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EDITORIAL
A year ago, IBBY UK delegates were enjoying
Mexico City and the 34th IBBY International
Congress. How to tell our members back at home
about the energy and excitement that we felt was
part of the world of books across Latin America?
One solution, to use IBBYLink – and here it is. Of
course, it is no more than a snapshot, but articles
range from an introduction to the work of Hans
Christian Andersen Award winner, author María
Teresa Andruetto, who is from Argentina, to an
account of a very exciting reading project in Mexico
from Socorro Venegas. We have our children’s
laureate, Mexico has its reading ambassador,
Francisco Hinojosa, who shares his thoughts with
us, while Valerie Coghlan’s article introduces us to
the world of Brazilian picture books. IBBY Mexico,
Petra Ediciones and a lively interview with the
author/illustrator Gusti from Pam Dix add to this
`

line-up. The most striking realisation to come out of
this issue is that there is almost nothing from Latin
America available in translation here – with one
exception, perhaps, Gusti’s The Grey Boy; not even
Brazilian Roger Mello, a winner of a Hans Christian
Andersen Award for illustration, has a presence in
this country. This is startling and a matter for
concern. Many of the articles were presented in
Spanish and I would like to express my gratitude to
all our contributors. Our thanks must also go to
Catherine Mansfield who has translated and helped
edit them; members who are interested can find
the originals on the IBBY UK website in the
Members Area.
So pour a Piña Colada, sit back and enjoy this issue
of IBBYLink.
Ferelith Hordon

A note about the illustration on the front cover
The book was part of an exhibition at the 2014 London Book Fair by IBBY Mexico, showcasing their
illustrators and their books. Subsequently a selection of these illustrations was put on The Guardian
Children’s Books website as part of The Guardian’s ongoing World of Illustration. See
www.theguardian.com/childrens-books-site/gallery/2015/apr/13/mexican-illustrated-childrens-books-inpictures-world-of-illustration. A description of the story of Diente de León [Dandelion Clocks] is on this
website:
Laina knows she is 11, that sometimes she gets very hungry – until she thinks of heaven, and that her
father went away. But she also knows that whenever she blows a flower called dandelion, her dreams
can arrive wherever she wants, and then all the wishes that she keeps inside herself, deep inside, come
true.
You can turn the pages of the book at http://issuu.com/elnaranjo/docs/diente_de_leon.
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‘In Literature the Excluded Can Participate’
Pam Dix

LATIN AMERICA
AND MEXICO

The experiences of the IBBY delegation to the 2014 IBBY International Congress held in
Mexico City and the awarding of Hans Christian Andersen medals to the author María
Teresa Andruetto from Argentina and author/illustrator Roger Mello from Brazil in
2012 and 2014, respectively, who are comparatively unknown in the UK, are two of the
factors that have contributed to the idea of producing an issue of IBBYLink focusing on
Latin America and Mexico. What has the fascination been? Why are we so intrigued by
the people we met at the congress and the publications we have come to know? Below
are a few reflections.
Initially it was the quality and range of children’s publications that we saw at the
congress – mainly from Mexico, but also elsewhere, including Brazil and Colombia –
that excited us. During the congress two of the major galleries in Mexico City had
displays of work by children’s illustrators, confirming for us the very high value placed
on publishing for children. Illustration styles are wonderfully diverse, frequently very
‘arty’, often very brave, and complex and challenging. The work of Roger Mello
(examples can be seen in the Amnesty International book Dreams of Freedom (2015))
and the Mexican illustrators included in this issue of IBBYLink give a visual context to
this discussion.

Figure 2. From Carveoirinhos [Young Charcoal Burners]. Reproduced under the Creative
Commons License.

Figure 3. From João por um fio [John by a Hair’s Breadth]. Reproduced under the Creative
Commons License.
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In Mexico, we were then introduced to a range of exciting and innovative services for
children – in museums, in innovative and exciting new libraries, in literacy projects and
in novel ways of providing access to books. These services are developed with great
respect for the child, and with the core values of equality and providing high-quality
learning experiences. These values were reflected in other projects we heard about –
particularly those working with the disaffected or marginalised. Examples included:
working with indigenous tribes in the Amazon, who have never seen books before and
were introduced to small suitcases of books; Yolande Reyes use of Shaun Tan’s The Red
Tree for work with post-massacre victims in Colombia; and the Oaxacan literacy
project, which believes that ‘filling shelves with books in a library is not enough, it must
all be taken “outside the walls”’.
We also met the professionals – both in congress talks and individually. And we began
to understand that something special is going on in the region. Activities are grounded
in solid academic and theoretical positions, which are shared openly and linked to
practical outcomes. Emotional intelligence is integrated into planning and there is no
fear of talking about emotional sensitivities within an academic context nor of applying
academic knowledge in practical ways.
Marginalised groups are explicitly valued, making us reflect on the discourse
surrounding diversity discussions in the UK. In Daniel Goldin’s words at the congress, ‘if
you are not able to “do” (i.e. read) this makes you an object not a subject, not able to
take part in the world’. So there is a need to define everyone’s realities and plan and
recreate as necessary for inclusion – theoretical concepts that demonstrate a
willingness to engage with twenty-first century realities. Freedom and equality are core
to this. The result is that the emphasis is placed on telling everyone’s stories, on
understanding different realities and on creating narratives to reflect different personal
identities and cultures. We are familiar with this discourse – in fact, it has been ably
described in Chimamanda Adichie’s TED talk The Danger of a Single Story – but to see
how it is being used to impact on policy, provision and publications for children and
young people is really exciting.
The congress theme was ‘May everyone really mean everyone’ and we understand this
now in a way that we didn’t before and we hope this issue of IBBYLink will stimulate
your thinking on this concept.

