK; as a "system ia cuttiro or, in oflbcr words, as a semiotic 

system" operates under more "compulsory poetic restraints than literature for adults" (p. 

177). Our oiltiwe attaciies great impoftaece to the natare of the child's reading material 

because it is perceived as crucial for the child's intellectual development and mental 

weif»e. Heisce, cen»rstiip, toth by parents, Hisrarisaas, teachers, piMishers and book 

reviewers is inherent to the process of picture book selection, and rejection. The 

author/iilustoitor must skillfully craft his or her text to appeal to two addressees: 'both the 

child reader and the adult gatekeeper who decides the nature of the written textual culture 

to which the cMid is exfxwed. Hence, cMidrcn's literature follows nomial textual and 

social codes and conventions that are deterrained by adults. The non-canonized writer/ 

iliusteator €»ns«ioiisly waives the approval of the adult addtessee/wiector and hottce, 

attempts to create the illusion of an, exclusive world only for children (Shavit, 1986). 

Hierefore, it is the new ambivalmt, postmodern texte where author/illustrators overcome 

"systemic constraints by roanipulating the two addressees as well as the current literary 

nwiels" (p. 179) tlmt attempt l» challmge the accepted axies and peAaps simaltaiMJOusly 

create the impression, of a new set of conventions that would appeal to the venturesome, 

playful cMW (Ixwis, 2001). 

Systems of meaning have developed using Freudian and, Jungian, theory. These 

have pefimitted the ifeveiopment of interpretatiom of Ae plots aad images of the simplest 

picture book texts (Bettelheim, 1,976; Gose, WSSiLacan, 1977). These interpretations, 

based ofwn tbe eadiiring ,iiOjanative ptteras that recur in story after istory, pmnit written 
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text researcliers and theoreticians to utilize nw ways to explore and compare texts. 

Freudian ttieory pcnnits theorists to delve into the "mconsciows unotivMions" for 

behaviors that express themselves in dreams and plots. Bettdhdm (1976) reads the 

events of a story as the woAiog out of cWMIiood paychologicM problems. .Anolher 

Freudian, I^an, suggests that literature couid be read in the terms of it echoes of our 

most 'tesic activity of reinyeoting ourselves as we becotne coiisciom of oar previous 

inventions (Gallop, 1985; Nikolajeva & Scott, 2001). 

Frye (1957), a Canadlaai critic, developoi a complex theory of written text 

classification based upon lungi.aii archetypical patterns that iilaminate all types of 

literatare. This system, situate a wort: of literatare or a pictwe book at a point in an 

intersecting set of classifications, symbols, genres and perspectives from which he 

postulates that aMhors spraik. Tliese ctesifications are coaceraed with the relationships 

between characters and their environments, the chronological sequence of their 

apixarances over time aad their displacement of previous characterixations. The ironic 

and parodic aspects of postmodern literature would be examples of his concept of 

"iiodes" (Nikolajeva & Scott, 2WI; Paul, 1992). 

At the end of the twentieth century, scholars recognize that the pictiro book's 

written mid visual texts are parfe of an iuseparable entity (Nikolajeva, 2001; Nodelman, 

19K8). However, the integrated picture book narrative is subject to new experimental 

fonns and narrattvc tcchiii<|wes that violate generally accepted written textual norms m a 

picture book variation that is often referred to as postmodern (HMtcheo,n, 1988; McHale, 

1917; Ta^^lor. 1988). "fliis srfjject has been tie subject of muclj interest to the picture book 
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scholar (Anstey, 2002; Bradford, 1.993; Brooke-Rose, 1981; .Doonan, 1998; Goldstone, 

2001; Ixwis, 200!; Paley, 1992; Waiter, 1992). 

Waugh's (1984) discussion of metafiction with aa analysis of mcftafiction in adult 

literature has stimulated inlierost in mclafictlve elements that may be found within the 

pictiire book narrative. Metafictive elements that appear in picture books have been 

explored by nianerous scholars (Bowies, I9S7; Crago, 1979; GoMstone, 1998; Mackey, 

1990; ISIikolajeva, 1996; Stephens, 1991; Townsend, 1971). Lewis (1996; 2001) as well 

as Nikolajeva & Scott (2W!) provide cogent discussions as to the pmrpose and nature of 

metafictive devices that underminie ex,pectations or expose the Jjctiooal nature of picture 

book narratives and are fra}ttently used in poMmodmj picture book narratives. 

In reviewing the professional literature devoted to the written text of the picture 

ksok, it became readily appfflrot that the 'bulk of the professional 'literatwe is devoted to 

longer narrative forms that arc created for an adult audience such as tihe traditional epic 

narrati ve and the novel. Other litersture has been devoted to the exploration of folk tales, 

fairy tales and myth. These sources have been used as general background for this study 

and have bMn a»gmenitoi where possible mth, the few sources that arc directly conceraed 

with the pictwre book. 

I have broken down my sources for each mpsct of this written text analysis into 

the general treatments of a particular subject that have provided background information 

and theoretical, discussions. 1 have then, included oAer sources specificalfy devoted to the 

picture book that augmented niy thinking concerning the picture book itself. 

Beginning with Aristotle, iiie narrative »|ueHce, or fhe plot, is an area of study 

that has been explored by many researchers (Belsey, 1980; Charters, 1995; Golden, 1990; 
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Hawt.home, 1992; Liikens, 1986; Mkolajeva, 2002; Scholes, 1974: Scholes md Kellogg, 

1966). Se¥eral scholars' work provided indispensable scaffolding for my thought. 

Schoies and Kellogg (1966) provide a comprehensive introduction to the concept of plot, 

the various plot structures and Ae features thai distinguisli them. Carrier's (2000) 

discussion of the nature of the bowud narrative sequence as seen in, the comc strip proved 

extremely Wpfiil. Chatman (1978) noted tlat the way incidents are ordered deterraines 

how many plots can. be generated witlii,nt a narrative, iser (1978) observed that plot's 

ftmclion is to initiate tih.e prodaction of the "aestfaetic object" and to be cornpaped to other 

perspectives (character, narration, theme). Jones (1990) provided a discussion of the 

tejrtual perspectives and social constraints that operate upon .narrative seqiiencra and thus 

CQntri.bnte to the "sociopoetics of narrative." 

In other professional literature, the eontribistiom of seveKil researches have 

proven particularly helpful to this study in their discussions concerning the structure of 

various types of plots and the co.ncept of temporal order in novels or older Juvenile 

chapter books (Lukens, 1986; Nikolajeva, 1996; 2002; '.Nodelman, 1966). Both Golden 

(1990) and Nikoiajeva (1996; 20CK)) have applied general theoretical concepts 

specifically to children's literature and to the picture book, in particular. Tlieir work 

greatly contributai to my cfevelopment of dfiscriptive categories. 

Various other contributors have contributed to specific aspects of my 

anderstanding of plot. The work of Kintsch (1977) and Van Dijk (1982) originated the 

co.ncept of iian'ative "markers" that signal the presence of a new episode within a 

nawatlve s©c|ttcnce, Schoies and Kellogg (1%6) cotttribatied the ©oncept of the "slice of 

life plot" wMch was later expanded upon by Nikoiajeva (2002) as to the nature of its 



appearance when used in children's literature. The cumulative and embedded plot are 

descrilwd and. discusscd by Ni.k«lajeva (1996; 2W2). Both Golden (199(1) and Charters 

(1995) contributed to the concept of temporal order wMk Nikolajeva (1996) applies it to 

tlie childree's fantasy and ex|»nds it through, llie application of the theoretical work of 

Bakhtin (1981) and Ms concept of the chronotope- Golden. (1990) and Nikolafeva (2002) 

distingMsh, between the plot in a child's novel (aod to a lesscar extent, the picture kx>fc) 

and the plot in a narrative written specifically tor adults. 

ITie concept of plot trajectory, paartimiarly the linear trajectory, is descri bed and 

disciissed by Nikolajeva (1996; 2002). Several scholars explore the concept of temporal 

order and the trajectory of a plot (Cbarters, 1995; Golden, 19W; Nikolajeva, 1^6,2002). 

However, the brief plot of the picture book is dealt with in a cursory manner, if at all, in 

the professional literatiire that is directed to educators (Hancock, 2000; Hock, Hepler, 

Hickman, Kiefer, 2001; Lukens, 1990; Temple, Martinez, Yokota, Naylor, 2002). The 

emphasis is directed toward how one evaluates a picture book's theme and content, the 

nature and appropriateness of its visual text in Uluminating its written text and its overall 

quality comiMrai to the bcxiy of children's literature rather than how to understamd the 

complex meaning making aspects of a picture book's components' structure (Huck, 

Hepler, Hickman, & Kiefer, 2CM)1; Temple, Martinez, Yokota, Naylor, 2002). 

The ending is a si^ficant aspect of the picture book plot and many scholars have 

given the ending considerable attention (Bakhtin, 1981; Botrth, 1961; Kerani,ode, 1968; 

Leitsch, 1986: Scholes & Kellogg; 1966; Stepliens, 1992; 'Nikolajeva, 2002). However, 

ihe elements used to '*iiiark the ending of the plot" in a pictiirc book dill«r from those in 

"mainstream" adult literature (Nikolajeva, 2002, p. 166). Children's literature is expected 
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to contain the noroiative "happy eiidi.ng" which presupposes a combination of stractural 

and psychotogieal ctewre. Nitolajeva (2002) provides a definitive description of a 

closed, happy ending and introduces the structural ami psychoiogicai complexities of 

ending. She prowides a stimalatiBg analysis of the problematic aspects of the ending in 

children's literature as well as the new concept of an open ending or "aperture" which is 

utilized in this resrarch. Rosea, {I9M) contributes eloquently to these ideas. 

The view of narrative voice and narrative point of view thiil is presented in this 

research study is an araalganti of notions developed »:holars in the field. I have been, 

particularly guided by the general notions of Booth (1961), Charters (1995), Hawthorne 

(1992), Lukens (1.986), and Scho,les and Kellogg (1966). For a seri.o«s discussion of the 

concept, :narrative point of view, I found the chapter devoted to the subject by Scholes 

and Kellogg (1966) as well as the descriptions of Chatman (197K) and Stephens (1992) 

particularly •useM. However, I have bee,n guided primarily by the notions of Genette 

(1988) whose ramralive terminology, categories and his discussions devoted to 

focalization and voice provided scaffolding for my thinking and the basis for my eventual 

re^arch categories. 

Other scholars' views were also helpful Smith (1990) provided an excellent 

review of the SOTiiotics of "story'̂  as well as current perceptions of the social constraints 

upon narrative. Pratt (1979) contextualizes a narrative in, terms of discourse. Also 

helpfiil wm Pratt's observatitie that story is di^ureive (when situated in a dialogic 

framework defined by teller and audience) and hence is subject to the transactional 

coasteints tliat aie characteristic of conversaiional exchange. Sachs and Sfeegloff (1974) 

contributed their seminal ideas concemin,g the nature of conversational events. Goflhian 
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(1967) provided fe notions c<mcenii.ttg the iialare of interactive palterns of behavior that 

occur as an aspect of all social discowse i«id interactions. 

The general, cottcepte developed from the work of these scholars was aMgmented 

by writers who have applied maoy of their principles to children's njirrative (Bradford, 

1993; Stephens, 1992; Wall, 1991). Excellent discussions of the various types of 

narrative structures in children's literature may be found in both Golden (1990) and 

Nikolajeva (2002) who devote chapters to the topic using examples from cMldren's 

literature. 

The subject of focalization aad point of view is discwssed in relation to children's 

literature by various authors (Chatman, 1978; Nikolaieva, 2002; Schoies, 1974; Stephens, 

1989,1992). Both Golden (1990), Nikolajeva (1996,2002) and Nitokjeva & S«?lt 

(2001) apply the concepts to cMldren's picture books. Others have explored the 

problematic .aatsire of the written text's point of view in the dual sign system of the 

picture book (Nodelman, 1991; Wall, 1991). Hutcheon (1988) has discussed the 

complexity of two sigp systems combined with the interaction of author/illustrator and 

reader. 

Severai scholars in the fieM of cMldren's literature have noted that the written 

language in the child's picture book is "simple" in nature (Shulevitz, 1995; Tunnel! & 

Jacobs, 2000). Shavit (1986) has observed that the world of children, a world apart 

from adults, is created by ase of stylistic devices such as a "simple syntax that cuts 

sentences short" (p. 106). My amaJysis of the nature of asntence structure was 

prompted by these comments that sketched out a loose reference frame, I used the 
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definitions for simple and complex, genteoces provided by the English grammar 

textbook written, by Warriner, WMtten and Griffith (1977). 

teertextuality is a concqpt ttel does not have a generally accepted meaning. In 

clarifying my conceptualization of intertextuaiity, I found the discussions of the 

foliowiflg- schola« most helplil: .Baitbes, 1965; Culler, 1982; Krisleva, 1969; and 

RifFatieiTe, 1980. I am indebted to Kristeva (1969) for the term intertextuality and also 

for her assertion that "within the space of a gi¥en text, several uiierances, taken from 

other texts, intersect" (p. 66). Barthes (1965) also informed my thinking with his 

oteervations that a text in essence ts an intricate uetwoit. of codes or a "galaxy of 

signifiers" (p. 12) that penetrate and dominate the author/illustrator, the text and the 

reader siniid-lMieo»sly. it is impossible to live o«tsi<te this infinite text Culler (1982) 

and Stephens (1992) contributed the notion that a particular (picture book) text is always 

a part of a network of all-eocomfsming processes and systems of sipdficatton that 

contain our written and visual text discourses as well as our social and historical 

practices. Also of imfwrtjuace to the concept of "inlertextuaiity" is Bakhtin's (1981) 

observation that all utterances, both spoken and written "are oriented retrospectively to 

the ntteraoces (novel, magazine article) of previous speakers and prosf^ctively to the 

anticipated utterances of others., .in a chain of speech commiinication" (p. 89). 

Other geiwiai theoretical discussions that I found most ielpfui in infonming my 

thinking concerning intertextuality were published as a special collection of articles 

devoted to the subject of intertextualily in an issue of Lmguiiiics and Educaikm (1992) 

that was entirely devoted to the topic. The articles most helpful to this research study 

were Hartnian''s (1992) comprehensive discussion, of the concept of intertextuality and 
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Short's (1992) dejif delineation of the broader concept of "text" and the more specific 

"tbcused text" Anoth.er scholar whose work' has proven to be particwlarly heipfal is 

Allen's (2001) comprehensive book devoted to the subject. It contains a definitive 

introduction to the concept, provides an extensive discussion of its history, its appiication 

and its potential future. Stevens' ideas (1992) concerning the nature of intertextuality 

that may tw found in children's literature were particularly helpful. His observations 

contributed to the eventual categories with which I was able to explore the nature and 

presence of intertextuali^ within the picture books. Othera who have also contributed 

are Kamberelis and Scott (1992) and Rosen (1984). 

For further clarification, I have chosen, to inclode a Table of Reterences for the 

Written Text's Codes and Conventions. The specific references that primarily informed 

various asi»cts of the section of this dissertation devoted to Written Text C3odes and 

Conventions. The subject matter that is referenced is included in the first column, the 

au&or is referenced in the second column, and the <kte of public^ion is in, the third 

colunm. The authors and information concerning their publication can be found in the 

References section of this dissertation. 
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Table 2.2 References Cited .for Writteii Textual Elements 

Category 

¥M 

Author Date 

Cliarters 1995 
Golden 1990 
Hassan 1986 
Lewis 2001 
Sdioles & Keil; 1966 
Sfeulevitz 198.5 

JPlot Trajectoiy 
Hassan 1986 
Lewis 1 
Nikoiajeva 2002 ~| 
Sutherland, et al 1981 
Waugh 1984 j 

[ EpistKlic Plot with Maikers 1 
Golden 1990 1 
Kintsch 1977 
Lwkens 1986 
VanDijk 1982 

1 Slice of Life .Plot | 
j j Nikoiajeva 2002 1 

1 Scholes & Kellogg 1966 
1 Tem,poral Order 

Golden 1990 
Nikoiajeva 1996 
Mikolajeva & Scott 2001 

Disrapted Chronology 
1 Golden 1990 

Plot CoHMKsiieftts: Endings 
Happy Endings Belsey 1980 

Booth 1961 
Kermode 1967 
Lewis l996;2001 
Stevens 1992 

Apatwe & Partial Aperture Nikoiajeva 2002 
Nikoiajeva & Scott ,2001 

Unity 
Lgwi.s 

'PatAf" 
Stewart 

2001 
199.2 

'1984 
Narrative Voice 



Golden 1990 
Half is & Hodges ^995 

L — IvUkens 
Nikolajeva 

1986 
2002 

Nikolajeva & Scott 2001 
Narrative Point of view 

CJhatoan, 1978 ] 
Culler 1980 
Genctte 1980 
Golden, 1990 
Lublwck 1957 
Scfioles 1974 

Interaction Goffinan 1967 
CoHversation Saciis & Sheglofi' 1974 
Semiotics Barthes 1977 i 

Lofmaa 1962 
Textual Codes and Language Structures 

Fox 2001 
K, Coodman 1994; I98S 
Lotaian 1977 

I Nodelman 19SS; 1996 

i SmiA 1994 
j_ _ Timnell & Jacobs 2000 

Wajiiner,Wlbitteii, Griffith 1977 

1 Ws«gh I9M 
Woodley, Scott & Bracher 1958 

Intertexttiality 
Allen 2000 

—— — —— -

BeaugraEde & Dressier 1981 
—— — —— -

Ociiette 1982 
Harste, WocMiward & Biirkc 191 

m-Hamnan 
191 
m-

— 
1 lutcheon 1985 

— 

Lewis 2001 
Miller 1985 
Mikokjeva 1996 
Nliolajeva & Scott 2CM)1 
Nodelman, 1992 
Mffatierre iWo 
Rosea 19M 
Short 1992 
Siege! 1984 
Stein \ m r ^  
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Summary of Chapter 2 

In, siimiTiary, Chapter 2, 'ITie Review of the Literature, gives a brief description of 

the Mstorical devdopineiit of iiiistrated narratives, 'books with visuai text aad tte liisto.ry 

of the cMldrm's picture book. The second section of the chapter revi,ews the litierature 

specifically cibvotcd to the picture book. Part i of this sesction mvkms the professional 

literature that informs the visual aspects, or visual text, of the picture book. A Siimmafy 

Table is providai tfa cites nefereiKes for specific topics covered in this diswertatioa. Part 

2 of this section is devoted to a review of the professional literature that informs the 

written textual .aspects written text of tlw picture itooL A SuHMoary Table is 'provided 

that lists the references for specific aspects of the written text discussed tii this 

dissertation. Lastly, a of the chapter is provided. 
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CHAPTER 3: RESEARCH DESIGN AND METHODOLOGY 

ITiis chapter reintroduces the research question and the two sub-questions and 

provides a Mef overview of the research methodology of content analysis as well as a 

related review of the theoretical framework of content analysis. The rationale for the 

selixtioa of fee pctere book materials is descri,bed, and the procedures -titilized for the 

analyses performed on the postmoderB. picture books are detailed. I^tly, the 

tnustworflMfiess of tte 'data is discussed and the ditattimas of the researcher aiie described. 

The Research Question 

initially, to fianae this study, I established a pfimary res^rch qiKstioa aod two sub-

questions. This dissertation seeks to answer the following research question: 

!. What are the chatactaistics of the i»atoodem narrative picture book? 

c. What are the codes and conventions of tiie visual text of the 

fWStiHodeam picture hook? 

d. What are the codes and conventions of the written text of the 

•postmodern picture Ixjok? 

The Domain, of the Study 

This ie*arcii focuses upon aspects of the visual and written texts of a .set of 

eighteen postinodero narrative picture books published in the United States between the 

years 1975 and 2001, The teseaich question and Its two salM|;iiestions were examiaed 
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through a qualitative study utilizing comparative content aaalysis. 'Ms study's content 

analysis involves initiaily examining a comfarative set of books, the modbra, CaMecott 

picture books, as a baseline data set and then using the characteristics develojped from 

this set to analyze the chaiacteristics of the postmodcni picture book, Qwantitati '̂e 

information is included when necessary to illuminate or stress a point as well as to 

suggest po«ble trends. 

Because the content of the sign systems of the •written, and the visual texts of 

pictwre tiooks, as two separate init interrelated sign systems, is the primary sirfjject matter 

for examination and for the qualitative aoalysis ia this study, the coMent analysis in this 

study wili iitiltze both, the written text a«d the visual text for aruilysis: 

ITiis form [visual and written text analysis] of content 

analysis allows re«archere to anderetand how texts are 

constructed to offer meaning for readers A self-

contained text can be examined to study a particular 

written text [or visual text] characteristic or its structural 

«gaiii7atioa (Sho.rt, 1995, p. 44). 

The purpose of this study is to explore the characteristics of a particular 

commiiaicalive device, the pjstmodem, nairative picture 'bcMjk. Therefore, it must be 

noted that content is central to the idea of coimnunication because content is the actual 

means by wMch iadividaals coifUBimiicate with one another. In this instance, the 

communicative content with which this study is concerned is "that body of meanings 

IwiayedJ tfcroiagti verbal aiid pictorial syiiitels tlnat make ap the coniawriicatloii itself 
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(Berelson, 1952, p, 15). Hence, I have chosen to utilize coatent analysis to objectively 

and systematically identify characteristics of the postowxlem picture book. 

Review of Coetent Analysis Literature 

It shouM 'be noted tbat amtent analysis is one of ihs oldest and most consistently 

popular methods for the study of visual aiid written textual messages .in the mass media 

(Wiedefnian & Whitley, 2002). Its tectraiqiio have cnabied researchers to systematicaliy 

study mass-produced, multi-sign systems texts. Therefore, many studies, similar in 

natttre to this stady, have eaiployai content analysis techniques because they are 

generally comparative in nature and typically explore trends in. both content and 

presentation over a period of time (Berger, 1998). 

Content analysis has been defined in varioiis ways. It may be broadly defined as a 

tajhntqiie that uses systematic and objTOtive identification of the special characteristics of 

"artifacts of communication" in order to make inferences (Berg, 1989). Kaplan (1943) 

refers to content aaalysis as a tsxhnique that is effective in the examination of disconrse 

and states that it is "the technique that attempts in a systematic and quantitative fashion to 

characterias the meanings in a pven lx>dy of discourse" (p. 230). Janis (1943) defines 

content analysis in terms of semiotics: 

Any techoiqise for the classification of sign-vehicies; which 

relies solely upon the judgments .. .of an analyst or group 

of analy sts as to which sign-vehicles fall into which categories; 

on the basis ofexpHcMfy formulated rules; provided that the 

anaiysf s jod^ieiits are reports of a scientific obsewer. The 

results of a content analysis state the frequency of occurrence 
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of signs—or groups of signs—for each category in. a 

classification scheme (Quoted in Wiederman & Whitley, 

2002, p. 327; Italics are mine). 

What eaa be gleaned from, the nunierous detmiiions cited in the professional 

literature is that content analysis is a data reduction method that may wtilizB data lit)ni both 

written and visual texts. 11 shares thnee key eiements (Berg, 19S9; Bei^er, 1998; Wimmer 

& Domimck, 1997). Firstly, content aiiaiysis is a systematic technique with explicit rules 

ttet are tised in order to consi«tMtly identify aoi code the oonteut that is to be analymi. 

Secondly, content analysis attempts to be an objective technique that will lead to the same 

resadte if the raearcher coasistently applies the same rules. ITiiwlly, content analysis is 

both qualitative and quantitative as it also establishes a ni,ethod to quantify specific content 

categories within a specific sample in order to fwiceive possible trends and shifts. 

The research technique of comparative content analysis offers many advantoges 

for this i^rticisiar research project: !) it requires no special expertise or training; (2) it is 

effective for data reduction; and, (3) it is able to reflect (societal) trends (Berg, 1998; 

Royse, 1991). Wiedennaai and Whitley (2002) note that the technique of content analysis 

enables the researcher to "condense large quantities of data into a finite number of 

categories that are systematieaily comparable, and therefore, can be analyTsd efficiently" 

(pp. 328-329). Moreover, it is an excellent method for studying historical phenomena 

and for peiwiviog trends and shifts thai, occm over time—thus enabling researchers to 

"examine data during individual years or decades as well as over the span of years that is 

under study" (Bssrg, I99S, p. 244). 'ITiese advantages support the choice of the 

comparative Ibrm of content analysis as the optimal research methodology for this study. 
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However, it must be iiot«ai that coateat analysis also has limiMitMS. ft is dependent 

upon the nature of the data choscn. for anaiysis (Cowan, 2002; Royse, 1991). And, because 

conteat analysis often yields categorical data, the biases of the rcKarcher can affect the 

decisiori-iiiald.n,g involved in the collection of data, the analysis of data and its eventual 

interpretation (iyolbe & Burnett, 1991). To oifset this jsossibility, I have attempted to 

describe my 'background in order to reveal 'potential researcher biases. 

Additio:iially, a .researcher may introduce a Mas into their data by using textual 

materials that have survived over many years because they have been favored by "members 

of Ae elite" (Weber, 1985), ft should be noted thai the nature of this normative "elite^ bias 

i,s of interest to this research as it detennines the prevailing codes and conventions of the 

modem pictuie i»ok. 'IMs study attempts to overcome the other mentioned limitations by 

the nature of its design. 

Metliodology for Comparati¥e Content Analysis 

This content analysis research is based upon the use of comparative methodology. 

i developed the characteristic codes and conventions of the fwstoiodem picture book by 

creating a baseline from a comparative set of ten modem Caldecott picture books. By 

comparing the codes and coKveations characteristically fouaid in the modem Caidecott. mt 

with the postmodern picture books, I was able to identify the nature of the codes and 

conventions in. postoiodeni picture books. 

Criteria and Rationale for the Selection of the PostmodCTn Set 

ITie data for this s^udy consists of a set of eigliteaa picture books that iiave 'Ixen 

identified as having postmodetn elements. This postoodem set of pictia-e books' 
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publication dates lange ikifii 1975 to 2W! beca«« this time period approximateiy 

reflects Anastas (1999) definition of •postmodemism, "as a late 20 '̂' century set of beliefs 

as contfMted with moderiMsm" (p. 562). A review of the professional iiterature identified 

each of these texts as a picture book that has been identified by a scholar in the 

professional MteiatiiK; as coiitaini»g postmodern cbai^teristics or demeats (Doojoan, 

1,983; GoMstone, 1996; Ixwis, 1,996; 2001; Lodge, 1977; Macauley, 2002; Moss, 1,984; 

Nikolajeva, 19%; Nitoiajeva & Scott, 2001; WWen-Levitt, 1984). 

,Filleen of the eighteen postmodern picture books were created by one 

a«thor/illustrator. However, two picture books that are inciwded, in this postmodern set 

contain writteii texts created by one author, Scieszka, who collaborated with 'two different 

iliuslrators (Jonson & Adel). The two picture b<»ks are quite different in both arti,stic 

style and narrative co,ntent (The Frog Prince, Continued; The Book that Jack Wrote). In 

addition, two picture books, written arKi iilustratoi by Browne, (Tf/e Bern- Hunt, Voices in 

the Park) were also selected for this set Although these two picture books were created 

by the Mne author/illustrator, they teve teen included because of the extensive length of 

time (twenty-one years) between their dates of publication and the wide differences in 

their ffltistic style and written textual content. 

I originally planned for the postmodern set to contain twenty narrative picture books. 

However, because the |»stinodem pictiBre 'book has not beea recognimi and specific 

examples selected and recognized as being exera.plars of this variation of the picture book 

by a coininitiee of knowlssigeabie experts, as is the case with the Caldecott Medal picture 

bt»ks, I established criteria for the postmodern picture books' selection. Picture books, 

selected for iactusion, were cited in, the professional iiteratore as conlalning postmodern 



84 

cteracteristics. In consideration of tMs less rigorom selection process, I arbitrariJy 

concluded that twenty professionally cited, postmodern, picture books that were published in 

the United States in the last quarter of the twentieth centory would provide iny data. 

However, several factors contributed to this set eventually being reduced to 

eightsen rather than the originally plimned twetity picture book s«t. Several ;poten.tial, cited 

picture books were found to be either out-of-print, published and distributed solely in. 

England or otbearwi« unavailable in local Mteiries or from national kjokseilers. Other 

picture books were published prior to 1975. Moreover, several recently published picture 

hooks coKtaiflsd mimeroiis ptKteodem elements, bat they were too new to have l»en cited 

in the literature. Other potential picture books that were well-known and multi-cited 

examples of the postmodern picture book were the pptrfuct of an author/illustrator whose 

work was already included in the study. As the inclusion of ra^ultiple works by the same 

awthor/iliiMrator would have alterai the study into that of .an author/illustrator .analysis, and 

perhaps skewed the findings, these picture books were not included. The picture books that 

are included in the postmodem pictiwe book set, their authors and illustrators and their 

dates of publication are included in Table 3.1 and cited in the Children's Literature 

References at the end of this dissertation. 



Table 3.1: Postmodera Picture Book Set 

rAuSo^fliw^aior Title 

The Irhree Pigs 

Date of 
Publication. 

1. Wiesner, D. 

Title 

The Irhree Pigs 

Date of 
Publication. 

1 2. Browiie, A. P'mces in ihe Park 199$ 

1 Brett, J. Comet's Nine Liven 1996 

4. Rathmaim, P. Officer Buckle <f Gkma 1995 

5. Van AilsburgjC. Bad Day at Riverhend 1995 

6. Cherry, L. The Ammdillo from AmariUo 1994 

7. Scleszka, J. 
D. Adel (III.) 

The Book that Jack Wrote 1994 

8. Dewan, T. The 3 Billy Goats Gruff 1994 

1 9. Buating, E. 
D, Diaz (Ul) 

Smoky Night 1994 

1 lO.inhompson, C. Looking for Atlantis 1993 

111. Scieszka, J, 
1 J. Johnsoa 01L) 

The Frog Prince Continued 1991 

12. Willard, N. 
1 The Dillons (Hi.) 

Pish, Posh Said Hieronymus 
Bosch 

1991 

1 13. Macaiilay, D. Black ami White 1990 

14. Catalanotto, P. Dylan's Day Out 1989 

15. Browoe, A. Bear Hunt 1979 

16. WisiiiewsM, D. The Go!em 1977 

17.Bamingham, J. Come Away from the Water, 
Shirley 

1977 

IS. Hoba«, R. 
Q. Blake (lil) 

How Tom Beat Capt. Najark & 
His Hired Sportsmen 

1975 
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Creation of the Baseline Codes and Conventkms with A 
Comparative Set of Modem Caldecolt Picture Books 

I use comparati ve content analysis in tliis research study in order to identify the 

codes and conventions of the postmodern picture book. 1 created a comparative set of 

modem picture books that provided the baseline normative, modem codes and 

conventions that I then utilized to identify the characteristics of the postmodern picture 

book. 

The modem set of picture books consists of a discrete, manageable sample of ten 

picture books that have been awarded the Randolph Caldecott Medal or have been cited 

as a Caldecott Honor Book winner by the Cominittee of the Association for Library 

Service to Children of the American Library Association. A picture book winning the 

coveted Caldecott Medal is acknowledged to be "the most distinguished American 

picture book for children published in the United States during the previous year "(ALS, 

1999, p.5). The designation of Caldecott Honor Book indicates that a picture book must 

"be marked by excellence in quality, be noted for significant achievement, and be 

individually distinct" (Huck, Hepler, Hickman & Kiefer, 2001, p. 621). Hence, this set of 

picture books is composed of ten, recognized, exemplary examples of the "enduring, 

dominating codes and conventions" characteristic of the modem picture book 

(Nikolajeva, 1996/ 

In order for the sample of modem Caldecott picture books to reflect a range of 

codes and conventions for the picture books' written and visual texts, 1 selected two 

Caldecott award-winning picture books that had been initially published in each of the 

five decades extending from, the 1940s through the 1980s. The five decades represented 

by this sample permitted me to identify these picture books as a type of enduring art form 
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that could be diiferentiated from picture books merely appealing to temporary' fads. 

Moreover, this time period roughly coincides with the era of "modernism" that is defined 

as the "middle part" of the twentieth century Anastas (2002). 

The term, modernism in this dissertation will refer to an era of Western cultural 

history that roughly spans the early aod mid twentieth century and encompasses the 

central symbols, institutions, "grand narratives," and beliefs of Western culture (Powell, 

1998), Modernism's predominant organizing beliefs were that by organizing around 

Christian values and metaphysics as well as ideas inherited from the Age of 

Enlightenment that manJcind would progress to an ideal problem-free state of freedom, 

happiness and progress (Gordon, 2001; Powell, 1998). Modernism has been characterized 

as a way of viewing and representing reality that espouses purposeful, rule-governed 

activity, the production of centered, coherent forms (literaiy genres) and hierarchical 

structures (Renaissance's space) in the creation of visual and written texts (Hassan, 

1982). 

The picture books included in the modem Caldecott set are listed in Table 3.2 and 

cited in the Children's Literature References at the end of the dissertation. 
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Table 3.2 Modem. Caidecott Picture Books Set 

Author 
Illustrator 

Title Date of 
Publication 

CawKc^LAw^d"! 
Date of Award/ 

1 Year Post 
Publication 

l.McCloskey, R. Make Way for 
Ducklings 

1942 Caidecott Medal 

2. Burton, V. L. 
The Little Home 

1943 Caidecott Medal 

3.Ward, L. 
The Biggest Bear 

1953 Caidecott Medal 

4.Bemelmaas, L. 
Madeline '.y Rescue 

1954 Caidecott Medal 

1 S.Brown, Marcia Once a Mouse 
1962 Caidecott Medal 

6.Sendak, M. 
Where the Wild 

Things Are 1964 
Caidecott Medal 

7,Zemach, H. & 
M. (111.) 

The Judge 
1970 

1975 

Caidecott Honor 

Caidecott Medal 
S.McDermott, G. 

Arrow to the Sun 

1970 

1975 

Caidecott Honor 

Caidecott Medal 

9.Hall, D., 
B. Cooney (111.) 

Ox-Cart Mm 
1980 Caidecott Medal 

lO.Galdone, P. 
The Three Little Pigs 

1961 Caidecott Honor 

Data Analysis: Establishing the Coding Categories 

In order to develop appropriate units of analysis, I began with the concept of code, 

thereby focusing my thinking and sensitizing myself to the various aspects of the picture 

book sign systems. A code is an arbitraiily chosen iconic sign or pattern of 
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representation that conveys meaning in, a specific cultare. I repeatedly returned to the 

professional literature related to each of the two sign systems: written and visual text. I 

read and reread the literature and re-examined the picture books and by this process, I 

deductively derived lists of potential categories (Glaser and Strauss, 1967) that were 

recorded on a worksheet that consisted of two columns with each representing one of the 

two sign systems cited in the research question: Representative Categories for Written 

text and Representative Categories for Visual Text. Here I listed, defined, rejected and 

reorganized the codes and conventions that could be utilized. I consciously endeavored 

to be flexible and experiment with a variety of categories as I worked to establish my 

final coding protocol (Berg, 1989). 

Before the final coding categories were selected, I read and analyzed each picture 

book of a pre-sample of three Caldecott pic ture books and tested the protocol by coding a 

separate coding sheet for each of the three picture books. I repeated this process with a 

pre-sample of three postmodern picture books, using a separate coding sheet for each 

picture book for each of the categories. It became rapidly clear that my categories were not 

adequately defined for "a protocol is well-honed when it enables the researcher to find and 

code all of the information relevant to the specific research questions" (Wiederman & 

Whitley, 2002, p. 335) and necessitated further refinement. 

Moreover, it also became apparent that many of the Caldecott picture books' codes 

and conventions that were necessary for the creation of a comprehensible visual and written 

picture book text, remained a constant, unchanging presence throughout both sets of 

Caldecott and postmodern picture books and could not account for the differences in the 

two sets of picture books. These unchanging codes and conventions were discarded. 



I then repeated this process with another group of newly created codes and 

conventions, using another series of three Caldecott texts. After I had developed a new set 

of baseline categories for the codes and conventio ns that produced consistent results with 

the Caldecott set of picture books, I then coded a pre-sample of three postmodern picture 

books. I refined the protocol with the categories of written text analysis and later with the 

categories of visual text analysis. 

The complexity of the postmodern picture books necessitated that I further sub

divide the categories and refine both the definitions for the categories and their respective 

elements. I was repeatedly confronted with coding decisions tliat required that I reassess 

and ensure that the baseline Caldecott coding categories were both inclusive and mutually 

exclusive. Three broad categories for the aialysis of the visual text and three broad 

categories for the analysis of the written text eventually emerged. These categories were 

carefully defined to ensure consistency and objectivity in the study (Berg, 1989). 

Analysis and Coding of the Data 

In summary, I analyzed the postmodern picture books in order to answer my 

research question and to find patterns that enabled me to answer my sub-questions. I 

performed two levels of analysis on each of the postmodern picture books: 

1. Analysis of the written text 

2. Analysis of the visual text 

My units of analysis for the analysis of the written text included both sentences and chunks 

of written text. I, examined the written text within the broad categories of narrative 

sequence, the narration as well as the various points of view and intertextuality. As a 
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picture book is an integration of written text and visual text (Shulevltz, 1985), the visual 

text was included in the analysis although my focus was upon the written text. 

My units of analysis for the visual text were the contents of the illustrations 

comprising the postmodern picture books' visual text. I examined the visual text for the 

general categories of the pictorial space or the visual presented world, the framing, the 

viewing perspectives and the location of characters within the pictorial space. As the 

picture book is a cohesive interrelated unit of witten and visual text (Shulevitx, 1985), the 

written text was included in the analysis, but my focus was upon the contents of the visual 

text. 

In order to code the massive amounts of data, a coding worksheet for each category 

was developed and used to record information. Each of the coding worksheets contains a 

definition and a list of elements. A separate coding worksheet for each category was 

completed for each postmodern picture book. A set of coding worksheets was assembled 

for each category and a second copy of each worksheet was set aside and collated into a 

complete coding set containing all the categories for each postmodern picture book. 

The results derived from the individual Data Coding Workheets for each 

postmodern picture book were then recorded on a Data Analysis Chart. Several of the 

charts became extremely complex as they included various symbols used to indicate sub

sets of sub-sets. The sheer amount of data for narrative sequence, for example, eventually 

overwhelmed my computer and printer. Examples of the Data Coding Workheets are 

included in Appendix A and the completed Data Analysis Charts may be found in 

Appendix B of this dissertation. 
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The results ibr each category for the postmodern picture books were tabulated and 

converted to percentages of the total postmodern set of eighteen picture books. These were 

organized into summary tables that are inserted at the end of the findings for their category 

in Chapters 4 and 5. 

Research Dilemmas and Limitations of The Study 

A meta-analysis of the interrelationships of the written and the visual texts was 

initially considered but not attempted. It soon became very apparent that establishing 

inclusive but mutually exclusive categories for the various interrelationships between the 

two disparate sign systems of the written text and the visual text was beyond the scope of 

this research. Firstly, picture books with their extraordinary diversity do "not take kindly 

to being corralled into six, eight or even ten determinate categories" (Lewis, 2001, p. 44) 

although I must note that this process has been attempted and continues to be attempted by 

numerous scholars (Schwarcz, 1982; Nodelman, 1988; Golden, 1990; Mitchell, 1994; 

Nikolajeva & Scott, 2001; Lewis, 2001). 

Secondly, the nature of the interrelationship of the indexical written text and the 

iconic visual text may change repeatedly within a specific narrative sequence. "While 

particular relationships between the visual and written texts may be predominant in certain 

picture books, a given picture book may also reflect more than one type of relationship" 

(Golden, 1990, p. 104). This becomes an even more complex problem with a postmodern 

picture book that may contain multiple narratives in its written text that may or may not be 

reflected within the visual text or multiple narratives depicted in the visual text that may or 

may not be included within the written text. 
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Thirdly, because visual and written texts relate a narrative in different ways, it is 

left to the reader to synthesize the two different ways of telling that are used by the IAVO 

sign systems (Nikolajeva & Scott, 2001). Each reader's transaction with the particular 

combination of visual and written texts that comprises a picture book creates a new poem 

that is the result of their experiences and their purposes (Rosenblatt, 1976). What an 

individual reader brings to the picture book, looks for in the picture book and does as a 

consequence of this interaction with the picture book is highly variable because no two 

transactions or "poems" are the same. Therefore, examining the nature of the integration or 

inter-animation (Lewis, 2001) of tlie visual and written texts does not lend itself readily to 

structural analysis. 

Because this was not a study that contained inter-rater reliability, the data's 

reliability was enhanced by several means. Precise, careMly worded descriptions of the 

visual and written textual categories were used in order to provide strict guidelines in the 

coding process. In addition, I returned to the data after an interval that averaged two to 

three weeks and re-coded each of the categories for each picture book to enhance the 

reliability of the results. I then returned a third time and randomly re-coded picture books 

to crosscheck the reliability of the data. Where discrepancies occurred, I returned to the 

definitions and my original notes and recoded and resolved discrepancies. Nevertheless, 

another researcher with different academic and life experiences, a different knowledge of 

visual and written text pretexts and different personal biases might interpret the data 

differently. 

The sheer vastness of the data in this study required a methodology for revealing 

trends. Therefore, the total number of postmodern picture books that contained particular 
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elem.ents within a category was tabulated as a percentage of the total mimber of picture 

books in the postmodern set of eighteen picture books. However, noting that a particular 

percentage of the picture books contained particular codes and conventions can only 

suggest possible changes or shifts in the nature of the postmodern picture book. Further 

studies are needed with a larger, more di verse sample of postmodern picture books. 

Because the postmodern set contains a limited number of picture books, fiirther 

research with larger and more diverse samples of postmodern picture bookshould provide 

more reliable findings. Hence, this study can only be considered as providing possible 

trends as well as a research design and the potential categories of codes and conventions 

that might be used for further research. Its findings should not be generalized to a larger 

group of either modem or postmodern picture books. 

A picture book is a composite text made up of an "interweaving of words and 

pictures" (Lewis, 2001). The visual text implies narrative information only in its 

relationship to the written text (Nodelman, 1988). The written text in a picture book tends 

to draw the reader's attention to the parts of the visual text that should be attended to 

(Lewis, 2001). Each sign system inter-animates the other. Therefore, 1 must also caution 

other researchers that in the process of separating the interrelated picture book's written 

and visual texts into their various components, I may have distorted the meanings derived 

from such an analysis. However, by observing the whole text from the vantage point of its 

various parts does provide a multi-dimensional, richer conceptualization of the picture 

book's complexities. 
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Summary of Chapter 3 

Within this chapter , the design, methodology, and procedures of this study were 

outlined. An explanation of the materials used in the study was provided. The data sets 

and collection procedures were discussed. Lastly, the dilemmas of the researcher and the 

limitations of the research were considered. 
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CHAPTER 4 

ELEMENTS OF THE VISUAL TEXT 

Illustration differs from representation in narrative art in that 
it does not seek to reproduce actualit)^ but to present selected 
aspects of actual essences referable for their meaning not to 
historical, psychological or social truth but to the real and 
metaphysical truth. R. Scholes and R. Kellogg, 1966, p.88 

One of the principle ftinctions of the artist is to help the 
layman order his cultural tmiverse. Edward Hall, 1966. p. 34 

When we think of narrative, we tend to automatically think of the sign system of 

written language and, perhaps, the scholarly pursuit of literary criticism . However, the 

history of art is "almost three times longer than that of writing" (Hall, 1966, p. 74) and, as 

a system of communication, has been historically linked to language. Perhaps, in 

overlooking the visual text's capacity to narrate, we have failed to realize that in the 

process of being human and making sense of our world, we incorporate both the visual 

and the verbal (Amheim, 1969). 

In order to relate a picture book narrative, the author and the illustrator must 

provide the reader with the appropriate visual and written textual cues that are not only 

congruent with the events of the narrative but are also consistent with the cultural codes 

and conventions of their audience (Hall, 1966). The role of the visual text is not to 

provide an actual representation of the actual world but rather to carefully select and 

depict the visual elements that comprise the most important concepts being expressed. 

Christiana, a picture book illustrator, characterizes the illustration that comprises the 

visual text as "a visual essay whose development is the distillation of all the most 
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essential" (Personal commimicaticm, October 10,2003). The illustrator's task, tlien, 

becomes one of extracting from the visible world those aspects that will prove 

meaningful to a narrative and then organizing them and condensing them in such a way 

that their parts constitute a more forceful, uncluttered visual statement (Hall, I966j. The 

illustrator must "cut it down by half but leave nothing out" (Shulevitz, 1985, quoting J. 

Barrie, p. 51). 

The picture book, by its plural visual (illustration) and linguistic (written and 

spoken language) nature, is capable of generating a far richer experience for the reader 

because it relies upon its two forms of signification to make meaning (Kress & van 

Leeuwen, 1996; Lewis, 1996; Nikolajeva & Scott, 2001). Nodelroan (1988) has called 

attention to this phenomenon and noted (hat the "basic, distinguishing peculiarity of 

picture book storytelling is that it tells of the same events by means of two quite different 

media [sign systems] and therefore in two quite different ways" (p. 283). And, by 

utilizing these two sign systems for communicating information, the reader develops far 

more knowledge from far less information than if she or he were to use either singly. 

Thus, when we seek to construct meaning from a picture book, we must read both the 

visual and written texts. The two texts act upon each other in a continual dialogue so 

that, to a greater or lesser degree, we construct personal meaning by "reading the 

illustrations through the words and by reading the words through the illustrations, with 

the two sign systems relativizing each other" (Lewis, 1996, p. 142). 

A picture book's visual text assumes many forms. It is unique in that it 

condenses and encapsulates botli visual and emotional information, yet it is not ex,pected 

to be self-sufficient unto itself. Radier, it is part of a closely linked succession of 
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illustrations comprising the visual text that articulate meaning and emotion in visual 

form. Langer (1957) has noted timt the arts we live with—our picture books and stories 

as well as the music we hear—acltially form, our emotive experience. Hence, the visual 

text of the picture book, rather than merely being seen as "an ornament of civilization/' 

becomes the site of vital semiotic activity, or as Read's (1965) metaphor suggests that it 

is "an energy of the senses that must continually convert the dead rain of matter into the 

radiant images of life" (p, 140). 

The reader of the picture book must not only be able to comprehend and make 

meaningful the written text, its syntactic and semantic structures, but the reader must also 

develop an understanding of how to "read" a picture in terms of the codes and 

conventions by which it operates (Stephens, 1992). The picture book's audience is often 

composed of a child and a mediating adult. Yet, there are always at least two other 

participants in the making of a narrative other than the readers: the visual text and the 

author/illustrator (Rosenblatt, 1978). Hence, the process of reading a picture book is a 

complex dialogue amongst multiple entities. 

The author/illustrator constructs a picture book narrative with a set of shared 

understandings, the codes and conventions, as to how visual texts function which she or 

he, in turn, uses to relate the narrative to a reader (Lewis, 1996). The reader constructs 

personal meanings from the visual (and written) texts. Meek (1988) has summed up the 

process by noting that when a young reader reads a picture book, 

.. .as distinct from simply recognizing the words on the page, she or 

he has to become both the teller [picking up the author's view and 

voice] and the told (the recipient of the story, the interpreter]. The 



surprise for the reader and the lesson that texts teach, lies in the 

discovery of the two kinds of storytelling side by side. To be a reader 

you have to leam the conventions of both. (p. 18) 

To learn about the nature of the postmodern picture book, 1 focused my study 

upon comparative content analysis of the visual text of a set of postmodern picture books'. 

However, I must again note that because picture books are an art. form based upon a 

combination of two separate but inseparable sign systems (iconic visual text and 

indexical written text) that convey different but related information, both the visual text 

and the written text were examined. Most often the written text comes into existence 

before the visual text, hence it is "impossible to talk sensibly about the meaning of the 

pictures in isolation from the written text that evoked their creation in the first place" 

(Nodehnan, 1988, p. 40). Consequently, it must be emphasized that although I focus 

specifically on aspects of the visual text in this chapter, I must inevitably interpret the 

essential qualities of the picture books' visual text in light of the narrative information I 

have derived from their accompanying written text. 

The figures included in this dissertation are included for clarification purposes. 

These figures may depict only a half of a two-page opening or a specific, pertinent part of 

a larger illustration. Moreover, their size has been altered in order to fit within the 

constraints of the confines of the pages and the requirements of the written text of thi s 

dissertation. For accurate cited depictions of the various components of the visual text and 

their authentic context, please refer to the original picture book in which they appear. 

These books are listed in Chapter 3 in Tables 3.1 and 3.2 and are included in the 

Children's Literature References. 
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This chapter focuses on an analysis of the visual text of the postmodern picture 

books. The findings of the analysis provide answers to the following sub-question: 

Sub-question 1: What are the codes and conventions of the visual text of the 

postmodern picture book? 

In order to analyze codes and conventions of the visual texts found in the set of 

postmodern picture books, I define and analyze visual elements in the three baseline 

categories that I developed through the use of the comparative set of modem Caldecott 

books. The categories that are involved in the construction of the visual text are: 1) 

Pictorial space; 2) Framing; and 3) Viewing perspective and location within the pictorial 

space. Each section in this chapter includes a summary of the pertinent theoretical 

literature and a working definition of the specific elements analyzed. The characteristics 

of the modem Caldecott picture books that provide a baseline for comparison are 

described. The findings for the set of eighteen postmodern picture books are summarized. 

A discussion and analysis that is informed by the professional literature follows. Lastly, 

the chapter ends with a brief summary. 

Pictorial Space 

As a child when I drew a picture I was aware only of 
its visible aspect, tlie objects in it When I drew a tree, I 
saw the tree, but not the empty space around it and 
between its branches. Nor did I see where the tree 
stood... Gradually I learned tliat tiie invisible space, the 
"nothingness" around the tree, was as important as the 
tree itself. And I learned that there was a hidden 
umderstructure that organized everything in She picture. 
Uri Shulevitz, 1995, p.l67 
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Definition and Discussion of Terms 

Because the visual text is composed of "sli-uctured messages that are amenable to 

constituent analysis" (Kress & van Leeuwen, 1996, p. 22), we must know its "essence 

and defining qualities" (Carrier, 2001, p.6) in order to interpret it as a visual sign system. 

In the narrative picture book the visual text sign system consists of a carefully organized 

structure of iconic signs that are plausible and understandable representations of aspects 

or bundles of aspects that comprise the presented world of the narrative (Kress & van 

Leeuwen, 1996). The particular forms of expression (shapes, space, line, light and 

shadow) that are specifically chosen, make tlie illustrator's "message maximally 

transparenf (p. 11) to the reader. Conventions, or rules of usage, govern the particular 

forms of visual expression that are used at a particular moment in the narrative sequence 

and in a particular visual context. Conventions determine what is included and visual 

codes rigorously govern how the elements are compositionally brought together and 

organized. 

The visual text utilizes various codes and conventions, readily understood by the 

reader, to relate a narrative in visual terms (Carrier, 2001). In his seminal article. 

Introduction to Picturebook Codes, Moebius (1986) challenges others to explore the 

deeper complexities or the underlying symbolic codes (Hall, 1966) of pictorial design as 

they function as agents of communication. Influenced by Barthes' (1965) notion that 

codes are a "force or voice" (p. 20) in meaning making and story telling, Moebius 

describes such visual code devices as "elements of design and expressions of 

representation" (p. 142). Within the bound sequence of closely related, "inseparable 

illustrations" that comprise a picture book's visual text, the artist/illustrator relies upon 
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shared visual codes and the visual messages of the pictorial conventions to depict an 

visual text interpretation of a written picture book text (Carrier, 2001). One of the most 

significant visual convention s utilized by the author/illustrator of the picture book is that 

of the depiction of a pictorial space or the "presented world" (Moebius, 1986) in a picture 

book illustration. 

The alternate world of the pictorial space is a created, recognisable, harmoniously 

organized, self-contained, self-consistent fictional world that has been constructed with 

stable visual cues such that it could be imagined as being real (Lewis, 1996j. This 

seemingly three-dimensional pictorial space, depicted upon the two-dimensional picture 

book page, is itself an intangible ill usion or "a virtual space" (Langer, 1953). Because it 

is "virtual," it has the semblance of reality without being real It is an imaginary space, 

like that behind a mirror or behind a movie or television screen, which is seemingly 

occupied by figures and objects and the spaces about them. And, as a relatively open, yet 

limited, constructed space, it is composed of visual patterns with some similarities to 

what we experience in our own actual world (Bates, 1964; Moss, 1992; Nikolajeva, 

1996). Because this pictorial space is an artificial, total system, it has been specifically 

developed with its own codes and conventions that govern how the depicted objects and 

characters will relate to one another in its spatial world (Langer, 1953; Shulevitz, 1995). 

We readers rarely reflect upon the rules and conventions that have been followed in 

the picture book narrative's creation. We take the illusion of the visual text's story world 

for granted as we lose consciousness of self and submerge ourselves in the virtual 

iiltisionary lives of the characters in picture book narratives (Lewi.s, 1996). We expect the 



103 

reading experience to provide the rainterrapted illusion of life wAin "the mode of a 

virtual past" (I>anger, 1953). 

Integrity of the Picture Plane 

There is no coouection between the spatial world of the picture book and the 

actual world of the reader. The picture book narrative's solitary, fictioBal world has no 

continuity with or connection to the spatial world in which the reader lives. Its limits are 

the flat surface of the picture plane, the edges of the picture page and various other 

framing devices within its boundaries. 

The page of the picture book is recognized as a two-dimensional, white paper 

object. Its white paper incorporates the whole illustration and forms the physical 

structure upon which the written and visual narrative texts are displayed. Most 

importantly, this surface plane, formed from the surface of the page, is an impermeable 

barrier through which no object or character from the virtual world of the narrative's 

visual text can penetrate into the reader's actual space (Goldstone, 1996). Thus, this 

virtual world is locked within the confines of the page's surface. And, conversely, 

nothing from the reader's actual space can enter that of the picture world's virtual space. 

Presence of Snoerfluous Details 

The primary illusion, the virtual pictorial world, is composed of the secondary 

illusions of the semblances of objects and characters that are visually constructed forms 

that articulate the virtual pictorial space in such a way tkrt they shape and organize its 

spatial dimensions and limitatiom (Langer, 1953). The pictorial space's only reality is 

the organization of forms composed of lines, volumes, intersecting planes, light and 
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shadow 'because the purpose- of ail narrative visual text is to "articulate visual form, and 

to present that form as the sole or paramount object of perception" (Langer, 1953, p. 71). 

Therefore, the visual text is not necessarily about an accurate rendering of reality but 

rather about value structure or lightness and darkness (Christiana, personal 

communication, Dec. 9,2000). 

Picture book narratives seem to rely for their effects upon a learned but otherwise 

unnoticed convention of inforniation codification, or an economy of significance 

(Stewart, 1984). If the reader is provided too much visual text information to process, his 

or her settled perceptions of a recognizable secondary world are tested, engendering 

difficulty in constmcting an intelligible story. Yet, when the reader has too little 

information, she or he often finds that issues and events within a story, that she or he 

would normally expect to be decided, »e in fact undecidable because of the inadequacy 

of the visual information provided by the illustrator. The narrative outcomes are left 

unresolved or the interpersonal relationships of the depicted characters remain 

permanently indeterminant (Lewis, 1996). In the convention termed the economy of 

significance, (Stewart, 1984) "only those objects are represented that make the message 

maximally transparent" (Kress & van Leeuwen, 1996, p. 11). 

The picture book's pictorial space penetrates the virtual distance behind the 

picture plane. It is composed of a particular space that is edited so that it contains only 

the necessary objects and figures to satisfyingly relate the visual aspects of the narrative 

at a relatively quick rate of speed as the reader turns the successive pages (Goldstone, 

1998; Lewis, 2001; Moebius, 1986; Moss, 1992). "In shaping and refming the 

illustration to maximize its narrative potential, superfi.iious details are omitted. All the 
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discernible elements in the visual text support the primary illusion, which is invariant, 

while the forms that articulate it may vary indefinitely" (Langer, 1953, p.85). "It is the 

most difficult task of illustration-to make something simple and not fill it with 

superfluous details" (Christiana, personal communication, Nov. 22,2000). 

With the convention of the Economy of Sigruficance only objects and characters 

necessary to the meaningfulness of the narrative sequence are depicted. There is a sparse 

use of background and props. This encourages the reader to progress forward efficiently 

through the narrati ve (Nikolajeva & Scott, 2001). The desi gn of the visual text prevents 

the reader from becoming lost within a complex array of extra-narrative details or 

secondary nan'atives. Hence, the more complex the composition of an image, the more 

choices the reader has in deciding what to peruse (Goldstone,1999) and the more 

confusing the narrative sequence may become. 

Lastly, because the picture space is a single intangible, created world, the spatial 

arrangements that are depicted reflect the ideas and feelings that the author/illustrator 

wishes to evoke and, in some measure, will influence how the reader reacts. Hence, the 

illustrator synthesizes and interprets concepts and emotions by manipulation of the picture 

space. The "beholder of a work of art must be not only a shape in space, but also a 

shaping of space—of all the space he is given" (Wofflin, 2003, p. 71). 

Depiction of a Single Mimetic Picture Space 

The pictorial space depicted in the visual text of a picture book can represent the 

location of the narrative's separate reality in a number of ways (Kress and von Leeuwen, 

2001; Lewis. 2001; Nikolajeva & Scott, 2001; Schwarcz, 1982). The visual text may 

present the awthor/illustrator's version of the narrati ve as a direct reflection or imitation 
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of reality. If so, the post-Renaissance representational conventions of one point 

perspective and a distant vanishing point (Ixwis, 2001) will be incorporated into the 

visual text. If the illustrator chooses tWs mimetic interpretation of reality, the reader 

would decode the illustration as lifelike and capable of being true (Kress & van Leeuwen, 

1996; Nikolajeva & Scott, 2001; Stephens, 1992). However, if the illustrator chooses to 

use a non-mimetic or symbolic visual representation, the reader will interpret the 

depictions as not being a direct imitation of reality and interprets them as probably not 

being true and fantastic or symbolic in nature. 

Nevertheless, no matter how the characters are depicted, they remain and interact 

within the clearly depicted, consistent, recognizable time/space dimensions (Bakhtin, 

1981) of the virtual pictorial space. And, the temporal and spatial organization of the 

visual text follows a logical sequential pattern with which the reader can create meaning. 

Characteristics of Pictorial Space in the Modern 
Caldecott Picture Book 

In the modem Caldecott picture book set, the visual text depicts a virtual, 

presented world that is separate and has no connection to the world of the reader other 

than various mimetic visual similarities. This study's modem Caldecott visual texts 

characteristically present a limited, consistent and plausible pictorial space that 

establishes the virtual past time frame in which the single narrative sequence occurs. 

The integrity of the picture plane is maintained thereby assuring the 

impenetrability of the virtual picture world from the actual world of the reader. The 

characters appear in a world writh minimal visual details. The settings are familiar and 

ordinary and are edited of all characters, objects or props that are not essential to the 
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meatiingfiilness of the narrative sequence. All visual elements are arranged to provide a 

clear and unified presentation of a narrative sequence. 

The depiction of pictorial space in the set of Caldecott picture book 's visual text 

establishes the nature of tlie three dimensional virtual world in which the events of the 

narrative will occur (Langer, 1953). ITiis created world that the reader is invited to 

iraaginatively step into remains a visual construction as it only exists on the two-

dimensional picture book page. At the modem Caldecott picture books' pictorial space's 

simplest, it establishes a sense of the time and place in which the events occur and at its 

more complex, it establishes a particular emotional climate that evokes a particular 

response to the events of the narrative (humorous, camivalesque, nostalgic, fearsome) in 

the reader (Lewis, 2001; Nikolajeva & Scott, 2001; Stephens, 1992). Tlie characteristic 

pictorial space of this set may also signal a change in the narrative sequence by 

introducing a dramatic change in location. Hence, with the limited written text of these 

narrative picture books, the nature of the visual text's pictorial space and its contents 

assumes added importance in the reader's meaning making process. 

In contrast to the set of modem Caldecott picture books, the visual text's pictorial 

space is handled differently in the postmodern picture book set. The author/illustrators of 

the modem Caldecott picture books, many being from, the post-World War II period, 

engage in "hyperrealism" wherein the pictorial space of the narrative is organized to 

focus upon what would be considered to be the child's immediate, familiar and everyday 

surroundings (Nikolajeva & Scott, 2001). The Caldecott pictorial space is often severely 

reduced to the depiction of a few characters and only the minimum details necessary to 

support and clarify the narrative. This mid-twentieth centur>- norm of depiction reflects 
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the concept that the picture book is a "tool to be used for educational and aesthetic 

purposes with the child who has had limited experience" with the world and the visual 

text (Nikolajeva & Scott, 2001, p. 63). Therefore, the child reader is expected to move 

Figure 4.1 Ward's Child and White Space Figure 4.2 Ward's Child and Growing Bear 

cognitively into a simplified, virtual pictorial world behind the surface of the page. For 

example, in The Biggest Bear, the bear cub and the child are shown isolated, 

Figure 4.3 Prisoner #3 dcwcied ajrainst ncutfal around in TheJmlze 

with minimal detail in two similar depictions in the visual text. The characters are 

depicted within a virtual space with little pictorial depth and surrounded by white picture 
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page. By isolating the characters, the author/illustrator draws attention to their changing 

appearances and interactions within the pictorial world, giving visual form to what has 

only been intimated in the written text (Figures 4.1,4.2). Significant characters as well 

as important objects are chai*acteristicaliy depicted on a limited, horizontal base, like a 

stage floor, and often presented against a receding, light-colored, non-delineated 

background plane (Figure 4.3 ). Such visual devices locate and isolate the chai-actervS in a 

specific picture plane parallel and comfortably "in front" of the reader within the 

multiple, potential receding planes of the virtual pictorial space. 

Within the spatial framework of the modem Caldecott pictorial space, the 

illustrators assign various roles to the depiction of a back ground landscape that recedes 

into pictorial space. In this Caldecott set of picture books, a journey or sequence of 

events that requires the situating of a character in the greater context v/ill engender a 

pictorial setting with more extensive dimensions. For example, if a character or 

characters discuss the possibility of or are actually embarking upon an excursion, 

pictorial cues are provided to indicate that their pictorial .space contains both the volume 

and the distinct planes that recede into the distant pictorial space (Bordwell & Thompson, 

Fiawe 4.4 Wolf amd Pig discuss a 
journey with fcu' distance depicted 



1997). Th,e wolf jund tlie pig discuss the possibility of ao excursion to the fair with, the 

potential route depicted behind the figure of the wolf (Figure 4.4). 
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Figure 4.5 landscape in Oxairl Man 

Additionally, the modern Caldecott illustrator may depict a particular setting to 

provide a particular virtual, three-dimensional world in which certain stages of the plot will 

develop. In The Oxcart Man, the landscape is depicted as a backdrop without any special 

emphasis (Figure 4.5). However, because this narrative describes a family's activities 

during a particular historical epoch in New England, the landscape is also depicted 

factually with many details while it displays "an empathy with the places the man visits, 

the region in which he lives and the seasons that mark his daily existence" (Schwarcz, 

1982, p. 56). Here the pictorial space functions as a factual, visual summary of a narrative 

occurring at a certain historical time and place (Nfikolajeva & Scott, 2001). In other 

Figure 4.6 Skv Behind Shirley 
with Pirate Treasure Discovery 

narratives, the appearance of particular natural elements in the landscape is used to depict 

expressive motifs (Schwarcz, 1982). The brilliant sky in Come Away from the Water, 
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Shirley, signals not only the time of day but also her elation, over her success in defeating 

the pirates and finding their treasure (Figure 4.6). 

In the modem Caldecott virtual pictorial space, illustrators treat the presentation 

of nature in various ways. In a fable or parable such as Once a Mouse, both the 

characters and the pictorial space are presented in a stylized fashion witli the pictorial 

space more deeoratively than realistically 

Figure 4.7 Picture space in 
Once A Mouse 

depicted (Figure 4.7). This artificial representation of nature may be explained. Because 

the plot, itself, is an allegory and the actors are abstract, symbolic representations, the 

characters are often described schematically in the text. Hence, Schwarcz (1982) notes 

that the "emotional depth is secondary to rational enlightenment and generality of 

instniction [is secondary] to individuality" (p.62). Similarly, in Arrow to the Sun, the 

relatively shallow picture space is filled with Native American pueblo patterns and motifs 

that are organized and rhythmically repeated to symbolize values such as courage, 

persistence and triumph. Here, the pictorial space is not intended to describe and 

represent the specifics of the Pueblo Americans' life, but rather to create a particular 

emotional mood. "My goal was to combine the power and boldness of traditional Pueblo 
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arts with my own vision as a contemporary artist" (McDermott, quoted in Cummins, 

The Caldecott set's characteristic pictorial space can strongly contribute to and clarify the 

conflict in a story, especially in plots that take the characters away from their familiar 

surroundings (Nikoiajeva & Scott, 2001). For example, in Make Way for Ducklings, the 

duck parents look for a new safe location in which to raise their brood of ducklings. The 

visual text depicts an overview of their world fi-om the viewpoint of the flying duck 

character and in a subsequent visual text dangerous events are depicted within the city 

park environment from the low viewpoint of a waddling duck. Both of the particular 

pictorial spaces clarify dangers for the duck family in the city environment that is 

depicted within the pictorial space (Figure 4.8). 

1992, p. 118). 

Figure 4.8 Ducks flying over 
Boston in Make Way for 
DucMinm 

Findings for the Postmodern Picture Book Set 

Six (33%) of the set of postmodern picture books utilize the convention of a 

completely separate, presented, virtual pictorial space that represents the imaginary space 



where the protagonists live, move about, depart upon adventures, discover oew dangers 

and eventually triumph and live happily (Schwarcz, 1982). Yet, the integrity of the 

picture plane is violated in thirteen (82%) picture book as cliaracters or depicted objects 

move into the reader's real or white space, thus violating the containing frame of the 

visual text or the surface limit of the picture book page. 

Using the convention of the Econom^y of Significance, seven (39%) postmodern 

picture books restrict pictorial space to the essential details that support the mictions of the 

characters and provide clarity to the sequence of events. However, eleven (62%) picture 

books include a variety of objects in the pictorial space that provide a fascinating, and 

often distracting, backdrop that may advance the theme of the narrative but are unrelated 

to or countermand the predictable normative left to right progression of the nan-atives' 

visual text (Nikolajeva & Scott, 2001). 

Only ten (56%) of the eighteen narratives take place in a plausible integrated 

picture space where the reader can easily identify with the actions and the characters' 

familiar, simplified locations. Eight (44%) picture books contain characters who are not 

consistently represented in a plausible, consistent pictorial space, but rather, exist in a 

"white space" that has been lifted out of pictorial space and picture time and, 

consequently, is not an identifiable part of their narrative's visual pictorial world. This 

"white space" is either a non-pictorial world, the white page world behind the illustration 

(Macauley, 2001) or a part of the reader's actual spatial world. Unlike the characteristic 

conventions of the set of Caldecott narratives that utilize the white space to simplify and 

to provide emphasis for the essential, details of the narrati ve, here the use of white space 

may move the character out of the pictorial world. 
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Lastly, the postmodern picture books' characters exist in a vast variety of pictorial 

spaces with no clarification as to how the characters or the spaces may relate to one 

another although they may appear in the same picture book and seemingly have some 

connection. 

In postmodern picture books the characteristic codes and conventions of the set of 

modem Caldecott picture books are played with and altered in ways that sometimes may 

be confiising for the reader. In Wiesner's The Three Pigs, the pigs depart their fairy tale 

narrative's separate, rural world of a distant past (Figure 4.9) and enter into the actual 

Figure 4.9 Pigs in virtual fairy tale space Figure 4.10 Pigs exiting virtual space 

white space of the viewer (Figure 4.10). The pigs' penetration of the picture plane 

and their departure from the closed, separate pictorial world of the fairy tale places 

them in the reader's actual world (or perhaps an intermediate world). 

A change of the characters' location away from their familiar sun*oundings 

often clarities and contributes to the conflict in the Caldecott narrative as it di,d with 

the duck parents who sought safety to rear their babies despite the encroachment of 

civilization. However, in Wiesner's postmodern narrative, the change of location, of 
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th.e characters breaches the code of the impermeable pictorial plane. The wolfs 

breathy response to the pigs' rejection propels them througli the virtual picture plane 

to an alternate reality outside the fictionai pictorial space. I"hey proceed to break 

Fimrc 4.11 Pig acknowlcdgjiig 
reader's presence in real space • 
other inviolate pictorial code.s. After establishing their .shared occupation of the 

reader's space with the comment, "I think.. .someone's out there" (Figure 4.11), they 

move into two other presented spatial worlds, each with their respective narrative 

sequences. Hence, the pig characters have stepped out from behind the surface of 

the picture plane and their separate, inviolate fictional world and thus change 

P 

Ik litfii 
SIS »8l 

i AK3 as 
Figure 4.12 Characters leaving 
Mother Goose virtual pictorial space 

the predictable narrative sequence as they move in and out of otlier pictorial spaces. 

Tlie author/illustrator has directed their reader's attention to the fact that the original 

sto.ry was a fiction and the pictorial space a non-existent, virtual space (Langer, 

1953). By moving into other presented pictorial worlds, or time/space entities, the 

pig characters have traveled into and out of various virtual worlds and visually 
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demonstrated that the pictiu'e book's page is actually flat and two-dimensional and the 

concept of a narrative world within the page is in reality a fiction (Figure 4.12) 

Elasticity of the Surface Plane: As the postmodern illustrators play with perspective 

and the handling of space, the written and the visual text are no longer separated from the 

viewer by a static, spatial boimdary formed by the surface of the illustration on the picture 

book page (Goldstone, 1996) as would be seen in the modem Caldecott picture book. 

Figure 4.13 Pudding & children 4.14 Officer Bucklc & objects pcnctraling 
ialling out of pictoriiil space throiiah the Dicture plane 

With a newly elastic surface plane, the characters in many of the postmodern picture books 

now possess new potentialities for movement. If the illustrator wishes to create visual 

excitement, increase dynamic lines of moti on, inci te humorous responses or increase the drama 

of a situation, the picture plane disappears. In postmodern picture books, not only do 

characters protrude from tlie pictorial space, but also, objects that serve as narrative props fall 

from the pictorial space and enter into the viewer's space. For example, in Officer Buckie and 

Gloria, an often-appearing container of banana pudding falls out of the pink lunch box of a 
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slumbering young audience member. 'Not only the unconscious child, but also her lunch box 

and her pudding have fallen out of the visual text's pictorial space and into that of the reader 

(Figure 4.13). Officer Buckle, in failing to follow his own Safety Tip #77 while tacking a 

written version to his bulletin board, falls off his swivel chair, out of Ms picture space and into 

the viewer's space, thereby breaking the separation between the separate, virtual spatial world 

Fitoire 4.16 Comet dies and pierces picturc 
phme and picture frame 

Figure 4.15 Slide penetrating imitu'e 
plane and picture frame 

and the slide in central, lower pictorial space penetrates the picture plane and 

symbolically indicates that the young boy is about to embark upon a journey that will free 

him from the narrative's limitations as well as his timidity and the restrictions of his 

overbearing mother (Figure 4.15). Comet, the cat in Comet's Nine Lives, in attempting to 

find a new home, sacrifices his various lives and repeatedly dies in framed upper verso 

pictorial space. As Comet leaves the confines of the narrative and his fictional presented 

spatial world, his colorless, ghost-like, winged image departs from the upper left edge of 
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the picture book page (Figure 4.16) thus depicting his bodily departure out of the 

narrative pictorial space. 

Penetration of Picture Plane bv Reader: Picture planes can disintegrate in other 

fashions. The illustrator can pierce the primary illustration in an opening with boxed 

views of related information (Goldstone, 1996). The page surface acts as a facade with 

multiple potential windows encapsulated and hiding somewhere within it. Like the 

windows that appear on a word-proces,s!or or computer .screen to comment upon 

Figure 4.17 Dylan out of pictorial 
space and chronological sequence 

Hiki 

or add to the depicted information, the viewer now enters the inner recesses of the virtual 

pictorial space (Goldstone, 1996). Windows brealc the pictorial surface in Dylan's Day 

Out as he streaks into the forbidden world on his day of unexpected freedom. These 

rectangular windows pierce the surface plane and enter the narrative in order to provide 

the viewer with additional information about narrative events that occur as Dylan initially 

ventures on his journey through the pictorial presented world (Figure 4.17). These 

windows provide additional, related narrative information and enable the reader to move 

into an alternative narrative time with each window serving "as a portal, to a different 

momenf (p. 338) within the greater narrative sequence. The innovative manipulation of 
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the pictorial space enables the reader to organize the narrati ve in a non-linear fashion, 

independent of the author's verbal narrative sequence (Dresang & McClelland, 1995). 

Details: Details are inserted into the presented pictorial space to provide props 

that support the meaningMness of the narrative sequence as well as to give it a sense of 

texture, color and mood (Schwarcz, 1982). Modem Caldecott picture books provide 

visual details that support the actions of the characters described in the written text and 

provide readily understood meaning to the sequence of events in the written text. 

Caldecott picture books characteristically provide details that support the actions of the 

characters and provide meaning to the sequence of events by providing support and a 

minimal settmg. Postmodern picture books often include excessive details so the 

narrative sequence is difficult to follow in the visual text. 

White Space: White space in modem Caldecott picture books is characteristically 

used as a framing device to separate and accentuate the primary character and events. In 

postmodern picture books, white space often represents the departure of the character 

from the picture book's virtual pictorial space. For example, in Bear Hunt, the beai* 

Figure 4.18 Excessive detail in illustration 
in Lookine for Atlantis 



character has moved into the space shared by the reader. The pioture space is presented 

as flat, without depth, in front of a surreal curtain-like backdrop behind tlie actions aiid 

reactions of the bear. When the hunter devises a trap for the bear protagonist (Figure 

4.19), the narrator penetrates the pictorial space and warns the bear character of their 

traps. The bear then leaves the pictorial space in order to enter no pictorial presented 

world white space that is seemingly occupied by the illustrator (Figure 4.20). . 

Figure 4.19 Hunter preparing to shoot Figure 4.20 Bear entering non-pictorial world 
White Space as illustrator of own story 

In the next illustration the bear assumes the role of the picture book illustrator, 

reworks the illustration, and provides a visual solution to his dangerous dilemma 

prior to returning to the closed, virtual pictorial space of his original narrative. 

Illustrators of postmodern books frequently use movement in and out of the 

presented world of the pictorial space. Not only can an illustrator move characters 

into and out of the pictorial space of single narrative sequences, but she or he can 

also move between separate narrative pictorial spaces. Macauley provides a clever 

example of the construction of picture book real space in relation to reader real 

space. From a jailhouse window whose bars have been pried open, a rope 

composed of knotted bed sheets dangles to the bottom edge of the title page (Figure 
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Figure 4.21 Title Page of Black and 
showing criminal's escape sheets 

4.7.1). On the ne.xt page that contains the titles and establishing visual texts for the 

Figure 4.22 The Criminal Figure 4.23 Criminal Appears in Ist'' 
Narrative with sheet in Black & White Narrative in Black and White 

four sub-plots of the picture book, Black and White, a convict who seemingly escaped 

jfrom the previously depicted cell window on the title page descends on his sheet, 

dangling outside and parallel to the surface of the pictorial space (Figure 4.22). He then 

penetrates the pictorial surface and drops into the fourth narrative's wandering herd of 

Holstein cows (Figure 4.22). However, he appears in some fomi in each of the other 
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three narratives in tlie picture book, each characterized by its own title, artistic style, 

setting and plot trajectory (Figures 4.22,4.23; 4.24). 

The reader is left to wonder whether these seemingly separate narratives are 

actually one narrati ve as the character occupies each of the nan atives' spatial worlds. 

Macauley (1990) is cognizant of the reader's dilemma: "It is essential to see, not 

merely to look; .. .that it isn't necessary to think in a straight line to make 

sense; and finally that risk can be rewarded" (p.346). Postmodern narrative picture 

books no longer find it necessary to construct a virtual, presented pictorial space that 

is edited and presented to support the reader's effortless sequential journey to a happy 

satisfying conclusion. Rather, there is discontinuity, ambiguity and the breaking of 

the established norms.. 

The findings for the codes and conventions of pictorial space are presented in 

Table 4.1. The postmodern picture books in which the various aspects of pictorial space 

appear are described as percentages of the total postmodern set of picture books. 

Figure 4.24 Criminal Character 
Appears in 2"'' Narrative 
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Table 4.1 Results of the .Analysis of the Pictorial Space 

i Integrity of Picture 
Plane Maintained 

Yes No 

Presence of 
Superfluous Details 

Yes No 

A Single Pictorial 
World 

Single Multiple 

Postmodern Set j 22% 88% 61% 39% 56% 44% 

Discussion of Pictorial S pace 

In the modem set of Caldecott picture books the journey the reader embarks 

upon as she or he transacts with the narrative is supported by an unrecognized, 

explicit contract between the reader and the author/illustrator. "Writers write books 

in the way they do because they share with their readers a set of understandings about 

how visual texts work" (Lewis, 1996, p. 138). Hence, the process begins with the 

author/illustrator who relates a visual narrative or a bound series of events within the 

illusion of a secondary pictorial world. Readers of this fictional narrative set aside an 

everyday, consciousness of self and submerge themselves in the written text's 

description of the virtual, illusory happenings of the fictional characters (Lewis, 

1996). The reader expects the experience to provide the illusion of a life in a virtual 

past (Langer, 1953). Thus, the secondary virtual world of the pictorial space that the 

illustrator creates becomes a recognizable, self-contained, internally consistent virtual 

world for the reader (Lewis, 1996). The seemingly three-dimensional pictorial space 

built from countless receding planes that are parallel to the surface of the picture 

plane is itself an visual illusion, a virtual pictorial space (Longer, 1953). Regardless 

of the fact that it is an imaginary space, like that behind a mirror, the reader with 
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literary competence (Culler, 1975) effortlessly and unconsciously synthesizes and 

interprets the information revealed by the author/illustrator who has constructed this 

self-consistent, secondary world occupied by figures, objects and the spaces aroimd 

them. 

Certain conventions for pictorial space are characteristically observed in the 

set of modern Caldecott picture books. This space, separate from the reader's own 

temporal and spatial place (Bakhtin's Chronotope, 1981), communicates a consistent 

sense of time and setting for the actions that are depicted. It lays out the spatial 

dimensions of both indoor and outdoor scenes in which the narrative events occur. It 

too is composed of visual patterns similar to those we experience in the actual world 

and its characters are similarly free to move about within it. However, because the 

reader's attention is focused upon the character and the supportive details or props 

essential to the narrative, the modem Caldecott picture book's pictorial space is edited 

to only that which is necessary to the plot. Moreover, in order for the reader to 

concentrate upon the characters and clarify the nature of their interactions, the 

characters and pertinent objects are isolated within the pictorial space. This is 

accomplished by the reduction of extraneous details and by the use of white space 

that surrounds and isolates the characters and objects, much like a character in a play 

that is isolated upon the dark stage by a bright spotlight. The space and details within 

the pictorial space exist because their depiction is necessary to the narrative. The 

characters and the static world in which they exist remain unchanging and consistent 

(Moebius, 1986). In modem Caldecott picture books the real world of the reader and 

the spatial world of the narrative picture book illustration are characteristically 



separated by the impenetrable surface of the two-dimensional picture book's white 

paper page that incorporates the visual text's depicted virtual pictorial space. TTie 

impermeable barriers of the page's surface plane and page's edges limit the spatial 

boundaries of this illustrated world. Therefore, the Caldecott picture books' virtual 

pictorial space and its contents are locked within the confines of the page so no prop 

or chmcter is able to penetrate into the separate real world space of the reader and 

nothing from the reader's real world space can enter that of the depicted unchanging, 

virtual picture world of the characters (Goldstone, 1996). 

The postmodern picture book author/illustrator plays with these governing 

codes and conventions that characteristically attempt to unify, synthesize and create 

meaningful oi*der (Lewis, 2001). Modern Caldecott pictorial space that 

characteristically would contain a single cohesive narrative sequence might well be 

fragmented in postmodern picture books into multiple, unique virtual narrative worlds 

that may or may not be inter-connected, such as in Black and White. Or the pictorial 

space may be invaded by other visually depicted narrative sequences (Comet's Nine 

Lives, Dylan's Day Out, The Three Pigs). In modem Caldecott narratives, props and 

objects that support a narrative sequence and make it meaningful are arranged within 

the depicted pictorial space in a manner that supports and actively promotes left-to-

right decoding of the pictorial space. Nikolajeva and Scott (2001) have suggested 

that perhaps this is a pedagogical method for enhancing reading readiness by teaching 

the characteristic conventions and codes of the Western picture book. The left to 

right progression is readily observable in Brown's Once A. Mouse. The shape of the 

menacing tiger predator moves across the picture book's page from the right or from 
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Figure 4.25 Tiger leaps from upper recto to lower verso space 

upper verso to dangerous lower recto pictorial space (Figure 4.25). Later in the 

Figure 4.26 Left to Right Movement in Once A Mouse ( 2-paae Opening) 

picture book, the same direction of movement occurs in Brown's pictorial space as a 

predatory bird with its engulfing shadow shape moves similarly from upper left to 

lower recto, the point of most danger, as it attempts to eat the mouse (Figure 4.26). 

Detail.. In the postmodern picture book set, Looking for Atlantis, the illustrated 

world is crammed with objects and, at times, a multitude of mini-scenes and tangential 
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pictorial events in other pictorial spaces within, the greater virtual space (Figure 4.18). 

There is no order or prioritization among the objects depicted or the various mini-scene 

sub-spaces within the various primary pictorial spaces that are depicted in the visual text. 

The author/illustrator has played with the normative notion of the Caldecott books tImt a 

narrative is a sequentially developing series of actions that are visually represented and 

organized within the pictorial space so that the events unfold from the upper left to tlie 

lower right of a two-page opening (Nikolajeva & Scott, 2001). 

In the postmodern narrative, the pictorial space may be filled with objects, 

Figure 4.27: Excess in Pish. Posh saidH. Bosch 

books with titles and the layering of text, depicted messages and intertextual visual 

references that still seemingly create the illusion of a pictorial order where none exists 

(Figure 4.27). By introducing a vast profusion of objects and characters, perhaps 

unrelated to the primary narrative, "the fact has been emphasized that wholeness and 

completeness are not honestly achievable" (Lewis, 2001, p.89). And, because the 



inviolate, impenetrable surface plane can disintegrate in the postmodern narrative, the 

postmodern illustrators can pierce the virtual boundary of the illustration and in vite 

the reader inside the pictorial space or to be "backstage to see what is behind the main 

curtain" that may not be edited and well-organized much as in a theater (Goldstone, 

1996, p. 338). 

Postmodern picture book characters and props, with their new potential for 

previously unimagined movement, are able to penetrate the static surface plane and 

occupy the viewer's actual space, too. Objects and characters project, climb, and fall 

into the reader's actual space. Hence, the boundaries between the real world of tlie 

reader and the visual text's pictorial world, created by the illustrator, have dissolved 

and the reader is now personally invited to construct his or her own borders between 

the pictorial space of the fictional world and the actual space of his or her real world 

(Nikolajeva & Scott, 2001). 

Framing 

If we think of frames.. .as templates through which humans 
look at the world, we will see that each.. .provides its own 
windows to the world, each admits some light and closes 
off perception in some areas. Elliot Eisner, 1997, p. 68 

Definition and Discussion of Terms 

A visual code is one of the elements of design, and expression that I analyze in tl 

content analysis. Such codes do not merely provide an indication of a particular artist's 

command of an, artistic medium. Rather, they are shared rules for assembling the 
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elements of an illustration, that serve to enhance the reader's comprehension of events and 

emotions (Moebi us, 1986). 

Another important visual code is that of the frame or Moebiiis' term (1986), the 

"Code of the Frame and of the Right and Round." The code of the frame refers to the 

edge or the limit that demarcates the outer periphery of what may be seen in an 

illustration. Its contrasting vertical and horizontal elements serve as references for all the 

linear elements used within its confines. Hence, the picture books visual text's frame 

imposes spatial and visual restrictions upon its contents (Kress & van Leeuwen, 1996; 

Merjian, 2003). Moreover, the frame provides added emphasis for its contents by 

concentrating the reader's attention inward to the static pictorial world. 

For the purposes of this study, a frame is defined as a visual structure that is a 

component of an illustration and the picture book page upon which it appears. It is 

composed of various parts that fit together and serve to enclose or regulate the 

appearance of an object, figure or a visual text and affect the reader's response to them 

(Webster's New Collegiate Dictionary, 1954). A frame may consist of a simple line, a 

group of lines or merely a border of white paper around the image. A formal decorative 

border composed of figures and graphic elements such as those found in the work of 

Trina Shart Hyman may also be used as a frame. The frame could also assume the 

appearance of an actual picture frame made of wood, bronze or gold that might be 

observed surrounding a fine painting or work of art. A frame may also appear as a more 

formal, visual element in the form of a window, a door or a mirror. In each of these 

examples, the visual, text remains confined to the picture book page and its components 
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are brought to the reader's attention by the particular framing device that the illustrator 

uses (Shulevitz, 1995). 

Characteristics of the Modern Caldecott Set of Picture Books 

Framing is an impoitant visual element (Nikolajeva & Scott, 2001). Modem 

Caldecott narrative pictui'e books incorporate framing devices \vithin their illustrations. 

These devices may appear in the form of a window, a barred bear trap or a cage in the 

zoo, a fence, the open door of a car or a phone booth, a sail, a bed or even a staircase with 

wooden banisters. These framing devices generally direct the reader to pay closer 

attention to specific parts of the visual text. An exception occurs in The Judge. An 

empty picture frame hangs on the wall in the judge's courtroom (perhaps commenting on 

his inability to realize the imminent danger and be a positive presence in his community). 

Modem Caldecott picture book illustrators characteristically use white picture 

page to frame or delimit the characters in their presented space. Caldecott picture books 

also use the white of the picture book page to isolate, call attention to, and articulate their 

characters" outlines as well as the few essential narrative props that are depicted. This is 

done in an informal manner with white page surrounding both the outline of the 

characters and the particular ground or floor on which they are depicted standing, thus 

serving to isolate the characters on the picture book page and focus the reader's attention 

upon their situation and their actions. For example, when characters' intimate 

conversations are depicted, the characters are carefully isolated from potential distracting 

pictorial elements by a frame of white page that fits their outline contours (Figure 4.29). 

When the solitary hermit in Once A Mouse welcomes a cat to his hut, the cat and the 
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various plant materials ai'e surroiuided by white space as well avS a band of white picture 

page border that focuses tlie viewer's attention upon them, thus lending an intimacy to 

the hermit's gentle interaction with the animal (Figure 4.28). In The Biggest Bear the 

neighborhood men are framed by white space when they are depicted seriously 

discussing the behavior and potential fate of the child's disruptive bear 

Figure 4.28 Cat Framed bv White Page Figure 4.29 Characters surrounded and isolated 

(Figure 4.29). This framing treatment is also used in the Caldecott picture books Make 

way for Ducklings and The Three Little Pigs. 

Modern, Caldecott picture books also use a more formal type of frame. This frame 

takes the form of a precise band of white picture 

m # 

by white page framing 

page that extends around the inside four edges 

of the picture book's page. In Madeline's Rescue 

(Figure 4.30) the pen and ink, illustrations are 

consistently placed against a yellow ground and are Fiaire 4.30 Ban.d Border 
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surrounded by just such a forma! white border. In The Little House, Burton surrounds the 

scalloped-edged environs of the little house and its changing milieu with a white 

picture page border. The shape of the rectangular picture book page sharply contrasts with 

Figure 4.31 The Little House and its environs framed bv white page 

the soft, rounded edges of the little house (Figure 4.31) and her environs that signal 

fulsome comfort and security (Bang, 1991). 

Rarely does the modern Caldecott picture book use a border composed of a line or 

lines. A rare example is The Judge (previous Figure 4.3). Rarely do Caldecott picture 

books utilize a decorative border. In Galdone's Three Little Pigs the protagonists are 

each depicted within frames made from the materials with which they build their houses. 

However, actual formal frames that would be seen around a painting in a museum, were 

used only on the title page or in the initial establishing picture that provides introductory 

information about the major characters and the settiog of the story (Madeline's Rescue, 

The Judge, The Ox-Cart Man). The front cover of The Three Little. Figs displays a 



framed image introducing the protagonists to the reader. The frame ivS composed of birch 

tree branches. 

Rarely does a Caldecott picture book contain the depiction of an object 

penetrating the border of an illustration. In Where the Wild Thinga Are, Max encounters 

the frame-penetrating foliage of a leafy tree as he departs his bedroom on his voyage to 

the land of the Wild Things. When he departs this fantasyland, fronds of the palm trees 

penetrate the picture frame and enter the adjoining white page containing the verbal text 

(Figure 4.32). 'ITiis may indicate that his journey occurs in two separate virtual spaces 

(that of the picture book's virtual world and that of the Wild Things' world of Max's 

personal fantasy). The surface picture plane is inviolate. Apart from Where the Wild Things 

Are, the events in the picture books of this set happen within virtual pictorial space and the 

virtual world of the narrative that resides behind the picture plane. 

Findings for Framing in the Postmodern Picture Book Set 

Although modem Caldecott picture books characteristically use internal framing 

devices, postmodern picture books include framing devices within their visual texts in 

only fifteen (83%) of the eighteen picture books. However, postmodern visual texts 

utilize a wider spectrum of objects and shapes. Tlie framing elements may vary from, the 

Fijgure 4.32 Sendak's penetrating 
palm trees leaving virtual snacc 
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pattern of the rafters supporting a Synagogue's ceiling, to a hole in the ground, a dark 

cave the door of a grass hut in the jungle, a trunk, a mirror, a contemporary television 

screen, the proscenium of a school theater, chairs, doors, windows and stiiircases. These 

devices also serve tlie function of concentrating the attention of the reader within a visual 

text as is the case in the modem Caldecott set of picture books. Six (33%) of the 

postmodern picture books frame their characters and props with white paper. However, 

rather than simplifying the visual text by editing its contents, the postmodern illustrator 

uses the father's shadow on the chair, the chair itself, the chairs shadow as well as the 

white paper of the picture book page to fimction as four increasingly restricting framing 

devices (Figure 4.33). 

Figure 4.33 Father with multiple frames Figure 4.34 Parents with chairs and white space 

Shirley and her parents visit the seaside where her parents occupy the verso page, 

surrounded by white picture paper framing (Figure 4.34). In this instance, the frame 

serves to not only isolate the characters but also to point out their lack of connection or 

interest in participating in the world away from their two beach chairs. 

The social situati,on in which Officer Buckle is engaged deteniiines the way he is 

framed. When he assumes the socially assigned role of an authority figure and interacts 

I J 
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with, Ifirge groups of school children in a public space, he is framed by the school's 

auditorium stage with its vertical side curtains (Figure 4.35). However^ when he is free to 

move about in his personal space and engage in personal thoughts and pleasurable 

• 

•  -  > 4  ̂ 9' 

Figure 4.35 Qflicer Buckle 
surrounded by Stage Proscenium 

Figure 4.36 Officer Buckle 
sxin'ounded bv informal white picture page 

activities, he returns to the less constricting and less formal white paper frame that is used 

to surround him and his dog (Figure 4.36). 

Figure 4.37 Tom framed bv white page Figure 4.38 Tom framed with Aunt 
fooling around Wonkharo- Strong 

When Hoban's protagonist, Tom, pursues his solitary "fooling around" activities he is 

often surrounded by a white paper page border (Figure 4.37). However, when he returns 
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to the civilizing strictures of Ms helmeted Aunt Wonkham Strong, he is depicted in an 

illustration with a linear border (Figure 4.38). Later, Tom enters into three competitions 

with Capt. Najork and his hired sportsmen. During Tom's potentially liberating struggle 

with his adult adversaries, the competitors are surrounded by the less constraining white 

paper of the page. Only tlie immediate events and their edited setting are depicted. After 

Tom triumphs, he is depicted sitting under a tree with his new caretaker. Miss 

Cozysweet. Both in their new freedom, are surrounded and framed by the white paper of 

tlie page. 

The timid little boy in Voices in the Park hungers for freedom. However, Browne 

depicts him in a constricting frame with his body surrounded by grass and bars. 

Nevertheless, his first taste of joyful play permits him to be surrounded by the freer 

Figure 4.39 Framed .Boy in Voices in the Park 

framing of white space (Figure 4.39) rather than a linear border and the white paper page 

framing of his previous visual text (forthcoming Figure 5.79). Wiesner's three pigs 

escape their c/riginaJ, fai,.ry tale pictorial world and im,m,ediateiy become surrounded by the 

liberating white frara,e of the picture book page. This frame enables them, to move about 
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with complete freedom i-md engage in previously unimaginable adventures. Twelve 

(67%) of the postmodern picture books utilize a formal band of white picture page for a 

frame. In Wiesner's The Three Pigs, the three protagonists are depicted with a dark 

framing line and a wide white border in their original feiry tale narrative (Figure 4.40). 

This use of a double frame surrounds and isolates the illustration, visibly separating the 

virtual fairytale pictorial space from the actual world of the reader. 

Figure 4.40 Framed fairy tale pigs Figure 4.41 Unfrarned liberated pigs 

However, the pigs are depicted without a frame when they escape the confines of the 

presented world of the virtual fairy tale pictorial space (Figure 4,41). Another example of 

the use of this normative visual convention occurs when the overbearing, controlling 

mother, as the first voice of Voices in the Park, is depicted with a wide white band with an 

interior line as a double frame reflecting the restricting world that she commands and 

dominates (forthcoming Figure 4.53). 

Eight (50%) of the postmodern picture books contain frames composed of lines. 

Only one (6%) picture book contains a decorative border. This complex border, with its 

golden roses that are guarded by the great dragon, stretches beneath an illustration of the 

pigs' invasion of another pictorial chronotope, the world of knights and a medieval 
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dragon. The pig and dragon characters are depicted within a separate visual text that 

forms part of the border around the primary picture book illustration (Figure 4.42). This 

border provides supplementary narrative information as it depicts previously unseen 

events. It also contains intertextual references to other similar borders utilized by the 

illustrator Trina Shart Hymaji in her Caldecott-winning medieval picture book, St. 

George and the Dragon. Both borders serve to provide supplementary narrative 

information and showcase objects that are important to the narrative sequence. 

Figure 4.42 Decorative border with supplementary narrative 

Unlike the modern Caldecott picture books, three (17%) of the postmodern picture books 

include seemingly actual picture jframes that one would expect to find surrounding a fine 

painting or work of art hanging within a museum. For example, a beautiftilly sculpted 

frame that is encrusted witli gems and pearls surrounds the visual text in Pish, Posh, said 

Hieronymus Bosch At its base and on its sides are creatures that could 

seemingly have stepped out of a Bosch painting (previous Figure 4.27). The fram.e 

provides another separation of the illustrated nairative from the reader, thus continually 
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reminding him or her that the world of Bosch was as strjmge as the creatures that 

populate the encapsulating tlramework surroimding the visual text and that might be 

found in the virtual pictorial world of Bosch. 

The seemingly three-dimensional gilded and painted wood frames that delimit the 

narrative in the visual text of The Book that Jack Wrote provide another visual outer limit 

that marks the edges of what can be known about the events in the presented virtual 

Figure 4.43-Gilded frame in The Book 
that Jack Wrote 

world of Jack and an inner frame that delimits the world inside the Book that Jack Wrote 

(Figure 4.43). Brett uses exquisitely beautilul frames in Comet's Nine Lives. These are 

composed of objects found in and near the sea and provide a visual rhythm that focuses 

the reader's attention upon the major events of tlie narrative sequence. The separate, 

framed smaller visual text, placed to the right and left of the primary framed naiTative, 

form a three image triptych and provide information ^is to the fate of the cat after each of 

his adventures (in the verso illustration) as well as the secondary plot activities of a 
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lighthouse keeper and his cat as th,ey seek a new cat (in the recto illustration). The frames 

provide a visual matrix for tlie three narrative straads of the story. The nature (shells, 

buoys, rope) of the frames' composition also provides an additional commentary on the 

seafaring nature and setting of the events depicted. 

Postmodern picture books may break the convention of the inviolate picture frame 

and contain objects that penetrate the virtual space's framed borders. Twelve (67%) picture 

books violate the frames in their visual texts. In The Book that Jack Wrote the formal, 

lifelike wooden frame is literally smashed, destroying the separation of virtual space from 

actual space. The reader now sees the virtual pictorial space previously hidden by the frame 

and white picture page (Figure 4.44) and may be left to wonder which is the actual reality 

(Nikolajeva & Scott, 2001). 

It must also be noted that in each of the postmodern narratives, various types of 

framing devices are used to enclose the world of the illustration. Different framing devices 

carry different meanings. Hence, the nature of the characters' dilemma and their state of 

mind often determines what framing devices the illustrator might use to cither call attention, 

Figure 4.44 Breaking of the framed limits 
separating virtual space from the reader's n » i — I  I I  mmii —>»••• H . — I •• n WH II-.I.1 M 

actual space 

delimit or otherwise present a scene and its contents. In modern Caldecott books, the 

frames used are limited in variety. Only one picture book, Where the Wild Things Are, 
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utilizes the variation in thickness of the white page border to indicate the rising and 

falliirig action of the namtive sequence and the changiag emotional condition of the 

protagonist. Otherwise, the Caldecott frame generally remains unobtrusive. 

Discussion of Framing 

The function of a frame is far more complex than just being a decorative 

visual element. A frame's primary purpose is not merely to "emphasize the 

compositional quality" of the illustration it surrounds (Dalle Vacche, 2003). Rather, one 

of the essential purposes of a frame is to emphasize the difference between the 

microcosm of the virtual world of the visual text's pictorial space and the actual world of 

the reader that exists outside of the picture book in which the visual text is imbedded 

(Bazin, 2003). In the modem Caldecott books, frames are present, but they remain 

unobtrusive, drawing little attention so as not to impede the reader's forward progress 

through the narrative (Nikolajeva & Scott, 2001). Caldecott picture books' frames 

characteristically consist of the edges of the picture page, white paper that surrounds the 

characters and props or a narrow, white exterior band. 

In the postmodem picture book set the convention of using unobtrusive framing 

devices to provide visual limits to the virtual world of the narrative is retained and 

adapted to contribute additional meanings to the narrative. Thus, a wider variety of 

devices are utilized and the frames themselves are used to test the norms of visual 

depiction. Frames become more elaborate, white paper appears less as white bands and 

framing lines appear more often. And, a wider variety of framing devices are used to 
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meet the compositional needs—and playfuiness-of the illustrator within individual 

picture books. 

Nevertheless, the basic function of the frame remains the same. It serves to 

enclose and mark the limits of a special, visually depicted space that is oriented inward 

towards a separate fixed, virtual world that exists exclusively by itself and only tor itself 

The frame underscores the fact that this virtual world is quite different from the actual 

world outside the picture book (Bazin, 2003; Moebius, 1986). 

When the visual aspects of a picture book extend to the edges of the picture book 

page, the illustration, although still framed by the confining edges of the page, appears to 

be left in an unframed state. This more informal framing technique generates an 

illustration that now constitutes a total experience or, in other words, it suggests the 

depiction of a more intimate, personal view from 'within' the virtual pictorial space 

(Moebius, 1986). The same sense of intimacy and informality is engendered by large 

frameless contemporary abstract paintings (Carrier, 2001; Lewis, 2001). The reader 

is now drawn into the separate, virtual pictorial world of the narrative with minimal 

visual constraints to limit his or her experience. 

Many modem Caldecott illustrators resort, at some point in their narratives, to 

extending their previously framed visual text to the edges of the picture book page in order 

to demonstrate expanding risk, expanding emotional states and expanding exposure to the 

picture book's spatial world (a journey). When Max's rumpus with his friends, the wild 

things, reaches a crescendo, the visual text expands to the last visual constraint, the edges 

of the picture book's two-page opening, in order to demonstrate the peaking exciterneat of 

the characters' activity. McDermott deliberately creates a total mythical otherworld with. 
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the use of brilliant abstract colors and shapes, slashing diagonals and simplified 

compositions that envelope the reader in another virtual past pictorial space outside of the 

reader's actual time and space. The modem Caldecott picture books characteristically use 

the visual image that is framed by the convention of the picture book page edges to depict 

their created world in a more expansive and, ojften, more informal and emotional way 

(Carrier, 2000). 

In addition, modem Caldecott picture books often characteristically utilize the 

informal use of white page to frame and to call attention to the characters and props of a 

narrative. This convention pei*mits the illustration to extend to the edges of the page wi tli 

the edges of hs figures or other contents surrounded by white paper. However, the 

postmodem illustrator uses the framing device of white paper quite differently. Rather than 

a device for directing the reader's attention to particular characters, it may be deliberately 

used to create a sense of indeterminacy or a visual gap that leaves the reader with too little 

information (Lewis, 2001). Stewart (1984) refers to this situation as the economy of 

significance that is governed by conventions that require the illustrator to communicate 

neither too much nor too little or the illustrator risks, in depicting the obscure, the 

possibility of "losing the reader." 

The set of postmodem picture books contain a greater variety of framing techniques 

to alter the nature and potential meanings of their visual text. They mix small, framed 

visual text with full-page visual text when they wish to depict a total experience or a 

dramatic event (Shulevitz, 1985,1997). They also surround characters and objects with 

white page to concentrate the reader's attention. Yet, they may also use white page 

framing to demonstrate the emotional freedom of the character and the relaxation of social 
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constraints on his or her actions within the narrative. The postmodern picture books' 

greater use of the convention of the white page band and the more formal drawn line often 

indicates increasing restrictions upon the characters and their personal freedom within the 

virtual pictorial presented space. However, postmodern picture book illustrators may use 

the fully expanded illustration that is framed by the page edges in a different manner than 

the modem Caldecott picture book illustrator. Rather than depict the world of virtual 

pictorial space, postmodern illustrators might use an expanded, page edge framed 

illustration to depict the inner emotional worlds of the characters that occupy the virtual 

pictorial space. For example, in Voices in the Park the unemployed father walks to the 

park, moving from 

Figure 4.45 Father walking to park Figure 4.46 Father returning from park 

an illustration depicting him sitting dejectedly in his chair, surrounded by a dark shadow 

and an encompassing white picture page, (previous Figure 4.33), to a new depiction of 

him, walking with his daughter through his virtual pictorial world (Figure 4.45). Two 

illustrations in the visual text depict the same location on his personal journeys to and 
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from the park (Figures 4.45 and 4.46), Tlie two illustrations in. the visual text depict an 

intimate, personalized view of his perception of the virtual pictorial space as well as a 

view of his emotional state and thinking, symbolically depicting the father's changing 

perceptions of his world in the virtual pictorial space and his position within it. He 

returns home with renewed hope. Hence, he is symbolically framed as being within the 

light (Figure 4.46). 

Burningham's Shirley, in Come Away from the Water, Shirley, engages in a recto 

picture book page experience that includes tussling with pirates, stealing a treasure map 

and discovering buried treasure. Her adventure is depicted in full page, colorful pictures 

Figure 4.47 Verso of Shirley's inert parents Figure 4.48 Recto of Shirley's adventure 

extending to and framed by the page edges, thus demonstrating her emotional willingness 

to imagine herself engaging io great, exciting adventures (Figure 4.48). While on the 

facing verso page, her parents are surrounded by the edges of their beach chairs and 

isolated by white page framing, separate and in a state of suspended animation, unwilling 

to take risks are engage in both real and imagined adventures (Figui'e 4.47). Shirley's 

boat provides a moving frame that enables her to seek adventure as she moves from left 

to right (Figure 4.48). The visual text is surrounded by a white paper band around three 

J 
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sides. The two illustrations' connectedness is demonstrated by the absence of a fram.e in 

the gutter and the illustxation's center connection. 

A similar juxtaposition of emotional states occurs in How Tom Beat Captain 

Najork and his Hired Sportsmen. Tom's exciting, but risky, competitions with Captain 

Najork's band of sportsmen occupy the whole picture page, extending to the margins of 

the page (Figure 4.49). However, when Tom quietly pedals away with his prizes to 

make a new home, the illustration shrinks and is surrounded by an inked-lined border 

(Figure 4.49) indicating his acceptance of and retiuTi to tlie world of society and its 

constraints. The virtual world of the pictorial space has actually become the virtual world 

of the character's perception of the virtual pictorial space. The frame in the modem 

Caldecott picture book enables the reader to easily identify as well as distinguish between 

the "presented world" within the stor}' and the actual world outside the story (Moebius, 

1986). A foraally framed illustration constitutes a total experience that exists within the 

S 

Figure 4.49 Tom now framed 
As he returns to civilization 
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Figure 4.50 Tom competes in pictorial space with white space framing 

limiting presence of the frame and, beyond which the "text cannot go nor from which the 

image cannot escape" (Moebius, 1986). This framing convention is characteristically 

rarely violated in the modern Caldecott picture book set. However, because the 

postmodern illustrators delights in manipulating the conventions and thereby revealing 

Figure 4.51 Paper fragments float out of the frame 
into reader's space 
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their formerly overlooked existence, the code of the delimiting frame and its uses changes 

in this set of picture books. The depicted typeface of the narrative moves beyond the 

limiting frame. In Black and White, the picture page is depicted with tlie words of its 

written text torn into small fragments. The now meaningless, unconnected words and 

phrases of printed written language float out through the picture surface and over the 

limits of the framing lines, seemingly into another virtual pictorial space (Figure 4.51). 

Here the surface of the picture page delimiting the virtual pictorial space has been 

destroyed. ITie text that rests on the planar surface has been released firom its confining 

frame and its relationship to the pictorial space. Hence, by "ostentatious typographic 

experiment" and manipulation of tlie print on the page, this postmodern illustrator draws 

attention to the objectivity of the book itself (Hassan, 1986). 

Moreover, the "image" is able to defy the conventions and escape from the 

confines of the limiting frame and the virtual pictorial space in postmodern picture 

books' visual text (Moebius, 1986). The characters that people the virtual, pictorial space 

Figure 4.52 Dog penetrating frame Figure 4.53 Mother's hat leaving frame 



149 

also dog, in Ws eagerness to be released from Ms leash, penetrates the frame of the 

illustration 4.52). The forceful mother shouts so loudly that her hat, her hand and the 

swaying trees penetrate the frame (Figure 4.53). 

In Wiesner's Three Pigs, the pig protagonists are literally blown out of the picture 

frame by the wolf. They subsequently penetrate and enter the decorative frame of a 

separate medieval narrative. Wiesner depicts the pigs climbing over the picture frame 

itself and then beyond this barrier into the narrative virtual pictorial space (previous 

Figure 4.42). As they escape witli the dragon, the dragon's foot grasps the frame as he 

and his rescuer depart the virtual pictorial space boundary and move into the actual world 

(Figure 4.54). This depicted movement out of the picture world and away from normative 

pictorial convention may evoke various responses in the reader. Moebius (1986) has 

noted that when the frame is broken and either elements in the illustration protrude or 

Figure 4.S4 Dragon grasps frame with foot as he escapes pictorial space with his rescuers 
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move outside the firaoie or the written text or other objects enter the world inside 

the frame, there is a sense of viol ation, of the appearance of the forbidden or of the 

miraculous. The appearance of the forbidden or even of the miraculous is particularly 

present when the frame and the inviolate pictorial plane of the visual text are penetrated 

and the pictorial space is entered from the actual world of the reader. This violation of 

Figure 4.55 Hand enters pictorial space Figure 4.56 Hand colors pictorial space 

the pictorial space's boimdary is frequently observed in the postmodern picture book set. 

For example, in Black and White, a human hand violates the white band and the further 

inner black line borders as it moves into the virtual pictorial space of the visual text and 

picks up the miniature train station (Figure 4.55). In Bad Day at Riverhend, a human 

hand penetrates the framing edge of the illustration and colors inside the virtual pictorial 

space of the cowboy coloring book illustration (Figure 4,56). Additionally, in Bad Day 

at Riverhend the visual text is framed by the edges of th,e picture page, inviting the reader 

into this femiliar virtual western cowboy pictorial space. However, at the climax of the 

story, the charging horses are stopped by the final frame that is the outer cover of the 

Cowboy Coloring Book itself Yet, the story that rests in the hands of the reader still 
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exists. Hence, the hand that enters the virtual Western pictorial space has not only 

violated the code of framing but, in so doing, has revealed the fiction tliat the Western 

stoiy and the picture book virtual world itself actually are. Moreover, the spatial 

organization of the visually depicted written narrative has been destroyed (Lewis, 2001; 

Waugh, 1984). 

In TJte Book that Jack Wrote, the actual Book that Jack Wrote smashes the picture 

frame and destroys the inviolable flat outer surface of the vi,rtual pictorial space, thus 

entering its o wn virtual world within the book itself. The violation of the frame suggest 

that either the picture book itself or the actual space of the viewer are a fiction (previous 

4.44). 

Lastly, it should be noted that frames assume a variety of shapes around and within 

the visual text of the picture book. Both the exterior frame, enclosing the illustration itself, 

and the interior frame within the illustration's pictorial space function as gateways to other 

worlds of experience and other modes of understanding (Stephens, 1992). The visual texts 

of picture books use a wide variety of interior framing devices that serve to heighten 

the dramatic, visual focus and help direct the reader's attention to specific parts of the 

illustration (Stephens, 1992). Such framing devices also may be representations of 

thresholds or gateways that may be interpreted as providing a measure of the character's 

stature or of Ms or her progress upwards towards greater insights or downwards towards 

the depths of confusion (Moebius, 1986). In the modem Caldecott picture book set's 

visual text such interior framing devices might be a window, a door, a gate, a step, a 

stairway, a ladder or even a road or waterway. However, in postmodern picture book's 

visual texts, the internal framing devices assume a broader variety of fo,rms, from a chair 
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to a set of climbing bars (that symbolize the emotional constraints of the character) and 

from a mirror to a television screen depicted within the mirror (representing various 

realities). 

In postmodern picture books, the nature of the encapsulating frame also 

provides a commentary on the narrative delimited by the frame. For example, the 

sculptured, museum-quality, gilded frame, adorned with strange, bejeweled creatures, 

that surrounds the visual text in Pish, Posh mid Hienmymm Bosch not only lends 

credence to the importance of Bosch as a recognized fine artist in the aimals of art, but 

it also directs the reader's attention to tiie fantastic creatures that appear in his 

paintings. The exterior world of fine art and Bosch's place in its history are visually 

articulated by the nature of the frame, but this frame also signals to the reader that the 

virtual pictorial world into which he or she is entering is the fantastic, surrealistic world 

inside the minds of the illustrators (The Dillons) who have been inspired by the original 

work of Bosch himself The frame itself does more than order and set the limits for 

interspatial worlds and relationships. 

Hence, the interior frame has become highly complex with multiple levels of 

meaning with its various incursions into the nature of pictorial spatial relationships. 

Rather than clearly presenting an orderly, unified narrative, the postmodern picture book 

invites the reader to wander among multiple, interacting, fiuxuating picture spaces 

enclosed within variable, changing borders or framing devices that operate to provide 

added meanings to the .narrative (Lewis, 2001). The results of my analysis of Pictorial 

Fraiiing are shown as percentages of the set of eighteen postmodern picture books in 

Table 4.2. 
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Table 4.2 Results of the Analysis of Pictorial Framing 
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Set of 28% 67% 50% 6% 40% 17% 83% 67% 
Picture 
Books 

Pictorial Viewing Perspective 

Illustrators are content providers. They create a visual language 
that reflects and refracts realit)' and our times. Stephen Heller, 1986. 

Any picture book illustration is constructed of various visual elements such as 

line, shape, color, texture, dimension, scale, and direction (Dondis, 1973). The structure 

of any visual text determines which visual elements are present and how they are 

arranged to create a unified, well-balanced, meaningful whole. A visual text's internal 

structure also determines what is perceived and how it is received. By analyzing the 

visual text, using a process that breaks a visual text down into its constituent elements, 

we are often better able to understand the visual text as a whole, as well as its codes of 

pictorial organization and conventions of usage. Dondis (1973) has noted that this 

disassembling and reassembling process enables us to provide deep insights into 'the 
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nature of the picture book visual text as well as the reader's responses to it. In, this 

section, I examine the various aspects of the viewing perspective as it is treated in the 

visual texts of the picture book. 

Definition and Discussion of Pictorial Viewing Perspective 

The reader is situated in a particular way in relation to the depicted characters and 

setting of a narrative (Hawthorne, 1992; Kress & van Leeuwen, 1996) and how he or she 

perceives the events being depicted affects the attitude taken towards what is being 

visually and verbally related. In visual representation, the system of perspecti ve is the 

most powerful method by which to create a particular pictorial viewing perspective 

(Kress & van Leeuwen, 1996; Ixwis, 2001). With the manipulation of the viewing 

perspective of the reader, the author/illustrator directs our attention to some aspects of the 

visual text and prevents us from becoming concerned with others. This feat is 

accomplished by how the elements in the composition of the visual text are organized. 

A character or an object is represented in the two-dimensional flat visual text as 

having assumed a particular position in pictorial space by the codes and conventions of 

depiction. Therefore, when the reader looks at picture book visual texts that are 

presented in a particular perspective, he or she not only looks at the visual text from his 

or her actual position in front of the page, but also he or she looks into it from the 

position occupied by the original reader of the scene, the illustrator (Lewis, 2001). The 

illustrator perceives the pictorial world of virtual space in a particular manner and 

influences the reader by how he or she represents this vis'ual order. The visual device of 

viewing perspective allows the illustrator to manipulate the reader's subjectivity because 



the reader generally relies upon, his or her implicit un,derstaodi;ttg of how elements within 

visual texts are arranged and how visual texts ai-e able to "exploit the symbols of our 

common cultire" (Lewis, 2001, p. 114) in order to comtmct meaning. Hence, the 

illustrator can literally construct varied subject positions for the reader relative to the 

picture space by manipulating the reader's perception of the events occurring in the 

pictorial space (Stephens, 1992). 

The polarities of top and bottom, left and right "tend to hold the visual text 

together and give it coherence" (Lewis, 2001, p. 153; Moebius, 1986). By exploiting the 

viewing perspective, the artist/illustrator is able to create the illusion that the reader is 

observing events from above the scene (bird's eye view), from below the scene (worm's 

eye view), from off to one side (oblique view) or from directly in front of what is 

occurring (frontal, eye-level view) (Goldstone, 1996; Lewis, 2001), Or, the illustrator 

may represent the viewing perspective of a particular character within the illustration so 

that the reader observes events through the eyes of this focalizing figure (Kress & van 

Leeuwen, 1996; Nodelman, 1991; Stephens, 1992). 

How a reader sees a character that is positioned within a visual text affects their 

response to that particular character. For example, when characters are viewed frontally 

and at eye level, the reader is much more likely to develop an emotional involvement 

with the characters (Kress and van Leeuwen, 1996), However, when a character is 

viewed obliquely, the reader is more likely to perceive him or her as "somewhat alien to 

us. We look at them askance or from the sidelines" (Lewis, 2001, p. 161). Yet, such a 

skewed viewing perspective might also represent a dramatic transformation or even a 

"deliberate manipulation of tlie reader's viewpoint" (p. 162). And, when the viewing 
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perspective is depicted upivards (looking up to) or downwards (lookitig down upon) 

along a vertical axis we experience an "increase or diminution of power over the 

represented participants" (p. 163). 

Moebius (1986) has pointed out that the picture book may also ask its reader, 

"How much do you see?" A visual text may contain figures that represent points of view 

other tlian those of the main character. This may be noted in the narrative text, but it may 

also be achieved by "depicting tacit witnesses on the fringes or in the foreground or 

background of the picture"(p. 148) that respond visually to events occurring. For 

example, birds assume the role of witnesses in Dylan's Day Out and in The Three Billy 

Goats Gruff mA strange creatures observe events in Pish Posh, said Hieronymm Bosch. 

Jungle animals act as an audience in Once A Mouse and Bear Hunt. 

The illustrator can depict the virtual world of pictorial space in such a fashion that 

the reader seemingly observes the narrative events from multiple vantage points in 

addition to that of the particular focalized character who is also seeing. This device 

permits the reader to construct complex subject positions where not only the perspective 

of the focalizing character is assumed, but also the reader is able to remain separate or 

assume the vantage point of other characters (Moebius, 1986; Nodelman, 1991), The 

reader's viewing perspective shifts, not only taking up the primary position of looking at 

a character situated within the virtual pictorial space of an illustration, but also of 

assuming the secondary position of looking through the eyes of a character. Hence, the 

reader's role alters from that of an outside observer to that of being identified with a 

character (Kress & vao, Leeuwen, 1996; Nikolajeva & Scott, 2001; Stephens, 1992). The 
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reader may then visually move from character to character, adopting the subject positions 

of multiple, focalized characters and their relation to the virtual picture space world. 

Moreover, there are other ways that an. object or character's physical location 

within a scene might influence the meaning making and conceptualizati ons of the reader. 

The reader can be drawn into a relationship with a depicted character and may develop 

attitudes and make responses to the "ideational aspects of images" (Lewis, 2001). Hence, 

the interpersonal relationship the reader develops with a particular chai-acter is affected 

by spatial relationships such as the physical placement and orientation of the character in 

relation to the observing reader (Lewis, 2001; Kress & van Leeuwen, 1996; Nikolajeva & 

Scott, 2001). 

Of particular importance to the character/reader interpersonal relationship is the 

spatial relationship of the depicted narrative distance of an object or a character from the 

viewing reader (Hall, 1966). In our everyday social interactions, the distance from or the 

physical closeness we maintain to others with whom we interact is determined often by 

the psychological intimacy we feel in the interpersonal relationship we have with that 

person (Goffinan, 1967). Hence, when a particular character, apart from other depicted 

characters, is depicted as being in such close physical proximity as to be able to be held, 

touched or to be in very close personal distance to the reader, the character is often 

interpreted as "engaging in greater intimacy with the person observing" (Messaris, 1994, 

p.33). Film makers and illustrators realize that by depicting the character at an intimate 

distance or in a close-up, the process "coerces the reader into entering an imaginary 

relationship of empathy and sympatliy tlmt paralleis the real relationship of touching one 

might have with an intimate in the same circumstances" (Messaris, 1994, p. 157). 
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However, if a character is depicted as distant enough that the reader can observe 

the character's whole Figure as well as its immediate surroundings (social distance), tlie 

reader would be less emotionally involved in the cha3*acter's plight (Kress and van 

Leeuwen, 1996). Moreover, if a chai*acter were depicted in the far distance, the reader 

would feel minimal intimacy or empathy with the character. Therefore, exactly where 

characters are located within the virtual pictorial space determines the reader's particular 

relationship with these represented participants within a visual text (Kress and van 

Leeuwen, 1996; Lewis, 2001). 

An illustrator can fiirther manipulate the interpersonal aspects of a visual text by 

the use of a demand image wherein the character looks directly out of the illustration at 

the reader and seems to address the reader direct ly and demand some type of response 

from the person observing him or her. This type of depiction, with the character facing 

the reader, breaks the narrative "spell." The "boundary, that separates the various 

imaginary characters from the real reader, is breached" (Messaris, 1994, p. 157). 

Nevertheless, it must be noted that characters may be placed frontally in middle space 

and may look directly at the reader without actually attempting to elicit a response. 

Demand images generally require that a character occupy close-up, intimate virtual 

pictorial space. 

In the majority of visual texts, the characters are depicted with their eyes averted 

and they seem to "present themselves for the reader's inspection" (Messaris, 1994, p. 

156). Hence, with the offer image, the reader, as a dispassionate observer, is invited to 

examine freely whatever is presented within fte virtual pictorial space without 

necessarily incurring an emotional response. 
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Characteristics of Pictorial Viewing Perspective in the Caldecott Set 

The point of view of the reader is an importaot visual element that greatly 

affects how events are shaped and presented by the illustrator and how the reader inteiprets 

what has been depicted (Hawthorne, 1992). The modem Caldecott narrative picture books 

characteristically presented their narratives from the frontal, eye-level perspective as if the 

viewer stood directly in front of the evolving events in the virtual pictorial space. Bird's 

eye perspective is used to provide the reader an overhead view of tiieir characters' journeys 

into the greater world {The Biggest Bear; Oxcart Man; The Three Little Pigs). This 

viewing perspective is also utilized to establish the greater setting when characters engage 

in searches within an urban environment {Make Way for Ducklings; Madeline's Rescue). 

The reader is placed high above the characters in virtual picture space (bird's eye view) on 

several occasions in the set of modem Caldecott picture books. For example, in The 

Figure 4.57 Clmracters depicted from, 
bird's eve view on edge of cliff 

Figure 4.58 Bear observed fjom 
worm's eve view 
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Biggest Bear, the child protagonist is depicted from a bird's eye view in order to visually 

introduce Ills immediate pictorial world of dangerous wilderness. The boy and the bear's 

plight is made more frightening because the viewer is situated above the characters as they 

climb the frightening face of a cliff (Figure 4.57). The spatial magnitude and difficulty of 

Madeline's and her schoolmates' search for a lost dog is depicted as the children are 

portrayed searching a Parisian park fi*om a high, all-encompassing bird's eye visual 

perspective filled with the figures of people and dogs. 

The set of modem Caldecott picture books rarely use the very low worm's eye 

viewing perspective. The growing bear in The Biggest Bear is depicted from the level of 

the destroyed maple syrup jars as he empties their contents into his mouth. By assuming 

a low point of view to depict the scene, the illustrator is able to accentuate the grovdng 

massiveness and potential danger of the quickly maturing bear (Figure 4.58). 

The modern Caldecott picture book set characteristically present the majority of 

their action and their characters in middle pictorial space in their visual texts' virtual 

picture space. Perhaps, because only part of a human character can be depicted, the 

intimate foreground space is rarely used for the depiction of characters and events. 

Distant pictorial space is used in the modem Caldecott picture books' visual text when 

the characters are taking a journey (Arrow to the Sun; Make Way for Ducklings; Oxcart 

Man; The Three Little Pigs; The Biggest Bear) or searching over a large physical area 

(Madeline's Rescue). 

Rarely do modem Caldecott visual texts deviate from, the frontal, eye-level point 

of view. However, one exception is tihie Caldecott illustrator, McCloskey who depicts the 
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world from, the duck's point of view in. Make. Way for Ducklings, thereby enabling the 

reader to further identify with the ducks and their dilemma 

The characters of the modern Caldecott picture books are characteristically 

depicted offering them selves to the view of the observer. They proceed with their 

involvement in the events of the narrative and are seemingly una ware of that fact that 

they are being observed. However, it must be noted that they are presented to the viewer 

in frontal, middle ground perspective in their new safe, emotionally-whole, problem-free, 

happy condition at the end of tliree narratives (A.rrow to the Sun; The Judge; Where the 

Wild Things Are). Rather than demand the emotional involvement of and an 

interpersonal relationship with the viewer, they seemingly are observing the viewer as 

they are being observed, much as occurs in a police line-up, without the individual 

demanding a closer personal relationship. They visually reflect and acknowledge the 

happy completion of the narrative and happy resolution of its complications. 

In summary, modem Caldecott picture books characteristically use primarily an 

observer's frontal, eye-level viewing perspective with the characters represented in the 

middle ground pictorial space. Characters are seldom depicted in close-ups. Rarely is 

distant virtual pictorial space used other than to depict the greater setting of a 'trip or a 

search. Additionally, the eye is rarely directed to either the ,foreground or the distance. 

Rather modem Caldecott illustrators use one dominant type of viewing perspective and the 

nan*ative sequence proceeds in a vi,sually predictable manner (Goldstone, 1999). 

Findings for the Pictorial Viewing Perspective in the PQstmode,m Set 
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The pictorial viewing perspective of the reader affects how the reader interprets 

what has been depicted (Hawthorne, 1992). All (100%) of the postmodern picture books' 

illustrators present some segments of their visual text from the picture book convention 

of the frontal, eye-level perspective as if the reader were standing directly in front of the 

Figure 4.59 Bird's eve view of Golem 

evolving sequence of narrative events in the middle distance of the virtual pictorial space. 

However, the visual texts in postmodern picture books contain many other angles from 

which the depicted virtual pictorial space, as well as its characters and props, are viewed 

than is characteristic of the modem Caldecott picture books. The postmodern picture 

books too utilize the convention of the bird's eye (50%) perspective to locate a character 

within a larger context. Twelve (67%) postmodern narratives incorporate an overhead, 

bird's eye perspective into their picture books' presented world. In Golem, the giant 

attacks the threatening mob and the reader observes the fray from directly above (Figui'e 

4.59). The relative sizes of the various characters can be readily perceived from this 

extreme overhead perspective of power. Other bird's eye perspectives include a view 

from an upper apartment window in Smoky Night as the characters watch the actions of 



lawless mobs from their position of relative safety. Cowboys watch a dangerous, 

thundering cattle stampede that occurs beneath them in a nearby canyon in Bad Day at 

Riverhend The reader observes the hapless and frustrated Frog Prince (who has been 

changed into an immobile carriage that is parked, helpless, in the dark fairy tale forest) 

from a superior position of power and security. 

Unlike the set of modern Caldecott books tliat rarely use the visual convention of 

the low, worm's eye viewing perspective, fourteen (78%) postmodern picture books 

include visual text from this perspective. In Dylan's Day Out, a belligerent penguin is 

observed by tiie prostrate Dylan, his dog victim. The penguin towers tlireateningly over 

Dylan as the bird attempts to retrieve his ball that just hit and knocked Dylan down 

(Figure 4.58). 

One (6%) postmodern naitative {The Three Pigs) uses the rarely observed oblique 

viewing perspective (Figure 4.57). Moreover, four (22%) postmodern narratives contain 

visual texts that adopt the viewing perspective of a character or characters (Officer 

Buckley and Gloria, Three Billy Goats Gruff; Voices in the Park; Dylan's Day Out). For 

example, the smallest Billy Croat observes the Troll's menacing signs and faulty bridge 

(Figure 4.59). Sixteen (89%) of the postmodern picture books' visual texts include a 

complex array of multiple viewing perspectives in the visual, presentation of their 

narratives. However, two postmodern picture books use only a frontal, eye-level 

perspective. In Bear Hunt, the bear protagonist's left to right journey (parallel to a 

surreal jungle backdrop and the surface of the virtual pictorial space) is observed from, an 

'unwaveri,ng frontal and eye-level viewing perspective. 
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Figure 4.61 Reader's and Billy Goat 
Figure 4.5S Dylan observing penguin from character's viewing perspective of 
worm's eve view bridge 

And, the viewing of the adventures of the cat in Comet's Nine Lives are also firmly 

anchored in a frontal eye-level perspective. All (100%) of the postmodern picture books' 

illustrators present the action and the characters in middle pictorial space. Unlike modern 

Caldecott picture books that rarely use the convention of depicting an event or a 

Figure 4.62 Oblique view of Pi^ living on paper airj>ia:nc 



1.65 

character in intimate foregroimd space or impersonal distant space, the postmodern set 

frequently (72%) sitmites the characters and the events in both the foreground and in 

distant space (39%) in conjunction with their appearance in middle distance. 

Following the same conventions as the set of modem Caldecott picture books, all 

the characters are depicted offering themselves to the gaze of the observer. They, too, 

proceed with their involvement in the events of the narrative and are not seemingly 

cognizant of, or perlmps concerned with, the fact that they are being obse,rved. However, 

this modern picture book convention is altered and characters look out of the pictorial 

space and make direct eye contact with the reader in seven of the postmodern picture 

books' visual texts. The particular characters that are so depicted, demand an 

interpersonal relationship with the reader in three {The Three Pigs, Voices in the Park-

Black and White) of the seven (17%) picture books. The depicted characters seem to 

address the reader directly and demand an interpersonal response. In the Three Figs, the 

pig moves into intimate narrative distance outside the virtual pictorial space and 

acknowledges the presence of the actual world and person of the picture book reader. In 

addition, the pig addresses the reader within a non-written text speech balloon that 

encapsulates his comments (previous Figure 4.9). In Voices in the Park, the despondent 

father stares out at the reader from his chair (previous Figure 4.31) and seero.ingly 

demands an emotional contact. In the same picture book, the third, timid, repressed boy 

character, smiles tentatively at the reader, encouraging the reader to share and respond to 

his tenuous, new-found state of freedom and happiness as now seen in the illustration 

(Figure 4.63). In other visual texts, however, he seemingly is making eye contact with 



Fiaure 4.63 Demand imaae of bov in tree Figure 4.64 Bov responding to girl 
character through whose eves reader views 

another character through whose eyes the reader is surveying the scene (Figure 4.64). In 

Black and White, the masked dog demandingly peers at the reader from intimate picture 

space (Figure 4.65) as does a cow in an extreme close-up (Figure 4.66). Like the 

characters in the modem Caldecott set of picture books, postmodern picture books have 

adopted the convention where characters seemingly gaze out directly at the reader in 

middle, eye-ievel space offering himself or herself to the reader's view. However, in 

some picture books (Voices in (he Park; Bad Day at Riverbend) the characters seemingly 

are gazing at another character in virtual picture pictorial space through whose eyes the 

reader is viewing the narrative events. In other cases (Comet's 9 Lives; The Book that 

Jack Wrote, Come Away from the Water, Shirley), the characters offer themselves to the 

gaze of the reader with non-demanding eye coiitiict. Unlike the set of modem Caldecott 

picture books' use of the convention of the characters offering themselves to the viewer 



to establish their new state of happiness and completion at the happy conclusion of tlie 

narrative, the postmodern books play with the convention and their characters might look 

directly at the reader in an undemanding fashion from intimate foreground space. 

Figure 4.65 Demand Image of Dog Figure 4.66 Demand Imaa: ol" Cow 

In summary, the postmodern picture book depicts its events and characters 

primarily from a frontal, eye-level viewing perspective (100%) with the characters 

represented in the middle ground pictorial space (100%). However, these picture books 

also make use of multiple other viewing perspectives in conjunction with the frontal, eye-

level perspective. Moreover, postmodern picture books frequently provide views of the 

virtual, pictorial space from a variety of viewing angles such as a bird's eye view (67%) 

or a worm's eye view (83%). The characteristic convention of the predictable eye-level, 

frontal, unchanging narrative sequence observed in the set of modem Caldecott picture 

books is quite unlike that of the postinodem picture book whose depiction of the narrative 

sequence often proceeds in a visually unpredictable manner with midtiple changing 
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viewing perspectives. Although, postmodern illustTators place their characters at a 

middle, social narrative distance in the virtual pictorial space (100%), they may also 

situate parts of their narratives in the foreground (72%), in the distance (39%) and in 

intimate close-ups. All the postmodern picture books utilize the convention of offering 

images or characters that offer themselves to the reader's gaze and three postmodern 

picture books contaiii characters that demand an intimate interaction ftom the reader. 

A summary of the findijigs for the postmodern set of picture books is presented in 

Table 43. It summarizes the findings for the pictorial viewing perspective of the 

illustrator/reader, the placement of character.s and objects mthin the intimate foreground, 

middle or far reaches of pictorial space. Lastly^ it summarizes the nature of the relatioaship 

a character forms with a view^er by their depiction as an offering or demand image. 

Table 4.3 Results of the Analvsis of the Pictorial Viewing Perspective 
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Discussion of Pictorial Viewing Perspective 
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Diiferent vis"u,al codes change a nanrative. They affect not only what we are told; 

they also affect how we are told and what attitude we will take towards what is told 

(Hawthorne, 1992). Indeed, how we see the characters and objects encapsulated within 

virtual pictorial space profoundly affects what meanings we construct as readers of a 

picture book. As readers we share an understanding of the various unrecognized pictorial 

codes and conventions of the picture book's visual text Indeed, Carrier (2000) noted, 

"like speakers of a language, or like those who have nrnstered any convention, we find 

our use of it so natural that reflection is needed to recall that it is a convention" (p.45). 

The modem Caldecott picture book is composed and organized with just such assumed 

and shared pictorial codes and viewing conventions. In order to communicate a 

particular viewing perspective visually, artist/illustrators construct their visual texts so the 

narrative events occur in the middle of the page, in middle ground, and safely within 

virtual picture space. The characters and their actions are depicted from a frontal, eye-

level perspective as if both the illustrator and the audience were standing directly in front 

of the events. The characters present themselves for viewing by their audience like actors 

on a stage. And, much like the early films where a camera was mounted rigidly in front 

of the actors with the camera assuming a role much like that of a member of a theater 

audience, the narrative progresses from a single viewing perspective. Hence, by using 

this viewing perspective and central placement of action, the Caldecott visual narrative 

progresses in, an efficient, predictable, comfortable manner to its satisfying ending 

(Goldstone, 1999). 

The pctstiiiodem picture book narrative's visual text has been shaped and formed 

but into a far more complex matrix within which tlie narrative viewing perspective 
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presented within its visual text adds a significant layer of meanings to the narrati ve. To 

encapsulate the nature of th.e changes observed in postmodern picture books, I. will use a 

metaphor. The shift in the viewing perspectives utilized within postmodern picture 

books' visual texts resembles the evolution of the motion pi cture. The modern Caldecott; 

picture book's chai'acteristic visual text is comparable to the early motion pictures that 

involved one camera, mounted rigidly in front of the actors and props that were situated 

in middle distance. The stationary camera recorded the actors enacting the .scenes that 

comprised the narrative sequence. The events depicted were then spliced together in the 

convention of a simple chronologicalj, narrative progression. 

On the other hand» the treatment of the visually depicted viewing perspective in 

postmodern picture books' illustrations is comparable to a complex contemporary film with 

multiple, moving cameras in multiple locations. The contemporary filmmaker produces 

multiple long-range and close-up shots as well as overhead and low angle shots that are then 

spliced into and juxtaposed against frontal, eye-level, middle ground images that now also 

comprise the postmodern narrative's visual text sequence. 

Rather than emphasize the concrete qualities of the characters and objects 

involved in the series of events that are occurring in a particular narrative, the 

postmodern illustrator often manipulates the narrative distance and the degree of intimacy 

and empathy the reader shares with the character. Much like the actual world where 

physical closeness is associated with psychological intimacy or within, the visual text the 

situating a character in intimate, close-up space, the postmodern illustrator establishes a 

particular sense of intimacy and empathy that the reader associates with that character. 

When the three pigs move into the foreground space, the reader is more apt to identify 
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with them and share their sense of joy, generated by their freedom from, tiie restraints of 

the coeventions imposed by the virtual picture space. By uti lization of this convention of 

placement in intimate pictorial space, the illustrator encourages identification with the 

character and empathy for Ms or her plight. 

The narrative action in postmodern picture books is frequently depicted through 

the eyes of one of the characters in the story. Thus, the reader is provided with an 

alternate viewing perspective from, that of the illustrator. Hence, by enabling the reader 

to perceive a character's situation through the character's eyes, the illustrator encourages 

the reader to identify with the character and empathize with his plight. In Voices in the 

Park the park is depicted through the eyes of each of the four characters. Each character 

symbolically perceives the park in a different sea.son and sees its contents in new 

symbolic forms that reflect Ms personal situation and worldview. 

Not only do the illustrations provide visual depictions of the various characters' 

appearances within a picture book narrative, but they also emphasize more abstract 

meanings and encourage waves of association. For example, in Voices in the Park, each 

of the four characters represents not only a character in a narrative but also complex 

social and interpersonal issues that are not resolved by a contrived, happy ending. By 

depicting an event through the various characters' eyes and from various physical 

viewpoints within the pictorial space, the illustrator produces a complex virtual pictorial 

world filled with visual Bakhtinian multi-voicedness and complex levels of ideology and 

meaning. 

The postmodern picture book illustrator has often made no effort to tsBpose an 

artificial, ideological, and thus, spurious illusion of order (Hassan, 1986) upon the visual 
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narratives of their picture books, but rather has left in their juxtaposition of various visual 

perspectives and narrative distances the "ends loose and visible" and left the reader to 

construct his or her own personal narrative (Lewis, 2001). 

The postmodern picture book's visual text is often richer in potential meanings 

because boundaries have dissolved and wholes have been fragmented. Characters are not 

presented in the frontal convention as actors on the picture book space's virtual stage but 

move about both witliin and without tlie pictorial space. Characters no longer need be 

separated from the reader by an impermeable picture plane but are now capable of 

engaging in interpersonal relationships with the reader tlirough intimate close-ups. And, 

characters are pemitted to contribute their personal viewing perspective to the rich 

mixture that is now their visual narrative or story. No longer does the illustrator assume 

the ultimate authority as to what the reader may see in the virtual pictorial space. The 

postmodern picture book illustrators invite their audience of readers to participate more 

actively in the process of making visual sense and meaning from the complex visual texts 

that they create. 

In conclusion, the visual space and how it is viewed has become a complex web of 

spatial relationships, angles of view^ multiple visual impressions and changing narrative 

distances that are increasingly made meaningful by not only the illustrator but the reader as 

well. 

Discussion of the Elements in the Visual Text 

Interpretation brings close what originally was far away, 
explaining w,hat appears mysterious, describing strange-
seeming things in ways that make them understandable by 
relating them, to what we know intimately. David Carrier, 
2000, p. 80 
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A picture book is a narrative art form, that is comprised of two mutually 

compiementary and meaningfal sign systems: visual texts and written texts. The visual 

texts in picture books are complex signs whose function is to describe and represent an 

alternate, meaningful visual virtual reality in carefully constructed and organized visual 

text. This chapter examines the three major elements of visual design and expression that 

organize meaning witihin the structure of a picture book illustration: the virtual pictorial 

space; the frame; and the viewing perspective and location in pictorial space. It explores 

how they are used to express narratives within the sign system of the visual text in 

postmodem picture books. 

The visual narrative of a picture book occurs within its visual text's virtual picture 

space. Characteristic virtual pictorial space in the Caldecott picture book set is a three-

dimensional illusion that rests upon the surface of the two dimensional picture book 

pages. It is bounded by the planar surface of the picture page and the limits of various 

framing devices. The events of the narrative and actions of the characters as well as the 

visual props and parts of the setting are securely locked within this virtual space as well 

as the confines of the frame and the picture page. It is separate from the reader's spacc 

and time and abides by the conventions and codes of pictorial composition. In 

postmodern picture books the inviolate, impenetrable picture plane disintegrates and the 

virtual pictorial world is penetrable by both the reader and by the characters that inhabit 

the virtual pictorial world. Characters may now break the newly elastic surface plane and 

enter the reader's actual space. 

A frame is a visual structure that is both a component of a visual text and the 

picture book page upon which it appears. It is composed of various parts that fit together 
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visually and serve to enclose or regulate spatial, dimensions, lite exterior fram,e encloses 

the illustration timt appears on the picture book page. It enables the reader to easily 

identify the outer boundaries of the virtual pictorial space as well as the actual world 

outside the narrative. An interior framing device such as a door or window is depicted 

witliin the illustration's virtual pictorial space and often functions as a gateway to other 

worlds of experience and other modes of understanding. It also indicates shifting power 

relationships among the characters in a narrative such as when a character loses power 

and is symbolically framed by a window or door (Moebius, 1986). 

Frames assume various forms with their varying functions. Characteristically, 

frames are unobtrusively used to set visual limits and concentrate the reader's attention in 

modem Caldecott picture books. In order not to impede the reader's progress through the 

narrative, the frame draws little attention to itself as a separate visual element. Hence, in 

modem Caldecott picture books the edges of the picture book page, the white of the paper 

page itself, peripheral white page bands or pen or pencil lines are generally used to 

delimit the virtual pictorial space. 

In postmodern picture books, the frame does more than mark limits and preserve 

the integrity and outer boundaries of the virtual pictorial space. Its expanded functions are 

reflected in its more obvious, more frequent and more varied types of internal and 

external framing devices. The nature or shape of the frame itself is often used to indicate 

inner emotional states, interpersonal relationships and historical connections. 

In addition, the convention of using the white paper page to surround and visually 

isolate the characters in modem Caldecott picture books shifts in the postmodern picture 

book set. The convention of white space may be interpreted in postmodern visual texts as 
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indicating that the character now occupies the non-pictorial space of the reader rather 

than that of his original virtual pictorial world. The convention may also signal that the 

character feels liberated from a previously constraining social role, social conditions or 

interpersonal relationships. 

In modem Caldecott picture books, detail is kept to a meaningful minimum or the 

normative convention of an economy of significance (Stewart, 1984) is utilized. 

Attention is focused upon the characters and only the supportive details or props that are 

essential to the narrative and to the reader's progress through the narrative sequence are 

included. On the other hand, the postmodern picture books introduce a vast assortment of 

disparate objects in a "festive display of accumulation over balance" (Lewis, 2001, p.95) 

that are often only peripherally related to the primary narrative. T"hus, by disregarding 

the narrative norms, the postmodern illustrator tests the reader's ability to construct 

meaning and determine just how much or how little detail is acceptable as a norm for the 

telling of a narrative. 

The illustrator situates the reader in a particular relationship to the characters and 

events being depicted in the visual text's narrative sequence in order to communicate a 

particular viewing perspective. Modem Caldecott illustrators characteristically organize 

the structure or visual codes of the illustration in order to direct the reader's attention to 

significant events and away from the non-essential thus facilitating the journey of the 

reader through the narrative sequence. To further this goal, the modem Caldecott picture 

book's narrative events consistently and predictably follow the pictorial convention of 

Imviiig action occur in the middle of the page, in middle ground, and safely within virtual 

picture space. The author/illustrators also follow the convention of having the characters 
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and their actions depicted from a frontal, eye-level perspective as if both the illustrator 

and the reader were standing directly in front of the successively depicted events. A third 

convention places the characters in pictorial space so that they present themselves for 

viewing by their audience like actors on a stage. Indeed^ they proceed with their 

involvement in the events of the narrative and are seemingly unaware of the fact that they 

are being observed. And by understood convention, they make no effort to form an 

intimate relationship with die reader. 

On the other hand, the postmodern picture book narrative's visual text has been 

shaped and formed into a far more complex matrix within which multiple personal points 

of view and varying visual perspectives are juxtaposed with the conventions of middle 

space, frontal, eye-level perspective where events occur in a fast-paced, seemingly 

unpredictable f^hion. The illustrators of postmodern picture books often manipulate the 

narrative distance and the degree of intimacy and empathy tlie reader shares with tlie 

character by varying the placement of the characters within the virtual, pictorial space. 

Postmodern characters, too, offer themselves to the reader's gaze but, at times, demand 

an interaction from their readers thereby denying the inviolate, separateness of the virtual 

pictorial reality. 

The organization of the postmodern visual text's pictorial space and how it is 

viewed has become a complex web of spatial relationships, viewing perspectives and 

visual impressions that echo the multi-voiced, multi-viewed, fragmentary, indeterminate 

and disorderly nature of the contemporary world. 

The perceived role of the postmodern illustrator seemingly has subtly changed. 

No longer might the primary goal of the postmodern illustrator be to provide an 
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uninterrupted illusion of an ordered, plausible secondary world that leads readers gently 

by the hand towards sense and raeaning and a pleasurable, dosed, visually depicted end. 

Indeed, the illustrator may reject the idea of an author/illustrator generated order and 

narrative unity in favor of disorder, excess and fragmentation (Lewis, 1996). The 

postmodern picture book's author/illustrators seemingly relish manipulating and 

stretching the inviolate visual conventions of the past. In so doing, they draw attention to 

the nature of artistic creation itself and how meaning and narratives themselves, related 

with the sign system of connected visual images that form a visual text are artificially 

constructed. And, as they do so, they invite the reader to become a co-creator in the 

process of making sense and meaning. After all, the postmodern author/illustrator might 

wonder, "Are artistic wholeness and completeness honestly achievable or even 

necessary?".. . And they would probably suggest that the "what" that is communicated is 

less important than "how" it is communicated. 

Summary of Chapter 4 

The following three characteristic codes of the visual text in the set of modem 

Caldecott picture books that formed the baseline for comparison in this study were 

identified and defined: the pictorial space, the frame and the viewing perspective. The 

pertinent professional literature informs the discussion of these visual elements. 

The term pictorial space refers to a created, recognizable, harmoniously organized 

three-dimensional, virtual world that exists behind the picture plane. The frame is an 

visual device whose purpose is to separate the microcosm of this virtual pictorial world 

from the world of the reader. The viewing perspective is a visual device that situates the 

reader in a particular location in relation to the events occurring in the pictorial space. 
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The characteristic pictorial space in the modem Caldecott set consists of a separate, 

inviolate, edited pictorial world where a single series of events occurs in the mode of a 

virtual past. The boundaries of tliis pictorial world are delineated by unobtrusive ftamitig 

devices and the surface of the picture plane. White space isolates and visually clarifies 

significant characters. Details are edited to those necessary to the narrative. Characters 

appear at mid-space and at eyelevel. 

The pictorial plane and the frame of the pictorial space in, the postmodern set are 

elastic, permeable and breakable with characters leaving and the reader entering this 

separate pictorial space. The frame may assume a variety of shapes that may comment 

on the nature of the narrative itself. ITie pictorial space may be packed with details and 

props. The white picture page represents an alternate pictorial space separate from the 

Caldecott virtual world. The events of the narrative are depicted from an unpredictable, 

constantly changing point of view. Characters appear in all aspects of the pictorial space 

and points of view. 
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CHAPTER 5: FXEMENTS OF THE WRITTEN TEXT 

We dream in narrative, daydream in narrative, remember, anticipate, 
hope, despair, believe, doubt, plan, revise, criticize, construct, gossip, 
learn, hate, love by narrative. In order really to live, we make up 
stories about others, and ourselves about the personal as well as the 
social past and future. 

Barbara Hardy, Narrative as a Primary Act of Mind, 1978 

When language and images are meaningfully combined and recombined in order 

to regale us with a story or narrative, they have powers unrecognized by the audience. 

Indeed, it is through the use of language and images that we extract and combine 

meaningful bits from the unmanageable complexity of life about us (Rosen, 1984). We 

attempt thusly to explain and clarify how our world works (Huck, Hepler, Hickman & 

Kiefer, 2001). As author/illustrators use the actions of characters, they must describe a 

complete sequence of events ( Shulevitz, 1985) in order to effectively tell a narrative. 

The narrative created may, in turn, evoke great emotion and great tension in an audience 

before reaching its end or a state of equilibrium. This is the point where the audience 

reaches the calm that occurs when tension is dissipated and all passion has dissipated 

(Scholes, 1966). 

However, to become a narrative, a group of imagined events are not meaningful 

until they are given a proper order and structure because "narrative verbal texts are highly 

organized and structured discourses" (Stephens, 1992, p.42). In order to better examine 

the nature of a particular picture book narrative and compare it with, others, regardless of 

its seeming simplicity or obfuscating complexity, the various written textual elements 

that contribute to its meaningful stmcture must be examined. 
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This chapter includes a summaty and definitions of four •written textual 

elements, often cited in the field of children's literature (Nikolajeva & Scott, 2001; 

Nodelman, 19%; Lukens, 1962) that will provide my categories for content analysis and 

comparison. Tlie general areas I chose for my analysis of postmodern picture book 

narratives include the plot, the narration, and, lastly, the presence of intertextuality. 

These general areas evolved into the following more specific categories of analysis 

whose elements are defmed and described prior to my discussions of findings: 1) the plot 

as revealed in both the written and visual texts; 2) the narrative voice as well as the 

narrative point of view; and, 4) the presence of intertextuality in botli the written and the 

visual texts. These areas have been developed into specific categories that have provided 

the data that I used for my analyses. The second section of each general area includes the 

results of my written textual analysis of the postmodern picture books. Lastly, a short 

summary of my findings is followed by a discussion that includes my personal 

observations derived from my analysis of each of the previously cited categories. 

1 have foregrounded the written text of a set of postmodern narrative picture 

books to serve as an "objective structure" upon which I may perform a critical analysis of 

written textual elements (Golden, 1990). However, I must initially note that implicit in 

my examination were the interpretive and analytical activities of a critical reader who has 

to some extent "constructed and connected textual perspectives," that are guided by both 

my own prior knowledge as well as by the author's textual cues (Golden, 1990, p,73). In 

order to carry out an effective critical analysis and in order to "engage in a critical 

aesthetic response, going beyond an initial pre-critica! reaction to a more thoughtful, 

more analytical response" (Glazer, 1997, p. 47), I have guided and limited my analysis to 
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specific parameters that have been determined by my stringent definitions of each aspect 

of the written textual, elements. 

Moreover, as I began my examination and analysis of the set of postmodern 

picture books, it soon became quite apparent that a plot is not a vehicle that is developed 

solely in the written text of a picture book. The written text and narrative visual text are 

integrated witliin the picture book to form a "composite texf utilizing the communication 

and meaning making abilities of both sign systems to enhance the "richness of meaning" 

of the narrative (J, Schwarcz, 1982, pp. 13-14) and to provide actions as well as 

significant details that assist in the telling of stories (Nodelman, 1987). Therefore, I have 

utilized both the written text ajid its accompanying illustrations in this study of the 

postmodern picture book's written text. 

In each section of this chapter, I initially define and discuss the written textual 

elements, provide a precise working definition of each element and summarize the 

pertinent professional literature. The modem Caldecott picture book's characteristics are 

detailed and the findings of the postmodem set of picture books are summarized. A 

discussion and summarization of my analysis follows. Lastly, a brief summary concludes 

the chapter. 

Plot or Narrative Sequence 

The Plot is the indispensable skeleton which, when fleshed out with 
character and incident, provides the necessary clay into which life 
may be breathed. Scholes & Kellogg, 1966 
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Definition and Discussion of Terms 

Types of Plot: Plot is the order in which a closely related series of events are 

arranged and connected to form a narrative (Charters, 1995; Golden, 1990; Scholes & 

Kellogg, 1966). It is "a plan of actions" or "the thread that holds the fabric of the story 

togetlier" (Huck, Hepler, Hickman, Kiefer, 2001, p. 15; Shulevitz, Shulevitz, 1995). 

Golden (1990) describes the picture book plot as a text which is a "dynamic sequence 

unfolding along a continuum" of text while also interacting with the illustration portion 

that is an "organized visual world where everything occurs simultaneously" (p.94). 

Hence, in picture books a plot may be and usually is "conveyed in both the language of 

the text and/or the illustrations" (p.98). 

This arrangement of a series of events in picture books is organized and ordered 

in particular patterns of related or connected events. The most common pattern, adopted 

from traditional narrative plots that are found in ancient oral narratives, is the 

proszressive. epic plot (Scholes & Kellogg, 1966; Nikolajeva, 2002) or otherwise called 

the "standard plot" (Nikolajeva, p. 166). This plot generally contains a beginning, or 

"exposition," where the "author sets the stage" (Sutherland, et al, 1981, p. 45), It is here 

that the characters, the setting, the time and the problem, or conflict are articulated for the 

reader. Additionally, a standard plot contains a middle where complications and 

opposing elements are introduced which lead to a "momentum, generated by a conflict or 

problems." culminating in a point of peak conflict, the climax, at which the reader knows 

the outcome of the action (Sutherland, et al, 1981, p, 45). This linear progression 
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concludes with, m ending where the problem or conflict is resolved and the "promise of 

the story's opemmg" (p. 44) is fmally achieved. 

The presence of a denouement, unlike a non-specific resolution, occurs when the 

fate of the character is known, the initial structural as well as psychological order is 

restored aid the narrative is brought to a complete closure (Nikolajeva, 2002). Most 

"traditional" children's books have one clearly delineated, primary plot wth a 

denouement tliat "ties together the loose ends of the story" (Huck, Hepler, Hickman & 

Kiefer, 2001, p. 15) and results in an "obligator>' happy ending" where the characters, 

like those in folk or fairy tales, "'live happily ever after" (Nikolajeva, 2002). 

An incomplete epic/progressive plot is an epic/progressive plot with a variation in 

one of its three required elements. Either the narrative does not contain a proper 

beginning that starts on the title page or first page of the narrative or it does not contain a 

proper closed ending required for my definition of an epic/progressive plot. 

Another plot pattern observed in children's literature is that of the episodic plot. 

which is characterized by a string of separate episodes or "goal-oriented stractures," each 

of which includes the character's goal, a complication, an attempt to achieve the goal and 

a resolution of this attempt (Golden, 1990, pp. 19-20). Markers in the written text signal 

the presence of an episode's beginning. A marker may be a change in time, in the 

appearance of other characters, in the location or even a new event (Kintsch, 1977; van 

Dijk, 1982). Generally, one short episode is linked to another by the presence of 

common characters, common settings or a unified theme or conflict (Lukens, 1986). 

However, witliin each episode the master or primary plot can often be dlstingmshed 

(T^ikolajeva, 2002). This plot pattern, however, relies less on suspenseful progress 
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toward a climax, and more cm such devices as characterization and humor (Luk,em,, 1986). 

In the picture book, progressive/epic and episodic plots may be combined within the 

same nawative. 

A picture book may have little or no plot development. The characters live life 

and are involved in a sequence of events with few critical tensions and with little or no 

climactic development. Scholes and Kellogg (1966) have termed this particular plot 

structure the slice-of-life plot because it presents characters busy with their ordinary, 

everyday and rather non-eventful existences. Plot development in this type of picture 

book is neither upward nor downward and the protagonist ends the narrative where he or 

she started without having undergone any significant changes. Nikolajeva (2002) states 

that, with this plot structure "there is neither a beginning or an ending that would be 

expected in a standard, epic/progressive plot pattern," but rather, it is tlie middle that is 

depicted without a rismg course of action, a climax or denouement and a satisfying 

ending (p. 174). 

Narrative picture books may also contain sub-plots, involving one or more 

secondary characters, which may affect the primary plot. These minor plots often 

elaborate or reinforce the events of the primary narrative, add an "enlightening contrast to 

it or they may provide a welcome relief to its tension" (Charters, 1995, p. 1653). 

Moreover, several sub-plots may comprise a picture book without the existence of a 

dominating, primary plot. Hence, when picture books contain multiple sub-plots without 

the existence of a primary epic/progressive plot, I have placed them in the Combination 
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Traiectoi-y of Plot: Several plot trajectories^ or paths taken by a narrative, are 

found in picture books. The most historically popular is the circular journey plot 

trajectory. Its narrative sequence follows a trajectory wherein the character(s) begin at 

home or a place of security—depart(s) from home—becomes involved in an adventure— 

and finally return(s) home to safety, to love and to lack of want. This plot trajectory ends 

with a closed ending where the protagonist(s) "lives happily ever after" within the safety 

of the family unit or a newly formed family unit (Nikolajeva, 2002). 

Linear Plot Trajectory: The second plot trajectory found in picture books, the 

linear journey plot trajectory, follows a linear path or trajectory. Here the protagonist or 

main character (or chaj'acters) leaves home or a safe location, participates in an 

adventure, but he or she fails to return to the security of home and family or a previous 

safe location. This modification of the circular code leads to an open ending where the 

reader is left with a sense of narrative incompleteness, wondering what fate is in store for 

the protagonist. 

Temporal Order of Plot: The plots in picture books utilize a particular temporal 

order in which the events of the plot unfold or relate to one another. The most frequent 

pattern is that of chronological order wherein events follow other events in the "particular 

forward-moving sequence" in which they originally happened (Golden, 1990, p. 96). 

However, disruptions of this sequential forward ordering of events can and do occur. 

Additionally, picture book plots may frequently contain repetitive narrative patterns and 

repetitions of scenes and or utterances with different characters acting in predictable ways 

thus reiterating a particular, patterned, chronological order. 
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Disrupted Ctironological 0.rde.r: Disruption of linear, temporal continuity does 

indeed occur in the picture book and is referred to in this study as disrupted chronological 

order. For example, if an event that occurs later in a narrative is described or hinted at in 

advance, prolepsis or foreshadowing has occurred (Golden, 1990). Prolepsis may be 

introduced through specific words, specific images or events in order to "suggest or 

anticipate" subsequent events that are central to the action of the narrative and its resolution 

(Charters, 1995). Moreover, events may be related within the various sub-plots of a picture 

book in, such a way that the actual, narrative sequence in which they may have occurred in 

relation to one another is unclear. 

Parts of the Plot: The standard epic/progressive plot generally contains a 

beginning that reveals the characters, the setting, the time and the problem or conflict. 

Additionally, a standard plot contains a middle where complications are introduced. 

And lastly, a standard, epic/progressive picture book plot contains a happy ending. 

"Readers look for some sense of completeness"(Stephens, 1992, p. 42), such as an ending 

or closure in a narrative. This would include the resolution of all of the complications in 

the series of events that leads to a final order which is without uncertainties, lingering 

problems or unanswered questions (Kermode, 1967). By written textual convention, 

information is withheld from the reader on the condition of an unspoken 'promise' to the 

reader that it will finally be revealed. The eventual disclosure of this truth brings the 

story to an end (Belsey, 1980). 

For the purposes of this study, the actual nature of the ending may vary. In a 

closed ending, the fate of the protagonist is known, the initial order that preceded the 

events of the narrative is restored and the narrative is brought to full, closure (Nikolajeva, 
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2002), Such a closed ending indicates that a structural closure of the plot has been 

attained because the narrative's conflict(s) or p«>blem(s) is (are) resolved. Additionally, a 

psychological closure must also occur with the protagonist's personal conflicts and fears 

resolved and brought into "hartDonious balance" (p. 173). The integration of both 

structural and psychological closure generally culminates in the "happily ever after" or the 

"happy ending." However, in the Western tradition, readers s are "conditioned" to 

perceive narratives as attaining closure with a conventional happy ending even if 

stractui*al and psychological closure may in actuality be incomplete (p. 174). 

Nikolajeva (2002) has also noted that instead of the structural and psychological 

resolution of the plot resulting in a happy ending, a picture book author/iltostrator may 

create a new opening or aperture for the protagonist. Her term, aperture, implies that 

there is an "indeterminacy concerning both what has actually happened and what might 

still happen to a character" (p. 168). In order to attain closure in narratives with an open 

ending or aperture, the readers themselves, rather than the author, must "daringly decide" 

(p. 169) what has actually happened to the characters, what will happen next and what 

eventual conclusions might be drawn about the characters, their conflicts and their 

eventual fate. Hence, the author's use of aperture without its psychological and/or 

structural completion of the character (s) in either the primary plot or in any of the 

various sub-plots permits the reader to develop an "infinite bifurcation of interpretations'" 

(Nikolajeva, 2002, p. 169) concerning a character or characters as well as the actual 

narrative sequence. 
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Characteristics of Plot in the Modem Caldecott Picture Book Set 

The modem Caldecott set of picture books characteristically 

contain one epic/progressive plot structure with a beginning, a middle and a closed 

ending. In addition, some of the picture books use an episodic structure in addition to 

their epic/progressive structure. ITiese four nairatives could be characterized as 

adaptations of traditional folktales, fairytales, nursery rhymes and myths. The picture 

books in the Caldecott set consist of a classic fairy tale, The Three Little Pigs; an ancient 

fable from India, Once a Mouse; an adaptation of a Pueblo Indian myth, Arrow to the 

Sun, and an "untrue" moral tale, J?ie Judge. 

Few modern Caldecott picture books use a slice of life plot structure. In Oxcart 

Man a farmer and his family carrying out their ordinary daily and seasonal tasks in early 

nineteenth centurv' rural New England before and after his yearly trip to the market. Each 

section of the plot consists of a slice of life that is incorporated into the primary 

epic/progressive plot. 

Unity: The modem Caldecott set of picture books characteristically represent in 

their written and visual texts only the separate, fictional world of their primary narrative 

without any aspects from the world of the reader that exists outside the narrative. Their 

visual and written texts create a unitary impression of a distinct, logically-ordered world 

and of a clearly delineated narrative. 

use a circular plot trajector>' with their protagonist initially at home or a place of safety 

before moving into the world, having an adventure and then returning to the original 

ictories: The modem Caldecott set of picture books characteristically 
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home or a new safer home and to a state of happiness, love and safety. The protagonist, 

such as the boy in Arrow to the Sun, leaves Ms sitiiatioa of safety with his mother, 

engages in adventures and returns to a position of happiness, social and personal success 

as well as safety. The duck parents in Make Way for Ducklings travel into the world to 

seek and eventually find a safe location for their new nest where they can rear their brood 

of ducklings. In The Biggest Bear the domesticated bear leaves the family and safety, 

travels into the forest, escapes being killed and lives happily ever after in a new home 

that is the protective zoo environment. 

All of the set of modem Caldecott picture books contain an ending where all 

personal conflicts are resolved and any questions posed by the reader are answered. 

Characteristically there is a comforting resolution of the tensions that have been initially 

introduced and progressively developed. At the end of each narrative, the fate of the 

protagonist is known and the initial order is restored. 

However, characteristically in the modem Caldecott set of picture books' plot a 

foolish or unheeding protagonist is punished and left either dead, in an unsafe state or in 

an unchanged, dangerous condition. For example, five innocent characters attempt to 

warn the judge, the voice of authority, of a monster in The Judge. Because the foolish 

judge does not heed their warnings, he is eaten by the subject of their warnings. The 

honest and innocent characters are freed and return to a position of happiness. In Once A 

Mouse the ungrateful and arrogant mouse, after a series of transformations to positions of 

ever-greater power and pride, is returned to his original place in the forest. The two 

unwise pigs of the Three Little Pigs choose inadequate materials to build protective 



190 

houses and are eaten. The wise, third pig lives happily ever after as he cannily survives a 

series of Wolf challenges and returns to his cozy, safe new home. 

Temporal Order: The modem Caldecott set of picture books characteristically 

contains a forward-moving, chronological temporal sequence where events progress from 

page to page, left to right with each event following a previously described event. Each 

event in the plot sequence of this set of picture books follows the previous event in a 

uniform progression through time. To support the chronological concept, frequent 

reference is made to the time of day and night, the seasons, and various intervals of time. 

In Make Way for Ducklings, Mother Duck agrees to meet Father Duck in a week. In 

Burton's The Little Home, the passing of time is represented by positions of the sun in 

the sky as the text states, "She sat on the hill and watched the countryside around her. 

She watched the sun rise in the morning and she watched the sun set in the evening. Day 

followed day.. .(p.2)." Time is also represented by the insertion of the seasons (pp. 8, 

10,12) and the depicted phases of the moon in Burton's narrative written text and 

illustrations. 

Max's fantasy journey and adventure in Where the Wild Things Are is represented 

over a period of fantasy time in the illustrations by the change in the phases of the moon 

and the growth of the forest in his bedroom. In addition, verbal expressions included in 

this narrative, such as "and he sailed off through nieht and day and in and out of weeks 

and almost over a year to where the wild things are," support the concept of a temporal 

sequence. In Madeline's Rescue the days are revealed by daily activities occurring 

through the day and by the depiction of bedtime. Night and day, the seasons and 

segments of time are specifically included in the narrative written text: "Soon the snow 
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began to fly;" "And six months passed quickly by;" "And the first of May came each 

yeaf as well as the "third time that night." Other specific terms are also sprinkled 

through the picture books to indicate the passage of time: "continued" (Arrow to the Sun); 

"not long after thaf (Once A Mome); "he walked ten days" (Oxcart Man); "Soon a man 

came" (The Three Little Pigs); "It was worse later "(The Biggest Bear). The horrible 

thing in lite Judge "is creeping closer day by day." 

Unity of Parts of Plot: All parts of each modern Caldecott picture book's plot, as 

depicted in the visual and written texts, contribute to the unity. Thus, when the ending of 

each narrative is reached, the fate of the protagonist is known, initial order is restored and 

the personal conflicts of the protagonist are resolved. Therefore, in the modem Caldecott 

set of picture books, plots characteristically reach both structural and psychological 

closure and end with a satisfying "happy ending." 

There are many examples of closed, happy endings in the modem Caldecott 

picture books. The Pueblo Indian Boy in Arrow to the Sun, is recognized by his father, 

depicted as God or the Sun, and, after many trials, returns to his pueblo to be celebrated 

by his people. The mouse in Once A Mouse is saved from harm and transformed back 

into his former, well-behaved self and the Poor Hermit returns to his happy, peaceful life 

of'thinki.ng about big and little." The Oxcart Man returns home burdened with the 

rewards earned by his family's endeavors. The Little House, the protagonist of the Little 

House, is moved back to a happy rural location similar to its original happy, rural 

location. Max in Where the Wild Things Are returns to his own home and bedroom after 

his journey to the Wild Things and "his dinner is still hot," perhaps warmed by his 

mother's love. The small bear in The Biggest Bear grows to adulthood and finds a safe, 
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new home in the zoo where Johnny also brings him gustatory offerings of loving 

friendship-treats of maple sugar. 

Findings for Plot in the Postraodem Picture Book Set 

The set of eighteen picture books cited in the literature as being postmodern in 

character differs from the baseline modem Caldecott set of picture books in respect to the 

appearance of widely varying plot structures within its narratives. In contrast to modem 

Caldecott picture books, postmodern picture books do not unfailingly utilize the 

convention of a standard epic/progressive plot with a beginning, a middle and a 

satisfying, closed ending. However, eight (44%) of the eighteen postmodern picture 

books are organized around this three-part epic/progressive stracture and twelve (72%) 

contain either a complete or incomplete epic/progressive structure. Seven (39%) also use 

an episodic structure in conjunction with their epic/progressive plot structure. Three of 

these eight postmodern epic/progressive-plotted picture books (Frog Prince Continued; 

The Three Billy Goats Gruff, The Three Pigs) are adaptations of popular fairy tales. A 

fourth picture book (The Book that Jack Wrote) is an adaptation of a Mother Goose 

nursery rhyme. The remaining three books (How Tom Beat Capt. Najork and his Hired 

Sportsmen; Comet's Nine Lives; Golem) contain a protagonist who undergoes a series of 

trials. 

The postmodern picture book set also contains three (18%) books with a primary 

epic/progressive plot, complete with a beginning, a middle and an end, as well as the 

addition of additional minor sub-plots that appear only in tlie visual text. For example, in 

Brett's Comet's Nine Lives, the primary plot of a cat seeking a home is supplemented by a 

sub-plot, depicted only in the visual text, of a lighthouse keeper and his cat that are actively 
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seeking ano'ther cat for their lighthouse. The pair's message is telegraphed to the world by 

nautical signal flags, by words scratched in the sand, by a written message inserted in a 

bottle and by posted, hand-lettered signs and posters. 

Figure 5.1 Brett's message in sand Figure 5.2 Brett's nautical flag message 

In The Armadillo from Amarillo, the protagonist's cousin, the recipient of numerous 

Figure 5.3 Armadillo and the 
inserted postcard to his cousin 

post card.s from the narrative's armadillo protagon;ist, eventually decides to escape from the 

Philadelphia Zoo and duplicate the adventures of his Texas relative. 'Iliis cousin from 
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Peimsyivania, too, chronicles his adventures with postcards to his cousin. His postcards, 

chronicling aspects of bis adventures, are similarly inserted into the visual text of the 

picture book (Figure 5.3). 

Catalanotto's visual text in Dylan's Day Out includes a sub-plot about a greedy 

Penguin. He eats excessively and is unable to compete for his team^ in the soccer match, 

remaining prostrate and assuming a number of uncomfortable positions as the game 

progresses (Figures 5.4 and 5.5). lliis problem leads to the dog protagonist's participation 

in the match (Figure 5.5). Moreover, another sub-plot appears on the cover and continues 

in the final page's illustration. Dylan, the dog, initially knocks over a nearby garbage can 

and the neighbor responds with unhappy body language to the damage done. 

Figure 5.4 Penguin eating in sub-plot Figure 5.5 Penguin prostrate in sub-t>lot 

Incomplete Epic/progressive Plots. Five (28%) of the postmodern picture books 

contain epic/progressive plots that I have labeled as Incomplete Epic/progressive plots. 

These picture books contain an epic/progressive plot with a variation in one of its three 
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required elements. Either they do not contain a proper beginning that starts on the title 

page or first page of the narrative or they do not end with a closed ending required for ray 

definition of an epic/progressive plot. For example, in the picture book, Pish, Posh, said 

Hieronymm Bosch, the written text begins on the front cover flyleaf with a summary in 

rhyming verse of Bosch's housekeeper's dilemma, never fully explained in the body of the 

text, that eventually causes her to temporarily leave his service. Witliout access to the 

removable paper cover, the reader would tlnd the narrative difficult to understand. 

Another picture book, with an unconventional beginning, but otherwise containing 

an epic/progressive plot, is The Frag Prince, Continued. This narrative begins with a 

visual text depicting a rumpled, yellowed paper that contains the ending of the original 

fairy tale, The Frog Prince, written in an italic typeface that can be found only on the 

comparable final page of the preceding Frog Prince narrative (Figures 5.6 & 5.7). 

The Princess kissed the frog, 

He tumed into a prince. 

And they lived happily ever after.. .(Figure 5.6) 

Rather than the predictable "Once upon a time" opening expected of a classic fairy tale, the 

reader is provided with the predictable ending words of the tale of the Frog who became a 

Prince: "And they lived happily ever after." The narrative then continues from, its 

end/beginning through various episodes to its end, which is also a new beginning/end that 

closely parallels tlie words "happily ever after" of the end/beginning (Figure 5.6): 

The Prince kissed the Princess. 

They both, tumed into frogs. 

And they hopped off happily ever after. (Figure 5.7) 
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These two brief paragraphs, both printed in italic typeface, act as mirrored 
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Figure 5.6 Frog Prince beginniiiii text Figure 5.7 The ending text of the Frog Prince 

bookends for one another. Both are simultaneously endings but function in this case not 

only as endings (for the original Prog Prince fairy tale as well as this new fairy tale), but 

also as new beginnings. The remainder of the story follows the classic epic/progressive 

and episodic plot structure of a fairy tale. 

Three (18%) of the set of eigliteen postmodern picture books contain an 

epic/progressive plot without a final closed ending. In Smoky Night, a Latino mother and 

son observe from their apartment window the riot-torn Los Angeles' Watts area during 

moments of civil unrest, fires and looting. A fire erupts in their apartment building and 

forces them to move into a public shelter. Though they are seemingly safe, their fate is 

merely suggested by a fireman rather than definitively established in the written text or the 

visual text. In Van Allsburg's picture book, Bad Day at River bend, the reader follows the 

epic/progressive narrative of Sheriff Ned and his fellow inhabitants in the town of 
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Riverbend as they attempt to solve a frightening mystery, llie reason for the mystery is 

revealed to the reader in the final illustrations, but the characters themselves are left in a 

climactic limbo within the covers of their now closed coloring book. A third 

epic/progressive narrative, Bear Hunt, follows the travails of a bear "insouciantly" (Lewis, 

2002) strolling through a forest/jungle. Two hunters pursue bear. He eludes their attempts 

to capture him by drawing artistic, visual solutions with his magic pencil. Eventually he 

Figure 5.8 Bear flying away on the bird 

draws a large bird on which he flies away, thus leaving the hunters and the reader without 

any understanding of the fate of Bear, the two hunters or the bird (Figure 5.8). 

Presence of Sub-Plots: The narratives in this set of picture books frequently contain 

more than one plot. Eight (44%), or almost half, of the eighteen books contain one or more 

sub-plots. As previously described, three (17%) of the eight picture books contain sub

plots that occur in addition to the primary epic/progressive plot. One (6%) picture book 

imbeds two sub-plots within the forward progression of the primary epic/progressive 

narrative. In Wiesner's The Three Pigs, the three pig protagonists escape the murderous 

wolf by physically departing from their classic fai:ry tale and by subsequently moving into 

other sub-plots or other distinct narratives. Moreover, the pig protagonists also alter the 
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predictable course of each imbedded sub-plot narrative sequence before they depart with 

characters from these respective sub-plots and re-enter the original primary narrative 

sequence. 

Combination or Multiple Sub-Plots the Postmodern Set. When the postmodern 

picture books contain multiple sub-plots without the existence of a primary 

epic/progressive plot, I have placed them in the Combination Category. Three (17%) 

picture books contain just such a multiple plot structure (Came Awayjrom the Water, 

Shirley; Black and White; Voices in the Park). Additionally, each of these picture books 

also includes at least one sub-plot that could be characterized as a slice-of-life plot where 

ordinary activities are chronicled with little or no plot development. For example, in the 

book Come Away from the Water, Shirley, the mother engages in a one-sided dialogue 

addressed to the supposedly attentive child, Shirley, during the family's visit to the beach. 

The narrative consists of a series of maternal admonitions, directives and unanswered 

comments with little action depicted in the pen and ink visual text that is situated above the 

written text (Figure 5.14). In the accompanying recto (right page) visual text, however, 

Shirley is depicted in the other sub-plot boarding a pirate ship, engaging with pirates, 

walking the plank and finding buried treasure and, finally, donning a pirate treasure royal 

crown (forthcoming Figure 5.13). 

In Browne's Voices in the Park, four characters, each in their own words, separately 

narrate the events of their respective simultaneous visits to the park. All the characters are 

depicted in a series of events that would be observed within a park setting. Each character 

is depicted during a particular season, providing additional layers of symbolic meaning. 
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M^acauiey's Black and While also contains at least four separate narrative plots with 

two using a slice-of-life plot structure. In this picture book's second plot (upper half of 

recto), commuters aad a conductor await, await and await an overdue train. In the fourth 

narrative plot (lower half of recto), a herd of Holstein cows wanders about before milking 

time. The tension for the reader arises from the hope that something will eventually 

happen to break the narrative monotony or to bring an ending and narrative closure for the 

herd of cows (forthcoming Figure 5.72). 

Insertion of the Reader's Actual World into the Picture Book World. Another 

common element present in the postmodern picture books is the insertion of the actual 

reality of the reader into the fictional world of the picture book. Eleven (61%) of the 

eighteen picture books in this set insert some aspect of the non-picture book world into the 

narrative and/or visual text. Examples of such insertions include the unseen narrator, 

himself, entering the story to warn the unsuspecting bear protagonist of imminent danger-

thereby repeatedly changing the bear's perilous course in Bear Hunt; the use of three 

dimensional, life-like frames with their respective shadows around the written text and/or 

accompanying visual text {Pish, Posh, saidHieronymus Bosch; Comet's Nine Lives; The 

Book that Jack Wrote); the insertion of pertinent maps, letters and/or postcards (The 

Armadillo from Amarilio, Officer Buckle and Gloria); the inclusion of foreign crayon 

scribbles that adhere to the characters and their horses {Bad Day at Riverhend); and the 

recognition by a pig character of the existence of a actual world and a reader outside the 

confines of his picture book's virtual pictorial space (Wiesner's The Three Pigs). 

Bunting's Smoky Night includes real objects such as shoes, plastic-wrapped clothing and 

metal hangers 
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Figure 5.9 SmoivNMit (Verso Page) 

that echo the nature of the narrative events and form a visual ground that lies underneath 

and around the bordered, verso page written text that narrates the plot. 

Figure 5..11 Frog Consults His OTO Story Figure 5.10 Cover of Frog Prince 

in Black and White, a human hand enters the picture page space and removes the now toy-

sized train station that appears in three of the four plots (forthcoming Figure 5.22). A 

leather-bound book depicted on the picture book narrative's outer cover as the original 

bound narrative of the Frog Prime appears as the same book that the confused rad 

Ife But ihm I?;? 
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unhappy Frog Prin,ce consults within the visual text of the Frog Prince, Continued (Figure 

5.11). 

Circular Plot Trajectory. Two thirds or twelve (67%) of the plot trajectories of the 

postmodern picture books follow a circular pathway of home-away-adventure-home or new 

home. For example, Hobaii/Blake's picture book, How Tom heat Captain Najork and his 

Hired Sportsmen, begins with the protagonist, Tom, disregarding his tyrannical maiden 

aunt's disapproval of his "fooling ai'ound." She consequently summons Captain Najork to 

teach him a lesson. A series of competitions occurs during which Tom outsmarts and 

outplays the adults and asserts his winner's right to move away to a new, more child-

friendly home. Here he lives happily ever after with his chosen guardian, Miss Cozysweet, 

in a newly formed, happy family unit with new rules of Tom's own devising. 

Circular Plot Trajectory Variations. Variations of the Circular Plot Trajectory also 

occur in this set of postmodern picture books. For example, the Book that Jack Wrote 

begins and ends with the same image of a book lying on a character and with only the 

character's glasses and protruding feet revealed. Three (17%) other postmodern, multiple-

plot picture books also contain this pattern. In Macauley's Black and White, perhaps four 

of the narratives involve a journey sequence with two of the plots seemingly completing 

the home-away-home sequence. For example, a child takes a solitary train trip and is met 

by his parents upon his arrival at a large train station. The reader is left to wonder from 

whence the boy departed and when or why he left his parents. In another, the parents of 

two children leave for work, return, take the children out for food and return. In one of the 

two plots of Burningham's Came Away from the Water, Shirley, the two adults enter tlie 

beach with Shirley, sit in their beach chairs and then depart from the same location from 
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which they arrived in a variation of the circular narrative pattern or code (anival, beach, 

departure). 

Linear Plot Traiectorv . Linear plot trajectories occur in five (28%) of the books in 

the set of postmodern picture books' plots. In the second plot presented in Bumingham's 

recto visual text for Come Away from the Water, Shirley, the protagonist, Shirley, 

accompanied by a stray dog, departs from the seashore in a rowboat; engages in battle with 

the pirates aboard their ship; walks the plank; jumps overboard with the dog holding the 

treasure map; rows to the treasure; opens the treasure-filled trunk; dons a crown and 

eventually sails away under the now nighttime sky. The protagonist in this case leaves the 

beach, has an adventure but fails to return to the security from whence she departed unless 

she has moved unseen into the other verso plot sequence. This linear plot trajectory 

similarly occurs in Macauley's Black and White with the commuters arriving at the train 

station, waiting through repeated annoimcements that the train is delayed and then 

eventually departing somewhere on the tardy train. 

Other picture books in the set of postmodern picture books contain linear narrative 

trajectories. In Smoky Night, the protagonist's and his mother's fates are suggested by 

another character, but are never definitively established within the written or visual texts. 

From whence the bear in Bear Hunt came or to where he will go is never disclosed to the 

reader. The characters in the uneventful Western town of Riverbend discover that when a 

bright light appears, their horses and fellow residents are suddenly covered with a strange, 

sticky multi-colored slime. The fate of these brave characters, peopling the hastily formed 

posse led by their sheriff, is left unknown as they gallop towards the bright light. The 

reader eventually learns from the visual text that the source of the colored, rope-like slime 
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and the bright light is a child coloring the images that appear in her Cowboy Coloring 

Book. The child, confusingly depicted in the reader's actual world-although still depicted 

in the picture book visual text—closes the coloring book, turns off the light and departs 

{figures 5.20, 5.21). There is no resolution and no return to physical or emotional salfety 

for the charging posse characters depicted within the coloring book. 

Unity. In this set of postmodern picture books, thirteen (72%) of the books 

demonstrate unity witli all aspects of the visual text and the written text contributing to the 

meaning of the narrative. However, in comparison to the modem Caldecott set of picture 

books where all parts of their narrative written texts contribute to and support the meaning 

of their narratives, only five (28%) postmodern books contain such unity of their codes, 

w A m m I m G 
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Figure 5.12 WamiTm label on title page Black and White 

For example, Macauley's Black and White seemingly contains four narratives in the way it 

is graphically organized into four quadrants within each two-page opening. However, there 

is intermingling of its characters, objects and events within the four seemingly separate 

narratives with their four different artistic styles and four separate typeface styles. The 

potential confusion that this non-conventional narrative structure and book layout may 

elicit in the reader is well described in a warning label on the title page (Figure 5.12). 

Tliompson's book, Looking for Atlantis, is another book that through the excessive 

detail within its visual text, coupled with a narrative that is elusive by its very nature, lacks 
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cohesion or imity in its written and illustrated message. This narrative is about a boy and 

his beloved, dying Grandfather who assures Ms grandson that he will be well again when 

the boy reaches the mythical city , Atlantis. The grandfather tells the child that he will find 

Atlantis if he learns to "look with his imagination" and an "open heart" (p. 13). When a 

picture book narrative, as a sequentially developing series of actions or events (Nikolajeva 

& Scott, 2001), is supported by the accompanying visual text, it is considered to possess 

unity. However, Thompson's visual text is tangential to the narrative, providing a 

multitude of details without visual order or compositional prioritization. The illustrations 

have little relationship to the sequence of actions described in the narrative other than 

countless references to water in both the words inserted in the illustrations and the 

depictions of objects associated with water that are also included in the visual text. 

Additionally, there is confusion as to how the protagonist reaches the Atlantis depicted in 

the visual text. The narrative written and visual texts do not work effectively together to 

explain the child's seeming psychological journey. 

Wiesner's The Three Pigs is also not a sequentially developing series of events 

related in the written text and the accompanying visual text. The pigs, when confronted 

with danger, leave the original, unified fairy tale narrative with its predictable plot and 

complementary visual depictions. They enter a confusing, indeterminate white space 

outside the conventional, fictional world of the fairy tale. They journey on a paper airplane 

made from their abandoned narrative's page and move into and out of other narratives' 

illustrated fictional spaces that seemingly exist behind the thin picture pages on which each 

naiTative is depicted. Eventually the pigs re-enter tlie original fictional world containing 

the third pig's brick house and personally rewrite the ending of their narrative by 
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rearranging the typeface they have removed from, the previous narrative on the page. None 

of these seemingly spontaneous actions builds a solid, unified narrative sequence or 

predictable, ordered narrative progression. The j-eader i s left to wonder the fate of the wolf 

that has been altered by the pig characters' disruption of the written text on that particular 

page. The pigs' adventure into white space is outside the fictional narrative world "behind" 

the picture page. The pig characters have actually entered the spatial world of the reader or 

perhaps an inte.rmediary spatial world between that of the fictional narrative space and that 

of the reader's. The movement through alternate spaces has little connection with the 

predictable narrati ve of the Three Little Pigs with which the picture book begins. 

Bui'ninghara's Come Away from the Water, Shirley is actually a picture book that is 

composed of two distinctly different, non-integrated parallel sub-plots. The visual text 

depict the brightly colored, distantly portrayed adventure of a little girl who overcomes 

pirates, steals their map, departs and appropriates their buried treasure (Figure 5.13). Yet, 

the verso pages' narrative written text consists of a series of snippets of dialogue addressed 

to the verso, brilliantly-colored, spatially distant Shirley by her mother who is depicted in 

pale, close-up line-drawings (Figure 5.14). Hence, we have the juxtaposition of a 

character's narrative verbal sequence and the ,narrative illustrated sequence in two genres 

(realism and fantasy) and two separate artistic styles without any explanation as to their 

connection. The reader must decide what is actually happening and what is not happening 

between or within the two narratives. Moreover, there is a confusing discrepancy between 

the short duration of events in the verso narrative sequence of the mother and the time that 

v/ould be required for the pirate adventure sequence on the recto s,ide of Shirley. Do these 



narratives coincide in time? Are they irarelated? The parts of this picture book do not 

build a cohesive or unified narrati ve sequence. 
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Figure 5.14 Verso Buminglmm illustration I%nre .5.13 Recto Bumingham illustration 

Temporal Order of Plot in the Set of Postmodern Picture Books 

Chronological Order. The postmodern picture books utilize various types of 

temporal order through which the events of their plots unfold. Like the modem Caldecott 

set of picture books, a majority of the postmodem picture books' plots occur in 

chronological order. Thirteen (72%) of the eighteen picture books contain a pattern 

wherein events in the narrative occur in a forward-moving, chronological progression 

equivalent to how they would logically happen. 

The Endings in the Postmodem Picture Book Set 

Closed or Happy Ending. In contrast to the modern Caldecott picture books that 

utilize the code of a uniformly happily ending with structural and psychological closure, 

The postmodern picture books do not consistently provide such closure for the reader. 

Only thirteen (72%) of the eighteen postoiodem, picture books liave a happy ending that 
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conforms to the definition that requires stmctiiral and psychological closure of the narrative 

sequence. 

It should be noted, however, that the seemingly happy ending itself is problematic 

within this set of postmodern picture books. Should a happy ending be completely happy? 

With the death of a major character can the narrative end happily? In Wisniewski's Golem, 

tlie giant, created from clay to save the inhabi tants of the Warsaw ghetto, is returned to his 

clay state when peace is attained and the .lews are no longer m danger. Yet, Golem, 

cherishes life as well as the beauty of his world and pleads to be able to continue to live. 

His "death," or his return to clay, occm's after he saves the Jews and completes the original 

prophecy mentioned in the story. With his conversion back to clay, the end of the narrative 

remains bittersweet rather than "happy" despite psychological and structural closure of the 

narrative sequence. 

Similarly, in Looking far Atlantis, the death of the boy protagonist's grandfather can 

only be ameliorated if he fmds the mythical city of Atlantis. Although the boy undergoes 

an epiphany of sorts when he realizes that his search for Atlantis has been successful 

because his recently dead grandfather will always be with him "in his heart," his dead 

grandfather will sadly never return to life. 

Moreover, the seemingly happy ending in postmodern picture books may be alluded 

to by the author/illustrator and presumed to occur by the reader but is not actually 

established definitively by the written text or the visual text. The reader must come to a 

personal interpretation and conclusion. Officer Buckle and his dog, Gloria, are seemingly 

happily reunited after he discovers he has been upstaged by Ms dog and subsequently 

renounces Ms job of sharing safety tips with c hildren. In the final illustration of the picture 



208 

book, the two characters are depicted together on stage with the written safety tip "Always 

stick with your buddy" printed below. It may perhaps be assumed that they are reunited as 

a team, that Officer Buckle resumes his job and that the happy, original order is re

established, but neither the written text nor the final illustration definitively establish this 

fact. Rather, I, as the reader, accept that this has occurred from the smiling, waving, hand-

holding characters depicted in the visual text and the inferred meaning of the stated, closing 

Safety Rule #101: "Always stick with your buddy!" (Figure 5.15). 

Aperture. Five (28%) picture books do not have a happy, closed ending in 

postmodern picture books. With these picture books' open endings, the reader is left with 

an indeterminacy concerning both what has actually happened and what he or she can 

conclude about the fate of the characters. IliTee {Come Away from the Water, Shirley; 

Black and White; Voices in the Park) of the five postmodern picture books contain multiple 

sub-plot structures. They may perhaps contain happy endings, but it is unclear exactly 

what their narrative sequence actually might be or even should be. Therefore, these books, 

by their very multiple sub-plot nature, neither produce a happy ending nor attain the 

Figure 5.1.5 Final Illustration 
of Olliccr Buckle & GJorh 
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structural aad psychological closure iiecessaiy for such an ending. They provide an 

aperture "for the reader to develop an intMte bifurcation of interpretations concerning their 

characters and narrative" (Nikolajeva & Scott, 2001, p. 169). And, the primary plot that a. 

reader might construct from the various sub-plots may or may not provide closure. Closure 

is not clearly spelled out by the author/illustrators but rather is left to the reader to 

determine. 

A fourth picture book, The Book that Jack Wrote, with its disrupted, confusing 

chronological sequence also fails to achieve structural and psychological closure. By 

unstated convention, the protagonist is often depicted on the front cover in a picture book 

narrative (Nikolajeva & Scott, 2001). The same character is depicted with a scholar's 
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Figure 5.16 Cover with illustration Figure 5.17 Book lies on character in 1st opening 

spectacles and a writer's pen in hand as if he were Jack, the writer of the .Book that Jack 

Wrote in tlie first opening and on the front cover. This character is shown as lying prostrate 

beneath an enormous volume, titled The Book that Jack Wrote. Is Jack the man in the 

tattered coat? 'llie text leaves the identity of the dead man unclear as it describes him by 
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Ms clothing rather than his name in the next-to-iast illustration: 

This is the Book that Jack wote, 

That squashed the man in the tattered coat, 

Here the character is depicted posing with smile, spectacles and pen, echoing the front 

Figure 5.18 Next to Last Illustration 5.19 Final Illustration in Book that Jack Wrote 

cover picture but with his fist now raised in the body language representing acknowledged 

power, a fisted salute (Figure 5.18). However, the reader is privy to the knowledge that the 

book is about to smash the unwitting character (Figure 5.19). We readers know the tattered 

coat wearing character's fate, but we really do not know who he is. Is he Jack? 

The final illustration depicts the book fracturing the outer frame that separates the 

world of fiction from the actual "real" space. The depicted Book that Jack Wrote is shown 

within the picture world in the first illustration and both in and out in the final illustration 

with the separation between the two sepai'ate worlds depicted as being shattered. Here is 

no explanation as to what has happened and how this narrative shouJd be interpreted. By 

the principle of false continuity, witli the two illustrations joined together in the context of 



the broader narrative sequence, the reader would read them, as being a part of a coherent 

stream of cause and effect or "space, time and action" (M^ssaris, 1994, p.35). 

Nevertheless, the reader is left to construct answers as to this event, despite the fact that the 

initial structural "order," seen in the appearance of the book, continues unchanged to the 

ending (with the same closed book and identical cover as would be expected in a happy 

ending). There is an indeterminacy as to what actually happened, when in the 

chronological sequence it happened, and lastly, where it happened-in fictional virtual 

picture space or within the reader's actual space. There is seemingly a Juxtaposition of 

images and fragments of narratives without any concern for sequence and plot line (Berger, 

1998). This seeming randomness and indeterminacy is also reflected in tlie lack of 

structural and psychological closure. 

Figure 5.20 Bad Day's next to last illustration Figure 5.21 Final illustration in Bad Day 

The fifth postmodern picture book without a happy ending is Van Allsburgh's Bad Day at 

Riverhend. The reader is made privy to the cause of the bright light and mysterious 

slime that terrifies the town folk of the fictional town of Riverbend. The solution is given 

in the visual text in the final two openings of the picture book (Figure 5,20 & 5.21). A 

child lays down her crayons, closes her Cowboy Coloring Book (from, whence the 
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narrative's visual text originated), turns off the light and departs from the room (Figure 

5.21). Despite the fact that the reader achieves structural and emotional closure, he or she 

is within the pages of the picture book. The characters whose narrative he or she has 

followed are kept in ignorance as to what happened. The reader is left to draw his or her 

own conclusions as to what happened to the Riverbend characters after the book is closed. 

Partial Aperture. Two (12%) other postmodern picture books, (Smoky Night; Bear 

Hunt), fail to attain complete structural and psychological closure and leave an aperture for 

the. Each contains a linear plot trajectory with, the protagonist's .immediate safety assured^ 

but each protagonist's eventual fate is left unclear. The endings are temporarily happy 

ones, but the characters' futures are never established as permanently secure as would be 

expected in a structurally and psychologically closed picture book happy ending. 

In Bear Hunt the narrative sequence fails to attain complete structural and 

psychological closure and thus leaves an aperture for the reader. Bear eludes capture by 

using a magic pencil to draw solutions to the hunters' snares. With the fifth attempt at 

capture, he draws a bird and flies off on its back and attains temporary safety and the 

semblance of a happy ending, much like the boy in the riots. However, there is no 

permanent resolution of his problems. The reader is left to wonder what will happen to the 

Bear. Not only is it unclear what will structurally happen to Bear, but also, in this open 

ending, the narrative is also psychologically unresolved as to whether Bear will continue to 

be fearful of being stalked by the two hunters watching his departure. 

In Smoky Night, the fireman, who saves the boy and his mother from a riot-caused 

fire, indicates that the protagonist will be able to .leave the emergency shelter and return 

home "in a day or two." However, this prediction never comes true during the narrative. 
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The characters live with their pets and new friends in the shelter. They have reached 

temporary safety, but many questions are left unresolved in the primary plot. Did the fire 

that drove the occupants from the building destroy the apartment? Are the riots over? 

Because the characters attain temporary safety for themselves, find lost pets and make new 

Mends while resolving old neighborhood animosities appearing in the various sub-plots, 

the ending seemingly is happy. Yet, there remains an aperture that must be interpreted by 

the reader as to whether initial order is restored and personal conflicts and fears are actually 

resolved as would be observed in a circular plot that returns safely to the point of origin. 

Summary of Postmodern Set's Findings for the Narrative Sequence 

Epic/progressive plot: In summary, the postmodern picture book set contains a 

variety of plot types and plot combinations. Eight (44%) of the eighteen postmodern 

picture books in this set contain a primary, Epic/progressive plot wherein the events occur 

in a sequential order with a beginning, a middle and a closed, happy ending. A total of 

seven (39%) picture books also include episodic sequences of events within their primary 

epic/progressive plot. Three (17%) of this sub-group of seven picture books are 

adaptations of fairy tales or, in the case of the fourth, an adaptation of a nursery rhyme 

(6%). The remaining three (17%) picture book narratives in this sub-group of seven 

involve a protagonist who undergoes a series of trials that are chronicled episodically 

within the primary epic/progressive plot. 

Incomplete Epic/progressive plot. An Incomplete Epic/progressive plot is used in 

five (28%) of the postrnodem picture books. These picture books contain an 

epic/progressive plot with a variation in its opening or closing elements: a beginning that 

does not start on the title page or first page of the narrative and/or the incomplete ending. 
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The postmodern picture books of this set often contaj'n sub-plots in addition to a 

primary plot. Half, or nine (50%), of the eighteen picture books contain one or more sub

plots. Five (28%) picture books contain a primary epic/progressive plot and also include 

minor sub-plots that add information and/or humor to the narrative. However, in four of 

the five picture books, the minor sub-plots appear only in the visual text while in one book. 

Smoky Night, the sub-plots appear in both the written text and the visual text. One (6%) 

picture book, The Three Pigs, contains two other imbedded sub-plots that alter the primary 

epic/progressive narrative. 

Combination Plot. It should be noted that the Combination category is used in this 

study when a picture book contains multiple sub-plots without the existence of a primary 

epic/progressive plot. Three (17%) picture books contain tltis type of complex multiple 

plot structure. Additionally, each of these multiple-plotted picture books includes at least 

one sub-plot that could be characterized as a slice-of-life plot where ordinary activities are 

chronicled with little or no movement, problem solving or problem resolution. 

The insertion of actual reality of the reader into the fictional world of the picture 

book narrative and/or visual text occurs in eleven (61%) of these picture books. An 

example of this phenomenon is a human hand, depicted in a much larger scale that enters 

the picture space and picks up the formerly horizontal train station (Figure 5.22). There 

are the cast shadows of the actual world and a dog holding a piece of newspaper in his 

mouth and a mask shaped. However, the image remains confusing because the sheet 

containing publishing information, which would normally appear on the back surface of 

the title page, now floats ab«5ve the image and throws a life-like shadow on the 

illustration. In addition, the dog's shadow assumes the impossible shape of the mask-like 



215 

Figure 5.22 Macaulev illustration with real inserted hand 

markings that distinguish his face, drawing our attention to the picture book being itself 

an artificial visual construction that is not a reflection of reality as we regularly perceive 

it (Figure 5.22). 

Findings for Postmodern Plot Trajectories. 

Circular plot trajectory The circular plot trajectory of home (point of origin)-away-

adventure-home (point of origin) or new home is followed in two thirds or twelve (67%) of 

the plot trajectories of the postmodern picture books. Variations of this circular plot 

trajectory also occur in this set of books. Three (17%) of the multi-plot picture books in 

this set also contain this circular pattern in addition to other linear plot trajectories in 

several of their various sub-plots. 

Linear plot trajectories occur in five (28%) picture books' plots within the set of 

postmodern picture books. The protagonist in this trajectory leaves a safe point of origin, is 

involved in an adventure, but fails to return to the same safe point from whence he or she 

departed. 

Unity Thirteen (72%) of the postmodern picture books demonstrate unity with all 

aspects of the visual text and the written text contributing to the meaning of the narrative. 



However, unlike the modem Caldecott set of picture books, five (28%) do not have all their 

parts, their visual text and narrative written text, contributing to and supporting the 

meaning of the narrative. 

Temporal Order of Plot: The postmodern picture books utilize various types of 

temporal order by which the events of the plot unfold. When compared to the modem 

Caldecott picture books, a majority of both sets of picture books' plots occur in 

chronological order. Thirteen (72%) of the postmodem picture books contain a pattern 

wherein events in the narrative occur in a forward-moving, chronological progression 

equivalent to how their events would logically happen. However, a disrupted 

chronological order occurs in five (28%) of the postmodern picture books. 

Although most of the plots in this set of postmodem picture books can be imagined 

as a sequence of events occurring in chronological order, in postmodern picture books 

containing multiple sub-plots, the order and actual time that events occur relative to the 

occurrence of events in the other sub-plots is often unclear. The narratives may neither 

contradict nor totally integrate with one another or the separate narratives may ditTer in 

their description of what occurs. The reader must piece together the chronology of what he 

or she concludes actually occurs in the various sequences and when it happens relative to 

the other sequences. 

The Closed or Happy Ending: Eleven (61%) postmodern picture books of the 

eighteen have structurally and psychologically closed endings that provide closure to the 

problems and events raised within the narrative. There is no indeterminacy as to what 

happens or what could still happen to the protagonist. 
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However, the picture books in, this postmodern set do not always provide structural 

and psychological closure for the reader with a satisfying resolution of the plot's events and 

a happy ending where the characters are left in a state of security and happiness with all 

plot tensions resolved. ITiirteen (72%) postmodern picture books liave a happy ending that 

conforms to this definition in contrast to all (100%) of the picture books of the modem 

Caldecott set. However, it should be noted, tliat the seemingly happy ending itself is 

problematic within this set of postmodern picture books. Should a happy ending be 

completely happy or somewhat happy? Can there be a happy ending with the death of a 

major character? The happy ending in this set of books is not always definitive and is open 

to the personal inteipretation of the reader. 

Ending with Aperture or Partial Aperture: Eight (44%) of the set of eighteen 

postmodern picture books contain an open ending or an aperture with neither the structural 

nor psychological closure expected of the happy, closed ending. When a picture book 

contains an open ending, the reader is left with an indeterminacy concerning both what has 

actually happened and what can he or she conclude about the fate of the characters. 

One postmodern picture book (6%) has complete structural and psychological 

resolution of its primary epic/progressive plot but fails to attain closure for a minor sub-plot 

in the visual text hence an aperture is left for the reader to contemplate. An additional 

three (18%) postmodern picture books contain multiple sub-plot structures that have an 

open ending or an aperture. They may perhaps contain happy endings, but it is unclear 

exactly what their narrative sequence actually might be or should be. Therefore, these 

postmodern picture books, by their very multiple sub-plot nature, fail to either produce a 

happy ending or attain the structural and psychological closure of their various plots that is 
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necessaiy for such an ending. They provide an aperture for the reader who might then 

develop limitless interpretations concerning the characters and, narrative. Moreover, the 

primary plot that a reader might construct from the various sub-plots may or may not 

provide closure. 

Partial Aperture. Three (17%) postmodern picture books fail to attain complete 

structural and psychological closiwe and leave a partial aperture for the reader. Each 

contains a linear plot trajectory with the characters' temporary safety assured, but each 

protagonist's eventual fate is left unclear. The endings are temporarily sati,sfying, but the 

characters' ultimate destinies are never established and the fmal resolution of their 

probiem(s) and the assurance of the characters' permanent safety—that would be expected 

in a structurally and psychologically closed happy ending-is never achieved. 

A summary of the plot findings for the postmodern picture books is included in 

Table 5.1. The number of postmodern picture books that contain a particular element are 

noted as percentages of the set of eighteen picture book. 
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withm the set of postmodern picture books and comparing these to the characteristics of the 

modem Caldecott picture books, I observed differences that reflect the nature of the 

postmodern picture books themselves. 

Lewis has noted (2001) that we "expect stories to follow rales" (p. 91). I have 

identified a group of characteristic elements that the set of modern Caldecott picture books 

rather uniformly contain as a baseline for this contrasting content analysis research. I 

would suggest that the modern Caldecott. picture books are organized around a unified, 

single, circular plot structure, are strictly chronological in nature, and are predictable in 

their introduction and solution to a problem. Their introduced problem is resolved and 

their plot is satisfactorily completed with fsnal narrative closure. No questions or 

emotional responses remain unanswered. Their events occur in a chronological sequence 

with event following event as they would occur in real life. The narratives' passage of 

time, as a part of the natural order, is depicted by the inclusion of the phases of the moon or 

the setting of the sun, by reference to the passing seasons or by the use of time-related 

written text. These Caldecott books provide a comfortable, rather effortlessly 

comprehensible meaning making sequence as their relatively simple narrative sequence 

carefully unfolds for the reader. Belsey (1980) eloquently articulates the normative rules or 

codes for epic/progressive narrative and its plot sequence that also describe these modem 

Caldecott picture book's narrative sequence: 

Narrative tends to follow certain recurrent patterns." It 

turns on the creation of enigma through the precipitation of 

disorder, which throws into disarray the conventionai 

cultural and signifying systems. The narrative moves 
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inevitobly towards closure, which is also disclosure, the 

dissolution of enigma through the re-establishment of 

order, recognizable as a reinstatement or a development of 

the order, which is understood to have preceded the events 

of the story itself (p. 70). 

A particular variation of the standard Epic/progressive plot occurs in the set of 

modem Caldecott picture books as well as in Ae postmodern picture books that are 

similarly based upon folktales, myths or fairy tales. Such plots in both sets of picture 

books are organized around episodic events that occur within their greater epic/progressive 

narrative sequence. The set of modem Caldecott picture books retain their predictable, 

narrative chronological progression and always conclude with a closed ending while, in 

contrast, the postmodern picture books often use the recognizable and predictable 

traditional tale as the basis for playful narrative manipulation or for pai'ody. lndeed> such 

familiar tales are "easy prey for parody because they tend to conform to fairly fixed and 

immutable conventions and are well known and widely dispersed within the culture" 

(Lewis, 2001, p. 97). The propensity for parody by postmodern author/illustrators is 

readily explainable because as such tales tend to conform to fairly fixed and immutable 

conventions, the reader is familiar with the modem Caldecott picture book and is quickly 

able to recognize and respond to any alterations. The postmodern author/illustrator 

seemingly relishes poking fun at the "conventions, manners and affectations of these 

narratives while refusing to accept as natural that which is culturally determined and 

conventional" (Lewis, 2001, p. 97). 
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Thus, the beginnings and, at times, the endings as well as the predictable, episodic 

events of the fairy and folktale included in this set of postmodern picture books are 

manipulated in unpredictable, non-normative ways, leaving questions for the reader and 

shedding light on the narrative sequence itself. For example, the beginning of the Frog 

Prince, Continued is actually the end of the original, modem Caldecott picture book of the 

Frog Prince and the ending of Scieszka's subsequent narrative. The Frog Prince, 

Continued, is actually a new beginning, couched in parallel terms to the initial 

end/beginning. This narrative begins witii an ending and ends with a beginning. Lewis 

(2001) has aptly described and given a potential explanation for this confusing, topsy

turvy, narrative phenomenon: 

The postmodern artist or writer is likely to let the ends remain 

loose and visible. Indeed, they may well be moved to the fore

ground to emphasize the fact that wholeness and completeness 

are not honestly achievable" (p. 89). 

Episodic Plot Stnictures. It should be also be noted that both the postmodern and 

modem Caldecott picture books utilize a similar episodic, epic/progressive plot structure 

whenever the protagonist undergoes a series of trials. This narrative structure is the most 

customary pattern or immutable convention for ordering a narrative sequence of similar 

events. However, tlie postmodern author/illustrators take liberties with the possibilities of 

this conventional narrative form and as they "play with the fixed and immutable shapes of 

stories," they create a "fictive space where new stories can come into being" (Lewis, 2001, 

p. 83). 
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For example, the "new type" of postmodern narrative picture books may expose and 

emphasize the gaps that are natural to any narrative, and by so doing, "reveal the comic 

absurdity of the situation we are left in when textual props are missing" (Lewis, 2001, p. 

96). Hoban's written text and Blake's visual text for How Tom Beat Captain Najork and 

His Hired Sportsmen hint at a series of three complex, testing games that involve Tom, the 

protagonist, but the reader is never perfectly clear as to the competitions' precise nature. 

Hence, the reader's attention is uitwittingly drawn to the narrative itself. He or she is 

reminded that to create a sense of the "real" in narrative, the author/illustrator depends 

upon an adequate economy of significance that is, in turn, governed by convention 

(Stewart, 1984). In Hoban/Blake's case, too little infonnation is provided and the reader is 

left to construct his or her personal version of the three types of sports competitions that 

have taken place between Captain Najork and his hired and sportsmen and Tom. This 

effect similarly occurs in Bumingham's Come Away from the Water, Shirley where 

information is withheld as to how the two sequences of visual text are related. The 

mother's comments on the verso pages clearly relate to the images on the recto, but the 

reader is left to figure out the exact relationship of the two narrati ve sequences. 

Plot Trajectory. Although the circular plot trajectory is characteristic of the modem 

Caldecott picture books, it is subject to variations in the postmodern set of picture books. 

However, some narratives {The Book that Jack Wrote) are seemingly circular, but when 

more closely examined, the circular narrative sequence confiisingly loops back to the 

beginning in a continuous circle thereby "suggesting that unity-the consistency of 

beginning, middle mid end—is in the end simply an illusion" (Lewis, 2001, p. 93). The 

postmodern picture books may have a primary or various sub-plots that follow a linear 
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trajectory that leaves the point of origin but fails to return to the satisfying place of safety. 

They become "fragments or scraps within the natrative matrix that are left to the reader to 

use to compose a personal narrative and ending" (Lewis, 2001, p. 93). Additionally, some 

secondary n»ratives are imbedded within the primary narrative sequence with the primary 

narrative's characters entering the secondary narratives' time/space dimension or 

chronotope (Bakhtin, 1981), interacting with the secondary characters and departing after 

'having altered both formerly predictable narrative sequences {The Three Pigs). 

Types of Plots. The postmodern picture books incorporate a wide variety of 

narrative sequences that are increasingly structurally complex and non-normative. Less 

than half (44%) of the set of postmodern picture books utilize the traditional, 

Epic/progressive plot structure where there is a clear beginning, a simple, chronological 

progression of events that occurs sequentially and a final termination with a predictable, 

pleasing, structurally and emotionally closed outcome. Instead, there may exist a primary 

Epic/progressive plot with a single sub-plot incorporated into the visual text that adds 

humor to the primary plot or a primary epic/progressive plot with multiple sub-plots. Or 

there may be multiple sub-plots present without a primary plot and within the sub-plots 

there may occur various plot variations. For example, one linear, slice-of-life sub-plot 

without a sequence of events or a closed ending may be present with another sub-plot 

containing a circular trajectory and closed ending. The multiple ntUTative sequences 

display a marked degree of flexibility, and they no longer conform to the rather fixed, less 

complex and immutable conventions of the modern Caldecott picture book (Lewis, 2001). 

Eiidiags. The modem, Caldecott set of picture books characteristically contains a 

structurally and psychologically closed, liappy ending. Indeed, the happy ending is one of 
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the foremost criteria in the conventional defioitioos of children's literature (Nikokjeva, 

2002). Yet, less than three quarters of the postmodern picture books contain a plot with a 

closed ending that leaves its characters in a state of security and happiness and with all plot 

tensions resolved. More significantly, almost half of the postmodern picture books 

contains an open ending or aperture without structural and psychological closure in at least 

one of the narrative's plot sequences. Other narratives, with no primary plot but multiple 

sub-plots, contain an indeterminate narrati ve and chronological sequence, thus leaving an 

open ending or aperture for the reader who must then coastruet any one of countless 

potential interpretations for satisfying personal closure of the various open-ended sub-plots. 

It becomes apparent that the characteristic happy ending of the modem Cal decott 

picture book has itself become the subject of postmodernism's aversion to the idea of 

unification and synthesis that is carried out in order to impose an ideological order and 

proper sense of closure upon the narrative (Lewis, 2001). Wlien relationships and 

outcomes are obscure, such as in the four narratives in Macauley's Black and White, told in 

the four quarters of each two-page opening, its sub-plots with shared characters may or 

may not be connected and capable of synthesis. In Macauley's picture book, the reader is 

never instructed as to just how it is all interconnected or even if it may be so, hence 

consistent closure is unattainable other than in the personally satisfying narratives 

constructed by the reader. Postmodern picture books therefore often offer alternative 

indeterminate endings quite different from the more traditional, sati sfying forms of modem 

Caldecott picture book closure. 

The Nature of "Happy." In any discussion of a happy ending, attention, must be 

devoted to the problematic concept of happy. Even by subdividing the concept of narrative 
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closure into structural and psychological closure, there remain troubling, unanswerable 

dilemmas for the researcher/reader. For example, the dying grandfather in Looking for 

Atlantis who directs his grandson to "look for Atlantis" and he will return to the child 

protagonist. However, he remains dead, despite the fact that the child follows his 

directions and discovers Atlantis. There remains for the reader the indeterminacy as to 

what has actually occurred. Did finding Atlantis provide happiness as well as 

psychological and structural closure for the child as suggested would happen at the 

beginning of the narrative? Or is the reader as well as the child protagonist left with an 

irreconcilable dilemma? Even with my study's refining and clarifying the concept of 

narrative closure, there remain instances of indeterminacy for some postmodern narratives 

that are open to interpretation by the reader/researcher. 

Interruption of the Dramatic Sequence. In another sub-sample of the postmodern 

picture books, the author/illustrators introduce a deliberate interruption of the dramatic 

sequence just prior to the ending. This interruption throws the fictional nature of the 

narrative into high relief (Lewis, 2001) leaving the reader with the shocking realization that 

the narrative is not an uninterrupted illusion of a secondary world, but rather, it remains 

merely a constructed, fictional story. The temporary safety of the characters in each of 

these interrupted postmodern narratives is assured within their linear plot trajectories, but 

each protagonist's eventual fate is left unclear by the interruption and non-disclosure of the 

narrative sequence. ITie reader never learns how the characters deal with the frightening 

slime in Bad Day at Riverhend Nor do the readers ever learn how the various characters 

that are the Vmces in the Park resolve tlieii personal psychological conflicts and bring them 

into balance nor what conclusions might be drawn from their shared experience. The 



structural closure of the plot and the psychological closure of th,e characters' dilemmas here 

stand in discrepancy to each other (Nikolajeva, 2002). 

Role of the Picture Book Narrative, hi any discussion of the modem Caldecott 

picture book's narrative sequence, I must make reference to the role of the set's plots, which 

is to generally relay a clear-cut message because children's picture book narratives are 

expected to fulfill a didactic purpose (Nikolajeva, 1996). Indeed, the teaching of the young 

has been perceived as one of the primary roles of children's literature since the Victorians of 

the late nineteenth century (Huck, Hepler, Hickman & Kiefer, 2002). Hence, the yoimg 

audience of the modem Caldecott picture book is expected to assume a rather passive, naiVe 

role as reader. Nikolaieva (1996) suggests that this expected role is supported by "a single, 

uncomplicated authorial consciousness" that orders the events of a narrati ve "according to 

the rigid system" of narrative norms or the canon that establishes how children's literature is 

to be created as well as how children are to behave (p.98). 

The postmodern author/illustrator often does not perceive the picture book as an 

instrument whose narrative structures and conventions need necessarily create another 

fabricated, ordered world of revealed truths governed by strict conventions. Today the 

postmodern author/illustrators are freer to abrogate their responsibility for leading the reader 

through their narratives to ultimate sense and meaning. Moreover, the postmodern 

author/illustrators may now rethink the nature of their role as the ultimate arbiters of 

meaning. Instead, the postmodern author/illustrators may consciously elevate the role of 

their reader to that of an equal participant in the picture book meaning making process 

(Lewis, 2001). 
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Hassan, (1986) sums up my findings for the nature and role of plot in postmodern 

picture books with his brief comment where he notes that the "postmodems prefer the 

openness of brokenness and unjustified margins" (p. 505) rather than the puiposeful 

imposition of the illusion of the artificial, visual unity of the circular plot with both 

chronological order and a closed, happy ending. 

Narrative Voice and Point of View 

By definition narrative art requires a story and a storyteller. 
In the relationship between the teller and the tale, and that other 
relationship between the teller and the audience, lies 
the essence of narrative art R.Scholes & R. Kellogg, 1966 

Definition of Terms; Narrative Voice 

The teller of a story is the narrator. The telling of a narrative or what happened 

and to whom it happened occurs when a narrator reveals a narrative sequence of events to 

a narratee, the reader. The narrator," being distinguishable fi-om the actual author of the 

narrative," becomes the medium through which the narrative is conveyed (Golden, 1990, 

p.55). Hence, the personal perspective of the particular teller (the individual the author 

has chosen to relate the narrative through) will be infused with his or her unique viewing 

perspective. This, in turn, will affect exactly how they choose to relate the narrative. 

Different versions of an event will differ when told by the various characters that were 

involved (Lukens, 1986). Whose thoughts the reader knows and whose view of the 

action the reader follows may often produce quite different narratives. 

The narrative voice is determined when the writer chooses who is to speak and 

decides how much this narrator who speaks is to know (Lukms, p. 129). For this study, 
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I have organized my analysis into five categories that revealed themselves, based upon 

my analysis of my literature review and the set of raodeni Caldecott picture books. I 

examined five categories of narrative techniques by which a writer may choose to tell the 

narrative (Lukens, 1986; Nikolafeva, 2002). Each category provides particular limits as 

to what specific knowledge the narrator might have about the narrative events and 

characters. 

With the first person participatory narrator, the narrator tells a story in which he 

or she is actually presetit, has participated in or has directly observed. However, 

there is also the first person non-participatorv narrator who does not directly participate 

in the series of events and knows only what has been explicitly revealed to him or her by 

another character or what he or she has been able to subjectively deduce from what is 

known (Golden, 1990; Charters, 1995). Increasingly, first-person narration in 

postmodern children's literature uses a child as the verbal narrator. 

In the second category, third-person omniscient narration, the narrator is not 

directly involved in the narrative. Here the omniscient narrator is depicted as viewing the 

events from a distance and not as a participant in the story (Charters, 1995; Nikolajeva & 

Scott, 2001). Thus, such narration is communicated to the reader by a detached, 

anonymous observer or adult narrator from above who refers to all the characters as "he" 

or "she"(Golden, 1990). 

The third person omniscient narrator may present himself or herself as all-

knowing or as an omniscient being who is able to directly tell the reader about any and all 

events that have occurred, are occurring or will occur in the plot of a narrative. The third 

person omniscient narrator will also be able to penetrate the thoughts and feelings and 
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motivations of every character (Charters, 19955 Nikolajeva & Scott, 2001), The presence 

of this type of narrator can often be detected in the picture book's written text with the 

inclusion of a summarization of events that have occurred or with the presence of 

comments on the events and the actions of the characters. 

The fourth category, the limited omniscient narrative voice, tells the story in the 

third person while concentrating or focalizing on the internal thoughts and feelings and the 

significant past experiences of one character (Lukens, 1986). With the use of'this style of 

narrative voice, the narrator may focalize primarily on the actions, thoughts and 

experiences of the protagonist or multiple protagonists. Lastly, dialogue is an interchange 

of verbal comments and the resulting responses between two or more persons or between a 

person and something else, such as a computer (Harris & Hodges, 1995). 

Definition of Terms: Narrative Point of View 

For the purposes of this study, I have distinguished between the narrative Voice 

that is the individual or medium through which a narrative is relayed to an audience and 

this particular individual's or medium's viewing perspective. The viewing perspective is 

the perspective or orientation of the narrator with respect to the story as well as with 

respect to the audience to whom he or she is narrating (Scholes, 1974, p. 166; Golden, 

1990; Chatman, 1978). The narrative viewing perspective answers the questions: "Who 

sees?" "How limited is the vision and does the vision shift?" 

Because of the sparse narrative and extreme brevity of the picture book, 1 have 

chosen to adapt and simplify the original concepts developed by R. Genette (1980) to 

investigate the nature of the narrative voice's perspective in my two sets of picture books 

(Scholes, 1974). My first category that describes a particular point of view, is called a 
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non-focalized external nafrati ve point of view. In this type of narrative, an omniscient 

narrator knows more tlmn the character and says more than any one of the characters 

knows. This narrator stands outside the narrative events of the story. 

The second category, the internally focalized narrative point of view, occurs when 

llie narrator reveals only what a particular character knows. However, the narrator may 

assume "multiple points of view where the same event or character may be viewed or 

focused upon by different characters" (Golden, 1990, p. 59). Tliis point of view is 

developed from inside the narrative. 

The third category for point of view, variable focalization, involves a combination 

of both an outsider point of view and an insider point of view within one children's 

picture book narrative. 

Lastly, there is the non-narrative picture book point of view where the author may 

deliberately give the impression of a non-narrated text but then may include certain 

elements in the written or visual texts such as postcards, letters, newspaper clippings, 

posters or advertisements. Although these artifacts may seem irrelevant for the primary 

narration, they may have been included to "provide additional comments and/or a particular 

interpretive strategy for the narrative" (Nikolajeva & Scott, 2001, p.l 18). 

Narrative Voice and Point of View 

For the written textual elements of narrative voice and narrative point of view, the 

second inclusive category, I analyzed each of the picture books in order to ascertain the 

medium through which the narrative is relayed to an audience and the orientation of the 

narrator with respect to tlie events narrated in postmodern picture books. The definitions 

of various elements composing the sub-categories were refined and several sub-
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categories were discarded as they either failed to apply to the succinct picture book 

narrative in my sample or they remained unchanging within the books. 

Characteristics of the Modem Caldecott Picture Book Set 

Initially, I analyzed the modem Caldecott set of books in order to determine a 

baseline tliat permits me to recognize any changes in the medium through which a 

postmodern picture book narrative is told within its written text. The Caldecott books 

characteristically utilize a detached, anonymous, observing third person narrator to relate 

their nan'atives. The reader is generally unaware that a narrator is telling a story because 

the narrator's role is to unobtrusively relate a sequence of events in a straight forward 

manner that a reader can easily follow. For example, Max's story in Where the Wild 

Things Are is begun with the sentence: "The night Max wore his wolf suit and made 

mischief of one kind and another and his mother called him "WILD THING!" Or in The 

Biggest Bear " the narrator comments, "The bear was hungry. So Johnny gave him 

pancakes." The focus is upon Max's and Johnny's actions and the narrator remains in the 

background while guiding the reader through the protagonists' stories. 

The modem Caldecott set of picture books rarely uses Limited Third Person 

Omniscient narration or Limited Omniscient Character Narration. In The Little House, 

Limited Third Person Omniscient nanration is used to concentrate on the evolving story 

of a little house in the country that is engulfed by encroaching civilization and then 

rescued by descendants of its original owner. The stor>' concentrates on the physical and 

emotional responses of the personified little house that are detailed as the seasons and 

civilization surromiding it change. Only the Caldecott picture book, The Judge, contains 
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a patterned, multiple character,, Limited Onwiiscient Character narratioti to relate the 

characters' participation, in, a rhyming dialogue with the iinrespomive judge. Its narrative 

is cleverly developed without tlie presence of any other narration other than the voices of 

the characters. However, this is the only modem Caldecott picture book in the set that 

relies on its clmracters to tell the story. 

Findings for Narrative Voice and Point of View 
for the Postmodern Set 

The postmodern picture books employ a variety of na,rrative techniques. Seven of 

the books (39%) utilize a first person participatory narrator in a variety of innovative 

ways. Browne's Voices in the Park uses four characters to relate their individual 

narratives during their simultaneous visits to the park.. They are the narrators relating 

their personalized version of events that occurred. In Wiesner's Three Little Pigs the pig 

characters remove the written text from the page, capture the words in a basket and then 

use the letters to spell out tlieir own personalized ending comments for their story, "And 

they all lived happily ever aft..In Comet's Nine Lives, Brett's feline protagonist, 

Comet, initiates each episode with a personal comment on events that have just occurred. 

With the comments, printed in italic typeface, on the nature of his previous experiences, 

his personality and his thoughts are injected into the narrative. Otherwise, an impersonal 

omniscient narrator describes his adventures and how Comet subsequently loses eight of 

his nine lives. McCauley's Black and White contains a narration by the daughter of a 

family who describes an episode with her working parents' strange behavior that 

mystifies her and her younger brother. This is one of four separate narratives, all 

employing different narrative methods. Cherry's Armadillo from Amarilio participates in 

a personalized conversation with his fellow arm,adi!lo relative that resides in the 
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Philadelphia Zoo. Fie sends a series of handwritten p08tca3*ds with comments and 

personalized responses to his experiences that are concurrently narrated by a third person 

omniscient narrator in the primary narrative. Lastly, Hieronymus Bosch's beleaguered 

housekeeper articulates her multiple grievances and emotional responses within the 

rhyming narrative that is provided by the unseen omniscient narrator. 

Only one book (6%) in the set of postmodern picture books. Black and White, 

incorporates the first person non-participatory narrator. This anonymous individual voice 

provides intermittent reports on the status of the late commuter train for the waiting 

commuters. It never participates in the najxative in any other fashion but provides a 

rudimentary, repetitious narrative as both the depicted commuters and the reader await 

the arri val of the train. 

Omniscient third person narration is used in twelve (67%) of the eighteen books. 

This remains tlie predominant narrative technique in postmodern picture books just as it 

was in the modem Caldecott set. However, omniscient narration in postmodern picture 

books is often utilized in conjunction with first person participator}' narration. This 

combination enables the author to provide an impersonal narrative and also to include the 

personal responses of the characters through the medium of their own words. 

Limited third person omniscient narration is used in three of the sample of 

eighteen (17%). Two of the three books couple this form of narration with other forms. 

Comet, the cat, begins each episode with personal thoughts in italicized text. In the 

sparsely narrated Dylan's Day Out, Catalanotto describes the actions of the non-speaking 

dog. Hence, Ae narrator Indirectly represents the dog despite the lack of pereonalized 

comments by the dog. 
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Dialogue is also included with the narration in many of the books in the two sets, 

Caldecott books generally contain very limited dialogue. For example, in Sendak's 

Where the Wild Things Are, a brief exchange of two sentences between Max and his 

mother leads to his mealless expulsion to his room and his fantasy adventure with the 

wild things. In the set of postmodern picture books, thirteen (72%) of the eighteen 

picture books incorporate dialogue into their narratives. However, others do not. One 

book is semi-wordless (Dylan's Day Out), Dylan, the dog who is incapable of speech, 

participates in, Ms heroic adventures in a wordless fashion underscoring his identity as a 

dog that is incapable of speaking like a human. Another postmodern picture book finds 

the omniscient narrator conversing with his .silent bear protagonist (Bear Hunt). In 

Scieszka's The Book that Jack Wrote, a series of events is chronicled with no spoken 

language additions provided by the characters involved. 

Two (11%) other dialogue variations occurr in the set of postmodern picture 

books. For example, in Come Away from the Water, Shirley, the mother engages in a 

running monologue about what seemingly is occurring. However, it should be noted that 

this could also be a dialogue. As parents frequently speak to children and receive no 

response, this could be a dialogue between the mother and her daughter where the child 

participates with gestures without providing any vocal responses to the admonitory 

expressions issuing from parent. The bear in Browne's Bear Hunt takes a walk with his 

magic pencil and is warned of danger by the omniscient narrator. Bear never speaks, but 

responds to the admonitory spoken text of the narrator-thus avoiding the actions of the 

pursuing hunters. In these examples, the characters seemingly respond to each other in 

the visual text without engaging in a conventional dialogue in the narrative's written text. 
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ft is left to the reader to complete the conversation between two or more characters by 

filling the written text's narrative gap with a reading of the accompanying visual text. 

Table 5.2 presents the forms of narration and points of view that were used in the 

set of postmodern picture books. Each percentage represents the percentage of the 

eighteen books in the postmodern set that contain that particular element. 

Table 5.2 Results of the Analysis of Narrative Voice and Point of View 
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Postmodern 
Set 44% 6% 67% 22% 12% 72% 56% 61% 28% 

Discussion of Nawative Voice and Point of View 

Readers and author/illustrators generally take "the illusion" that happens to be the 

story world for granted (Lewis, 1996). We pick up a picture book and we expect to 

submerge ourselves in the illusion of a series of living events that will occur in a secondary 

fictional world in the mode of a virtual, past (Laiiger, 1957). We expect a sense of 

decorimi and unconsciously take for granted the adherence of the author/illtistrator to 

certain shared, unrecognissed conventions within the fictions we read (Lewis, 2001). 

Because this secondary world does not mirror the actual world but is a carefolly 
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orchestrated fabrication, composed of discourse and visual text, we are able to enter it. only 

by reason of the feet we have the literary competence (Culler, 1980) or share tlie 

knowledge of the conventions to interpret and synthesize the infonnation parceled out to us 

(Lewis, 1996) by the author/illustrator. In the set of modem Caldecott picture books it 

becomes readily apparent the shared normative codes and conventions that are utilized to 

bring about this seemingly effortless process. I will describe them in order to contrast the 

nature of the shifting codes and conventions of usage that may be found within postmodern 

picture books. 

Stories must be told. Therefore, there must be a medium or a narrative voice 

through which the story is communicated to the audience. In the set of modem Caldecott 

picture books this voice is almost uniformly an omniscient, impersonal, all-seeing 

gender-neutral narrator who describes the sequence of events of the narrative. Tlie 

responsibility of such a narrator is to guide the reader towards sense and meaning, to 

summarize and to comment upon events thereby directing the reader as to what to notice 

and how to interpret what he or she sees (Lewis, 2001). Though we are not usually aware 

of it and it would seemingly be less important in the brief, modem Caldecott picture 

book, the narrator metaphorically takes the reader "by the hand" and leads the reader 

through the narrative maze and indicates how to make sense of everything (Lewis, 1996). 

The narration is carefully ordered in such a way that the various voices, the actions of the 

characters and the various events are interwoven into a "sophisticated artifact" (Lewis, 

2001) that is readily understood with the minimum of effort by the reader. Hence, the 

nature of the narration or the telling is critical to what narrative meanings emerge. Very, 
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very rarely does a character intrude upon or supersede the omniscient iwrator with a 

first-person narration. 

Additionally, in modem Caldecott picture books there is a non-focalized point of 

view firom which the narrative is related that penetrates the minds of the various 

characters to describe their feelings and motivations (Golden, 1990). Rarely does internal 

focalization occur where the narrator says only what a given character knows (The Little 

House). Other narrative elements are seldom introduced and the focalization does not 

change. Hence, the same "person" both sees and speaks in modem Caldecott narratives. 

The postmodem picture books also rely upon the convention of third person 

omniscient narration to lead tihe reader through tlie narrative sequence. Sixty-seven 

percent (67%) of the postmodem picture books rely upon this narrative technique. 

However, instead of solely utilizing this impersonal narrator to provide the reader with 

rather generic information concerning the thoughts, motivations and feelings of the 

characters, in the postmodem narratives, the responses of the characters themselves, in 

their own spoken text provide added dimensions to the postmodern narratives. 

The use of the first-person narrative voice in postmodern picture books cleverly 

provides for the inclusion of the characters' personal responses to events. Thus, by 

including first person narrators, the author/illustrator is able to further explore the 

"internal psychological and emotional" natures of the characters as well as their 

motivations (Barthes, 1977). Moreover, the narrative world is now filtered through their 

various perspectives rather than that of an impersonal, non-focalized narrator. The 

characters shape the information provided, or what happens to whom in which situation 

by "offering a stance" to the "stoiy world's events" (Golden, 1990). Thirty-nine percent 
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of the postmodern narratives utilize a first person narrator (or narrators) who participates 

in the telling of the narrative while none of the modem Caldecott picture books do so. 

The modem Caldecott picture books include dialogue in their narratives but it is 

limited and rather marginalized in relation to the primary naitative sequence of events. 

In contrast, the postmodern nawatives also include dialogue but, in so doing, play with 

the conventions of dialogue itself. For example, a dialogue requires a participant who 

speaks, upon which the other participant responds to what was just said in a socially 

structured, rule-governed interaction (Sacks & Shegloff, 1974; Gofl[inan,1967). 

However, with several of the dialogues that occur in the set of postmodern narratives 

there are the requisite two participants but only one speaks. The other participant does 

not give an expected (A response is required for proper interpersonal speech etiquette.) 

response with either spoken text or illustrated actions or gestures (Come Away from the 

Water, Shirley; Dylan's Day Out; Black and White). Thus, the dialogue, having lost its 

socially structured, predictable internal cohesion may in actuality have become a 

monologue. The reader is left unsure as to how the characters relate to one another as the 

conventions for social dialogue have seemingly broken down or been violated. The 

reader is left to construct personal sense and meaning from non-conventional and 

consequently unpredictable behavior. 

Although postmodern picture books stay somewhat tied to the mainstream 

written textual norms, they also play with them. The characters, such as those in Voices 

in the Park and Black and White (Story 3), themselves tell the narrative in their own 

spoken text without an omniscient narrator. In these postmodern naristives, Ae 

characters are brought forward and are revealed as multi-dimensional, unique 
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personalities. As a result, the gentle, kind, ordinar)', colorless people in the ordered, 

predictable modem Caldecott story world, where all problems are dealt with and loose 

ends tied up, are replaced by distinctly differentiated indi viduals whose inner life, 

disagreeable traits and behaviors, problems and relationships are intimately revealed. 

Again, I must suggest that the voices in postmodern picture books are left "loose and 

visible" and the reader is left to construct personal sense and meaning for the picture 

book as a whole (Golden, 1990). 

In postmodern picture books' multi-voiced as well as first person narratives, the 

omniscient narrator has abrogated responsibility to guide the reader into a interpretation 

that gives coherence to the various voices out of which the narrative is woven (Lewis, 

1996). As a consequence, the various discourses become free floating and the reader is 

left with a sense of disorientation. The postmodern author/illustrator has thusly fore

grounded the reader's unconscious reliance upon the "self-effacing," unobtrusive 

narrating voice that clarifies just exactly "what is going on and how it will be resolved 

into a convincing whole" (Lewis, 2001, p. 266). 

The multi-voiced narrative also reveals other postmodern characteristics. It 

focuses attention upon the reader's unconscious expectation that the narrative will be 

shaped and ordered in such a manner that the problems introduced are resolved and there 

is satisfactory closure. However, for the postmodern thinker, the idea of order is merely 

an illusion—just as wholeness and completeness are not possible (Lewis, 2001). There is 

no ultimate truth. Each character speaks his or her personal truth. Therefore, in 

postmodern picture books, there is a dissolving of conventional boundaries and a 

fragmentation of wholes that precludes any one correct way to tell the stoiy. It is left to 
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the reader—^not the omniscient narrator-to tidy up those loose ends that may still exist 

(Lewis, 2001). 

In modem Caldecott narratives there is a definitive separation between the unified, 

ordered fictional world of the picture book aiid the world of the author/reader. Both the 

chai'acters and the author/illustrators occupy conventionally assigned places and roles. 

The character is expected to interact with other characters within the fictional world and 

according to the designated plot or narrative sequence. The author is expected to stay in 

the background as an unobtrusive presence whose work has been completed. However, in 

postmodern picture books the author/illustrator may play with these conventions and 

refuse to stay in his or her conventionally assigned place. For example, in Bear Hunt, the 

author/illustrator's voice intrudes into the fictional actions of the characters and into the 

narrative sequence and interrupts the discourse of the omniscient narrator relating the 

Bear's adventure. Thus, the author/illustrator moves forward onto the stage of his own 

fiction and assumes a role that he would not normally occupy. And, in so doing, interrupts 

the action, prompts the protagonist to take new actions, disturbs the e.xpectations of the 

reader and foregrounds the fictional nature of the narrative itself Additionally, the 

unspeaking character. Bear, leaves his conventionally assigned role of character and 

assumes the role of the author/illustrator as he draws his narrative solution to the various 

crises in which he finds himself In Wiesner's The Three Pigs, the characters reach up and 

remove the written text of their narrative and in the next opening proceed to rearrange the 

letters, thereby assuming the role of the author/narrator as they compose a new ending 

with the existing letters (Figure 5.23). ITie unreal fictional pig character assumes the role 

of authorship and creates the ending of his own narrative. In both cases, inviolate 
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Iioraiative boundaies have been, breached and, the constructed ness of narrative is ttirown 

into sharp relief (Lewis, 2001; Nikolaieva & Scott, 2001). Perhaps the boundary-

breaking flouting of conventions in postmodern picture books reflects the changing role 

or purpose that such books might be expected to fulfill. Modern Caldecott narratives have 

historically been seen as an entertaining and didactic devices that provides the written text, 

the supporting visual text and a satisfying narrative tor the young child who will 

eventually become a reader and "owner" of the conventions that organize narrative fiction. 

Postmodern narratives, on the other hand, recruit the reader into a "textual game" whe,re 

rules are broken, conventions flouted much as in the child's creative world of play (Lewis, 

2001). The responsibihty for meaning making has now often shifted from the 

author/iilustrator/narrator to the reader. 

Figure 5.23 Pig cliaracters 
rewrite their ending 

Textual Codes and Lan,guage Structures 

We can't read we!! witliout understattding tlie m,eaning of words. 



243 

without mderstaBding the clever ways words link to form 
sentences, without understanding how those words and sentences 
turn themselves into anything from books, paragraphs, and 
stories, to shopping lists, Valentine's cards, magazines. Mem Fox, 
2001, p 83 

Patricia Waugh (1984) has noted that "language's fonction is to construct and 

maintain our sense of everyday reality" (p, 3). With language, we extract, from the 

countless impressions that bombard us and the countless experiences we undergo, and we 

create a new structure of comprehensible order, Nodelman (1988) notes that information 

theory teaches that without structure, without a code, a system is useless. Campbell 

(1982) likens this freedom from a shared structure as "indistinguishable from noise" (p. 

263). Because a narrative is constructed with and through written text, certain self-

contained codes and conventions are required for its effective use as a shared sign system 

that creates the particular reality of a picture book narrative. Hence, it became apparent to 

me as I critically examined the picture books that perhaps some changes or shifts might be 

revealed when the textual codes and language structures when the set of postmodem 

picture books is compared to the characteristic structures of the set of modem Caldecott 

picture books. 

As in the case of the visual text, some conventions remain relatively unchanging. 

For example, the drama of the unfinished sentence or the turaing-of-the-page to discover 

what will happen next occurs throughout both sets of picture books. Sixty (60%) percent 

of the modem Caldecott picture books and forty percent (40%) of the postmodern picture 

books used this narrative page-tiiming device. 



244 

Nodelmaii (1.996) has observed that because children's narrative literature 

"focuses upon action implied through few words" (p. 160), it is often construed therefore 

as consistiEg primarily of a "simple" vocabulary. Prompted by his observation, I 

attempted to examine the nature of the vocabulary utilized within the picture books. 

With in the set of modem Caldecott picture books, I found that the authors did not 

hesitate to utilize the appropriate "difficult" word in their narratives. But because the 

vocabulary words with less common oral usage and more complex meaiiiiigs appeared 

within a context of "simpler verbal and pictorial information" (p, 161) their meaning 

could be readily ascertained through contextual cues. 

However, 1 discarded this aspect of my analysis of the two sets of picture books 

because 1 was unable to develop a methodology that would reliably distinguish between 

what would be construed as a "simple" word and what would be recognized as a more 

"complex" or "difficult" word. Most of the picture book narratives included vocabulary 

that would not be heard in the spoken vocabulary of a six or seven year old. For 

example, in Brown's Once a Mouse the narrator notes, "The tiger felt offended and 

humiliated." 

The Goodman (1994) Sociopsycholinguistic model of reading also clarifies why 

the examination of vocabulary is problematic because language must be examined within 

its meaningful context and not removed as individual words from the text because 

meaning making or comprehension-not word identification-is the purpose of reading. 

Smith (1994) has noted that "immediate meaning identification makes unnecessary the 

prior identification of individual, and comprehension of a passage as a whole facilitates 

the comprehension and, if necessary, the identification of individual words" (p. 166). 
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Hence, the picture book narratives atid their respective vocabularies in the set of modem, 

Caldecott picture books are readily understood by most six and seven year old children 

when read with the written language used in a meaningful narrative context (Goodman, 

1988) because a child who has been exposed to a variety of narratives will readily 

understand a "difficult" word that might be considered to be incomprehensible to an older 

child without the same narrative experience, experiential background or understanding of 

narrative (Nodelman, 1988; Fox, 2001). I was unable to determine an answer to the 

question: What, therefore, defines a picture book word as a "difficult" vocabulary word? 

With the sub-category of vocabulary complexity discarded, I was left with the 

structure of the sentences in the written text. 

Definition of Terms 

Narrative is the most "common and effective way of ordering our world" (Hardy, 

1978, p. 13). Authors use language to create narrative. Within their narratives, ideas are 

organized into meaningful written language units or rhetorical patterns that involve 

sentences of varying lengths and complexity (Charters, 1995). Because written language 

is an abstract system, common to both the sender and the receiver (Lotman, 1977), it 

makes the very act of communication of potential aesthetic messages possible. However, 

it must be noted that for this study, I examine the particular nature of the written text of 

the author/illustrators of modern Caldecott picture books rather than any more abstract 

aesthetic message. 

When a writers choose a certain genre or fashion of presenting a narrative, they 

are also choosing the language with which they intend to address the reader (Lotman, 



1977). Because the sequence of action that is the narrative must be contained within the 

approximately thirty-two pages of the picture book, the author roust provide a written text 

that is succinct and brief (Huck, Hepler, Hickman & Kiefer, 2001). Hence, the nature of 

the language patterns used to convey a narrative assumes great importance In the picture 

book(Lotman, 1977), 

I define a simple sentence as a group of words expressing a complete thought that 

has one independent clause with a subject and a verb and no subordinate clauses 

(Warriner, WMtten & Griffith, 1977). A complex sentence is a sentence that contains 

"one independent clause and one or more subordinate clauses" (p. 123). A sentence with 

two independent clauses is also defined as complex. I define an incomplete sentence as a 

group of words or a phrase that does not express a complete thought and "can not stand 

by itself (p. 106) as a meaningful unit. 

For this study, I analyzed the written texts of the modern Caldecott picture books 

and identified the nature of the written language patterns or codes that were used to relate 

their narratives. I identified the structure of each sentence in both sets of picture books. 1 

then compiled a ratio of the number of complex sentences to the number of simple 

sentences for each picture book. I also noted the number of phrases and/or incomplete 

sentences. 1 then used the base line ratios of the modem Caldecott set of books as a basis 

for comparison with the sentence ratios of the postmodern picture books. 

Characteristics of the Modem Caldecott Picture Book Set 

The sentence patterns in the written text of the various modem Caldecott picture 

books consist of a mixture of some simple and many complex sentences. The sentences 
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in the set of modem Caldecott picture books, although devoid of most adjectives, are often 

quite complex in stractiire. Because of the nature of the picture book with its combination 

of both visual aiid written texts, a sentence can be quite complex and remain 

comprehensible to a young reader. For example, the majority of the narrative in Sendak's 

picture book, WTtere the Wild Things Are, consists of one lengthy, complex sentence. This 

sentence extends over several pages and demonstrates the multi-clause, structural 

complexity' that may be found in a picture book narrative; 

That very night in Max's room a forest grew and grew— 

and grew until his ceiling hung with vines and the walls 

became the world all around and an ocean tumbled by 

with a private boat for Max and he sailed off through night 

and day and in and out of weeks and almost over a year 

to where the wild things are (1963, n.p.). 

Sendak's written text is completed with twelve sentences. Two of these sentences consist 

of a simple subject and a verb. The remaining sentences are complex sentences that are 

constructed with a variety of multiple clause combinations. 

The modem Caldecott picture books (not written in verse) contain more complex 

sentences than simple sentences. An analysis of the Caldecott non-verse picture books 

revealed that all but one (1.6 times more complex than simple sentences) of the Caldecott 

books' written texts arc told with two (2 Caldecott picture books), three (3 Caldecott 

picture books), or five (2 Caldecott picture books) times more complex sentences than 

simple sentences. 



The narrator in the tmodem Caldecott picture books and all the participants in the 

written text's dialogue and sequence of events share the same v^orldview and the same 

uniformly standard, formal style of speaking. Hence, the sentence structure of the 

narratives' written text reflects this uniformity. 

Findings for the Postmodern Picture Books 

The set of postmodern picture books contain a wide variety of sentence structure 

combinations. Three picture books {Black and WhUe; Voices in the Part, Tlte Three Pigs) 

contain multiple narratives with different sentence pattern combinations within each of the 

narrative sub-plots. For example, the complex to simple ratios vary within the four 

seemingly separate nanratives contained in the picture book, Black and White. The first 

upper verso narrative (50 total sentences) that is told by a child narrator contains sixteen 

complex sentences and thirty-four simple sentences. The lower verso third nan-ative (47 

sentences) contains 23 complex sentences and 24 simple sentences. It is told by the young 

daughter, hence the greater number of simple, "child-like sentences"(Nodelman, 1986). 

The fourth (2 complex compared to 4 simple) narrative also contains fewer complex than 

simple sentences. It is the story of a herd of cows wandering through the countryside. 

However, the second narrative that consists of formal train station announcements 

contains six complex and three simple sentences. With the varied nature of the narratives 

and the varied nature of the narrator, sentence structure varies. Similar variety occurs in 

the other multiple narratives and provides an added layer of meanings to the individual 

narratives. 

In contrast to the modem Caldecott picture books, the postmodern picture books 

utilize more simple sentences to relate their written narrative texts. Seven (38%) of the 
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eighteen books contain significantly more simple sentences than complex. For example, 

when the three pigs (llhe Three Pigs) abandon their traditional, fairy tale narrative 

composed of complex sentences and move into other picture book worlds, the codified 

fairy tale language of complex sentences also changes into many brief incomplete 

sentences that would be characteristic of pigs (or children) engaging in everyday, informal 

conversation. During the Watts riots, the young boy protagonist of Smoky Night relates 

his story and his escape from a fire in his apartment building with many short sentences 

that would be chaj*acteristic of a child dealing with danger and adults expressing quick 

commands and comments. The Rabbi speaks simply to the childliJce Golem and the 

Golem answers liim in brief childlike statements. 

A third postmodern picture book. Bear Hunt, uses an amalgam of short sentences 

within a choppy, narrative sequence. Such short-sentence natrative writing, aside from 

conversational exchangeSj is often thought to characterize children's narrative literature 

(Nodelman, 1986; Tunnel 1 & Jacobs, 2000) but, apart from this narrative, this style of 

written text is not apparent elsewhere in either the modern Caldecott or the postmodern 

picture books. 

Sentence structure in postmodern picture books is frequently subtly altered to fit 

the demands of the narrative and the age, the personality and social status of the individual 

speaking. For example, Tom {How Tom Beat Capt Najork S His Hired Sportsmen) 

responds to adult authority figures initially in the narrative sequence with a very brief, 

non-con-frontational, affirmative response, "All right." However, after Tom, defeats the 

domineering, powerful adults in vari,ous sports matches, Ms comments ciiarige from 

simple sentences to complex ones, underscoring the psychological change that he has 
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undergone and the altered power balance between Tom, the child, and the defeated adult 

authority figures in his life. 

Table 5.3 summarizes the number of complex sentences in relation to the number 

of simple sentences found in postmodern picture books. Also included are the 

postmodern picture books with an inverted complex/simple ratio, books with equal 

numbers of complex and simple sentences as well as books with incomplete sentences. 
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Discussion of Sentence Structure 

In summary, modem Caldecott picture books written in prose characteristically 

contain a ratio in which complex sentences occur from two to five times more often then 

simple sentences. It should be noted that because of the unique nature of narratives 

codified in verse structures, the two narratives written in verse were not included in these 

numbers. 

In the set of modem Caldecott picture books, the narratives that are in verse differ 

slightly from the picture books in the set that contain non-rhyming narratives. For 

example, one rhyming modem Caldecott picture book's number of complex sentences 

exceeds the number of simple sentences it contains by one sentence (Madeline's Rescue). 

The other rhyming narrative written in verse (The Judge) contains far fewer (11/32) 

complex sentences in its cumulative, repetitive, patterned text. 

Postmodern picture books with a prose written text reveal a different ratio of 

complex to simple sentences than the baseline ratio characteristic of the modem 

Caldecott picture books. Unlike the modern Caldecott set of books, eight (45%) of the 

eighteen postmodern picture books contain fewer (33%) or the same (12%) number of 

complex sentences to simple sentences. One picture book {Bear Hunt), designed for the 

very young child, depicts the adventures of a very small bear. It contains primarily 

simple sentences. Books with child narrators, with dialogue directed at children, or with 

dialogue occurring amongst animal or liberated fairy tale characters also tend to include a 

greater number of shorter sentences in tlieir written text. 
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The postiBodem picture books differ from the modem Cakiecott picture books. 

The postmodern set also contains picture book (5) written texts that use incomplete 

sentences. And, a significant number of the postmodern picture book set have inverted 

the ratio, opting to use simple rather than complex sentences in greater numbers. Hence, 

there exists a greater variety of sentence structure combinations within postmodern 

picture books and less regard for the conventions of complex/simple sentence structure 

usage that would be characteristic of the modem Caldecott picture book's written text 

(Lewis, 1990). 

Indeed, White (1980) would suggest that narrative is a human universal or 

metacode on the basis of which we transmit trans-cultural messages about the nature of 

the world of reality we share. How we perceive the world is deeply imbedded within the 

structure of the written language of narrative and its codes and conventions. 

Intertextuality 

Every genuinely important step forward is accompanied by a return to 
the beginning...more precisely, to a renewal of the beginning. Only 
memory can go forward. 

M.Bakhtin, 1978, xv 

Any stoiy presupposes the existence of other stories. For both teller 
and listener, threads of connection exist, threads of many different 
kinds—shapes, devices, signals, echoes, explicit references and more 
generally a sense of how a story belongs to others as a verbal act It 
is a story, I now realisse, which is not only dependent on intertextuality 
but is actually about intertextuality, which is to say that a story only 
exists as a stor\' by virtue of the existence of otlter stories. 

H. Rosen, 1984, p.23 



254 

...the single text is valid for all texts of literature, not in that it 
represents them (abstracts and equalizes them) but in, that literature 
itself is never anything but a single text: tlie on,e text is not an,...access 
to a model but entrance into a network with a thousand entran,ces; to 
take this entrance is to aim, ultimately, not a legal structure of norms 
and departures but at a perspective (of fragments, of voices from other 
texts, other codes)...each (single) test is the very theory of this 
difference. R,. Barthes, 1975, p 12 

Narratives or "stories are as they are only because others exist: they are 

'intertextuaF " (Rosen, 1984, p. 15, italics those of author.). Each picture book in this 

study consists of an organized collection of written text and other signs that are 

purposefully joined together by shared written textual codes and visual conventions in 

order to form a meaningful narrative (Nodelman, 1992; Stephens, 1992). Although we 

are tempted to assume that each of the twenty-eight picture books in the two sets is 

wholly separate and unique, being the combined product of an author/illustrator or an 

author and an illustrator's inspired, solitary creativity. In actuality, each is, in fact, part 

of a vast, interconnected network of language, patterns, and images and shared 

meanings. Indeed, all literary, filmic, television, dramatic, dance and artistic creation is 

interconnected and interwoven into a socio-cultural network of ideas and narrative 

texts, visual texts and emotions (Nodelman, 1992). Bakhtin has noted that literature 

and art are created in a continuous conversation (dialogue or discourse) between 

creators in which "each new piece of art or literature is a new line in the conversation" 

(Nikolajeva, 1996, p. 153). "No picture book exists in isolation firom other narratives 

or from, their conventions and genres" (Stephens, 1992, p.84). 

For the purposes of this study, intertextualitv is defined as the meaning making 

process (Rosen, 1984) that makes connections between a focused text and other texts as 

well as makes interpretations of one picture book's written and visual texts by mea).is of 
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"previously created, concurrent or tuture artistic md picture book texts" (Beaugrande & 

Dressier, 1981, p. 182). In order to understand the concept of intertextuality, we must 

understand its root word, text. Rather than the conventional, narrow conception of text as 

letters and words (Stein, 1967), text is here more broadly defined. For this study, the term 

text indicates a meaningful configuration of signs that is intended to communicate (Siegel, 

1984) or any "chunk of meaning that has unity and can be shared with others" (Short, 

1992, p. 315). Hartman (1992) has described text by including both linguistic and non-

linguistic signs, thus noting that it may be "a gesture, a thought, a structure, a fiinction or a 

piece of art, music or drama"(p- 296). This wider view of text permits the reader, and also 

the researcher, to construct meaning from otiher sign systems or texts. 

Sign systems that a reader or researcher may consider in a search for patterns that 

coimect to make sense of the world (Harste, Woodward, & Burke, 1984) include; dance, 

drama and opera, music and song, oral narratives, mathematical equations, sculptural 

works of art, famous paintings and other works of art or quotations. In a sense, then, all 

texts or sign systems inhabit an intertextual space because they never exist in isolation 

from other texts or from their conventions and genres (Stephens, 1992). Hence, 

intertextuality is analogous to the "intersubjectivity which human individuals experience 

in their day to day existence and which gives shape and purpose to individual subjectivity" 

(Stephens, 1992, p. 84). The picture book is unique because it is "unlike the relatively 

fixed and stable genres of fiction" for it constantly evolves through its "assimilation of the 

images, discourses and text types generated outside it" (Lewis, 2001, p. 76). 

1 examined several types of intertextuality for this study. By looking at a specific 

picture book that Miller (1985) defines as "the immediate object of attention" (p. 21) or 
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the focused text (Stephens, 1992. p.84), I sought to explore ways that a focused text 

might stand in some kind of relationship with other pre-texts that could be classified 

within specifically defined categories (Allen, 2000. p. 11). My examination has taken 

place on two successive levels: first, a mimetic level which tries to relate textual signs to 

more specific external referents. Secondly, I have attempted to relate the underlying 

similarities and differences whereby the focused text has somehow been transformed and 

absorbed in relation to the visual and written textual, system, out of which this particdar 

text has been produced. 

Definition of Terms 

The initial intertextuality category for this study I have termed Traditional 

narrative pre-texts. Narratives that are included in this category are folk or fairy tales 

from around the world. These narratives often exist in a number of versions that do not 

have a specific pretext yet have recognizable plots and written narrative patterns. 

Biblical and other religious narrative and animal tales such as the Jataka narrative of 

India are pre-texts. Myths such as the Greek, Norse, Mayan, Native American as well as 

countless others that may not be directly traceable to their sources are also included in 

this category. Other pre-texts could be the retelling of a specific historic event or the 

relating of significant events in a well-knovwi individual's life. Hence, when a focused 

text clearly alludes to such narrative pre-texts by plot structure where encounters are 

usually repeated three times (events in threes), a magic agent is present or direct 

quotations of well-known narrative patterns or codes ("Little Pig, little pig! Let me come 

in!") occur, they are included in this categoiy (Nikolajeva, 1996: Stephens, 1992), 
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At times a narrative will relate to as Specific narrative pre-text that it has 

acknowledged; it can either be identified or it is "obviously alluded to by direct quotation 

or by allusion" (Stephens, 1992, p. 84). TMs phenomenon also occurs within a series of 

books that relate to the adventures of a particular character such as the Madeline or 

Curious George series of books. At other times an author/illustrator or author and 

illustrator rework his or her previous picture book text that can be recognized as an 

adaptation or variation of the original in the subsequent narrative. Such a reworking 

occurs in Brown's two picture books with two families of characters visiting a park with 

their pet dog. Picture books may also have a parodic relationship to an earlier picture 

book narrative where there is a parody or transformation of a previous (Genette, 1982) 

which is often then utilized for a comic or ridiculing effect (Hutcheon, 1985). 

The third category that I used for my examination of intertextual relationships is 

termed Narrative fracturing. When the very familiar, conventionalized narrative events, 

characters, patterns of behavior and speech of a particular pre-text are altered or 

"fractured," a dialogic relationship occurs between the focused text and the particular 

pre-text that has been altered. Visual text devices such as a change of setting, gender role 

reversal or power reversal may contribute to the fracturing (Nikolajeva & Scott, 2001). 

Again, irony and parody may be present and contribute to the intertextual dialogue 

(Allen, 2000) with the pre-text. 

The fourth category for my examination of intertextual relationships I have 

termed Conventional narrative. Tliere are often well-known narratives that are not 

recognized as a separate literary genre (such as the specific literary genres of Realism or 

Fantasy) and arc not retellings of fairy tales, myths or traditional narrative yet they occur 
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in a particular setting and have conventionalized contents, characters and patterns of 

represented behavior. They contain conventionalized written narrative stnictwes and 

patterns of speech (Stephens, 1992). Additionally, they often represent a set of familiar, 

predictable narrative conventions revolving around a location such as the home and the 

beach, the farm, the family, the school, the pirate ship, a courtroom or the Old West of 

the cowboy. These narratives may revolve around a particular character such as an 

animal or child protagonist who is involved in adventures, is seeking a new home or is 

running away. The narrative could also concern a personified object or toy having an 

adventure. When these narratives stand in some relationship to a focused text, the 

focused text engages in a "dialogue" with the existing conventional narratives. Potter's 

The Tale of Peter Rabbit (1902) is a well-known example of a conventional narrative. 

The fifth category used in my examination of intertextual relationships, I refer to 

as Contamination. A picture book may include or be contaminated with recognizable 

elements from other pre-texts. The focused text may include recognizable characters, 

objects or settings from other narrative pre-texts without naming them overtly. The 

parody of the original narrative pre-texts, carried out through the inserted elements, can 

only be fully appreciated if the reader is familiar with the original pre-texts from which 

the elements were "borrowed" (Nikolajeva & Scott, 2001). 

The sixth category used in my examination of intertextual relationships, I refer to 

as Tokens of our time. This term was borrowed from Nikolajeva (1996) and refers to 

meaningful objects that would be present in today's child's physical world such as 

televisions, elevators, telephones, cars or computers, but yet would be unexpected and 

thus "apprehended as a violation of genre norms" (p. 159) if the objects appeared in a 
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traditional fairy-tale or other traditional picture book setting. These often, speciiically 

name-branded and advertised products, such as M & M Chocolate Candy or a Hershcy 

Bar, can act as signs that consciously obliterate the distinction between the separate, 

timeless world of the epic, fictional narrative and the real, contemporar>' world of the 

child reader . The child reader, unlike Peter Pan, is constantly barraged by 

advertisements of specific products as a member of our product-driven, consumer 

society. He or she is familiar with often fashionable, m,arketed objects and foods and 

may realize the separation of the real, branded object and the unbranded world of fiction. 

The tokens of our time may also be a significant part of an additional intertextual 

dialogue that occurs separately from the primar>' plot sequence. Hence, the tokens may 

be more than mere props included within a narrative setting. 

The seventh category used in my examination of intertextual relationships I refer 

to as the Insertion of textual elements into the visual text. The presence of individual 

words or meaningful configurations of words that are not part of the actual written text of 

a picture book are here referred to as inserted textual elements. Textual elements can 

assume the form of a street sign, a label or signage. Textual elements could also be 

depicted on the side of a vehicle or a hat, an illustrated postcard, a sheet of homework 

covered with a character's handwriting or the cover of a book. They also may take the 

form of textual messages displayed in the sky, enclosed in a bottle or even scratched in 

the sand. 

Textual elements perform many functions. Textual elements may direct 

characters to take appropriate behavior in order to attain success in an activity. The 

insertion of textual elements can enhance or provide commentary by bringing new 
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intertextual, connections to the narrative. Inserted textual elements with their 

intertextual connections may also carry the actual verbal aspect of the pictiu'e book if 

the written text is absent, thus providing new connections. And, the insertion of textual 

elements can develop broader identities (the letter label on the three Billy Goats' 

baseball hats) for characters by providing new cultural associations beyond those the 

characters may have possessed in the original epic narrative in which they appear. 

The eighth, category for my examination of intertextual relationships involves the 

presence of Other narrative discourses that may stand in some relationship to the focused 

text both verbally and visually. Other discourses may include rap, folk, country-western 

and other popular or folk songs, Mother Goose rhymes, Broadway and other musicals, 

films such as those of the Walt Disney Studios, television shows that relate a narrati ve, 

video games, CDs, cartoons, sports and advertisements. The focused text may include 

Written textual allusions, direct quotations or indirect references to previous texts 

because, as Allen (2000) has noted, "film, symphonies, paintings and illustrations, just 

like written texts, constantly talk to each other as well as to the other arts" (p. 175). 

My ninth category for an examination of intertextual relationships involves the 

Allusions to artists, artistic styles and movements and famous works of art. Theories of 

intertextnality argue that visual texts often do not directly represent external reality, but 

rather, refer to other visual texts (Allen, 2000). Riffatierre (1980), whose work "can be 

said to straddle structuralism, post structuralism, semiotics, psychoanalytic theories of 

literature and various other theories of reading," (Allen, 2000, p. 115) notes that "a text 

refers not to specific obfects outside of itself, but to m inter-text.. .or the presupposition 

of other texts" (Riffaterre, 1980, p. 228). For semiotic intelligibility, writers and artists 
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use specific artistic styles, codes or visual, components as building blocks of meaning 

while simultaneously transforming these allusions to previous texts in order to not only 

continue the dialogue, but also to reflect the social and cultural milieu in wliich they are 

temporally situated (Barthes & Kristeva cited in Alien, 2000). Because the picture 

book's focused text contains visual text, it also contains visual elements or signs from 

past epochs of art; contains allusions to various artists; contains allusions to artistic styles 

and movements; as well as allusions to specific, well-known works of art. This is to be 

expected as Lewis (2001) observes, "Illustrators in particular tend to be magpie-like in 

their approach to the world of imagery, taking whatever they wish from the visual world 

around them, transmuting and making use of it whenever they can" (p.99). 

Therefore, in order to interpret or make meaningful a painting or, in our case, a 

visual text, "we rely on our ability to interpret its relationship to previous languages 

(texts) or systems of painting" (Riffatierre, 1980b, p. 175). The focused texts' 

specifically "signify not by referring to things but by presupposing other texts" (p. 228). 

Often the allusions to or the importation of traces of other texts can be quite obvious and, 

therefore, meant to be recognized by the child (Nikolajeva, 1996). For example, one 

easily recognizable work of art. The Mona Lisa, painted by Leonardo Da Vinci is 

frequently included in picture book visual texts. This painting appears as a canvas that is 

for sale on the sidewalk in Browne's Voices in the Park with a gorilla character 

portraying the Mona Lisa. 

In addition, many picture book artists allude to their own work with visual self-

references. Hence, another sub-category is the Personal, style of the author/illustrator that 

carries over from text to text as m intertex,tual connection. A signature element such as 
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the little white dog in Van Allsbiirg's work or the brick wail in. Btwne's may appear in 

different picture book narratives published by the same author with the particular 

recurring object often serving different fiuictions within the various books in which it 

appears. 

The extensive use of literary and extra-literary allusions enriches children's 

picture books and enables writers and illustrators to operate on both the child and adult 

code levels (Nikolaieva, 1996). Thus, writers and illustrators are able to direct their 

efforts to a double audience: the adult reader and the child reader. And, because 

literature is cumulative—that virtually every written or visual text draws upon and builds 

upon what has been previously written or illustrated—the reader's knowledge of visual 

and written pretexts is of great importance in the meaning making process. 

Characteristics of tlie Modem Caldecott Picture Book Set 

In the set of ten modern Caldecott picture books, three picture books are based 

upon traditional narrative pre-texts: a folk tale from India, a Southwestern Pueblo Indian 

myth, and a fairy tale. Modem Caldecott picture books are rarely based upon a Specific 

Pre-text. Bemelmans' Madeline's Rescue (1954) is a continuation of the narrative of his 

original Madeline that won a Caldecott Honor Medal in 1940. 

Modem Caldecott picture books characteristically use Conventional Narratives. 

Their focused text may include recognizable characters and settings from other narrative 

pre-texts without naming them overtly. For example, the concept of a bear as a 

supportive character is alluded to in both Ward's The Biggest Bear (1952) and Flack's 

classic narrative, Ask Mr. Bear (1952). In the Flack book, a child seeks help in finding a 
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present for his mother tbr her birthday. The last animal he encounters is a bear in the 

forest that whispers a suggestion to Mm. The bear is an, adult animal with human abilities 

and does not develop a further involvement with the child protagonist. Flack's bear 

character's function is to suggest a resolution to the plot's dilemma, a "bear hug," which 

also provides a clever play upon words. However, the fuiiction of the bear character, 

found in the forest, in Ward's The Biggest Bear is quite different. The animal provides 

the protagonist's dilemma of what to do with a wild animal that does not fit in the 

civilized world that prefers bears as skins on bams. 

Contamination. The modern Caldecott set of picture books characteristically 

contains a separate and distant (temporally and spatially) epic world that recognizes a 

single and unified worldview with minimal references to other virtual worlds or their 

contents. Hence, contamination of the narratives with recognizable elements from other 

pre-texts or objects from the reader's actual world would rarely appear in the virtual 

space. Caldecott picture books may contain elements that would be considered Tokens of 

Our Time. Three narratives contain trucks in their visual text. In The Little House 

elevated trains, skyscrapers, subways, buses, dump trucks and bulldozers alter the 

timeless rural landscape surrounding the immobile, unchanging house. In Make Way for 

Ducklings a bicycle and automobiles play a prominent part by providing a source of 

civilized danger that invades of world of nature inhabited by the naive, helpless 

ducklings. A telephone, hanging within its free-standing booth, is used by the policeman 

to call for help. 

Insertion of Textual Elements. Modem Caldecott picture books may liave textual 

elements inserted into their visual text. Som.e picture books in the set use written text to 
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label objects. In The Oxcart Man, the interior general store scene is identified as 

containing "dry goods." Trucks are labeled ("Retail Stores Delivery" and "Express") in 

Figure 5.24 Max and 
his monster image and label 

The Little House to indicate the frenetic nainre of the city as compared to the country . 

Traffic signs ("Road Closed" and "Detoiir") are depicted by the roadside to indicate the 

rapid changes occurring in the formerly rural countryside. The boat that conveys Max to 

the Land of the Wild Things and his posted drawing of a monster are both named "Max," 

indicating a personal connection to him. In the case of the picture of a "Monster," the 

label provides a comment on Max's behavior and foreshadows his future involvement 

with the similar appearing monsters in the Land of the Wild Things. 

Other Narrative Discourses. The modern Caldecott picture books may 

infrequently include references to Other Narrative Discourses. Two narratives 

incorporate dance. In Where the Wild Things Are, the Wild Things and Max dance in 

their "wild rumpus" and in Arrow to the Sun the people of the pueblo celebrate Boy's 

return with a "Dance of Life." 

In Madeline's Rescue, the girls search for their dog in a cemetery which contains 

epitaphs as well as the names on grave stones and monuments of famous historic figures 



in theater (Sarah Bemardt, Moliere), literature (Oscar Wilde, Victor Hugo, La Fontaine, 

Balzac)and music (Chopin, Bizet, Rossini) (Figure 5.25). 

Figure 5.25 Names of illustrious figures in cemetery 

Allusions to Famous Works of Art. ITie modem Caldecott picture books 

introduce visual elements into their visual text that are reminiscent of past artists or are 

Figure 5.26 Cover of Where the Wild 
Thims Are 

Figure 5.27 Rodin's The Thinker 



allusions to famous works of art. The monster depicted on the cover of Seadak's Where 

the Wild Things Are (Figure 5.26) alludes to the well-known Rodin sculpture (Moebius, 

1986) titled, "The Thinker " (Figure 5.27). The character, tJiat is one of tlie Wild lliings, 

also bears a marked resemblance to numerous Picasso etchings of a frightening, mythical 

beast, the Minotaur, or, more specifically, the monster in Picasso's etching, 

Figure 5.28 Picasso^s Minotauromachia Figure 5.29 Sendak's monster fOn Right) 

Minotauromachia (Figure 5.28). This half man and half bull creature was confined to the 

labyrinth built by Daedalus for Minor in ancient Greek mythology. The Minotaur also 

appears on ancient Greek vases that depict the animal being slain by Theseus. However, 

in Sendak's narrative, the animal is transformed and assumes a friendlier role and softer 

appearance as he is easily tamed by Max with the child's command, "Be still!" (Figure 

5.29). He remains a prototype for the concept of monster within myth and also the 

vocabulary of art. 

The stiff, simple forms, the inaccurate proportions and the intricate attention to 

detail and patterning in the leaves of the various plants and the stylized silhouettes of the 

trees in Henri Rousseau's "primitive style" paintings (Figure 5.30) are often recreated by 

illustrators to represent a "childlike" fantasy world. Brown's Once a Mouse uses stylized 
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plants as representative of a mythical, jimgle world of a. wise man (Figiire 5,31). In 

Sendak's Where the Wild Things Are, strange, dream-like Rousseauesque trees 

Figure 5.30 Rousseau's The Dream Figure 5.31 Brown's Jungle in Once A Mouse 

and plants grow into a forest in Max's bedroom and later provide a background setting 

for the wild things as well (Figure 5.33). Echoes of Rousseau's stylized plant forms also 

Figure 5.32 Sendak's landscape Figure 5.33 Browne's landscape 

appear in Browne's surreal fantasy. Bear Hunt (Figure 5.33). However, while aware of 

Rousseau's contributions to the artistic language, each author/illustrator creates a 

unique personal world tliat is appropriate to both their narrative and artistic style. 
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In Madeline's Rescue, Bemetaians, European-trained in art prior to World War 11, 

provides intertextuai references to other great artists (Monet and Seurat) who have lived 

Figure 5.34 Dufv's Fountain at Hveres Figure 5.35BemelmaKs's illustration with child 

in and depicted the city of Paris, the locus for artists in the early twentieth century. 

However, Stewig (1995) has noted that Bemelmans' work closely resembles in particular 

that of another Frenchman, the Fauve painter, Raoul Dufy in his use of "nervous line and 

splashy color" (p.217). Both Dufy (Figure 5.34) and Bemelmans (Figure 5.35) make use 

of large blocks of color that are then overlaid with energetic line, giving definition to the 

more general, colored shapes. The similarity of their artistic production is not 

unexpected as their training in 'the use of the language of art was in similar locations and 

at a similar period in the long histoty of art. When the nun and the children search for 

their lost dog in Madeline's Rescue they move into the park where the compositional 

arrangement of the trees and figures (Figure 5.37) contain intertextual echoes of the 

composition of G. Seurat's pointillist picture of a strolling and seated crowd of French 

people in a public park on, an island in the Seine River, A Sunday Afternoon on the island 

of La Grande Jatte (Figure 5.36). 
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In the picture book. The Judge, Stewig (1995) has noted that Margot Zeraach's 

pen and ink visual text provide echoes of a great eighteenth century visual satirist of 

Figure 5.36 Seurat's La Grand Jatte Figure 5.37 Bemelmans' Parisian Park 

English society, William Hogarth. Hogarth's illustrated "broadsheet picture stories" dealt 

with various moial themes as well as the insensitivity of humans to one another. These 

illustrated narratives were the precursor to the modern comic strips in 

i 

Figure 5.38 Hogarth's Portrait Figure 5.39 Zemach's Judge 

both form and content. The visual connection between Zemach and Hogarth is 

particularly apt in that tliis particular picture book narrative concerns an insensitive Judge 
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who fails to heed the repeated warnings of the various people who appear before him in 

court. Characters, dressed in Hogarth-iike costumes, worn at the end of the eighteenth 

century, attempt to convince the powerful judge of the presence of a monster in their 

community. His arrogtmce and lack of insight prepare the way tor his being eaten by the 

monstrous threat that he repeatedly ridicules (Figure 5.39). Hogarth's utilization of 

comical and satirical counterpoint as well as his visually rich description of the follies 

and eventual punishments of his protagonists have made him a model for and originator 

of a narrative form that, knowingly or unknowingly, informs the visual vocabulary of 

subsequent satirists and illustrators (Figure 5.38). 

Illustrators will often work within the visual language or artistic style 

Figure 5.40 A. Wvetlx's Weather Side Figure 5.41 Ward's illusti-ation of barns 

characteristic of a particular place or era tliat would be pertinent to the narrative they 

illustrate. Artists, for example^ who have lived and painted in Maine might shape and 

redefine the images and visual vocabulary that is used by their predecessors, peers and 

any subsequent artists who choose to depict a similar setting. Ward has placed many of 
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his picture book narratives in. this region, of the United States, Hence, it is certainly 

possible that the widely disseminated and higlily acclaimed body of work of the roost 

famous of New England artists, Andrew Wyeth, (Figure 5.40) could be interpreted or 

referenced in Ward's stark, abbreviated visual text such as that of weathered, pitched roof 

bams and drying bear skins in The Biggest Bear (Figure 5.41). 

The visual text of Ward does not necessarily refer specifically to Wyeth's work 

but rather to non-specific cultural inter-texts (Riffatierre, 1980) or indexical signs. .Allen 

(2000) has suggested that in the process of developing intertextual connections, the 

reader initially may interpret or develop narrative meaning at a linear, mimetic level that 

"tries to relate textual signs to specific external referents" (p. 116) and then the reader 

eventually moves to a non-linear, semiotic interpretation to explore the "underlying 

semiotic units and structures, which produce the text's non-referential significance" (p. 

116). Eventually, the reader may stop looking for re-creations and imitations and instead 

begins to, metaphorically speaking, listen for meaningful echoes that the text may 

produce. 

Often illustrators may incorporate a familiar artistic style that manifests the visual 

patterns and iconography of a particular culture, time in history, geographical area or way 

of perceiving the world to underscore the nature of a narrative and create multiple levels 

of meaning for a narrative. Howeve,r, the use of different motifs, color combinations, 

culturally-specific symbols and images may not retain the meanings that were 

characteristic of their original cultural and temporal context. McDermott incorporates 

many of the earth colors and a stylized symbol of the Pueblo Indian culture to retell their 
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myth but in the process transforms them. Figures alluding to Pueblo Kachiiias and 

various geometric motifs found upon their pottery appear in Ms visual text (Figure 5,42). 

M 

Fiawe .5.42 McDemiolt's Dancer Figure 5,43 Mike Kabolie's ShakikoAhoas 

Yet, these symbols and colors, not completely mimetic in nature, seemingly no longer 

carry the meanings of their original cultural context. His aesthetic echoing and 

transformation of the visual languages or motifs of Pueblo art has been quite confusing to 

the pueblo person (Agapa, 1989) who interprets them within the context of their own 

Figure 5. 44 Bahti's Rainbow Dancer icon 

personal cultural, sign system. (Figure 5.43). However, Bahti (1994) has noted that while 

symbols can be used as designs, not all designs are symbols; everything does not have to 
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'mean,' something. He presents in his book of designs a representation of a Zuiii rainbow 

dancer that may or may not necessarily have specific symbolic meaning (Figure 5.44).. 

Barbara Cooney (1989), who lives in New England, has indicated that many of her 

visual texts, "come from my own life and are autobiographical in a sense." Because 

paintings of the New England area in the first decades of the nineteenth century were often 

painted on wood, Cooney, in Oxcart Man, has coated her illustration board with a raw umber 

wash to make the background over which she painted look more grainy and hence to 

resemble the artistic techniques and style of the period that the narrative seemingly occurred 

(Figure 5.46). The characters and landscape in the picture book's visual text are depicted in 

unobtrusi ve earth tones and a sparing use of pattern and decoration that, too, would be 

Figure 5.46 Coonev's Illustration 

Figure 5.45 Grandma Moses' Ml: Neho 

characteristic of New England and the particular artistic style of this period. Otten (1989) 

has suggested that, by referencing other cultural texts, "Cooney's self-conscious choices of 

elements are, paradoxically, her way of linking the consciousness of her readers to her 

own" consciousness (p. 4). 
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Cooney's stylized, "primitive" artistic style (Figure 5.46) also may be 

unconsciously reminiscent of the style of the great American primitive painter Grandma 

Moses as both artists use a similar artistic vocabulary to effectively depict the often 

complex, panoramic views of the "simple life" in mral America and the rhythms and 

beauty of the seasons (Figure 5.45). Therefore, although Cooney's work manifests a 

particular individuality, Hatten (19S5) might suggest that it also relies on a particular 

artistic style for intelligibility as this style best signifies the particular situations and 

meanings tlie artists wish to visually create. 

Lastly, most of the illustrators of the set of modern Caldecott picture books work 

in a unique, identifiable, personal artistic style that persists from book to book. However, 

these author/illustrators remain separate from the virtual spaces tliey create and leave few 

if any references to themselves apart from their personal artistic style that may directly 

allude to their own artistic oeuvre. 

Findings for Intertextualitv for the Postmodern Picture Book Set 

Traditional Narrative Pre-texts. Intertextual elements appear often in the set of 

eighteen postmodern picture books. Half of the picture books in this set have intertextual 

relationships with traditional narrative pre-texts; three fairy tales, a Mother Goose rhyme, a 

Jewish religious story and a narrative involving an historical event, the Watts Riots in 

Smoky Night. The myth of the lost city of Atlantis is the central focus of the protagonist 

in Thompson's Looking for Atlantis. Hoban/Blake use the classic folk tale pattern of 

three tests for their young protagonist in tiie picture book, How Tom Beat Captain Ncijork 

and his Hired Sportsmen. 
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Four picture book narratives (22%) have an intertextual relationship with a 

specific pre-text. Browne's Voices in the Park returns to a narrative pre-text that he 

published twenty years earlier, J Walk in the Park (1977), The elements of both Browne 

narratives remain constant with the appearance of two families consisting of a parent, a 

child and a dog visiting the park and the dogs amning and playing together. In both, the 

parents are divided by social class and income level However, in Voices in the Park, the 

characters are "zoomorphized" (Doonan, 2000) with the substitution of gorilla heads for 

human heads on otherwise human bodies thereby permitting the author to explore 

potentially difficult social issues. Issues touched upon in this narrative such as parental 

inadequacy and control, unemployment, isolation and loneliness would be far more 

threatening if attributed to human characters (Doonan, 1998). Scieszka's Frog Prince 

Continued, as its title indicates, is an intertextual continuation of the fairy tale of the frog 

that was kissed by a princess and turned into a prince. The original narrative's "happily 

ever after" ending begins the new fairy tale narrative, indicating the direct connection of 

the two narratives. 

The small picture book, Johnson's Harold and the Purple Crayon (1955), seems 

very similar conceptually to Browne's Bear Hunt (1977). Like the Bear character, the 

young child, Harold, goes for a walk. Harold, however, walks through white paper space, 

creating his virtual picture book world. Harold draws wonderM adventures for himself 

that result in further adventures that are derived from the that he creates with Ms purple 

crayon. Little Bear, on the other hand, walks left to right, parallel to and in front of 

Rousseauesque jungle scenery, and only enters white space when he uses Ms pencil to 

extricate himself from the hunters who pursue him and their equipment that is employed 
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to entrap Mm. The bear moves out of the virtual picture space into the white space of the 

artist/illustrator as he redraws the solutions to threats in his virtual world. The magical 

writing devices, a crayon and a pencil, in the two narratives are used for far different 

purposes with far different results although they are used in a similar manner. 

Another postmodern picture book. The Book that Jack Wrote, has a well-loved 

pre-text originally found in Mother Goose, "The House that Jack Built." The title is 

slightly altered with the described object in the title, "the house," chaitged to "the 

book" and the past-tense verb altered from "built" to "wrote." Many of the same 

characters appear in both renditions of the narrative's causative, cumulative rhyme: 

the cat, the rat, the dog, the cow and a man. However, other characters have been 

added who are culled from the world of children's literature: the Mad Hatter, the 

Pieman and Humpty Dumpty from^/ice in Wonderland and perhaps. Jack, from 

Mother Goose. Yet, there are changes from the original. The cow no longer has a 

crumpled hom but has become a different cow, the other Mother Goose cow character 

that jumps over the moon. However, the Mother Goose cow's ability to jump 

remains but the results of the leaping have changed; she lands on a baby. Unlike its 

original pre-text, whose narrative unfolds in a logical, causative reverse-sequential 

manner, the postmodern narrative has the Mad Hatter tripping and knocking Humpty 

Dumpty out a window onto the Pieman in his booth, and who, being startled, 

accidentally hits the baby with a pie. Why the various characters are present and how 

they relate to one another in this strange, framed virtual picture space world is never 

made clear. The reader must make his or her own personal meaning from his or her 

knowledge of the other virtual written textual worlds that the characters bring with 
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them to the present nan'ative and from the sparse clues provided by the author atid 

illustrator. 

The last book of the group, Bad Day at River bend, has a coloring book about 

cowboys as its pre-text. The black and white, simplified, outlined figures and 

backgrounds within each double-paged opening are characteristic of its pretext, a 

coloring book, but also give a movie screen-like feeling to the text. However, the 

existence of multi-colored scribbled lines within many of the o utlined figures and the 

response of the characters to the unexplained scribbled elements alter the postmodern 

narrative from a picture book that resembles a conventional coloring book pre-text. 

The predictable, well-known Western plot has become a parody of the original. The 

reader has been positioned so he or she must consciously weigh the new narrative 

written text against his or her notion of the shape and content of an original cowboy 

written text and the heroic codes and expectations it contains (Stephens, 1992). 

Conventional Narratives. Eight (44%) of the postmodern set of eighteen 

picture books contain Conventional Narratives. Six of the eight picture books involve 

a character leaving a place of security , taking a journey and engaging in adventures. 

These narratives represent familiar locations such as the beach and the pirate ship 

{Come Away Jrom the Water, Shirley), the Western frontier town (Bad Day at 

Riverhend), the soccer field {Dylan's Day Out), Nantucket Island {Comet's Nine 

Lives). The focused texts of this set may include recognizable characters and settings 

from other narrative pre-texts without naming them overtly. The Sheriff of 

Riverbend could be the Sheriff in any Western movie. The pirates Shirley engages 

may have jumped from a pirate tale such as Kidnapped ft 913) or Treasure Island 
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(1911) illustrated by N.C. Wyetli or Howard Pyle. Or perhaps the villainous Captain 

Hook and his crew of J. Barrie's Peter Pan (1928) is in command of the ship vshe is 

depicted as visiting. 

Kristeva would argue that in "one visual text there coexist, more or less visibly, 

several other texts" (Quoted in Mai, 1991. p. 47). Hence, a narrati ve text not only "sets 

going a plurality of meanings but is also woven out of numerous discourses and spun from 

already existent meanings" (Allen, 2000, p.67). The narrative of Comet, a cat looking 

for a home on Nantucket Island (Comet's Nine Lives), provides echoes and nuances 

of other feline protagonists who populate children's literature. Comet could be the 

Cat with the Fiddle in Mother Goose (1916) or one of Wanda Gag's Milliom of Cats 

(1929) seeking a home or perhaps a relative o f Dick Wittinglon's Cat (1950). 

Figure 5.47 Wiesner's illustration 
containing Trina Shart Hvman's 
illustration from St. Georse and 
the Draeon and Wiesner's froa: 
from Tuesday ' : 

Unlike the modem Caldecott set of picture books, the postmodern set contains 

ten (56%) texts that are contaminated with recognizable elements from other pre

texts. 
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For example, Wiesiier's lite Three Pigs contains elements of Mother Goose (1916), 

In both narratives, the cow jumps over the moon and the little dog runs away 

with the spoon as the cat and the fiddle watch. In addition, the three little pigs rescue 

a dragon that is described in the written text as being "slayed" by a medieval knight 

(who closely resembles the knight in Trina Shart Hyman's St. George and the Dragon 

(1985). Other texts by Macauley in pen and ink {Tuesday) and by Trina Shart Hyman 

framed in her distinctive use of borders are also visible in the background of the 

visual text (Figure 5.47). We might "treat such examples of intertextiiality as tests of 

the reader's knowledge of the world of texts" (Moebius, 1986, p.147). 

Contamination. The set of postmodern picture books are often contaminated 

with characters from other narratives. The small white dog with its distinctive black 

Figure 5. 48 Macaulev's allusion Figure 5.49 Van Allsbura's signature doe 
to Van Allsburg's Doe 

mask in Macauley's Black and White resembles the white dog with black eye spot 

that appears in each of Van Allsburg's picture books (Figure 5.48). For example, the 

same "signature" dog appears in a new guise as a child's drawing on the floor in Van. 
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Alisburg's Bad Day in Riverhend (Figure 5.49^. The Mad Hatter appears in llie Book 

that Jack Wrote (Ibrthcoming Figure 5.76). The Mother Goose cow that jumped over 

moon is in The Book that Jack Wrote and also is in Tlte Three Pigs. 

on Rooftop with comet 

A mighty King Kong poses on the roof of a building near the park in Browne's 

Voices in the Park with a comet streaking across the sky behind him (Figure 5.50). 

Many of the Dillon's characters, from mms and priests to strange beasts, in Pish, 

Posh, Said Hieronymus Bosch are characters that Bosch himself created centuries ago 

and inserted into his altar paintings (forthcoming Figure 5.84). And Scieszka's The 

Frog Prince Continued is peopled by the witch characters from Snow White, Sleeping 

the Beauty and Hansel and Gretel as well as Cinderella's Godmother. 

Many narratives in postmodern picture books are also contaminated with 

objects from other narratives. Bear in Bear Hunt walks past an umbrella that may 

have belonged to one of Brov^noe's favorite artists, Magritte, or perhaps Little Black 

Sambo who is another endangered jungle inhabiti,uit. Harold's crayon (1958) that he 

takes with him on his walk has morphed into a pencil that Bear in Bear Hunt takes on 
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his stroll, Tlie Terrible Troll who confronts the biggest, baseball-capped goat in The 

Three Billy Goats Gruff, is butted into space and lands on a large baseball-like 

Figure 5.53 Dewan's banished troll 

planet with all its sports associations (Figure 5.51). The Book that Jack Wrote contains 

pies from the Pieman of Mother Goose. In Looking for Atlantis, a Swiss "Navy" knife 

rather than the actually existing "Swiss Array" knife is safely tucked away in the 

Grandfather's trunk of treasures. A Magritte toy train that appears in Thompson's 

Looking for Atlantis also reappears in Van Allsburg's Jumanji (1981) as well as in 

Maeauley's Black and White. 

Tokens of O'ur Time. While less than half of the modem Caldecott books 

contain elements that would be considered tokens of our time, fourteen (78%) of the 

postmodern set contained such objects. Unlike the modem Caldecott narratives that 

contained generic vehicles and a phone booth, the postmodern narratives include 

contemporary objects and devices, rarely found in children's literature, which are part 

of a child's life today. Depicted objects appropriated from today's world include a 

wide variety of remarkable machines such as the a departing space-bound rocket from 
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Cape Canaveral, another rocket/space shuttle, a blimp, airplanes, television sets, a 

computer, an electric hairdryer, light bulbs, a toaster, a refrigerator, a th,ermos and a 

microphone. Manufactured brands of modem food, dear to children, also appear: 

Oreo cookies, M&M candies, Hershey Bars, Popsicles, Dairy Queen ice cream cones 

and ice cream sandwiches made from vanilla ice cream and chocolate cookies. Toys 

in new guises, known to previous generations of readers but rarely depicted in the 

picture book's visual text, are included in the visual text. Origami-folded airplanes, 

created from the picture book itself, a soccer ball. Crayon brand coloring implements 

with their labeled box, a crossword puzzle and a pencil also appear in new, unique 

situations, TTie Troll wears a very hip hoop earring while the billy goats wear modem 

baseball caps (Three Billy Goats Gruff). While only about half of the modem 

Caldecott books contain the insertion of textual elements into their visual text, almost 

all or sixteen (89%) of the postmodern set contained such inserted textual material. 

The modem Caldecott set of picture books contains labeled trucks, grave markers, 

street signs, a child's picture and a store. The postmodern set uses a wider variety of 

inserted textual elements that can be as varied as messages scratched in the beach 

sand or a message inserted into a bottle, to patterns of light noting "the game is over" 

made by the arrangement of stars in space around a baseball planet in Dewan's Three 

Billy Goats Gruff (Figure 5.52). 

Inserted textual elements. Inserted textual elements with their intertextual 

connections enhance or comment on the postmodern narrative. A penguin spectator 

at the penguin/' skunk soccer match holds a sign with a double entendre: "Skunks 

Stink!'" A beggar, dressed as Santa, holds up a sign, "A wife and a million kids to 
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support." A newspaper provides a celebratory aiuiouncement of a soccer win for the 

voiceless dog, DyUm; postcards herald responses of an, Arraadillo concerning his 

journey and a bumper sticker foreshadows the subsequent participation of the car's 

driver in an upcoming soccer game. In Looking for Atlantis Thompson uses altered 

book titles to provide a humorous intertextual commentary on nautical themes: 101 

Lobsters; Twenty Thommd Leagues Under the House; Cyrano de Bladder Wrack-

Zen and the Art of Submarine Maintenance. A bystander at the soccer match between 

black and white colored contestants completes a black and white crossword puzzle as 

he eats black licorice sticks and black and white ice cream sandwiches. His coach is 

a nun dressed in the black and white habit of the Catholic church (Figure 5.4). 

Inserted textual elements also carry the written text thi'ough the arrangement of scraps 

of floating paper containing printed words that land on the page of the narrative in 

Black and White. Other inserted textual material directs characters to incorporate 

appropriate behavior for success: pirate treasure maps, street signs, "choir" signs, 

maps, diagrams, warning labels on bottles of poison, shipping warning labels and 

directive signage for locating a choir. The witch from Snow White and the Seven 

Dwarfs in the Frog Prince Continued posts a sign on her wall, "No whistling" that is 

a humorous allusion to the song the dwarfs sing, "Whistle While You Work" in the 

Disney movie version of this faiiy tale. Lastly, inserted text identifies and 

intertextually empowers characters such as tlie label inserted into the Mad Hatter's 

hat |05/5| or the word "KIMS" to identify the store of a lady in Watts (Figure 5.53). 

The letters "CjOLEM.," inscribed upon Ms forehead, gave the giant special 

superhuman powers in Wisniewskt's Golem (Figure 5.54). 
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Other Narrative Discoiirses. Fifteen, (83%) of the eighteen books in the 

postmodern picture book set inchide intertextual references to other 

Figure 5.52 Diaz's illustration with "KIMS" Figure 5.53 Wisniewski's GOLEM 

narrative discourses whereas only some of the modem Caldecott picture book set 

contains intertextual references to other discourses. Thompson's postmodern picture 

book. Looking for Atlantis is filled with a hodgepodge of references to literature, 

television, video, movies, music and contemporary culture. In other picture books 

within tMs set of postmodern narratives, movie characters (King Kong) appear, movie 

titles are parodied in the titles of books and movie character's words such as those of 

Annie in the musical of the same name are spoken by the characters ("I think I'm 

going to like it here."). Movie pirates and Western heroes also appear. Music in the 

form of nursery songs and popular songs such as "Yellow Submarine" (Looking for 

Atlantis) as well as the depiction of formal musical performances of various types 
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(Comet's Nine Lives) provides further intertextua! connections. Television sets are 

included and television programs entertain and disturb the characters (Officer Buckle 

and Gloria). La.stly, the discourse of sport competition appears not only as open 

competition but also in other subtle forms within several of the narratives (How Torn 

Beat Captain Najork and His Hired Sportsmen; Three Billy Goats Gruff; Dylan's 

Day Out). This group of books has incoiporated, many aspects of the cultural milieu 

of young contemporary as well as adult readers in order to enhance the richness of 

their narratives and to provide often humorous intertextual connections and dialogues. 

Allusions to Famous Artists famous works of art or artistic styles. Twelve 

(67%) of the eighteen postmodern picture books contain allusions to famous artists or 

introduce visual elements reminiscent of famous works of art or artistic styles. 

Wiesner includes images of Macauley's and Trina Shart Hyman's work (Figure 5.47). 

His depiction of the third little pig's house (Figure 5.55), built in Victorian 

Figure 5.54 Hopper's Painting 
House by the Railroad 

Wiesner's house 
built by 3*^*^ little Pig 

architectural style complete with a Romanesque Rose Window, is reminiscent of the 

House by the Railroad. 
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Both Browne and Thompson include references to the work, of Magrilte. For 

Figure 5.56 Magritte's Time Transfixed Figure 5.57 Thompson's Magritte allusion 

example, Thompson's Looking for Atlantis alludes to Magritte's smoking locomotive 

depicted in his painting titled Time Transfixed (Figure 5.56). Both Magritte's and 

Thompson's engines emerge from the same fireplace with the same clock and mirror 

and candlesticks. Magritte attempts to juxtapose the "domestic hearth with the 

regularity of home" and the stress producing time induced by society (Ottinger, 1998, 

p.48). Yet, Thompson's locomotive (Figure 5.57) emerges and continues to steam 

magically across the room and enter a tunnel in the wall adjacent to the searching 

protagonist as if it could lead Mm to a solution. 'ITiompson and Magritte both depict 

objects "in an order that is evocative of mystery" (Soby, 1965, p. 18) and which is 

appropriate for a child searching to find the key to the mystery of Lost Atlantis. A 

very similar locomotive is central to Van Allsburg's picture book, The Polar Express 

(1985). The object remains the same but the .symbolism attached to it changes with 

the narrative in which it appears. 
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Wyeth family images appear in new guises in the work, of Jan Brett, Ted 

. tfSXHoU/ ^ 
rnammimkmJSt 

Figure .5.58 Wveth's Pirate in Eidmpped 

Dewan, P. Catalanotto and A. Browne. All students of illustration study the work of 

the famed American illustrator, N. C. Wyeth. His portrayal of the foregrounded, 

massive, straddled legs of a frightening pirate in the story Kidnapped (Figure5.58) 

reappears in a new form. This pirate torso now appears as the waist and legs of a 

Figure 5.60 A.Wvetli's Chmtim s World Figure 5.(>1 Dylan Resting in simil.ir pose 

similarly powerful and menacing Troll in Dewan's The Three Billy Goats Ciruff 

(Figure 5.59).. Andrew Wyeth's famous painting of his physically disabled friend 

who m.odeled for his Crisiina's World, (Figure 5.60) is now created anew with Dylan 



assuming a simikir pose to that of Cristlna as both are placed on, a grassy hillside with 

a high horizon (Figure 5.61). 

Browne's inclusion of complex root structures extending from the base of the 

trees in his park could also allude to a tree and roots painted by the Americmi Realist, 

Andrew Wyeth, whose work is familiar to all illustrators (Figure 5,62). Both painters 

intimate that mystery and potential danger may be inherently present in a forest. Yet, 

Browne's less menacing, stylized roots and forest of tree trunks add to the unreal and 

fantasy nature of his particular surrealistic depiction of the world of the park (F'igure 

Figure 5.62 Wveth's Tree Root Figure 5.63 Browne's Tree Roots 

5.63). The work of the post-impressionists frequently appears in this set of postmodern 

texts. Rousseau's curtain-like rendition of dense vegetation and rounded, artificially 

shaped trees with every leaf apparent that would e described as painted in a simplified, 

primiti ve style, take on a surreal aspect with the inclusion of eyes, lips, M'agritte bowler 
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hats, strange size plant forms and peacock feathers (Figure 5.64), Thompson includes a 

rendition of the painting, Waierlily Pond, (Figure 5.65) created by the Impressionist Monet 

Figiire 5.64 Browne's Rousseauesque lunele in Bear Hunt 

that was painted near the end of the artist's life. However, Thompson's alteration of die 

original Monet painting of the pond and bridge now includes a large green Frog, 

Figure 5.65 M.on.et's WaletHIvPond Figure 5.66 Thompson's allusion to Monet 

(perhaps Kemit from Sesame Street), on the bridge (Figure 5.66), Thompson also 

makes reference to the Post-impressionist, Van Gogh. The troubled artist who 
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created the "Portrait of Dr.Gachet," (Figure 5.67), painted this famous portrait of the 

psychiatrist who was responsible for Ms mental healthcare. The reappearance of this 

Figure 5.67 Foilrait of Dr. Gachct Figure 5.68 Thompson's Portniit ol Gachet 

psychiatrist's Van Gogh portrait, hanging on the wall in Thompson's Looking for 

Atlantis illustration, (Figure 5.68) suggests a possible interconnection with the 

psychological turmoil of Van Gogh and the reversal of his emotional instability by 

Dr. Gachet with the young protagonist who too searches for emotional stability under 

the doctor's gaze. 

Additionally, other art movements and their particular styles of artistic 

expression such as Surrealism, Abstract Expressionism, and Romanticism, are used by 

the illustrators of this set of picture books to create powerful narratives. Brett's cat 

protagonist is isolated in a boat amongst stormy waves in an emotional ocean storm 

experience reminiscent of the .Rom.antic nineteenth century master, Delacroix. Bear 

flies away from danger on a Surreal Magritte bird in Bear Hunt (Figures 5.69, 5.70). 
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The Surreal stick flgwes of the child artist in Bad Day at Riverbend (Figure 

) and the elusive Abstract Expressionist shapes without outlines of the cows in 

Figure 5.69 Maaritte's "Skv Bird" Figure 5.70 Browne's Bear on Bird 

Macauley's sub-plot Udder Chaos, both support and challenge the reader (Figure 

5.72). As illustrators construct images that support and relate a narrative, they resort 
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to the mpiad creations of other artist/illustrators' repertoires to enrich their personal 

efforts to relate complex narratives with visual text. For example, the heavy black 

outlines, reminiscent of stained glass in medieval cathedrals, surround areas of thick 

impasto that form bright-colored planes in the work of Georges 

Figure 5.73 Roualt's Circus Trio Figure 5.74 Diaz's Fireman In Smokv Night 

Roualt (Figure 5.73). lliis style, in turn, is echoed in the work of David Diaz (Figure 

5.74). Both painters incorporate expressionistic elements to portray and elicit 

intense emotion. Diaz's use of this technique has also effectively "blurred" the 

differences between the characters he portrays who are of different ethnic groups and 

genders. Consequently, through this technique, he has permitted his narratives to be 

told with fewer preconceptions. 

Illustrators of the postmodern picture books draw upon the artistic vocabulary 

of the past masters to create new meanings much as writers draw upon the past 

masters of literature (Huck, Hepler, Hickman & Kiefer, 2001). Examples of this 

phenomenon abound. Another great master illustrator's nineteenth century 
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work, John Tennid's rendition of the Mad Hatter (Figare 5.75) reappeai's in The 

Book that Jack WSrote (Figure 5.76). 

Figure 5.75 TennieFs Mad Hatter Fiaure 5.76 The Hatter in The Book,Jack Wrote 

Browne's illustrations are filled with references to the work of the French Surrealist, 

Rene Magritte. Visual elements such as the hat, the cloud, the lamp pole appear in 

both artists' work. Browne's characters often assume similar poses and his 

lampposts, tree outlines and clouds are topped with creased bowler hats (Figure 5.78). 

His protagonist's shadow also assumes a similar shape. Magritte's images have 

become part of contemporary iconography in the late twentieth and twenty-first 

century and appear in quite unlikely places (forthcoming Figure 5.81) such as in Time 

Magazine. Fiowever, the images may be similar, but their original meanings have 

been altered from those of Magritte by the nature of the content of the new narrative 

text and context. 
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Author/illustrators often return to powerful images from the past to express 

Figure 5.77 Maaritte's Pandora's Box Figure 5.78 Browne's hats, clouds, lamp posts 

ideas. Shirley and her dog friend begin their search for pirate treasure, pirate map in 

hand, as the evening sun sets beliind them (Figure 5.79). The boat, the t"wo 

Figure 5,79 Burningham's boat & sky Figure 5.80 Turner's Slave Ship with sky 

indomitable characters and their pirate flag sail, billowing from, an upright oar, are 

juxtaposed against a brilliantly lit, explosively colored, Tumeresque sky (Figure 



5.80). The images have little iri common as to the nature of their narrative subject 

matter otherwise. 

For their book, Pish, Posh, said Hieronymus Bosch, the Dillons include 

numerous images from the fifteenth century, painted altarpieces of Hieronymus 

Bosch that decried the decadence of the clergy and the population. Bosch himself 

appears in his own work (Figure 5.82) in the left wing of the triptych, referred to as 

the Temptation of St. Anthony Altarpiece, and again in the Dillon's visual text (Figure 5.84). 

Many of the bizarre creatures and strange birds and flying fish that Bosch included in his 

art reappear somewhat altered, but in the same spirit in the new picture book format but 

without their original, symbolic meanings. Now a Bosch flying fish that carries human, 

passengers (Figure 5.84) is morphed into a similarly shaped flying fish with surrealistic 

pickle fins. The Dillon fish is the device by which the lady p,rotagonist returns to the 

abandoned Bosch character in the picture book narrative (Figure 5.86) and may allude 

Figure 5.81 Time Magazine 
3-20-03 illustration of a 
Magritte-like Man in Hat 
and Carrying an Umbrella 
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to a detail from the left wing of Bosch's triptych that forms an altarpiece titled the 

Temptation of St Anthony. 

Unique Artistic Style. Lastly, 1 have noted that eight (44%) of the illustrators of 

• 

:iire 5.82 Bosch 's Self Portrait from triptych Plgure 5.83 Dillon Portniit of Bosch 

this set of postmodern picture books work in a particular identifiable artistic style that 

Figure 5.84 Bosch's Flvine Fish in a detail Fij igure Dilhins" jlyiiV/ llsh ireversed) 
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persists from book to book. Furthermore, three illustrators (17%) of the postmodern 

set of picture books contains an obvious self- reference that alludes to their own work. 

Wiesner includes a picture of frogs preparing to fly that refers to his previously 

published picture book, Tuesday (1991). Van Allsburg and others includes allusions to 

their own work. Wiesner includes a picture of frogs preparing to fly that refers to his 

previously published picture book, Tuesday (1991). Van Allsburg includes picture 

books. Browne includes tree roots and a gorilla that are all motifs that are specifically 

associated with his work. Lastly, Thompson includes his name that is emblazoned on a 

crate stored under the basement stairs as a not so subtle self-reference. 

In summary, I return to Stephen's (1992) comment that literature written for 

children could be described as being radically intertextual because it is positioned at the 

intersection of a number of other discourses. Changes are occurring in how and how 

much of these discourses are entering the picture book. 

In the comparative baseline set of ten modem Caldecott picture books, a few 

picture books are based upon traditional narrative pre-texts: a folk tale from India, a 

Southwestern pueblo Indian myth, and a fairy tale. Intertextual elements from traditional 

narrative pre-texts appear far more often in the set of eighteen postmodern picture books. 

Half (50%) of the picture books in the postmodern set have intertextual relationships with 

traditional narrative pre-texts: three fairy tales, a Mother Goose rhyme, a Jewish religious 

story and a narrative involving an historical event, the Watts Riots in Smoky Night. 

Rarely is the modern Caldecott picture book based upon a Specific Pre-text whereas four 

(22%) of the postmodern picture books are based upon a specific pre-text. 
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Unlike the Caldecott picture books, three (18%) of the postmodern picture books 

include the fracturing of well-knowti tales. The modem Caldecott picture books 

characteristically contain Conventional Narratives whereas fewer (44%) postmodern 

picture books contain conventional narratives. In the postmodern narratives, the focused 

texts include recognizable characters and settings from other narrative pre-texts without 

naming them overtly. 

Because the modem Caldecott set of picture books utilizes narratives in a separate 

virtual world their narrati ves would rarely if ever be contaminated with recognizable 

elements from other pre-texts. On the other hand, elements from other pre-texts are a 

frequent occurrence in postmodern picture books with ten (56%) of the eighteen 

postmodern picture books containing contamination from other narratives. 

The modem Caldecott picture books may contain elements that would be 

considered rather characteristically generic Tokens of Our Time. Three modern picture 

book narratives contain generic objects such as tracks in their visual text. In The Little 

House elevated trains, subways, buses, dump tmcks and bulldozers alter the rural 

landscape surrounding the immobile house. Yet, most (78%) of the postmodem set 

contains such objects. The Tokens of Our Time depicted or described in postmodern 

picture books ranged from Cape Canaveral Space Shuttles to Popsicles and were objects 

that would generally be found or mentioned in the lives of contemporary children. These 

tokens have evolved from generic abstractions of vehicles to specific signs known to all 

through the numerous advertisements that constantly bombard children. The M&M on 

Hansel and Gretel's witch's house becomes more than a piece of candy but is now a 

"chunk of meaning'" that has unity and can be shared with others (Short, 1984). 
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While fewer than, half of the modem Caldecott books inclitde "the insertion of 

rather generic textual elements into their visual text, almost all (89%) of the postmodern 

set contained such inserted textual material. Not only do these textual elements 

significantly add to the postmodern narrative but at times they may also carry the written 

narrative text through the arrangement of scraps of floating paper containing printed 

words that have landed on the picture book page. 

Modem Caldecott picture books may include non-specific references to Other 

Narrative Discourses. For exam.ple, two of their narratives incorporate dance. Howeve.r. 

most (83%) of the postmodern picture books incorporate a wide variety of other narrative 

discourses that range from television, movies, theater, opera to dance and musical 

concerts. 

The modem Caldecott picture book often contain a variety of allusions to famous 

artists or introduce visual elements reminiscent of famous works of art or artistic styles 

and include direct intertextual connections to specific well-known artists. In a similar 

manner, twelve (67%) of the eighteen postmodern picture books contained direct 

intertextual connections to specific famous artists. 

Lastly, the modem Caldecott picture book illustrators characteristically 

distinguish their books by working in a particular unique, identifiable artistic style while 

fewer (44%) of the illustrators of the set of postmodern picture books work in a particular 

unique, identifiable artistic style that persists from book to book. However, illustrators 

(17%) of the postmodern picture books may contain an obvious self-reference by the 

artist that alludes to his or her body of work that would not occur in the virtual world of 

the modern Caldecott picture book. 
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I have choseB, to inctode artistic antecedents that may or may not have been 

consciously appropriated by the author/ illustrators of these particular picture books. 

As postmodern children's literature is often clearly designed for both small children 

and sophisticated adults, the verbal word play and jokes and 'the complex visual text, 

filled with intertextual connections, of these picture books invite a variety of reading 

abilities, levels of sophistication as well as life experiences (with their awareness of 

many other realities outside of the fictional narrative) (Nikolajeva & Scott, 2001). 

Connections and similarities that are noticed by the reader or the researcher may or 

may not be the intent of the artist^ illustrator. Often artists cited, such as the Wyeths, 

are included in courses of illustration as illustrious examples of illustration. A 

summary of the findings for intertextuality in both sets of picture books is found in 

Table 5.4. 

Table 5.4 Results of the Analysis of Intertextuality 
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^ostmcxjern 
Picture Books 50% 22% 17% 44% 61% 78% 89% 83% 83% 67% 

Discussion of Intertextualitv 

From my analysis of intertextuality in postmodern picture books, several 

trends have become readily apparent. For example, there is an "increasingly eclectic 

accumulation" of patterns, elements and references that is drawi from, a variety of 
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cultural and written textual traditions (Scott, 1997, p. 94). In. the ten categorievS 

examined, eight categories reveal a marked increase of thirty-three to one hundred 

seventy-seven percent (177%) or more in the incidence of different forms of 

intertextuality in postmodern picture books as compared to the modern Caldecott 

picture book set. No percentages could be calculated for narrative fractming and 

contamination because they do not occur. 

Conventional Narratives. To begin, it must be noted that the only category of 

intertextuality that is used more frequently by the set of modem Caldecott picture 

books than by the set of postmodern pictxare books is the conventional narrative that 

"reflects dominant social practices" (Stephens, 1992, p. 199) and which consists of 

"conventionalized contents, structures, characters and patterns of represented 

behavior" (p. 85) such as school narrative, farm narrative or family narrative. 

Perhaps, because the modem Caldecott picture book purposefully attempts to 

"produce determinable meanings and to acculturate its youthfiil audience," (p. 98) the 

modem Caldecott narratives use the strategy of relating to pre-existing, conventional 

discourse patterns and structures to achieve potentially better intelligibility. By 

including settings, characters, ideas and attitudes within predictable, conventional 

picture book narratives the reader enters "a consensus reality" with conventional 

codes of representation and behavior, which reflect "dominant social practices" (p. 

199) and the ideal natural order. For example, in The Little House a precise 

presentation of physical phenomena (the stars in the sky, the changing of the seasons, 

the work and travel patterns of people) is provided as the rural setting around the 

Little House gradually changes into the urban setting of high buildings and dense 



habitation. By avoiding as much ® possible "specific discoursal elements (dialogue) 

that would foreground its literarioess," (Stephens, 1992, p. 251) the nairative seems to 

reflect the truth inherent in the natural processes of change. Moreover, the house ivS 

anthropomorphized in order to reveal life as it is in the world of the Little House and 

how progress and change impacts the Little House's world. Stephens lias suggested 

that such narrative written texts are didactic "instruments" that help cWldren to 

mature intellectually and emotionally by "enabling them, to experiment with different 

subject positions" (p. 242) in developing their personal, conceptual understandings. 

Narrative Pretexts. Other than the picture book, Madeline's Rescue, which is 

based upon a previous Bcmelmans' Madeline narrative series, the modem Caldecott 

narratives have no direct obvious models or pre-texts. This narrative as well as other 

modem Caldecott narratives might provide a reminiscence of other books the child 

has read or perhaps relate to the child's own personal experiences. Indeed, the 

narratives do contain "latent echoes" (Nikolajeva^ 1996) of other texts with their use 

of common topical content such as objects (houses, trains) or animals (ducks, pigs, a 

bear, a mouse, a tiger, monsters) as protagonists or important characters. These 

modem Caldecott picture books might also incorporate latent echoes of other texts in 

their narratives' myth-like organization of time and space {Where the Wild Things 

Are), their inclusion of particular myth-like components such as a magic arrow 

(Arrow to the Sun) or a powerful magician (Once a Mouse) and their standard fairy or 

folk tale repetitive narrative patterns (The Three Pigs; The Biggest Bear; The Judge). 

However, an interesting shift occurs in the greatly increased use of traditional 

narratives and .specific naiiative pre-texts within postmodern picture books in 
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comparison to the set of modem Cddecott picture books. Postmodern texts are more 

apt to incorporate specific identifiable traditional narrative pre-texts. Because there is 

a greater use (67%) of traditiooal narrative pre-texts in the postmodern group of 

picture books, presumably the audience will be more familiar with the content of 

original narratives thus permitting the author/illustrator to manipulate the written and 

visual texts and the message in innovative ways to create an entertaining intertextual 

dialogue between the old text and the newly created one. The author/ illustrator of 

these postmodern texts relies on his or her dual audience's visual and witten textual 

competency (their knowledge of the written textual conventions and genres) as well 

as their memory of other narratives that are similar or related by genre, theme, 

characters or narrative to make sense of his or her narrative and its innovations. 

Hence, the new meaning of the written text for the reader is developed against 

a background of previous traditional narrative written texts and in the intersection or 

clash between the pre-existing and the present text (Nikolajeva, 1996). This is readily 

apparent with the use of narrative fracturing which does not occur in the modem 

Caldecott texts. Seventeen percent (17%) of the postmodern texts alter or fracture the 

very familiar, conventionalized narrative events, characters, patterns of behavior and 

speech of a particular pre-text (Nikolajeva & Scott, 2001). A dialogic relationship 

occurs between the focused text and the particular pre-text that has been altered. For 

example, a clear relationship is established with its pre-text by the title of the fairy 

tale. The Frog Prince. Continued Here Scieszka creates his text as a continuing 

dialogue with the traditional fai,ty tale text, transforming the original narrative pattern, 

altering the expected gender roles of the characters, incorporating characters from 
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other fairy tales, changing the basic premise or problem, {is well as altering the 

predictable ending. The presence of parody contributes to the intertextual dialogue. 

In comparison, Galdone in his modem Caldecott The Three Little Pigs merely restates 

the original, predictable story of the three little pigs with the traditional, predictable 

repetitive discoursal and event patterns. 

Inclusion of Extra-Narrative Details and Textual Elements. In contrasting the 

set of postmodern picture books with the modem Caldecott picture books, another 

trend is readily observable. Within postmodern picture books there is an increased 

inclusion of extra-narrative details and objects or foitns of signification (with all their 

potential connotations) from the greater world outside the purview of the fictional 

narrative and its previously isolated, artificial world. This finding confirms 

Nikolajeva's (1996) observation that contemporary children's literature has "found 

inspiration in various discourses, literary as well as extra literary "(P-l 55). Hence, in 

the visual content as well as in written text form, "authors have severed themselves 

from traditional restraints" (Metcalf, 1997, p. 54) and have increasingly included 

objects from within the greater cultural milieu thereby severing the "borders between 

the real, the fictional and the fantastic" (p. 55). This collage of written textual, extra 

written textual and contemporary cultural references becomes an irreverent blending 

of real and unreal, and alludes to the tradition in children's literature of the 

appearance of serendipitous objects and events as well as nonsense and fantasy that 

have their origins within the fantasy tradition of Alice in Wonderland (1866). A 

certain "levity and playfulness as well as a tendency to manipulate" or disregard the 

traditional codes and conventions of the children's picture book is characteristic of 
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postmodernism and "tt),e developmental stage and language of cWldliood" (Metcalf, 

1997, p. 52). This change becomes readily apparent with the comparison of the 

postmodern picture books to the baseline set of modem Caldecott picture books. 

The most marked contrast in the two sets of picture books occurs in die 

number of postmodern narratives that add extra-narrative details from the greater 

world outside the picture book. This incorporation of the actual world into the 

separate, inviolate, virtxml fictional world of the picture book narrative is 

accomplished by the contamination of the focused texts with recognizable (an often 

unnamed) elements such as recognizable characters, objects or settings from other 

pre-texts, with the introduction of tokens of our time and with the insertion of textual 

material (postcards, newspapers, signs, torn text) into both the visual text and the 

linguistic text. Sixty-one percent (61%) of the postmodern pictwe books are 

contaminated with recognizable elements from other pre-texts. In addition, most 

(78%) of the postmodern picture books contain tokens (or artifacts) of our time while 

the modem Caldecott includes generic props when a narrative occurs in the recent 

virtual past. The observed props in the modem Caldecott set consist of generic 

trucks, cars, rapid transit trains, construction vehicles such as steam shovels as well as 

a phone booth and a swan boat. The postmodern texts show a significant increase in 

the insertion of the specific, often name-branded, objects found in our contemporary 

culture. The objects ran the gamut from examples of significant advances in the 

technological world such as Cape Canaveral space shuttles attached to rocket ships 

and airplanes to real things that are important branded objects in the more persoruil 

and everyday world of the child: Popsicles, M&M candies, Dairy Queen soft ice 
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cream con,es, modern tennis shoes, btisebal! caps with logos, and Oreo cookies. Hie 

objects in the modem set merely serve as generic props in the particular narrative 

setting whereas those the postmodern picture books provide opportunities for 

secondary intertextual dialogues. For example, in Dylan's Day Out, the competing 

teams of black aaid v^fhite penguins and skunks are depicted eating black and white 

Oreo cookies and black licorice stick candy as well as playing with black and white 

dominoes and completing black and white crossword puzzles. The concept of black 

and white and the variety of black and white objects with all tlieir dialogic 

ramifications is introduced into the narrative. 

Insertion of Textual Elements. The inclusion of extra-narrative details from 

the greater, non-fictional world is al so accomplished by the insertions of textual 

elements into the visual text and, at times, the wiitten text. The presence of 

individual words or meaningful configurations of words that are not generally part of 

the actual written text of a picture book increased dramatically in postmodern picture 

books in comparison with the modem Caldecott picture books. 

Pablo Picasso and Georges Braque initially introduced textual material onto 

the pictorial plane and thus destroyed the Renaissance pictorial illusionism that 

believed the forms created by the artist should correspond to what we see in our 

world. To represent reality, a traditional work of art was composed using a single (or 

two) point perspective with one fixed and complete view in which everything appears 

in a deep pictorial space of receding planes (Gardner, 1996), In 1912 Picasso 

produced his artwork, "Still Life witli Chair Caning," that had, adhering to its surface, 

an abstract sign composed of the letters "JOU" painted on a piece of paper. This 
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textual element thus played a double role that has, in turn, been appropriated by the 

contemporary postmodern picture book illustrator. Textual elements (or meaningful 

signs) are used in postmodern picture books as an composite part of the total image 

and yet are recognized as simultaneously maintaining their original identity and all 

the connotations the reader might bring to it from its former context. 

The postmodern picture book has become an open-bordered text "where the 

artificial borders of separation and uiiivocality" (Hartman, 1992, p.297) of the modem 

Caldecott text Imve been opened and fragmented. The postmodern narrative has been 

enlarged to encomp^^s a dialogue of multiple voices and sign systems. Textual 

materials often contribute to this multi-vocality and the multiple narratives 

encapsulated in the visual and written texts. For example, the postcards written to his 

distant cousin in Armadillo from AmariUo enable the armadillo protagonist to provide 

a separate comonaentary in a different register from that of the narrator thus enabling 

the author/illustrator to provide a polyphonic enhancement of the narrative. By the 

postmodern picture book's numbers' and words' migration into the visual pictorial 

setting as book titles, labels, signs, bumper stickers, newspaper headlines, the 

narrative environment has been redefined to fiirther reflect the characteristics of our 

modem world's everyday verbal cacophony (both oral or verbal and visual) 

(Nikolajeva & Scott, 2001). 

Moreover, the spoken language of the characters may move at times 

(Wiesner's The Three Little Pigs) from being normatively inserted in the written text 

and instead, is literally absorbed into the visual text by becoming cartoon-like 

balloons identifying the characters' spoken kmguage that is separate from the written 
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text sequence. Now, the words that have crossed the border into the visual text create 

an intertextual dialogue (Scott, 2001), 

Presence of Other Discourses. The most dramatic increase of all is in the 

increasing inclusion of other discourses into the picture book. Lemke has noted that 

because linguistic meaning making is only one aspect of every instance of meaning-

making, language has "co-evolved to be always deployed jointly with other semiotic 

resources" (1992, p.265). Hence, picture book narratives increasingly have cleverly 

integrated other "discourses" or "voices" (Bakhtin, 1981) into their texts. The presence 

of other discourses such as dance, theater, movies, television, video games, comics, 

opera, music, literature and art increased from the modem Caldecott set to the 

postmodern picture books. 

Therefore, by the inclusion of countless cultural elements and signs that 

contribute to meaning making the author/illustrator creates a complex web of 

meanings (Derrida, 1979). There may no longer be a fixed, unitary, centered text 

(recognized as such in many English classrooms) but rather there may now be a 

postmodern dispersed, multi-vocal, de-centered text that is a "differential network, a 

fabric of traces referring endlessly to something other than itself, to other differential 

traces" (Derrida, 1979, p. 83). Because of the postmodern picture book's complex, 

multi-vocal nature, the dual adult/child audience of the picture book will increasingly 

find new personal connections each time the readers transact with a postmodern 

picture book. 

Allusions to Works of Art, Artists and Artistic Stvles. The two sets of picture 

books make frequent allusions to works of art, to specific artists and to artistic styles. 
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Their author/illustrators construct meaning within the sign system of artistic 

representation by drawing from the codes and conventions and the piiirality of artistic 

"voices" available to them (Hartman, 1992). The author/illustrator constructs a 

meaningful world within the visual text by appropriating from the extensive 

vocabulary of various visual elements and juxtaposing them in original ways to 

communicate and interpret a narrative. As Lewis has noted (2001), "Illustrators in 

particular tend to be magpie-like in their approach to the world of imagery, taking 

whatever they wish from the visual world around them, transmuting and making use 

of it whenever they can" (p.99). 

Hence, modem Caldecott author/illustrators in this set utilize the codes and 

conventions, adapt the artistic styles of paiticular artists and, at times, make 

references to particular works of art (Sendak's allusion to Rodin's The Thinker) in 

order to create and relate a unique narrative. Modem Caldecott artists also generally 

use the available artistic vocabulary to develop a specific, personal, idiosyncratic 

artistic voice that interprets literally or mimetically (Nikolajeva & Scott, 2001) the 

narrative sequence articulated in the linguistic written text in order to create a virtual 

spatial world. Their purpose is to create a secondary virtual world whose boundaries 

tend to melt away as the reader becomes lost within the narrative's unique, fictional 

world. 

The artists of the postmodern picture books incorporate multiple artistic 

voices into their personal style, moving away from literal representation of the 

narrative "realit}'" and providing the reader with symbolic, non-mimetic 

interpretations of the narrative sequence that often have surreal overtones aod leave 
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the reader free to choose a personM interpretation considering what has occurred 

(Looking for Atlantis; Black and White; Book thai Jack Wrote). Instead of creating a 

perfect, unified, normative fictive world for the reader to wander through, they have 

drawn their reader's attention to the book as an object that must be paid attention to as 

a textual game and as a challenge incorporating messages and images from 

advertising, the media, the visual arts and multiple other aspects of the reader's social 

world (Lewis, 2001). 

Moreover, artists (Browne, Thompson, Macauley, AdeL Van Allsburg) whose 

work is included in postmodern picture books often purposefully incorporate complex 

visual symbols that are ambiguous in their meaning, having no signifier and that may 

or may not contribute to the narrative (Nikolajeva & Scott, 2001). Indeed, the notion 

that the "picture on the page is the (clarifying) intertext for the adjacent text" (Lemke, 

1992, p. 264) may have proven true with modem Caldecott narratives, but the 

postmodern illustrators increasingly challenge the reader by introducing intertextual 

ambiguity. The result is that readers are required to bring their own answers to the 

text, thereby "joining forces with the author/illustrator to create the interpretation" 

(Nikolajeva & Scott, 2001, p.259). 

Intertextuality, where there is dialogue within the various parts of a single 

text, is an important element in postmodern picture book texts. Hartman (1992) has 

noted that a text can be a site where an "interior" dialogue occurs that consists of "an 

interplay of absorbed voices dialogically speaking within a text" (p. 296), Different 

meanings and ways of viewing the world and events that occur in the world coexist 

side by side in postmodern picture books and it is difficult or impossible to determine 
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"the" meaning (Fairclough, 1992) or whether any coherent whole actually exists. For 

example, Browne's Voices in the Park is presented as four separate narratives told by 

four characters without the presence of a .narrator to take the reader's hand and 

metaphorically lead Mm through the various descriptions of a shared event (Lewis, 

1996) to the one "true" interpretation. Here the heterogeneous elements are not 

integrated and the dialogue between the disparate voices is not resolved into a 

homogenous, narrative whole. In Black and White four separate narratives with, four 

different titles, narrative registers, illustrative styles and type faces but with 

intersecting characters an.d events are left unreconciled. The text has been 

fragmented into its constituent elements that "represent a life of their own" rather 

than a unitary seamless whole (p. 296). With the various visual and written textual 

elements demonstrating intratextual dialogic relationships, the postmodern picture 

book narrative need not coalesce into a single, cohesive narrative with a "single, 

central meaning" (Hartman, 1992, p. 297) that has previously been expected of a 

conventional, bound picture book. 

Through my analysis of intertextuality in the modem Caldecott and the 

postmodern picture book sets, it becomes readily apparent to me that the modem 

picture book, in particular, has evolved into an increasingly complex and 

sophisticated postmodern combination of written and visual texts. Indeed, children's 

literature has evolved towards a state in which standard, epic/progressive narrative 

structures are gradually being replaced by new structures, which, include the 

extensive introduction of non- written textual elements such as television, film, video 

and paraliterary elements such as popular fiction. Increasingly, quotations, allusions, 
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irony and parody as well as intertextuality between and within texts are utilized, llie 

picture book is changing from a unitary, monologic textual voice into a part of a vast 

dialogue amongst multiple discourses and sign systems. 

ITiis study underscores the notion that the picture book has moved from being 

viewed as a unique creation developed from out of nothing (Hartman, 1992) that 

contains a closed, separate fictional world that is "individual, discrete, univocal, and 

pristine" (p.297). Instead, the picture book in its postmodern form, is evolving into an 

increasingly open, multivocal field of play that is the result of a multiplicitj' of 

sources where texts in the broadest sense are imposed upon texts, "with every text 

echoing another into infinity" (Plottel, 1978, p. xv). The postmodern texts now 

operate not only in a discourse between previous and concurrent picture book texts 

and the particular genres, but they also operate in the larger sense of a cultural 

discourse that involves artifacts of our time, textual material and other forms of 

contamination with various types of signs, language and aspects of our culture 

(Stephens, 1992). The reader is increasingly expected to move outwards from each 

picture book's "apparent structure and specific content and into the relations it might 

possesses with other works and other linguistic structures" (Allen, 2000, p. 12). 

Hartman (1992) has aptly described the postmodern text as "rampant with vectors to 

other texts, utterances, images and motifs that inform its construction" (p. 296). The 

results of my study of intertextuality reinforce the increasingly dialogic nature of the 

postmodern picture book. 
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Summary of Chapter Five 

From my readings in the professional literature devoted to 'the children's 

picture book, various written textual elements were identified as characteristic of the 

narrative picture book. Plot refers to the ordered sequence of events In children's 

narratives. Narrative voice is the medium through which the narrative is relayed to an 

audience. The narrative point of view is the orientation of the narrator with respect to 

the events related. Textual codes include the structure of complex and simple 

sentences. Intertextuality refers to the phenomenon wherein picture book narratives 

are puq)0seMly joined together by a vast, interconnected network of shared written 

textual codes, socio-cultural codes and visual conventions that, in turn, coalesce and 

contribute to the formation of a meaningfiil narrative. 

In this chapter I describe the codes and conventions that characterize the 

modem Caldecott picture book in order to establish a baseline for comparison with 

the postmodern picture book. The modem Caldecott picture book set's form and 

content is governed by codes and conventions. It generally contains a single, 

epic/progressive, circular plot that terminates in a "happy ever after" ending with the 

restoration of initial order. Time is present as a forward-moving sequence 

progressing from page to page, left to right with each event following a previously 

described event. All the visual and written text elements contribute to the meaning of 

the narrative. A non-focalized, omniscient narrator who describes the events, 

penetrates the characters' minds and unobtrusively guides the reader through the 

narrative elements tells the narrative. 
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Moreover, the modem Caldecott picture book relies heavily upon 

conventional narratives. Because the modem Caldecott narrative contains a closed, 

separate virtual fictional world, it is relatively free from extra-narrative details, real-

world objects and other visual elements and foms of signification that might occur 

outside its discrete, univocal reality. 

The postmodern picture book utilizes and frequently manipulates the codes 

and conventions that characterize the modem Caldecott picture book. It incorporates 

a wide variety of narrative sequences that are increasingly structurally complex and 

non-normative. As a result the postmodern picture book may no longer conform to 

the less complex, fixed conventions of the modern Caldecott narrative. A postmodern 

picture book may contain a variety of plot t)'pes and plot combinations. It may follow 

a circular plot trajectory, a linear plot trajectory or combinations of the two. Plots 

often occur in chronological order. However, in picture books containing multiple 

sub-plots, the order and actual time that events occur relative to the occurrence of 

events in the other sub-plots is often unclear with the sense of a forward-moving 

chronological sequence disrupted or lost entirely. 

In postmodern picture books the structural and psychological closure of a 

happy ending does not necessarily occur and there may not be a satisfying resolution 

of the previously introduced problem s and tensions. Hence, an aperture is created 

and there remains an indeterminacy concerning both what may have actually occurred 

as well as the fate of the characters. Some plots in postmodern multi-plot narratives 

will attain complete closure while others are left with an aperture. The protagonists 

may achieve a tcmporar>' resolution of their immediate problem but reach no final, 
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definitive closure. Lastly, elements and objects from outside the separate, fictional 

virtual world of the narrative may enter and alter the course of the sequence of events. 

The postmodern picture book employs a variety of narrative techniques with 

the use of multiple narrative voices in a single narrative. Additionally, the narrative 

point of view may vary from an impersonal, omniscient, non-focalized one to a multi-

voiced narrative composed of multiple, personalized perspectives. Dialogue (and 

monologue) is often added to the narration. Lastly, the autlior/illustrator or narrator 

may exchange normatively assigned roles with the characters tliemselves, physically 

altering the narrative. As a result, the definitive separation between the unified, 

ordered fictional world of the character and the actual world of the reader is no longer 

impermeable. 

Modem Caldecott picture books s are told with a mixture of complex and 

simple sentences in a ratio of at least two to fives times more complex sentences. No 

incomplete sentences are used. The postmodern picture book narratives are told with 

incomplete sentences, and with more simple sentences than complex. Perhaps, the 

inversion of complex to more simple may be explained by the presence of child 

narrators, the presence of dialogue directed at children or the presence of dialogue 

occurring amongst animal or fairy tale characters. Moreover, the sentence structure is 

frequently altered to fit the demands of the narrative and underscore the nature of the 

personality or power status of the character speaking. 

None of the modem Caldecott set of picture books includes insertions of 

normative forms of speech. Most of the narratives in postmodern picture books 

include the insertion of some type of normative tbrm that provides opportunities to 
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transmit additional information about the interpersonal and social parameters of the 

narrative and its characters. 

Several trends have become apparent in the use of intertextiiality in the picture 

book. There is an increasingly eclectic accumulation of patterns, elements and 

references that is drawn from a variety of cultural visual and written textual traditions 

(Scott, 1997). Thus, the closed, artificial world of the modern Caldecott narrative has 

increasingly been invaded by actual world extra-narrative details, objects and forms 

of signification. Hence, rather than using conventional, generic narrative texts as the 

modem Caldecott author/illustrator might choose to do, the postmodern picture books 

author/illustrator may now return to specific, identifiable narrative pre-texts and 

traditional texts with which his or her audience is familiar. The written and visual 

texts are then manipulated in more innovative ways, creating an entertaining 

intertextual dialogue between the pre-existing texts and the present text. This may be 

observed in the technique of narrative fracturing that is seen only in postmodern 

narratives. 

The postmodern picture book has become an open-bordered text without 

imposed normative borders that serve to separate it from the complex actual world. It 

encompasses a multitude of voices and sign systems. Its author/illustrators often 

incorporate multiple older artistic voices, artistic styles and surrealistic overtones into 

their personal, style thus leaving the reader free to choose a personal interpretation for 

the new, intertextual and unconventional symbols and images that occur. 

The modem, Caldecott p,icture book is expected to conta,in an integration of 

visual and written elements that coalesce into a single, cohesive nawative with a 
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single central meaniiig that is easily commumcated to a child. Tlie postoodem 

narrative has become increasingly complex and sophisticated with the use oi' 

quotations, allusions, irony, parody as well as the introduction of a multiplicity of 

resources from multiple sign systems that are present in our increasingly visual world. 

Hence, it has become rampant with vectors to other texts, utterances, images, motifs 

and artistic styles that serve to inform its construction (Allen, 2000). This analysis of 

the written textual elements of the picture book recognizes that the postmodern 

picture book is increasingly dialogic and often extraordinarily complex in nature. 
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CHAPTER 6 FINDING AND IMPLICATIONS 

Suinmary of Findings, Implications and Recommendations for Further 
Research 

The postraodem picture book overcomes systemic restraints by 
raanipulating two addressees as well as the current literar>' models. 

M. Nikokjeva & S. Scott, 2000, p. 179 

Literature is an art of time while painting (illustration) is the art of 
space. As an art of time, literature is for the mind, while as an art of 
space, painting (illustration) is for the senses. 

DalleVacche,2003,p.22 

The picture book is unlikely to yield up its secrets willingly. 
Lewis, 2001, p. 3 

Overview of the Study 

This study focuses upon an analysis of the nature of the visual and written textual 

codes and conventions of the postmodern picture book. It contrasts the codes and 

conventions characteristic of the picture book's modem Caldecott form, that became 

"fully formed" by the mid twentieth century, with the codes and conventions of the 

postmodern picture book that have evolved during the last quarter of the twentieth 

century to the present (Lewis, 2001). The set of modern Caldecott picture books was 

analyzed and its characteristic elements identified. These formed a baseline for 

comparison with the postmodern picture book set of eighteen picture books. From this 

analysis, shifts in the codes and conventions that shape the form aod contents of the 

postmodern picture book became apparent. In this chapter the major findings are 
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described and the implications of the study are discussed. Recommendations for related 

research are also suggested. 

Theoretical Framework of Dissertation 

The picture book has experienced a significant shift in both form and content that 

has been recognized and commented upon by scholars (Goldstone, 1996; Hunt, 1992b; 

Lewis 1996; Moss; 1992; Nikoiajeva &Scott 2001; Paley, 1990,1992). In order to 

understand the nature of the shift, it is necessary to understand the codes and conventions 

that order the construction and organization of the visual text and the written text of the 

modem Caldecott picture book. The postmodern book can then be compared to the 

modem Caldecott picture book's characteristic baseline codes and conventions. 

Several scholars have devoted their attention to an analysis of the actual visual 

codes and conventions that govern the nature of the modem Caldecott picture book 

(Bang, 1991; Lewis, 2001; Moebius, 1986; Nikoiajeva & Scott, 2001; Schwarcz, 1982). 

However, little attention has been focused upon the modem Caldecott picture book's 

written textual codes and conventions (Golden, 1990; Nikoiajeva, 1996,2002) although 

Moebius (1986) acknowledges that the written language of the narrative text is of equal 

importance in the picture book's construction of a meaningful narrative. Despite the 

efforts of these scholars, there remains a fragmented and inadequate scholarly vocabulary 

and methodology for looking critically at the nature of the construction of the picture 

book. 

The postmodern picture book has been referred to increasingly in the professional 

literature that is de^'oted to children's books. However, the generalized descriptions. 
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utilizing the vocabulary of postinoderaism, rarely illuminate the concrete defining 

features that may be found in a postmodern picture book (Lewis, 2000). 

This study attempts to define the essential features of a set of modem Caldecott 

picture books and a set of postmodern picture books, and in so doing, describe the shift 

that h^ taken place in the codes and conventions as well as the nature of .meaning 

making in the narrative picture book. 

Methodology of the Study 

This study may described as a comparative content analysis whose data is a group 

of eighteen postmodern picture book narratives that have been identified in the 

professional literature. In order to analyze the contents of the set of postmodern picture 

books, I created a comparative set of modem Caldecott picture books from which I 

identified the characteristic codes and conventions of the modern Caldecott picture book. 

Because picture books are an art form based upon a combination of two separate but 

inseparable sign systems (iconic images and indexical words) that convey different but 

related information, both the visual text and the written texts were examined with the 

primary emphasis placed upon the particular sign system being analyzed. As this 

research focused upon a visual text content analysis and a written text content an,alysis, I 

used the modem Caldecott picture books' characteristic visual and written codes and 

conventions to identily the characteristics of the codes and conventions of the 

postmodern picture book narrative. 

The set of ten modern picture books that had been awarded the Caldecott Medal 

or Caldecott Honors in each of the five decades of the mid-twentieth, centur>' were used 

as to established a baseline for a comparative content analysis of the postmodern picture 



book set. The postoodem set is comprised of a sample of eighteen picture books that 

have been cited in, the field of professional literature as having postmodern 

characteristics. 

To develop categories of analysis, I initially listed and defined the visual codes 

and conventions described in the professional literature. Codes and conventions that 

remained constant throughout both samples of books were discarded. Two levels of 

analysis were performed on the data: an examination of the visual text, and an 

examination of the narrative's written text. Three categories of visual analysis and four 

categories of written text analysis with their respective sub-categori.es were developed. 

Primary data was collected in the form of individual Data Analysis Coding Sheets for 

each category and each picture book. The findings were organized in Data Analysis 

Charts and summarized as percentages of each set for each category examined. 

Differences, shifting patterns and potential trends were noted. 

The Research Question 

This dissertation is a comparative content analysis study of the postmodern picture 

book using the characteristic codes and conventions of a set of modem Caldecott 

narrative picture books as a baseline for comparison. The following research question 

guided this study: 

1. What are the characteristics of the postmodern narrative picture book? 
a. Wliat are the codes and convention of the visual text in the 

postmodern picture book? 
b. What are the codes and conventions of the written text in the 

postm.odem picture book? 
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Findings 

Elements of the Visual Text in Postmodern Picture Books 

To answer the research sub-question la, an analysis of the visual text was 

conducted based upon the following three categories: 1) The Pictorial Space, 2) The 

Frame, and 3) The Pictorial Viewing perspective. The analysis of the visual text, with the 

written text in mind, provided a partial answer to the first research question and the initial 

sub-question. The findings for the visual text that were revealed consisted of the 

following for the set of eighteen postmodern pictwe books: 

» Narrative events may occur in virtual pictorial space but may also occur in 

indeterminate "Svhite space" tliat consists of either a non-pictorial virtual 

space, the reader's actual world space or within various other pictorial spaces 

with no clarification of the space's relationships to the original virtual 

pictorial space. 

• The inviolate picture plane has become more elastic and may be penetrated by 

the reader from the outside actual world or from the inside by the characters 

and props that exist within the virtual pictorial spatial world. 

• The virtual pictorial space may be fragmented into excessive numbers of non

essential presented details that hinder the reader's ability to construct an 

intelligible narrative. 

• The frame surrounding the visual text assumes a greater variety of shapes 

whose physical characteristics contribute added layers of meaning to the 

narrative. The frame may reflect inner emotional states, changing 

interpersonal relationships or historical connections. 
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• The formerly impenetrable, inviolate pictorial frame that delineates the virtual 

picture space's outer boiinidari,es may be penetrated and visually destroyed. 

• Characters, participating in the events of the narrative are presented in an 

unpredictable manner from multiple points of view in multiple locations in 

pictorial space. 'Ilie central, eye4evel point of view may be interspersed with 

intimate close-ups, bird's eye views, worm's eye views and oblique views 

thus manipulating tlie nature of the reader's emotional response to the 

characters and events occurring in the pictorial world. 

« Characters are presented in various locations within the virtual pictorial spatial 

world with their location relative to the reader engendering a response that is 

governed by the invisible codes of interpersonal interactions. The character 

may be presented in intimate close-ups, the social middle distance or in the 

uninvolved far distance. 

® Characters offer themselves to the reader's gaze but they may also violate the 

separation of the inviolate pictorial space from the reader's actual world to 

demand an interaction with the reader. 

Elements of the Written Text in the Postmodern Picture Books 

The analysis of the written text, with the visual text in mind, provided a partial 

answer to the research question and the second sub-question. My analysis of the set of 

eighteen postmodern picture books provided the following findings for the written text 

category termed "Plot:": 



• The postmodern narrative displays great flexibility in the types, numbers and 

combinations of plots used. A primary standard epic/progressive plot may 

exist with one or more secondary sub-plots. Incomplete epic/progressive 

(without beginning or ending) plots, combination plots (multiple plots without 

the presence of an epic/progressive plot) and slice of life plots appear. 

» Plot trajectories vary. Two thirds of the plots contain circular plot trajectories, 

variations of circular trajectories or exist in combination with other plots with 

different trajectories. Linear plot trajectories also occur bodi alone as well as 

in combination with other types of plot trajectories. 

« Unity of plot elements does not always occur, leading to ambiguity. 

• The temporal order of unfolding events is generally chronological. However, 

disrupted chronological order and temporal ambiguity may also occur with the 

presence of multiple plot structures. 

• The narrative may have structural and psychological closure thus producing a 

"happy ending." However, the nature of the plot resolution may be problematic 

and open to interpretation (44%) in many postmodern narratives. 

• Narrative sequences with no primary plot and multiple sub-plots that contain 

an indeterminate narrative and chronological sequence lead to an open ending 

or aperture requiring the reader to construct a satisfying, personal closure. 

• Partial aperture with closure of the primary plot but not other sub-plots occurs. 

Partial aperture with a temporary ending for a primary linear plot-but with no 

final resolution-may also occur. 
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My analysis, which focused on the postmodern, picture book's written text, provided the 

following findings for the written textual elements of Narrative Voice and Point of View 

in the set of eighteen postmodern picture books; 

• Omniscient third person narration continues to be the predominant nari-ative 

technique but is now used in conjunction with first person participatory 

narration or limited third person omniscient narration. The narrator, however, 

may enter the narrative sequence and relate to the characters. Narratives may 

be told by multiple characters or child characters. 

» Dialogue occws in the majority of the picture books with variations where 

the presence of a narrator. 

• Various focalization techniques are used. Internal focalization 

presenting a character's viewing perspective predominates. The non-

focalized, external viewing perspective (of an omniscient nairator) 

often occurs either alone or in conjunction with internal focalization. 

Variable focalization occurs rarely. 

My analysis, which focused on the written text, provided the following findings for the 

written text category of Textual Codes and Language Structures in the postmodern 

picture books: 

® The presence of an inverse ratio to that of the modem Caldecott set vvdth 

the postmodern, written text containing either fewer or same number of 

complex sentences to the number of simple sentences used. Incomplete 

sentences are also itequently present. 
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« Insertions of iiormative speech now occurs in most narratives in both the 

written text and the visual text. These insertions may take the form of a book, 

a postcard, a newspaper or a map. 

My analysis, which focused on both the written text and the visual text, provided the 

following findings for the written text category of Intertextuality in the set of 

eighteen postmodern narrative picture books: 

® Intertextual references to specific pre-texts occurred in half of the texts. 

• Narrative fracturing of well-known tales may occur with the inclusion of 

altered patterns of behavior and speech of a particular pre-text in order to 

provide irony or parody 

® Narrative contamination by recognizable objects or characters from other 

pre-texts occurs. 

• Generic and name brand tokens of our time are frequently included initiating a 

dialogue with the branded object's previous role and usage. 

• Various forms of written text are inserted into the visual text in order to 

either supplement, comment upon or tell the narrative. 

• References to other narrative discourses such as music, dance, opera, sports 

and film are usually included in the visual text. 

• Some illustrators include intertextual self-references in the form of inserted 

objects and characters that allude to their previous work in other picture 

books. 

• Half the picture books in the set include obvious allusions to famous artists, 

works of art and particular artistic styles. 
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Reflection on Findings 

Narrative is more than a "contrived solace from which we must be weaned" 

(Rosen, 1984, p.7). Rather, narrative is the strategy by which we construct meaning 

from the immanageabie complexity of our world (Hardy, 1978), We order and give 

coherence to this "unmanageable flux" by creating beginnings and endings and 

situating between these framing devices a meaningful structured sequence of closely 

connected events (Rosen, 1984). The journey the reader embarks upon when 

experiencing a picture book narrative is supported by an unrecognized, shared set of 

understandings of the "semiosphere" of children's literature that consists of a 

stratified system of signs, conventions and codes that govern the structure of the 

picture book and determine how it functions as an visual text (Nikolajeva, 1996; 

Lotman, 1977). The understandings are shared by both the reader and the picture 

book author/illustrator (Lewis, 1996). 

This study has revealed the evolving, normative, organized nature of the 

picture book narrative that is a unique form of literature created for a dual audience of 

the young child and a mediating adult. Keeping the implied child reader in mind, the 

picture book author/illustrator incorporates two culturally imbedded tools, the sign 

systems of the visual text and the written text, and fashions a narrative that is subject 

to its own set of normative rules (Vygotsky in Wertsch, 1985). Conformity to 

cultural (language, behavior, subject matter) and poetic norms, codes and conventions 

is imperative if the picture book narrative text is to be accepted by the children's 

system (Shavit, 1986; Nikolajeva, 1996). Hence, all picture books have traditionally 

been organized around prevailing narrative norms in a subtle recombination or 
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reinvention of a limited mmber of standard dements (Lotrnan, 1977; Nikolajeva, 

1996). Invention has been rigorously subjected to prevailing conventions. 

The prevailing notion of childhood often determines the character of pictitre 

books. The modem Caldecott picture book author/illustrator creates a picture book 

with certain assumptions concerning the nature of his or her implied reader (Iser, 

1974). The author/illustrators adapt to what they believe to be the reader's interests, 

cultural experiences and familiarity with the codes and conventions of picture books. 

These assumptions, in turn, impose constraints on the picture book text (Shavit, 

1986). 

A general idea of the implied reader of the modern Caldecott picture book can 

be constructed (Shavit, 1986; Freire, 1998). Childhood for tlie raid-twentieth century 

child was seen as a special period in an individual's lifespan that required uniformity 

in order to accomplish the shaping and training necessary for productive adulthood 

(Evans, 1998; Reynolds, 1994). The picture book was perceived as a didactic 

instrument for the direct transfer of generational and cultural knowledge about the 

world to the passive, ignorant child (Freire, 1998). The picture book functioned as a 

significant tool by which the uninitiated child learned the meaning making nature of 

both the iconic signs of the visual text and the conventional sign system of the 

written text as well as the codes and conventions of narrative. The young child, 

"realizing texts differently than adults, must be brought up on different norms of 

realization" (Shavit, 1986, p. 70). Hence, the child was provided wiA a didactic 

picture book that contained an edited and highly stractured written text and 

complementary, edited visual text. The intention of the author and ilkstfator of the 
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modem Caldecott pictwre book has been primarily to expand and enrich their implied 

readers' "understandings and involve them in the situations depicted" (Nikolajeva & 

Scott, 2000, p. 259) while sparing them from the unattractive aspects of life. Hence, 

the modem Caldecott picture books was constructed to support the effortless passage 

of the uninitiated implied reader (assisted by a mediating adult) through the picture 

book's entertaining, predictable, simplified narrative sequence with both the written 

text and visual text. 

This research study describes the "shi.fting and evolving codes and 

conventions" of the modem Caldecott picture books (Nikolajeva, 1996) that have 

produced the postmodern picture book. The author/ illustrator of postmodern picture 

books as well as his or her inferred dual audience are part of a society that has been 

shaped by the activities of previous generations of artists and authors, and they are 

surrounded by picture book narratives that convey normative ideas, codes and 

conventions that continue to exist and function (Wertsch, 1985). Nevertheless, the 

postmodern picture book authors and illustrators also respond to the changing times 

of the late twentieth century and, consciously or unconsciously, include the 

techniques and sensibilities of postmodern thinking in their work while adjusting their 

text to the perceived interests and the contemporary experiences of their implied 

addressee (Evans, 1998; Lewis, 2001; Moss, 1992). The addressee or implied reader 

(Iser, 1974) of the postmodern picture book narrative may not necessarily be solely 

the child reader (and a mediating adult), but rather a dual adult/child audience, 

equally empowered to enter a collaborative meaning-making relationship (Nikolajeva 
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& Scott, 2000; Shavit, 1986) witli each contributmg to the constractioii of the picture 

book narrative. 

Like the changing picture book^ childhood at the end of the twentieth centuiy 

is quite different from that of the 1940s aid 1950s. The implied coateroporar>' reader 

is a rather sophisticated consumer of intbrmatioB in a fragmented, image-filled world. 

Technology has made information readily accessible and the child is exposed to a 

vast array of events, far away places, other sub-cultures and niultipie narrative forms 

and language dialects. Film, comics, cartoons, television, videos and print media are 

a regular part of his or her daily experiences. Computers and ubiquitous computer 

games have stimulated his or her exploration and manipulation of virtual pictorial 

space (Nikolajeva, 1996) while fostering his or her familiarity with rapidly delivered 

and constantly changing pictorial viewing angles. The implied reader's life is one of 

incessant change, fragmented information, and the constant need for the integration of 

multiple, conflicting points of view and forms of meaning. This implied reader i.s not 

passive, naive nor uninformed. Rather he or she is comfortable with the complexity 

of the world and is familiar with the nature of the multiple sign systems utilized to 

convey and construct meaning. The postmodern author/illustrator has retained but 

also reshaped the codes and conventions of the picture book, and, in doing so, has 

enabled the child, who is less conversant with conventions of the modern Caidecott 

picture book text than the adult, to be freer to respond (and construct personal 

meanings) to this less traditional visual and written textual that is more representative 

of the semiotic world in which he or she lives (Nikolajeva, & Scott. 2001). 
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Picture book nctrratives with their shared, unwritten codes and conventions 

convey the prevailing historic fonns for what is an. acceptable normative text. 

However, ail artistic forms, by their very nature, are constantly evolving. This is 

certainly true of the postmodern picture book that violates the prevailing norms of the 

normative system by matiipulating normative codes and conventions to form complex 

new narratives. 

These postmodern narratives may not necessarily conform to the traditional 

written text norms. This research study revealed that the postmodern picture book is 

a complex of multiple plots, multiple points of view, multiple voices and dialogues 

that seemingly rejects the satisfactions of a carefully constructed, predictable modem 

Caldecott picture book. Like previous picture book texts, the postmodern picture 

book is also carefiilly constructed. However, its purpose is to toy with both the codes 

and conventions of the narrative plot structure, the chronological order of events, the 

language of the narrator as well as the limits and character of the pictorial space, the 

pictorial frame and its contents. 

Postmodern picture book narratives could be described as picture books that 

in some fashion disregard, stretch or break normative boundaries. They revel in 

excess and indeterminacy, and they frequently refuse to accept as natural and given, a 

secondary fictional world that is composed by culturally determined conventions 

(Lewis, 2001). The reader is left to cognitively construct into a personalized whole 

through his or her understanding of the shared, unwritten codes and conventions of 

narrative what the narrative meanings might be. The author/iilustrators have either 
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abrogated or redefined their original role that was origi:tially one of providing a 

readily understood, singular narrative, free from obfuscation for their reader. 

Postmodern picture books break the prevailing norms of the written text 

normative system by manipulating the old and forming new non-conforming models. 

These complex manipulations reflect larger social and cultural changes (Lotman, 

1977). Kulin (1996) has noted that the framing concepts that structure people's way 

of explaining and perceiving their world are subject to periodic upheavals and 

revisions. The late twentieth, century is seemingly undergoing such an upheaval and, 

as a result, we inhabit a far different, less structured, less confident world than the 

readers of the 1940s and 1950s. Rather, we are confronted with daily experiences 

that are filled with undecideable outcomes and irresolvable dilemmas (Lewis, 2001). 

Many of the previously held, organizing ideals and beliefs of the 

Enlightenment, such as the use of reason and science to solve mankind's problems 

and explain the nature of existence, have been undermined by science's destruction of 

the very underlying principles that framed our ideological world. Thus, many of the 

governing narratives of our culture have "broken down" or are being questioned 

(Lyotard, 1984). Absolutes have been replaced by relativities, "understood rules of 

behavior (replaced) by personal preference, shared values (replaced) by situational 

ethics" (Nikolajeva, & Scott, 2001. p. 260) and wholes replaced by fragmentation, 

thus creating ever-greater confusing complexity (Hassan, 1986: Lewis, 2001; Powell, 

1998). 

Postmodernism perceives our world as an artificial construction of mankind 

and also rejects the accepted reality of an alternate, constructed, virtual fictional 
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world. Postmodernists also question whether the sign systems of written, and visual 

texts can actually reflect reality at all (Powell, 1998). 

Postmodern picture book narratives reflect tliis cultural shift with an alteration 

of many of its governing codes and conventions. The nature of the changes became 

apparent in my analyses of the picture book narratives. For example, the postmodern 

picture book may contain a disintegration of the modem Caldecott conventional 

epic/progressive narrative circular plot trajectory and its chronological sequence of 

bound events that has a beginning, a middle, and its happy, satisfying ending 

(Nikolajeva, 1996). The primary plot of postmodern picture books may follow a 

linear plot trajectory where the eventual fate of the character is left unresolved. Or it 

may contain multiple narratives with no resolution. Yet, there may be a primary plot 

that ends happily while sub-plots are left unresolved or open. Its plots may have a 

beginning that is actually an ending and an ending that is a new beginning. Or the 

narrative may have a narrative that circles back to the beginning with permanently 

deferred closure, suggesting that unity of the narrative sequence is, in the end, simply 

an illusion (Lewis, 2001). 

Additionally, postmodern picture books often make use of the concept of 

narrative gaps where the reader must use both the written text and the visual text in 

order to imaginatively make sense of the ambiguous text (Evans, 1998). By 

withholding the necessary narrative information and props required for 

meaningMness and failing to fulfill the convention of the "economy of significance" 

(Stewart, 1984). the reader is left with confusing gaps in their understanding of what 

occurred and why. 
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A shift has also occurred in the nature of the ending. Modem Caldecott 

narratives always contain an ending where both, stmctural and psychological closure 

are achieved. Problems are resolved; peace, happiness and stfibility are satisfyingly 

re-established. On the other hand, postmodern picture book narratives may contain 

an ending where structural closure is achieved, but psychological closure is left 

unclear (or vice versa). Postmodern narratives often prefer to supply indeteminate 

endings where ends remain loose and visible because the modern Caldecott 

conventi.onal imposition on narrative endings of unification and synthesis might be 

considered to be the imposition of a contrived, spurious order to the postmodern 

author/illustrator (Lewis, 2001; Hassan, 1986). 

Modern Caldecott narratives' events occur in a forward-moving, 

chronological progression, just as they would normally occur. Time is present in a 

forward moving sequence. In the postmodern narrative with multiple plots, it 

becomes unclear how the events occur relative to events in the other sub-plots. The 

events may contradict or fail to integrate with one another or occur in a reversed 

chronological order. The reader is left to construct what occurred and when it 

occurred relative to the other narrative sequences. In another postmodem variation, 

an integrated narrative sequence is interrupted prior to the ending, revealing the 

fictional nature of the narrative. Therefore, it becomes clear that postmodem 

narratives, with their complex plot structures, play with and manipulate the simpler, 

fixed and immutable shape of modem. Caldecott picture books' plot ele,ments. This, 

in turn, provides an ambiguous "fictive space" where new narratives must be created 

by the reader (Lewis, 2001). 
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Stories must be told. There must be a, medium, or narrative voice through 

which the narrative is commimicated to its audience. In modem Caldecott picture 

books, this voice is almost uniformly ao omniscient, impersonal, gender-neutjal 

narrator who guides the reader in standard English through the sequence of narrative 

events to the happy ending. Postmodern narratives also rely upon this convention, 

but they supplement the narrator with various first person narrators in order to 

provide alternate information and points of view (Barthes, 1977). Thus, the narrative 

is filtered through the characters' various perspectives, emotional states and 

motivations. The characters are now brouglit forward and presented as multi

dimensional people with their non-normally represented, disagreeable traits and 

unsolvable (within the narrative) personal problems. 

The narrative shift is also apparent in the postmodern multi-voiced, first 

person narratives without an omniscient narrator. Here the author/illustrator has 

abrogated his responsibility to guide the reader to a coherent interpretation of the 

various voices that comprise the narrative (Lewis, 1996). For the postmodern thinker, 

the idea that multiple voices can be shaped and ordered in such a fashion that the 

introduced problems will be resolved remains an artificial impossibility. Therefore, 

in postmodern picture books, there is a dissolving of conventional narrative 

boundaries and a fragmentation of wholes into multiple voices and viewpoints that 

precludes a single correct way to tell the stor>'. Again, the reader must resolve the 

loose ends much as in their real multi-vocal, dialogic world (Bakhtin, 1981) and make 

personal sense of it all. 
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Other immutable coiwentiom are broken in postmodern narratives. The 

author/illustrator may move or "slip" from the actual world onto the stage of his or 

heron fiction, stop the action, prompt the protagonist to new actions an.d disturb the 

expectations of the reader. Or, the characters may visually rearrange the typeface and 

rewrite their own narrati ve, thus assuming the role of author as well as narrator. Both 

of these instances violate normative conventions and breach the impermeable 

boundaries between reality and fiction, revealing the constructcdness of the visual 

text. 

The changing role that picture books are expected to fulfill may reflect the 

boundary breaking flouting of conventions often seen in the postmodern world. 

Rather than seeing the picture book as a entertaining, didactic device for the potential 

future owner of the conventions that organize narrative fiction, the author/illustrator 

of the postmodern narrative recruits the reader into a "textual game" where rales are 

consciously broken and expected conventions are flouted—much as in the child's 

world of play (Lewis, 2001). 

There have always been multiple boundaries and frames that serve to separate 

the illusionary, virtual, world of modern Caldecott picture books from, the world of the 

reader. On the flat page's surface, the illustrator creates the visual illusion of a three 

dimensional virtual space that is a recognizable, internally consistent virtual world, 

composed of countless receding planes that are parallel to the picture surface (I.anger, 

1953). Occupying this fictional world are only the characte,rs and props essential to 

the narrative sequence. This pictorial space has inviolate, impenetrable outer lim,its: 

the surface of the page and the edges of the illustration's frame. No object or 
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character from, the inner virtual world nor anything from the actual world can 

penetrate these limits. Yet, the characters in postmodern narratives climb over the 

frame, fall out of the frame, break the frame and effortlessly move into and out of 

pictorial space as well as into other virtual worlds—thus demonstrating the 

constructed fiction of the narrative world. By eliminating the impenetrable frame and 

permitting the characters to wander between our "reality" and the fictional, virtual 

pictorial world, the postmodern picture book questions the rature of reality itself. If 

the characters leave the narrative illustiation, where are they? 

The single reality of modem Caldecott picture books has shifted into the 

postmodern picture book's multiple realities within and without the virtual pictorial 

world. The modem Caldecott code of white space that was an isolating device within 

the virtual pictorial space may shift in postmodern picture books to represent an 

alternate spatial world apart from the virtual world. It exists outside the boundaries of 

the presented pictorial world and seemingly shares the spatial world of the reader. 

However, it remains ambiguous as to whether it is an "inter" or "intra" reality. 

Hence, with the penetration of the frame, the relations between the various spatial 

worlds of the postmodern picture book become extremely complex and again require 

the personal interpretation of the reader. 

There has also been a code shift from stark simplicity to abundance. Modem 

Caldecott picture books contain one circular plot whereas postmodern picture book 

narratives frequently have multiple plots and subplots in the visual text and/or in the 

written text. The modem Caldecott picture book set's visual text is edited to the 

essentials, with the precise contours of characters and necessary props isolated by 
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white page framing in a reduced pictoria} space. Whereas, the postmodern narrative's 

visual text contains an expanded, m«lti-fram,ed, object-filled space that is often filled 

with multiple alternate pictorial worlds, shiifting chronotopes, hidden texts aiid 

symbolic references boirowed from other visual texts. The consequential, the banal 

and the trite are given equal attention. This reflects a shift in the proliferation of 

visual signs and multiple, fragmented, visual impressions that may be observed in 

television (MTV), videos, advertisements and magazine graphics within our Western 

cultui-e. 

There has also been a code sMft in the dialogic nature of the picture book. 

The picture book is changing from a "unitary, monologic textual voice" into a 

dialogue amongst multiple discourses and sign systems (Hartman, 1992). Characters 

narrate; characters use multiple types of spoken language; characters interact with the 

reader. While the modem Caldecott author/illustrator attempts to create a perfect, 

unified, separate fictional world where a visual text creates a clarifying intertext for 

the preceding and following visual text (Lemke, 1992), the intertext of the 

postmodern picture book has become a multi-faceted linguistic and artistic dialogue 

among multiple discourses. The intertext shifts from the narrative itself to that of all 

cultural discourse. Thus, postmodern picture books are increasingly invaded by 

inteitextual visual and written textual references, self-references, extra-narrative 

details and tokens of our time, as well as messages from film,, advertising and the 

various sign systems of our culture (Evans, 1998; Nikolajeva & Scott, 2001; Lewis, 

2001). Texts are now imposed upon texts with every text echoing another into 

infinity (Plotleii, 1978). 
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The penetration of the pictorial frame and the confinmg page is also symbolic 

of the shifts that have occurred in postmodern picture books. Postmodern picture 

books have evolved into a written and visual code-breaking text without artificial 

borders that serve to separate it from the actual world. They have become an 

increasingly complex and sophisticated matrix composed of a multitude of voices and 

points of view and rampant with vectors to other texts, utterances, images, motits and 

artistic styles that serve to inform its construction (Allen, 2000). 

In summary, the children's picture book is part of a complicated dual sign 

system that is governed and organized by shared codes and conventions. It is a 

composite, interwoven nan-ative that is told with the visual iconic sign system of the 

illustrations and the conventional linguistic sign system of written language. It is also 

a unique written textual form because it is written for a dual audience of a child and 

an adult mediator. Modern Caldecott picture book narratives tell a ctesical epic 

narrative in chronological order within a separate, edited, inviolate virtual space. 

Their message is unified and clear. Their purpose is to be entertaining and didactic. 

Invention is limited to variations of the conventions. 

Author/illustrators of postmodern narratives, on the other hand, indulge in the 

activity of disregarding, testing or stretching the codes and conventions of modern 

Caldecott picture books and their linguistic, visual, written textual, social and 

conceptual norms. They revel in breaking normative boundaries, in excess and 

fragmentation, in the narrative gap and in open endings. They playfully poke fun at 

the conventions of verbal discourse, language use and visual depiction while denying 

the existence of a virtual, secondary fictive world. They refuse to permit their reader 
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to suspend belief and lose him/herself in an minteirupted illusion of a secondary 

world (Lewis, 2001). And, unlike modem Caldecott author/illustrators, they are not 

as concerned with the content or the "what" of the story as they are with the "how" or 

the process that is required to tell the story. 

Postmodern picture books raise the question., "Can an visual text exist outside 

the canon?" Picture book author/illustrators have been able to engage in 

extraordinary displays of inventiveness because of the flexibility of the picture book's 

unique fom that consists of the Interweaving of two sign, systems and multiple forms 

of discourse. Therefore, the picture book, by its veiy nature, is "ideally suited to the 

task of absorbing, reinterpreting and re-presenting the world to an audience for whom 

negotiating newness is a daily task" (Lewis, 1996, p. 137). It is constantly renewing 

itself with borrowed images, languages and the countless signs of visual expression 

that are available within our world. Yet. in order to communicate, all 

author/illustrators must utilize the shared, unacknowledged codes and conventions 

that govern the picture book and its pictorial and verbal components. Because 

unique, non-recurring signs cannot communicate, there must be some adherence to 

the meaningful , shared conventions of any sign system in order to relate shared 

meanings. It is only when the meaning-seeking reader is unable to deduce the rules 

or recognize the expected recurrent types of codification and is unable to make sense 

of the gaps that there is no longer shared meaning. In such a case, a picture book or 

any other convention text becomes meaningless. Inventions must eventually 

somehow adhere to conventions to be mutually understandable. Postmodern picture 
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books are playing with the limits of conventional understandability as they develop 

new conventional tlorms. 

Because of their use of multiple sign systems, picture book author/illustrators 

can take greater risks and be more innovative than would be seen with other written 

tex,tual forms (such as the mystery novel) and still communicate meaning. The nature 

and the degree of invention in respect to the shared normative conventions distinguish 

this research study's postmodern narrative texts from modem Caldecott texts. The 

normative text engages in tiny deviation from the nonns. Postmodern picture books 

revel in playing witJi the norms themselve,s. Nodelman (1985) has identified these 

limited variations as the repetitious "sameness" phenomenon or as an obedience to 

the children's code (Shavit, 1986). For "if a text is for children, it is canonized" 

(Shavit, 1986, p. 64). The narrative content of the picture book remains essentially 

unchanging, but the ways the picture book's visual and written codes and conventions 

are used to convey the narrative to the reader and the message that the reader 

generates are now subject to a far greater variety of potential variations (Nikolajeva, 

1996) in the postmodern narrative. 

Ultimately, the fact that there is a system that underlies both visual and 

written communication and makes communication possible increases our sensitivity 

to and appreciation of the remarkable picture book text itself. "Formal accounts of 

the picture book will, in the end, never be enough" (Lewis, 2001, p. 137). The picture 

book remains an elusive, magical, evolving invention. 

Recommendations for Future Content Analysis Research 
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While this study has yielded much useful information about the nature of the 

changing codes and conventions of the modem Caldecott and the postmodern picture 

book, it was conducted with a limited sample of books and would possibly yield other 

findings with anotlier sample. Each of the categories explored in this dissertation are 

areas that would benefit from further research. There also remain numerous other 

unexplored aspects of the picture book where content analysis would prove firuitful. 

Potential, areas for content analysis research include the following: 

» An analysis of the metafictive devices that occur in the children's 

narrative picture book 

• An analysis of the handling of time and space within both the normative 

and the complex, multiple-narrative picture book 

• An analysis of the treatment of typopaphical elements that support and create 

additional meaning in the picture book. This might include typeface 

selection and manipulation, typeface combinations as well as 

manipulations of text direction. 

• An analysis of the conventions that govern the physical design of the 

picture book (its front and rear matter, covers, flaps, Higgonet's (1987) 

"peritext" or Nikolajeva & Scott's (2000) "paratext''). The brevity of the 

picture book requires that every element in its design contribute to the 

narrative. The dynamic between the text and the peritexts as a means of 

organizing the written textual experience is an area that offers great 

opportunities for exploration. 

• An analysis of the nature and codes found on the front and back covers as 
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well as other aspects of the peritext that serve to cue potential readers to 

the picture book's contents. This research would be particularly 

applicable to the beginning reader and to the reader's book selection 

practices. 

Other Areas for Potential Research 

Research with children, the primary consumers of picture books, 

would be a very ftuitftil area of study in order to learn more about how the child 

explores the interrelationships of the visual text and the written text in order to create 

a narrative. Future studies could explore the following: 

« An in-depth analysis of the meta-relationship of the sign systems of written 

verbal narrative and the visual text as perceived by the beginning and the 

proficient reader. How does the child construct narratives from complex, 

postmodern, picture book narratives? 

• How do children perceive, integrate and use the various codes and 

conventions in their transactions with the normative and postmodern picture 

book text? 

Implications for Educators, Librarians and Parents 

The picture book, which appears to be the coziest jmd most 
gentle of genres, actually produces the greatest social, and 
aesthetic tensions in the whole field of children's literature. 

Egoff, 19Sl,p.248 

Smith (1994) has observed that understanding narrative in terms of built-in 

codes is relevant not only to our understanding of narrative but also to the reading 



344 

process itself. The greater the young readers' understanding of the complex matrix of 

codes and conventions that comprise the picture book and make it work, the greater 

their appreciation of the manipulations of the codes and conventions made by 

author/illustrations and the greater their ability to respond to and construct meaning 

with other complex narrative texts. This is similarly true for literacy professionals 

and parents. 

The picture book emerged and developed within very strict nonnative or 

normati ve rules and rhetorical formulas. Its purpose was perceived as essentially 

didactic: the transference of a specific body of narrative information and the induction 

of the children reader into the rules that unlock the picture book code. Many superb 

picture book narratives exist today that do not contain postmodern elements and 

children should be provided with constant opportunities to explore and respond to 

dieir visual and vwritten texts. Read-aloud sessions are "perfect times for experiencing 

the narratives, chatting about the story, the pictures, the words, the values, and the 

ideas" (Fox, 2001, p. 15). In this quote. Fox is addressing the parent of the small 

child. What possibilities might a read-aloud session with a fine modem Caldecott 

picture book provide the educator in the classroom? 

The teacher, directing the read-aloud event or the literature circle (Short, 

1986), introduces the reading of picture books. However, it is important to note that 

in a story reading event, how the students engage in the discourse and what they focus 

upon is orchestrated and managed by the teacher (Golden, 1990). For example, the 

picture book may assume the agency role in achieving the teacher's instructionai 

goals such as the introduction of a particular topic, a social goal or the acquisition of a 
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literacy skill (Bloome, 1987). This orchestration, is also a reflection of the theoretical 

orientation, of the teacher (Golden^ 1990), If the teacher's theoretical, view of 

literature is based upon the assumption that meaning is to be found within the 

najtative text, his or her comments and prompts will be centered around eliciting the 

"correcf interpretations. However, if teachers view the reader as a co-constructor of 

meaning, they will encourage the children through highly interactive and 

participatory discussions to co-constract and reconstruct the written text in read-

alouds and in literature circles. 

Moreover, hov^ the teacher scaffolds the wri,tten text interaction and the 

strategies children acquire and develop to interact with the picture book will influence 

the text that is constructed. The teacher's questions and responses to the child's 

comments shape the nature of the secondary text as well as potential cognitive 

understandings that may evolve from the interaction. Understanding how modern 

Caldecott picture books are constructed and how various meanings can be signaled in 

their visual and written texts provide another interpretive level to augment the matrix 

of potential meanings that can be constructed by the child. By encouraging the child 

to explore the nature of the codes and conventions themselves in a variety of picture 

books, the child achieves a meta-understanding of how texts are constructed and is 

able to not only read the text for personal enjoyment or aesthetically but also to read 

the text as a critical judge (efferently), capable of evaluating how the 

author/illustrator has chosen to relate and depict the narrative, using the dual visual 

and the written texts (Rosenblatt, 1978). Such critical analytic skills will inform, the 

child's other reading, writing and artistic activities. 



The use of a modem Caldecott picture book in a read-aloud event or in 

literature circles provides the child opportunities to not only respond to the visual text 

and the contents of the pictorial space while listening to the reading of the written 

text, but it also provides opportunities to leam to see in the tMlest sense and to leam 

to recognize the significance of what can be seen. In other words, the child must 

leam to discriminate and critically interpret visual texts and their relation to the 

written text (Considine, 1986). Additionally, the child can develop an awareness of 

the meta-orgaiiizing codes whose fimcti.on is to depict shared meanings and 

meaningfal content. 

The picture book can be a point of departure for meaning maHng with both 

sign systems of the visual and the written text. Children should not merely remain 

interpreters of art through response activities but they should be given opportunities 

to become the illustrator, signaling personal meanings and emotional responses 

through the visual text of illustrations. By carefiilly examining the visual text of 

picture books and composing his or her own visual text, children develop a "more 

extensive repertoire of artistic strategies" (Anderson, Kaufman & Short, 1998, p. 148) 

that, in turn, provides him/her with an insider's knowledge of the iconic sign system. 

The modern Caldecott picture books also provide opportunities to introduce 

children to the structure of narrative sequences and the "more formal grammar" of 

language usage or "the native language of books" (Fox, 2001). By exploring the 

nature of the sign system of written language narratives as a tool for thinking and 

communicating narrative, children learn its potential as well as its limitations for 

meaning making. Activities that support this include writing activities and 
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constructing a picture book. Written text, like visual text, is a tool with which 

children can create narrative. And, they write and illustrate pe,rsonal narratives, 

students gains an understanding and appreciation for the codes and conventions that 

serve to shape modem Caidecott picture books. By learning how narratives are told, 

they become more adept tellers of stories and users of language. 

The author/illustrator of the perplexing, often-confusing postmodern picture 

book narrative manipulates the codes and conventions of the picture book in order to 

not only convey information but also to purposeMly generate new narratives. The 

postmodern picture book^s uniqueness arises from the way or the "how" the 

author/illustrator explores the potential of the various normative elements. It may not 

provide a clearly understandable, predictable message, thus forcing the reader to 

either reject the narrative as being unintelligible or to create a personally meaningM 

text (Iser, 1974). Hence, the reader is provided with an opportunity to identify and 

reflect upon the rules and conventions that govern the nature of visual and written 

textual norms found in the picture book narrative and how both the author/ illustrator 

and the reader use them to communicate. 

Teachers should use the postmodern picture book to provide opportunities for 

developing writers, readers and thinkers to study the normative or normative codes 

and conventions that govern picture book narratives. Literature circles can provide a 

forum for the comparing and contrasting of two picture book narratives, such as the 

Caidecott and postmodern versions of The Three Pigs narrative. In small groups, the 

students can freely utilize their knowledge of the visual sign system, incorporate 

various ways of making meaning in th,e contemporary visual culture into the 



discussion and respond to the author's conventions for the telling of'the Earrative, As 

with the modem, Caldecott picture book, compaiing a group of postmodern texts with 

modern Caldecott picture books provides opportunities to study the shift in how sign 

systems can be used, as well as how picture book virtual reality is shaped by changing 

cultural codes. 

Teachers often feel uncomfortable with the perplexing postmodern picture 

book. If they perceive their role as an educator-banker, or as one of "those who 

consider themselves knowledgeable 'who will thus' bestow their knowledge upon 

those they consider to know nothing" (Freire, 1970, p. 53), they might hesitate to 

introduce a text that confusingly manipulates the comfortable conventional codes and 

conventions by which they have traditionally constructed meaning. By instituting an 

inquiry approach, where the teacher and students participate as co-constructors rather 

than transferers of meaning "through the restless, impatient, continuing, hopeful 

inquiry human beings pursue in the world, with the world, and with each other" (p. 

53), an opportunity is made possible for greater appreciation and understanding of 

perplexing, complex texts (that greatly resemble the student's post-television, post-

videogame, post-computer world). 

An in-depth study of the postmodero, picture book provides an opportunity to 

reduce the artificial, division between tlie visual and verbal arts with the utilization of 

collaborative classroom studies of picture books. Direct visual learning experiences 

with actual postoodem, picture books encourage emotional involvem,ent within an 

interactive process with other learners. For ex,ainple, students might diagram tlw plot 

structures and the location of characters in pictorial space of tv>''o versions of The 
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Three Pigs and compare changes. And by integrating ait experiences with reading 

and discussion of the picture books, the student develops understandings of how the 

sign systems operate vi/ith and upon each other. 

Postmodern picture book narratives are powerful tools in the classroom. 

Because they frequently may contain seemingly incohesive multiple narratives, they 

pri vilege the personal narratives constructed by each reader or groups of collaborative 

readers. They also provide opportunities to expand the reader's imagination. Rather 

than restricting the reader's imagination with the normative ready-solution and happy 

ending, the postmodern author/illustrator introduces the "telling gaps" (Iser.1984) that 

provide greater room for contemplative questions and new solutions (Nikokjeva, 

1996). They also provide an opportunity to examine, discuss, web, diagram and 

explore the dual sign systems and components of the picture book text and their 

changing forms and intercoimections within literature circles, collaborative writing 

circles and class discussions. Such inquiries might lead to the writing of modem 

Caldecott picture books that are then manipulated to become postmodern or 

postmodern picture books that are altered to abide by the codes and conventions of 

normative books. Indeed, the picture book provides a ready laboratory for focused 

observation and creative inquiry, which lies at the core of ail the arts (Kirby & 

Kuykendahl, 1993). 

For teacher educators of university courses in Children's Literature, the study 

of the picture book is generally organized around an exploration of the picture book's 

various physical forms such as board books, pop-up books and wordless books as 

well as the picture book. The picture book is also sorted and defined by its genre 
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(biography, Hstoricai fiction, traditional tales, myths) or subject matter (cowboys. 

Native American, sports). Its appearance and structure are briefly explored and 

emphasis is generally upon its topical content and the attractiveness and nature of its 

physical appearance, its visual text and its overall design. Moreover, the instructional 

focus is often directed toward well-known Caldecott picture books that are well 

described in the textbooks devoted to the subject of children's literature. However, 

apart from a few paragraphs devoted to plot, characterization and theme, classroom, 

and textbook attenti.on is primarily devoted to the picture book's appearance, subject 

matter, thematic content and the generation of response activities (Hancock, 2000). 

The brevity of the picture book and the complexity of the narrative structure 

of the narrative postmodern book, in particular, provide wonderful avenues for 

exploration. For example, the picture book is a fine example of how meaning is 

expressed and emphasized and emotions revealed through the use of pictorial space or 

how characterization is achieved by styles of visual and written language use. 

Considerable professional attention is often devoted to the aesthetic and visual 

aspects of the picture book with discussions of artistic styles, artistic media, visual 

elements and various artist/illustrators. Yet, beyond response and aesthetic analyses, 

the exploration of codes and the structure of the picture book illustration would be 

extremely fruitful. 

However, little attention is given to the extraordinary changes occurring in tlie 

picture book in children's literature courses. The picture book is seemingly perceived 

as a relatively static narrative form that enjoys countless variations. Moreover, the 

university teacher, with time constraints to deal with, may overlook or choose to omit 
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the changing pictine book which is "emerging as a kind of super genre" (Lewis, 1996, 

p. 272) that is always developing and open-ended. Periodically imovative,, boundary-

breaking picture books win important prizes and recognition {Black and White, The 

Three Pigs), but literacy professionals will often disregard them in favor of more 

understandable and popular Caldecott picture book narratives. 

Little attention is devoted to the essentially bifurcated nature of the picture 

book whose meaning is constructed from the dialogue that occurs or "poem" 

(Rosenblatt, 1978) that is created when the reader reads the pictures through the 

words and the words through the pictures. Students and teachers alike gravitate to the 

language of the narrative and admire the accompanying pictures. Seldom do college 

instructors dwell on the meta-narratives (or "poem") that are created when the two 

sign systems interrelate or upon the narrative gaps that demand personal 

interpretation. This is fruitful material for study groups and literature circles to 

explore. 

Complex postmodern picture books provide an opportunity for the student of 

children's literature to explore, discuss, web, diagram, compare and contrast or 

otherwise construct their personal conception of modem Caldecott picture book set's 

's plural nature and capacity to generate meaning in two ways that, in turn, are 

combined by the reader to create a "super-narrative." Postmodern picture book 

frequently pries open the gap between the words and the pictures "pushing them apart 

and forcing the reader to work hard to forge the relationship between them" (Lewis, 

1996, p. 271). More attention might be directed to fascinating postmodern picture 

books whose gap is so wide that the relationship and the ultimate dual text narrative 



352 

remain indeterminate. Many postmodern picture book narratives by their ve,ry 

structure invite personal story construction from their multiple narratives that have 

purposefully been left inconclusive. 

Classes devoted to children's literature would certainly benefit from a more 

in-depth exploration of picture books that play with the conventions that govern the 

most apt use of the visual and written texts. The student of children's literature would 

thereby grow to appreciate and be more comfortable with the flexibility, the dialogic, 

the parodic and the boundary-breaking freedom of the picture book form that is 

unique in the field of children's literature. Picture books assume ever-increasing 

roles in the classroom and in the home. It behooves the literacy instructor and the 

literacy professional to have a more complete understanding and appreciation of one 

of the most important tools of literacy^ the picture book. 

Implications for Publishers 

The publisher of the picture is the initial arbiter who determines the nature of 

the critical literacy tool, the picture book that will eventually be in the hands and part 

of the experience of the young child for whom reading and narrative are only 

beginning to take shape. Picture book makers and their primary audience of young 

children enjoy a very special relationship. There is a mutual awareness of the visual 

and cultural world in which the contemporary child lives and the importance for the 

developing child of spontaneity, the unexpected and the importance of play (Lewis, 

2001). Hence, the publisher can produce the safe, the boring or the creative and the 

inventive. The iexibilities of the fo.rm and the technical capability of modern 

publishing provide lim.itiess options for innovation through its assimilation of the 
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images, discourses and narratives generated in the greater world. Suggestions that I 

give to publishers of the picture book are: 

» Be willing to not only provide beautifully designed, innovative picture books 

that comply with, the normative codes and conventions but also make 

provisions for picture books that reflect the changing social context and 

that challenge children to observe, contemplate and bring their own 

answers to the meaning-making process. 

® Be willing to publish picture books that use and m,anipulate the norms in 

playful, free, humorous and innovative ways. 

® Be willing to publish picture books that recognize the double orientation of 

the dual audience of the picture book. 

® Break rules and flout conventions and continue to play witli the possibilities of 

form, "exploring just what effects are possible when pictures are made 

to rub against groups of words" (Lewis, 2001, p.81). 

Concluding Thoughts 

In conclusion, 1 have attempted with this study to explore how the children's 

picture book is evolving towards greater and greater complexity and sophistication on 

multiple narrative levels in the sign systems of its visual and written texts. This 

complexity is reflected in the postmodern picture book narrative's remaking of the 

modem Caidecott picture book's structure, its introduction of experimental forms, its 

introduction of multiple viewpoints, its increasingly dialogic nature, its growing 

intertextuality and its questioning of the relationship of the text and the reader's 
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realities (Nikola|eva, 1996). These findings are crude beginnings tviien compared to 

the richness of the actual semiotic world of the picture book text. 

The postmodern picture book narrative puts great demands upon the reader. 

However, the contemporary child is increasingly capable of not only understanding 

but also relishing these playful, canon breaking forms. Increasing numbers of 

innovative postmodern picture books are appearing in the market place and achieving 

recognition for their innovative, revolutionary reforming of the canon. Hopefully, 

adults that provide children vwth books will provide these "mind-stretching" books 

for their young readers. 

Perhaps, I might also conclude that the picture book narrative best represents the 

inseparability of text and reader and their cultural context. And, like any convention-

breaking form, understanding its essential nature will enhance the reader's sense of 

wonder and entrancement with that complexly simple, magical creation, the narrative 

picture book. 



APPENDIX A. DATA CODING WORKSHEETS 



DATA CODING WORKSHEET 

Worksheet At:  VISUAL ELEMENTS: VIRTUAL PICTORIAL SPACE 
•Name of Book 

VISUAL CODES AND CONVENTIONS: Virtual Pictorial Spacc 
Predominantly Mimetic or Symbolic 
Nature of the picture space 

• Three dimensional series planes parallel picture plane 
® Limited space for character interactions 
® Left to right narrative progression 
• Use of white space to isolate characters 

Integrity of the Picture Plane 
® Penetrated ftom inside 
• Penetrated from outside 
• Maintained 
• Elastic (characters partially project out) 

Details: 
® Limited to those essential to narrative 

• Profuse 

Variations or alterations in code 



357 

DATA CODING WORKSHEET 

Worksheet A2: VISUAL ELEMI3NTS; FRAMING 
'Name of Book 

A frame is a visual structure that is a conipcHient of visual text and tlie page upon which it 
appears. A frame isete the outer limits of the pictorial virtual j?resented world. 

VlSUAl. CODES AND CONVENTIONS: FRAMING' 
COMMENTS 

Nature of frames employed (line, decorative 
border, picture frame, white band) 

Pxirpose: 

Shape for frame (oval, rectangular, changing) 

Change; shape, size, location 

1 Breaking, alteration or violation of frame 

Use of miultiple framing elements 

1 Patterns of use: 

1 internal Framing Elements: (Fraroe as 
1 threshold, provide emphasis) 



DATA CODING WORKSHEET 

Worksheet A3: VISUAL ELEMENTS: Viewing Perepective & I,x)cation, in Space 
Name of Book 

Viewing perspective 
Birds eye view-down 
Worms eye-up 
Frontal eye to eye 
Oblique 
Through eyes of Particular character 
Multiple v<uitage points 

Physical Location: Narrative Distance of Character 
Intimate close-up 
Social mid-space 
Distant-impersonal 

Interpersonal Connection 
Deraand Image 
Offer Image 

Variations & Alterations in codes 
Comments 



Data Analysis Coding Worksheet 

Worksheet A4: WRITTEN TEXTUAL ELEMENTS: Plot 
Name of Book: 

WRITTEN TEXTUAL ELEMENTS: Plot 
An ordered sequence of events and actiom. Frame of narrative: What is included? 
Bkcluded? What constitutes its outer limits? 
Type of Plot 
Epic/progressive standard 
Incomplete epic/ progressive 

Slice of life 
Epistjdic 
Prtmajry with Sub-plot-s 

Midtiple sub-plots (Combination) No primary 
Circular sub-plots 
Linear sub-plots 

Imbedded Plot within Plot 
Insertion of real world into book's plot 
Repetition w/ slight variation 
Temporal Sequence 

Chronological 
Disrupted Chronological 
Circular 

Ending 
Closed Ending: Structural closure 

Fate of protagonist known 
Initial order restored 

Closed Ending: Psychological closure 
Personal conflicte resolved 
Protagonist fully depicted 

Happy Ending 

Probleiiiatic resolution 
Open Ending 

Indeterminacy as to Wliat actually 
Happened? What might still occur? 

Aperture 
Partial aperture 

Unity: Do all parts contribute to the 
Meaning making process? 
Parts Contradict each other. 
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Data Analysis Coding Worksheet 

Worksheet A5: WRIWEN TEXTUAL ELEMENTS: Voice & Pt. View 
Name of Book: • 

l^RR^SVEVQic¥& 

Voice (Narrative Structure) Ajl verbal texts are narrated. The narrative structure of a 
story reveals how tlie author has chosen to recount or reveal the reality of a story. There is 
an assumed position of the narrator, the character and the implied reader. Additionally, 
below the level of literal event is often the level of ideologicaJ action which is an action in 
which the participants are not characters but ideological ptxsitions encapsulated in language 
(Hawthorn, p. 116 after Bakhtin) 

Narration 
• P* person |wticipat:ory~te]ls a story in which is present 

• F' person non-participatory-does not participate & 
knows only what explicitly revealed 

• Omniscient 3"' person~not involved in narrative 

• Liinited 3"* persori omriiscient-tells in 3''^ person 
wMe concentrating on internal thoughts & feelings of one character 

• Multiple character naiTation (Polyphony) 

« Combinations 

Dialogue 
Conventional S person 

.. ..Once person silent 
Limited use 

. . .  Predominant in narrative 
Monologue 

Point of View 
External Non-focalized (External nai'rator out.side story) 
Internal focalization (Character nan-ator inside story) 

.. ..Non-focalized 
Non-narrative 
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Data Analysis Coding Worksheet 

Worksheet .A6: WRIITEN TEXTUAL ELEMENTS: Iiitertextuality 

Name o f 
Book 

INTERTEXIUALITY 
Includes all the lijQ,ks between t-wo or more texts and may include irony, 
parody, written textual and extra- written textual allusions, or indirect 
references to previous texts. Works on verbal and visual levels. Brings to 
the reader's attention other realities outside the given text. Meaning is 
revealed for reader only against background of previous texts in a clash 
between theam and present texts. 
Traditional narrative pre-texts(fairy tale, ra,yth) 

Conventional narrative intertext (home, school) 

Specific pre-text 

Narrative fracturing (familiar, events, character, 
behavior, speech altered) 

Contamination- (fill with elements from other pre-texts) 

Insertion of tokens of our time-

Insertion of textual references in visual text 
(Insertions of meaningful configurations of words into 
visual text) 

Quotations 

Other narrative discourses(dance, movies, rap) 

Allusion to famous works of art, styles, artists, 
other illustrators 

Allusion to self & artistic oeuvre 

Present 
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Table BI: Baseline Characteristics of Pictorial Space 
Modem Caldecott Picture Books 

rfMe^'Pictwre"" 
Book 

Integrity of Picture 
Plane Maintained 

Presence 
Superfluous Details 

Single Narrative j 

Sequence & Picture 
Space i 

rfMe^'Pictwre"" 
Book 

Yes No Yes No No 

Make Way for 
DucMings 

X X X 

Little House X X X 

Biggest Bear X X X 

Madeline's 
Rescue 

X X X 

Once A Mouse X X X 

Where the Wild 
1 Things Are 

X X X 

1 Judge X X X 

j Arrow to Sun X X X 

Oxcart Man X X X 

Three Little Pigs X X X 

|Nu^er of Modem 
Picture Books 
Where Appears 

10/10 10/10 10/10 

|P^entage 100% 100% 100% 



Table B2: Findings for Pictorial Space 
Postmodern Picture Book Set 

Integrity of Picture 
Plane Maintained 

Presence 
Superfluous Details 

Single Narrative 
Sequence & Picture 
Space 

Yes No Yes No 1 Yes No 
X ^iesner's 3 Pigs X X 

Yes No 
X 

1 Voices in Park X X X 

Comet's 9 Lives X X X 

Officer Buckley X X X 

Bad Day at Riverbend X X X 

Armadillo from, 
Amarillo X X X 

Book Jack Wrote X X X 

3 Billy goats Gruff X X X 

Smoky Night X X X 

1 Looking for Atlantis X X 

j Frog Prince, 
j Continued X X X 

Pish Posh said H. 
Bosch X X X 1 
Black & White X X X j 
Dylan's Day Out X X A. 

Bear Hunt X X X 

Golem X X X 

Come..Water, Shirley X X X 

How Tom Beat, 
Capt... Sportsmen X X X 

1 Number of 
1 Postmodern Books 

Where Appears 
4 4 7 11 10 8 

Percentage 
22% 22% 39% 61% 56% 45% 
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Table B3: Framing aiid Integrity of the Picture Page 
Baseline Characteristics of normative Modem Pictiire Books 

Title No border-
while 
around 
ill us. 

Formal 
White 
band 
border 

Line or 
lines used 
as border 

D&or-
ative 
border 

'\ctual 
Frame 
iround 
Must. 

Framing 
Devices 
within 
picture 

Obj. 
Penetrates 
Border 

Objects 
Penetrate 
Picture 
Plane 

Make Way for 
Ducklings X X 

1 
The Little House 

X X 1 
The Biggest Bear 

•%/' X 

Madeline's 
Rescue X X 

Once a Mouse 

X 

Where the Wild 
1 Tilings Are X 

The Judge 

Arrow to the S^iin 

X 

—— 

X 

X 

Ox-Cart Man 
X 

The Three Little 
Pigs 

Total, No. Books 

in Which 

Appears 

X 

5 

—— 

0 

X 

X 

100% 100% 0 Percentage 50% 40% 10% 0 0 

X 

X 

100% 100% 0 
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Table B4: Framlfig an,d Integrity of the Picture Page 
Findings for the Postmodern Set of Picture Books 

Title" ' • """T ISIo 
border-
white 
aix>und 
iOus. 

F'ortnalWlii,le 
band bofder 

Line or 
lines 
tised 
as bordei' 

Eilive 
b(>rd,er 

hctml 
'mmc 
TOUHd 
llu&t 

Fnimiftg 
Oeviccs 
within 
picture 

pMtrates 

Border 

Objccte 
Pciietmte 
Fti/'liire 
p!« 

Wiesncr"s 3 
Pigs X X X X. X X 

Voices...Park 
X X X X X X 

1 Comet's 9 
1 lives X X X 

OfBccrB.... X X X x % X 

Bad Day id 
Riverbend X X %. X 

Armadillo 

Btwk Jack 
Wrote X. 

X. X X X 

3 billy goals 
X X X. s X. 

Smoky Nigtil 
X X 

1 looking for 
1 Atlantis X X, X 

Frog Prince.. X X X X X 

I Pish Posh... X X 

j Black and 
1 White 

X X X. X 

1 Dylan's... X X 

Bear Hunt z X X 

j Golem K 

CoTOc.-"Wster 
Shirley X, X X X 

Tom Beat 
1 Capt. X. X X 

j^ te lNo.  
1 Books tji 
i which appears 

5 12 9 ! 3 15 12 8 

1 Fcrcentagc 
33% 67% sm 6% 17% 83% 67% 45% 
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Table B5; Visual Point of V iew 
Characteristics of Modem. Caldecott Picture Books 

Point of View Lfxiation in Pictorial InterpefisonaS 
Relationship 

1 M
ul

tip
le

 
j 

1 C
ha

ng
es

 
| 

^ 
i 

11 
Is 03 W 

J ^ ^ m 

1 

6 1 
1 

1 d
is

ta
nc

e 
j 

A ^ y 
-3 B a o .2 

2 M T> 

m ^ 
B ^ 

*•» o 
S o 

•d 

ll 
a J 

'S t § 1 
o 

MakeWay... 
Ducklinj^ X X X X X X 

Little House 
X X X 

riiiggest Bear 
X X X X X 

Madeline's 
Rescue X X X X 

X 1 

1 Once 
1 a Mouse X X X 

Where Wild 
Things Are X X, X 

1 Judge 
X X X 

Arrow 
to Sun X X X X j 

Oxcart Mai» 
X X X X X j 

Three 
Little Pigs X X X X 1 

Totals 0 10 5 I 4 10 i 10 10 

Percent 0 100% 50% 10% 0 40% 100% "To% |~ 0 100% 
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Table B6: Visual Point of View 
Findings for Postmodern, Picture Book Set 

Point of View Location in, Picto.rial 
Space 

,rnterpersona,( 
Relationship 

i M
ul

tip
le

 
C

ha
ng

es
 

Fr
on

ta
l 

M
id

dl
e 

W
or

m
s 

E
ye

 
1 O

bl
iq

ue
 

1 

F
ar

 
1 

D
is

ta
nc

e 
I 

M
id

dl
e,

 
So

ci
al

 

^ I
nt

im
at

e 
| 

C
lo

se
 u

p 
1 

^ D
em

an
d 

j I
m

ag
e 

1 o
ff

er
in

g 
; 

Bkl  X X X, X X X. X X 

iBio X X X X X X X X 

Bk3 X X X X x: x 
Bk 4 X X X X X X X 

Bk5 X, X S X X X X X 

Bk6 X '% X X K X X 

Bk7 X X X X. X X X 

Bk8 X X X X X X J 
Bk9 X X X X X % X X 

Bk 10 X K. X X X X X X. 

Bk 11 X X X X X X X 

Bk 12 X X X X K X 

1 Bkl3  X X X X X X x X 
Bkl4 X X X X X n X 

|WlS~ X X X X 

Bk 16 X X X X X, X 

1 Bk 17 X X X X X X 

1 Bk 18 X X X X X 

j Total 16 18 12 14 ! 7 18 13 7 18 

1 Percent 89% m% 67% 78% 6% 39% mwo 72% 39% iOO j 
% I 
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Table B7: Plot or Narrative Sequence 
Characteristics of Modem Caldecott Picture Books 

CATEOOMES 

BK3 
DUCK 

BK2 
HOtJSE 

BK, 3 
BEAR 

BK 4 
mclJH 

BK S 
MOUSE 

BK 6 
WILD 

BK7 
JUIXjE 

X 

BK8 
SUN 

BK9 
MAN 

BK 10 
3 PIGS 

TOTAL 

Epic/progressive 
X X X X, X X 

BK7 
JUIXjE 

X X 
X X 10 

Episodic X X X X 4 

Slice of Life X 1 

Incomplete 
Epic/progressive 

0 

Sub-Plots 0 

Combination 

pnsorlion of 
Reality 

0 
__ 

0 

Trajectory of 
Plot 

Linear 

0 
__ 

0 

Circular 
X X X X X X X X X X 

Repetitive 
patterns 

X X X X X X X X X X 10 

Unity: All parts 
contribute to 
meaning 

X X X X X X X X 

X X 10 

Temporal Order 
Chronological 

X X X X X X X X 
X 10 

Disrupted Chron. 0 
Other 0 
Parts of Plot: 
Beginning 

X X X X X X X X 
X X 10 

10 
I Ending 

Stnictural Closure 
Initial order 

restored. 
X X X 

X 
X 

X 

X X 

X X 

10 

10 

1 Psychological 
Closure 

1 Pasonstf ccmflicte 
1 raolved 

X X X 
X 

X X X x 

X X to 

1 Aperture: 
1 Structural or 
1 Psychological 
1 Indeterminacy what 

1 actually tespfKfscd 
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Table B8: Plot or Narrative Sequence 
Findings for Set of Postmodern Picture Books 

BK 
1 

BK 
2 

BK 
3 

BK. 
4 

BK 
5 

BK 
6 

BK 
7 

BfCS BK 
9 

BK 
10 

BfC 
n 

1 1 

BK, 
B 

BK 
14 

BK 
15 

BK 
16 

EK 
17 

§ 
'*• X 
^ Ui 

o S 

S 

C5 

5 
o 
m 

h O O 

o 
<c 
>sC UJ 
O H 
3 a? 

1 
P

iS
H

,P
O

S
H

 
i 

1 
S

A
ID

H
.B

, 
^ 

CD S 
O ^ 
oc ir 
u. a. 

o 

O cc: 
o o 

U>. a> 

^ CO 

roS 
CO CJ 

j 
1 

1 B
O

O
K

T
H

O
T

 
i 

1 
JA

C
K

 W
R

O
T

E
 

; 

3 
b 

< 

o 
>- UJ 
< C£ 
O CK 
o 
en ce 

Si 
CD C 
d a 

<5? 
CO 

o 

22; 
CO < 

^ "• Q X >• H 

</> 

Qu 

CO 

lij>ic/p«>Sressive s X X X X X X JE 
Episodic eletncnfci X, I K X X, 

SUcc of l.ifc (x) (X) (X) (X) 

tecompiete Epic/ 
Pi»gr«sivc 

X 

t'UI! 

X 
twg 

X X 
end 

S«l>-PW8 X X X X X. X 

X 

Combination X X 

teeiitoa of Keiiitj'' X X X X X X X X X 

K 

Ciraitar X (*) X X <s> X X X X w X s X X 

X 

Linear X X x: X 

Rcfwftive patterns X X X X 

Unliy: All pmis 

contribute to meaning 
K X X X s X X X X X X' X 

Chronological X .X X X X X X X X X X X 

Disnipted 
chronological 

X X s: X 

X 

Other X 

Parts of Plot 
Beginning; Sntto, 
fuoUem & charactm 

X X X X X X X X X 

Bnd 
X X X X X 

X 

Structurally Closed 
Fate of protag. known 
Initial order restored. 

X no X X X p X X X X X X 

Psychological 
Qoaire: Personal 
conflicts rewdved; 

X no X X m X X X no X 150 s. IK> X X no 
X 

Happy ending X no X? X m* X X X? X X no X no X X no 
X 

Apcrtare: X X X 
sut> 

X X 
s«b 

X X 
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Table B9: Narrative Voice & Point of view 
Characteristic Baseline of Modem Caldecott Picture Books & 

r Person 
participate 

1" Person 
Non-part. Omniscienl 

limited 
Omnisdcnt 

Multi. 
Char, 

NaiTation 

Dialogue -Non-focal 1 

-Interna! ft>cal 

[Bk .  1  
House 

"V A X Some NF 

Bk2 
Bear 

X X Some NF 

1 Bk3 
Wild 

X X Some NF 

Judge 
X X AO IF 

Bk5 
Arrow 

X X NF 

Bk6 
Oxcart 

X i NF 

Bk7 
1 Madeline 
1 Rescue 

X X NF 

Bk8 
j Once a 

Mouse 

X X Some NF 

Bk9 
Ducklings 

X X WF 

Bk 10 
3 Pigs 

X X NF 

Total 0 0 8 1 1 9 10 

Percentage 0 0 80% 10% iO% 90% 100% 
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Table BIO; Narrative Voice & Point of view 

rName of 
Book 

f" Person 
participate 

1" 
Person 
Non-
part, 

y.r~ 
Omnisdeni 

IJraited 
Oniniscicnt 

Multi. 
Chsu". 

Narration 

Dialogue -Non-
focatisscd 

Internal 
Focalization 

X End X X 
Begin 

NF End IF 
E Voices.. WW" AAA. A X #2, #4 IF 
|3 Srtio,ky 

Night X X 

1 4 Comet's 
1 Nine 
1 Lives 

X begins 
episode 

X X IF 

j 5 Officer 
1 Buckle 

X •V ,A NF 

p Bad bay 
Riverbend 

X X NF IF/.End 

7 
Armadillo 

1 Amarilto 

Xin  
postcards 

X V A NF-
story 

IF-
postcards 

8 Bk That 
j Jack 
j Wrote 

X No 
NF 

External 

9 3 Billy 
Goats Grafl 

X X NF 

10 Bk 10b 
Looking 

X X IF 

11 Frog 
Prince, 
Cont 

X X IF 

12 Pish, 
Posh 

X AndX X 
Variable 
IF NF 

Variable 
IF NF 

13 Black 
& 

1 White 
Story 3 

Stoiy 
2 

Stoiy 4 Story 1 Story 1,3 NF4 
IF 1,2,3 

1 14 Bear 
Hunt 

X 
No- Author 

to Bear 
NF 

15 
Dylan's 
Day Out 

Actions 
dog X 

No IF 

16 
Golem 

X X NF 

17 
1 Come... 
j Shirley 

Monologue 
to child 

IF 

lis How 
1 Torn 
1 Najork 

X X NF 

|T^i 
8 

' 
12 4 1 17 11 11 

1 Percentage 
45% 6% 67% 22% 6% 94% 61% 61% 
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Table B11: Sentence Structure 
Complex/Simple Sentence Ratios 
Characteristic Baseline Of Modem Caldecott Picture Books 
pModem Caldecott 

Picture Books B k l  B k 2  B k 3  Bk 4 Bk. 5 B k 6  B k 7  Bk8 B k 9  
1 

B k l O  

Complex to 
Simple 

Sentence Ratio 52/14 64/12 51/17 28/27 19/6 10/2 

verse 

11/32 25/15 21/9 49/18 

No. Times Greater 
Ratio of 
Complex 
Sentences to 

!_ Simple Sentences 

3+ X 5x 3x Ix 3x 5x 
verse 

Inverse 
Ratio 

1.5x 2x 2+x 

Table B12: Sentence Structure Complex/Simple Sentence Ratios 

r Bk 
1 

Bk 
2 

Bk 
3 

Bk 
4 

Bk 
5 

Bk 
6 

Bk 
7 

Bk 
8 

Bk 
9 

Bk 
10 

Bk 
11 

Bk 
12 

Bk 
13 

Bk 
14 

Bk 
15 

Bk 
16 

Bk 
17 

Bk 
18 

I M ore 
Complex/ 
Simple 
Ratio 

\o ' ̂  i—1 
^ o 

io ts* 
' s " rt S3 

•^2 « 

kCi-

Cn 

•9? 

VI 

bd 

bO 

{M>W> 

oo 

oo s  
f f *  
n* 'n 
n 

00 

o3 
OJ 

Ratio 3x 
3x 

Inverse 5x 

2x 

l . 5 x  

2x 

2x Iiw 
2x 

2x 6x 1.5x luv. 
I+S 

1.5x lov. 
1-t-X 

2x 11IV. 

18x 

IllV. 

.l.5x 
1.5x 

1 Ixss 
j Complex/ 
1 More 

Simple 
Raiio 

K3 
Sa 
ZJ; tx> 

K5 

O 

'•O 

O; 
O 

fall Mli 

OO 

wt 
O 

Same 
Numbei: 

3/3 m 

[ncoiispfctc 
Sentences 

2 2 9;1 I 3 

jfest. Ml 
jVerse 

X X 
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Table B13; Textual Codes and Language Structures 
Baseline Characteristics of the Modem., normative Set of .Picture Books 

Modern, 
Caldecott Set 
Picture Books 

BK 1 

Make 
Way for 
Ducklings 

B K 2  

The 

l.-ittle 
House 

BK. 3 

•ITie 
Biggest 
Bear 

B K 4  

Madeline's 
Rescue 

BK 
5 
Once 
A 
Mouse 

BK 
6 
Where 
Wild 
Thing!! 

B K ^  
7 
The 
Judge 

BK 8 

Arrow to 
the Sun 

B K 9  

0.x-
Cart 
Man 

B K I O  !  
nie Three j 
little Pigs 1 

j 

i 
1 

Repetition 

100% 

So they 
ilew... 
So they... 

She 
\vat«ha1 
Pretty 
soon.... 
Way past 

Bear 
liked... 
He 
liked... 
Pret.t>'.. 

Oot>d 
night. 
dear 
Miss 
Clavell 

Thinking 
of big & 
little 

Terrible 
eyes & 
claws 

llomWe 
thing 
coming 
this way 

Can lead 
to my 
father? 

He 
packed 
H.C sold 

Huffed & 1 
puffed., i 
Little Pig Ibt 
me c«nc ip 

Normative 
fomis: Letter, 
postcard 0% 

TO no no no no no no no no 1 
! 

j 

i 

Sentence 
structure 
Complex/simple 
100% 

X 
52/1.4 

X 
64/12 

r _  

51/17 
•verse X 

19/6 
X 
10/2 

verse X 
25/15 

X 
21/9 

X i 
49/18 j 

1 
1 

Vocabulary-
sparing use of 
difficult words 

yes yes yes yes yes yes yes yes yes yes 1 

Difficult 
Vocabulary 
words 

Dither 
Molt 
Pride 
Responsib 
ility 

Poundation 
iurveyor 

rimber 
fribulation 
whiff 

Embrace 

vengeanc 
e 

Camomik 
Irustees 

Hunible 
Offend 

Humiliate 
Sreedy 
Peaoockd 

Rumpus 

Onash 
mischief 

Dunce 
Belches 
Nincom 
—poop 
NJinnyha-
mmer 

m Chum j 
ftir I 

! 

( 
1 

5 
Stylistic features 
"Once upon a 
Time" 

no X 
Once 
upon... 

no ito X 
One 
day... 

no no X 
Long 
ago... 

no X j 
Once i 1 
upon... j 

1 Drama of 
turning page 

Yes (2x) 
But... 

no no Yes 
(4x) 

Yes 
(9x) 

Yes 
(13x) 

no no Yes 
(12x) 

Yes 1 
(IX) j 

1 



Drama of 39% 

turning page 

Stylistic 22% 

features "Once 

upon a Time" 

Difficult 28% 

Vocabulary 
words 

Vocabulary-spari 

use of difficult 

words 

36% 

Senlsnce 
structoe 
Complex/simple 

Normative 
forms: Letter, 

book postcard 1 1 
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Table BIS: fatertextyality: Baseline 
Characteristics of Caldecott Picture Books 

Trad. Narrative 
Pre-texte 

Specific text 

Narrative 
Fracturing 

Cotvventkmai 
Nairative 

Contamination 
Obj., setting, 
Character 

fiKertioii 
tokens of time 

Insertion 
text references 

in iliiKtrations. 

Other 
narrative 
discourses 

BK 
1 

X 

BK 
2 

X 

BK, 
3 

X 

BK 
4 

A 

X 

X 

X 

X 
Music 
Drama 

BK 
5 

X 

BK 
6 

X 

X 

BK 
7 

BK 
8 

T' 

X 
iilm 

BK. 

X 

BK 
10 

X 

Allusion to 
iatnoiis works 
of OTt, styles, 
an Artist-
other 
illustrators 
Allusion to self 
& artistic 
oeavre 

X X 
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X 

X X 
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Table B16: Intertextuality 

BK BK B BK BK BK BK BK BK BK BK BK BK BK BK BK BK BK 
J 2 J 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 

pfraditional 
1 Narrative X X X X X X X X X 

Pre-texts 
Specific text X X X X 

J 
Narrative 
Fracturing X X X 

Conventional X X, X X X X X X 

Narrative 
fconlamination 
1 Objcct, setting, 
1 Character 

X X X X X X X X X 

rInsertion of 
1 

1 tokens of our X X X X X X X X X X X X X X 1 
1 time 1 

Insertion j 

textual 
references in X X X X X X x; X X X X X X X X X 

illustrations. 
Presence of 
magic, magic 
objects. Naming 

X X X X X X 

Other 
narrative X X X X X X X X X X X X X X X 1 

discourses 
AMtJsion to X X X X X X X X X X X X 

j famous works A A A A A A A A A 
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r Allusion to self 
1 & artistic X X X X X 'X X X X X X X 

1 oeuvre 
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APPENDIX C: GLOSSARY 

Aperture- •the ending of a narrative that is left either structurally open with indeterminacy as 

to what actually happened or what might still happen or psychologically open, with a 

character or characters not ftiliy depicted, completed or fulfilled. In, order to attain 

clos'ure in a narrative with, an open ending or aperture, the reader himself or herself, 

rather than, the author, most conclude what has actually happened 'to the characters, 

what will hiqspen next and what even'tual concliis,io,ns might be drawn about the 

characters, their conflicts and their eventual fate. A,pertEre may be present in either 

the primary plot or in a sub-plot. Partial aperture occurs when the picture book's plot 

fails to attain complete structural and psychological closure and leaves a partial 

opening for the reader because the plot contains a linear plot trajectory with the 

characters' temporary safety assured, but their eventual fate is left unclear. The 

ending is temporarily satisfying, but the characters' ultimate destinies are never 

established and the final resolution of their probleni(s) and the assurance of their 

permanent safety is ,never achieved. 

Bleed- the extending of a visual text to the very edges of the picture book page with no 

framing other than the page edge. Bleeding may occur on all four edges or any 

lesser num,ber of edges. 

Camm~a critical standard composed of dominating no,rms of codi,ficati,on or a set of 

criteria that are used as a schemata to judge other books (NodeIm,an, 1988; 

Nikotajeva, 1996). 

Chronoiogical order- See temporal order. 
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Code- arbitrarily chosen, iconic signs or patterns of representation that convey meaning in 

a specific culture. A visuail code is the shared, iTaditional arrangement of the 

elements of visual design (such as line, shape and composition) that provide plausible 

and understandable representations in accordance with accepted artistic usage in order 

to communicate a coherent, ordered message to the reader. Codes of composition 

determine where things are placed in a visual text and the different information values 

tliey contain in relation to other elements (Kress and van Leeuwen, 1996). A written 

textual code or convention refers to the shared and accepted patterns and organization 

of written textual usage that are used to communicate concepts and messages in our 

culture. 

Contamination. A picture book or focused text may include recognizable, unexpected 

characters, objects, or settings from other narrative pre-texts without naming them 

overtly. 

Conventional Narratives . well-known narratives that are not recognized as a separate written 

textual genre and are not retellings of fairy tales or traditional myths yet they occur 

in a particular setting and have conventionalized narrative structures characters, 

patterns of represented behavior and spoken language. They often represent a set of 

tkniliar, predictable narrative conventions revolving aro'und a location such as the 

home and the beach, the farm, the family, the school, the pirate ship, a courtroom or 

the Old West of the cowboy. 

Conventions or Mules o f Usage- the socially imposed constraints that govern the selection 

of the most apt and plausible forms (or codes) of expression (wotten and visual 

language) that are used at a particular moment and in a particular context to make a 
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message or aarrative maximally understood within a particuSar socio-historical 

context (Kress and van, Leeuwen, j 996). CoflVCTtioiis defcermine what is included 

and visual and written codes rigorously govern how the elements are 

composMonally brought together and ineaningfally organized. 

Demand imam- a case where the character(s) looks directly out of the illustration at the 

reader and seems to address the reader directly and demand some sort of 

interpersonal response. This depiction of the character differs from, an offering 

image. 

Dialogue is an interchange of views and responses between two or more persons or 

between a person aM something else, such as a computer (Harris & Hodges, 1995). 

Discourse^ the act or results of making a formal written or spoken presentation. Any form 

of oral or written communication longer ftan a sentence. 

Double address-most picture books direct their narrative to the child as well as the 

mediating adult (Wall, 1991). However, as the author/illastrator pretends to use the 

child's perceptual viewing perspective as the narrative voice (Nikolajeva & Scott, 

2001) and this differs from that of the adult, this discrepancy between two points of 

view becomes the most significant point of tension in, a nairative picture book. 

.Double page spread- Ae complete visual display created when a p,icture book is opened so 

that its p^es lay flat thereby displaying both the left (verso) and the right (recto) 

han,d pages side by side. This can. also be termed a "page opening." 

Economy ofSimiftcance- a leam,ed but otherwise unnoticed convention of infonnatio,ti 

codification, where only those objects are presented that make the narrative mes.sage 

maximally transparent (Kress & Van Leeuwen, 1996; Stewart, 1984), ITie 



inclusion of too .much, or too little visual or written textual informatiom makes it 

difficult for the reader to construct an iatelligible oarrative. 

Ending-^e coticiusion of a narrative sequence. With a closed ending, the fate of the 

protagonist is known, the initial order that preceded the events of the narrative is 

restored and the namtive is brought to full structural, closure where the narrative's 

conf!ict(s) or problem(s) is (are) resolved and full psvchobgical, closure v^here the 

protagonist's personal conflicts and fears are .resolved, 

CfMk of  False  Cmtmui tv-  when two illustrations are joined together in. the context of-the 

broader narrative sequence, the reader interprets them as being a part of a coh.ere.nt 

stream of cause and effect (Messaris, 1.994). 

Focalization- or point of view that contains the perspective or orientation of the narrator 

wi.th respect to the narrative sequence and wi.th. respect to the audience to whom, he 

or she is narrating. With a non-focalized external narrative point of view, an 

oinniscient naorator stands outside the events of the narrati ve and knows more than 

the characters and says more than any one of the characters knows. ITie intemallv-

foealized narrative point of view, occurs when the narrator reveals only what a 

particular character knows and is developed from inside the narrative. With 

variable focalization there occurs a combination of both an outsider point of view 

and an insider point of view. The non-narrative picture book poi,nt of view gives 

the im.pression of a non-o.arrated text but then includes elements in the text or 

illustrations such as postcards, letters, newspaper and/or advertisements. 

Frame- a confining visual element that demarcates the boundaries of a visual text. A visual 

text that is smaller than the page is framed by the white margins of the paper. A 
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frame may also consist of stralght-raled lines of varying thicknesses mid styles, a 

decorative Ixwder or a formal, seemingly three-dimettsional. visual frame similar to 

that, which may be observed in a museum. An internal framing element such as a 

door, staircase or window may be used to draw attentioii to or constrain a character 

or signal an opening or opportunity. 

Front Maiter- fte prelimia^ary pages included in a picture book that usually consist of a 

title page (Includes full title, the names of the author, illustrator, publisher,), a 

copyright page {Copyright notice, symbol, date, name of copyright holder, Library 

of Congress information), a dedication (author's and illustrator's) and end papers 

that cover the inside of the front co ver and separate it from the body of the text. 

Gutter- the groove down the center of an opened book where the left and right hand pages 

are bound at the spine. The gutter may separate the two pages and illustrations of a 

picture book thus demarcating different textual realms or narratives or be unnoticed 

in a page opening containing one large illustration or continuing text across both 

pages. 

Mlmtration - a visual essay or iconic sign that is a carefully organized, distillation of the 

essence of the most meaningM, made by any visual, means that constitutes one in a 

bound, sequential series that is used to augment and interact with a narrative told in 

an accompanying written text. It differs from, representation in narrative fine art in 

that it does not seek to accurately reproduce the actual, world but rather to present 

selected aspects of the actual meaningful essences of ideas (Scholes & Kellogg, 

1962). (Note; I have purposefully chosen to use the teim illustration rather than 

pictafe because Vemon (1935,1938), Kiefer (1995) and others use the term picture 
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to refer to a solitary image such as a work of mwse«.m art whose usefnifiess is 

complete imto itself aad may or may Bot convey a narrative. An imaee is a mental 

or visual pattern, of representative elements that may or may not represent a sharable 

meaning. 

Intertextualitv- a meaning making process" (Rosen, 1984) that makes comiections between 

a focused text and other current and past texts or the interpreting one text by means 

of previously composed texts (Beaugrande & Dressier, 1981). The relationsMp 

established when works in the arts (or texts) borrow from, or are related in various 

ways to other artistic and cullnral texts. A focused text refers to the specific text 

that is under consideration. 

Marker -element in a narrative written text that signals the presence of an episode's 

beginning. It may be a change in. time, a change in the appearance of characters, a 

change in the location or even a new event (Kintsch, 1977). 

Meta-narratim -the over-arching relationship formed by the combination of the written and 

visual texts that is cognitively developed by the reader of a picture book narrative. 

Modernism - a term that refers to an era of Western history that roughly spans the early and 

middle twentieth century and encompasses the central symbols, institutions, 

grand narratives, aod beliefs of Western culture (Powell, 1998). Using the values of 

the Christian religion as well as ideas i,nherited fro.m the Age of Enlighteoment, it 

believed that ro.aokind could progress to an ideal state of freedom, happinesis and 

progress. Modernism has been characterised as a way of viewing and representing 

reality that espoused purposeful, rule-govemed activity, the production of centered, 
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coherent forms (written textual genres) and hierarchical structures (Renaissance 

spatial depiction) in the creation of visual and written texts (Hasan., 1982). 

Modem. Caldecott picture tx>ok - a U.S. published narrative art form of approxiraMely 

thirty-two pages whose meaning is conveyed through the interrelationship of two 

simultaneottsly appearing sign systems, pictures and words, fomiiiig a seamless 

whole that is grea.ter than tlie sum of ite parts. It is co.mposed of visual text, 

organized in a closely bound sequence of vwitten text/pictorial illustration that 

clarify and complement an accoropaoying written text that tells a story with words. 

It has been recognized as "exemplary" by the Caldecott Committee of the 

American Library Association, 

Narrative fracturing. The alteration or "fracturing" of the very familiar conventionalized 

narrative events, characters, patterns of behavior and speech of a parti,cular pre-text 

producing a dialogic relationship between the focused text and the particular pre

text that has been altered. 

Narrator or narrative voice - the character or person who speaks and relates the events of 

the narrative sequence. Each type of narrator establishes particular limits as to what 

specific knowledge the narrator might know. With the use of a first person 

participatory narrator, the narrator tells a sto,ry or narrative in which he or she is 

actually present, has participated in or has directly observed. The first person non-

participatorv narrator does not di.rectly participate in the narrative and knows only 

what has been explicitly revealed to Mm or her by another character or what he or 

she has been able to subjectively deduce from what is known. With third-person 

oroniscient naaTation. the .narrator is a detached, anon.yirioiis observer who is not 
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directly involved in the Earrative but ratiier views the events from a distance and 

refers to all the characters as "he" or "'she." The limited omniscient nairative voice, 

tells the story in the third person while concentrating or focalizing on the internal 

thoughts and feelings and the significant past experiences of one character. 

Normative forms- a form of communication whose language is organized and arranged in a 

particular recognizable format that has a signifier snch as a letter, a newspaper, a 

postcard, a book, a receipt, a chart or a map (Bakhtin, 1981, p. 264). 

Offer image- when characters are depicted with their eyes averted liom the reader and they 

seem to present themselves for the reader's inspection, the reader, as a dispassionate 

observer, is invited, to examine freely whatever is presented within the virtual 

pictorial space without necessarily incurring an emotional response. 

Picture Plane- the two-dimensional surface plane of the paper of the picture book page, 

ITie reader looks through it as through a pane of glass. It forms an impermeable 

barrier through which no object or character from the virtual world of the 

namtive's illustrations can penetrate into the reader's separate space. , Conversely, 

and just as important, nothing from the reader's actuaJ space can enter through the 

surface of the picture plane into that of the picture world's virtual space. 

Plot- tlie order in which a closely related series of events are arranged and connected to 

form a narrative. The standard plot or epic/progressive plot has a beginning, 

middle, and a closed ending. An incomplete epic/progressive plot is an 

epic/piwgressive plot with a variation in one of its Aree required elements. Either 

the narrative contains an altered 'beginning (that starts the first page of the narrative) 

or ending. An, episodic plot is characterized by a string of separate episodes or 
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"goal-orieoted structures," each of which inckdes the cfiaracter's goal, a 

complication, an attempt to achieve the goal and a resolution of this attempt, A 

combioation plot consists of a picture book larrative text that contains minor sub

plots without a primary plot. A slice of life plot consists of the "middle" section of 

a standard Epic/Progressive plot. It is without a rising course of action, a climax, or 

satisfying ending but rather presents characters busy with their ordinary, everyday 

and rather non-eventM existences. Plot development in this type of picture book is 

neither upward nor downward and the protagonist ends the narrative where he or 

she started without having undergone any significant changes. An embedded plot 

consists of a sub-plot or a minor plot that is contained within the primary narrative 

sequence 

Plot Tmiectorv'ihs, path taken by a narrative sequence. The circular plot trajectory's 

narrative sequence follows a path wherein the character(s) begin at home or a place 

of security—depart(s) from home—^becomes involved in an adventure—and finally 

retum{s) home or a similar location to safety, to love and to lack of want. This plot 

trajectory ends with a closed ending where the protagonist(s) "lives happily ever 

after." The linear plot traiectorv. follows a linear pith where the protagonist(s) 

leaves home or a safe location, paiticipates in an adventure, but fails to return to the 

security of home and fami ly or a previous safe location. TMs modification of the 

circular code leads to an open ending where the reader is left with a sense of 

narrative incompleteness, wondering what fate is in store for the protagonist. 

Paint of View-B. term that describes the "position" in which the reader is placed by the 

written text and froni which 'the reader perceives the represented characters. 
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objects aiid «nfoJding nM*rative events (Acton, 1997), Point of view always has an 

efFect upon the reader's attitude toward and understanding of the written narrative 

text he or she reads because the author/illustrator may construct varied subject 

positions relative to the visual text by manipulating the reader's perception of the 

events occurring in the pictorial space. The viewing perspective is evoked by the 

use of linear perspecti ve that places the reader in the position of the artist so that the 

reader sees only what the artist has seen, or imagined. Various angles of view 

include the Bird's eve (from above), Wonn.'s eve (from below), Oblique ffroro. an 

angle) or Frontal (in firont). The written textual point of view is the viewpoint 

encapsulated in the written text tliat combines the impressions provided by whoever 

narrates the events (who speaks) with those provided by whoever perceives the 

events (who sees). 

Postmodern Picture Book ~ a thirty-two page, published, narrative art form that is told 

through the combination of the iconic visual text and the indexical written text. It 

often encapsulates a subjective, unpredictable, non-noimative world that is so Ml 

of contradiction and so dependent on individual observers for its definition tha : 

there can often be uncertainty about its contents or how they interrelate. 

Presented World or the Pictorial Space-m separate, created, recognizable, harmoniously 

organized, self-contained, self-consistent, seemingly three-dimensional pictorial 

spatial world that is composed of visual patterns with some similarities to what 

we experience in our actual world. Because this pictorial space is a created, total 

system,, it has been specifically developed with its own codes and conventions 

that govern how the depicted objects and characters will relate to one another. 
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Readability- an illustration's readability or comprehensibility "depends upon the ease 

with, which the reader can perceive its content and form, distinguish, between 

static and dynamic elements, important and unimportant details, subject and 

background" (Shuievitz, 1995, p. 121). 

Recto- the page surface that appears on the right-hand side of the gutter in a picture book 

two page opening. 

Repetition- iteration of n,ar,rative patterns, scenes and, or utterances with different 

characters acting in predictable ways thus constructing a particular, patterned 

order. 

Rumim Text- a division of a written text into chunks that extend from page to page 

thereby compelling the reader to continue to turn the page in order to complete the 

sentence, the idea, the action or the scene being related. 

Sentence- a sim,Dle sentence is a group of words expressing a complete tliought that has 

one independent clause with a subject and a verb and no subordinate clauses 

(Warriner, Whitten & Griffith, 1977). A complex sentence is a sentence that 

contains one independent clause and one or more subordinate clauses or two 

in,dependent clauses. An, incomplete sentence is a group of words or a phrase that 

does not express a complete thought and is unable to exist as a meaningful unit. 

Story -an imaginative tale that is shorter than a novel but contains a plot, characters and a 

setti.ng that may take the form of pro.se or poetry, A sto:ry becomes a narrative 

on,ly through th,e "telling" (Rosen, 1984). This differs from a narrative that may 

be described as a chain of selected and copi,itiveIy-ofga«i,zed events or 
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sociohistoii.caily shared meautiigM structares that can 'be anticipated, by an 

audience and is toW by a narrator. 

Style ofDiscotirse -language use as "detmnined by the roles taken or assumed by speaker 

and listener, or by writer and reader" (Harris & Hodges, J 995, p. 246). 

Surreaiism-at French artistic movement that occurred in the early 20'** century that 

cultivates "irrational experience " by systematically distorting ordinary 'perception 

(Harris & Hodges, 1995, p. 247) and visual expectations of reality 

Temporal Order of Plot- the particular order in which the events of the plot unfold or 

relate to one another. The most common pattern is that of chtonologtcal order 

where events follow other events in the sequence in which they occur. However, 

disruptions of this sequential forward ordering of events occur. Disrupted 

chronotogtcal order describes an alteration or interruption of linear, temporal 

contimuty in the sequential ordering of the events of a plot. 

Text- rather than the conventional, narrow conception, of text as letters and words (Stein, 

1967), text is more broadly defined as a roeaning&l configuration of linguistic 

and/or non-linguistic signs that is intended to communicate (Siegel, 1984) or as 

any "chmilc of meaning that has unity and can be shaffed with others" (Short, 1992, 

p. 315) such as a complete picture book, a gesture, a thought, a structure, a piece of 

art, a musical work, a ballet, a drama or a film. For clarity, in this dissertation, the 

written text refers to the written language a.«jpecis of the picture book. The visual 

text refers to the iilustrations of a picture lx»k. And texts or the text refers to the 

more inclusive conception of a linguistic or noniinguistic sipi that communicates 



•mcaniiig (Hartman, 1992). A ibcused text refers to the specific text under 

consideration. 

Ibfem of Our Time- meaningful objects that would be present in today's child's physical 

world (such as name-branded and advertised products, televisions, elevators, 

telephones, cars or ajmputers), but would be unexpected and thus "apprehended as 

a violation, of genre norms" (p. 1,59) if the objects appeared in a traditional fairy

tale or other traditional picture book settings (Niko.lajeva, 1996). 

Unitv-A sense of haimoniousness and wholeness created by the .relationships of elements 

in, the visual f!,eld of a visual text as well as the written text (Berger, 1998, p. 196). 

Verm-ihsi the surface of the page that appears on the left-hand side of the gutter in a two 

pi^e picture book opening. 

Virtual- having the semblance of reality without actually 'being real 

Virtual smce- an imaginary, seemingly three-dimensional spatial world that exists behind 

the two-dimensional surface of the picture book page. Because it is "virtual," it 

has the semblances of reality without the actual fact of being real . 
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