Works Cited
Amnesty International (2015) Dreams of Freedom. London: Frances Lincoln.
Tan, Shaun (2010) The Red Tree. London: Hodder.

Websites
The Guardian Children’s Books website focus on Mexican illustrators.
www.theguardian.com/childrens-books-site/gallery/2015/apr/13/mexicanillustrated-childrens-books-in-pictures-world-of-illustration.
On TED: novelist Chimamanda Adichie tells the story of how she found her authentic
cultural voice.
www.ted.com/talks/chimamanda_adichie_the_danger_of_a_single_story?languag
e=en.
Some of Roger Mello’s illustrations and an appraisal of his art, published by ‘Alina’.
https://literaryvittles.wordpress.com/2014/04/13/roger-mello-brazilian-illustratorand-winner-of-the-2014-hans-christian-andersen-award/.
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An Interview with Gusti: Drawing What You Can’t Express in
Words
Pam Dix
I was introduced to the work of Mexican author and illustrator Gusti at the 34th IBBY
International Congress held in Mexico City, 10–13 September 2014, titled ‘Que Todos
Signifique Todos’/‘Everyone Really Means Everyone’.
Gusti, always known as Gusti though his full name is Gustavo Rosemffet, is an
Argentina-born author and illustrator now living in Barcelona. His work is
internationally recognised and has won many awards, though he is comparatively little
known in the UK. IBBY UK delegates to the Mexico congress had the pleasure of
hearing him speak about his important book Mallko y Papá,1 as did delegates to the
2015 Bologna Children’s Book Fair. This article is based on an interview with Gusti and
his wife Anne in July 2015.
Gusti was born in Buenos Aires in 1963. His memory is that from childhood he was
always drawing and, indeed, at 14 answered a comic advertisement to be an artist. This
turned out to be something of a fake, providing only a box of coloured pencils. He
studied art in the Fernando Fader School in Buenos Aires.
His route into illustration was through animation. When he was working for his father
one summer he saw the cartoon Mosquito Mosquete Moscardo (1963) and went to
visit the illustrator to show his workbook. As a result, he was given the opportunity to
work in a small team with some animators and photographers.
This was his schooling, his apprenticeship, and he worked from the age of 17. He was
able to continue working as an illustrator and avoid military service as he drew a ‘lucky’
ticket in the ballot and was therefore exempt from the army.
From this animation studio, he went on to work for the Hanna-Barbera studios, at that
time the dominant producers of cartoons for American commercial television. He
preferred to work on the creation of characters and backgrounds rather than the actual
animations. From this experience Gusti retains both a love of working within a team
and of animation.
In 1985 he moved to Europe, to Paris, then Madrid, and finally to Barcelona, where he
now lives. He teaches on the course in Illustration in Children’s and Teenagers’
Publications at EINA, the University School of Design and Art in Barcelona (Centre
Universitari de Disseny i Art de Barcelona). He also works as an artist and writer.
Gusti loves doing illustration workshops with children in schools. He says that in Spain
there is a firm belief that children in school need the inspiration of meeting creators,
writers and illustrators. He is not serious or theoretical during his school visits, but tries
to take a playful and practical approach, and believes that through ‘play’ real learning
can take place.
Working with animation has been a major influence on his style of illustration. He is
fascinated by ways of showing movement in art and how you do this when working on
paper. He demonstrates this by explaining the way he describes it to children in school,
by adding just a few ‘magic lines’ to the drawing to show movement or how something
is hot.
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Figure 4. Pages 12–13, The Grey Boy. ‘He was GREY ON THE INSIDE TOO’.

For Gusti, drawing is another language and he believes that you can draw what you
can’t express in words. His epiphany, the moment when he learned to speak from the
heart, came after working in the jungle with indigenous people. Not only was it the
proximity to nature and the elements that influenced him, but also the work that he
did there, studying birds of prey, in particular eagles. He says that he learned from this
what he calls ‘savage talking’, the need to explore your heart and put your heart into
any speech or discussion.
The panel discussion that Gusti participated in at the Mexico congress was called ‘La
literatura como una casa hospitalaria’/‘Literature as a Hospitable House’ and really
demonstrated what he describes here.
The session was a challenging and innovative approach to the discussion of diversity. In
Gusti’s interpretation, books are one house with many visitors, each room different
and, for him, all must be welcome. For this to happen visitors/readers must see
themselves, or something with which to identify in one of the rooms.
This is an interesting reflection on what he is doing in the book Mallko y Papá, which is
about his son Mallko, born, as he says, with an extra chromosome, with Down
Syndrome. It is not only about the representation of Mallko, but also about his struggle
as the father to come to terms with what this condition means. For Gusti, this is his
biggest work and comes from deep inside himself. His reaction to Mallko’s birth was
too difficult to explain with words, yet he needed to show his reaction and the
subsequent life that developed, and to do this honestly.

Figure 5. ¿Por qué, dios? [Why, God?], Mallko y Papá.
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The book took more than three years to produce and was left and restarted many
times. Gusti started with little stories, including his own reactions. He is aware that it is
not, in his words, ‘politically correct’ to talk about negative reactions, but he does feel
that fathers are less strong than mothers in coping in this situation, and he wanted to
confront his feelings of being scared and what this was about. A turning point for him
had been his older son Theo’s reaction. When the Down Syndrome was being
explained to him, he said, ‘it doesn’t matter if he is blue or white or taller or thinner,
for me he is still my best brother’. Hearing this from an eight year old at a time when
he felt broken inside was, in Gusti ‘s words, like going to a ‘university with god’, and
from that moment he decided to use his illustration skills to represent his feelings in an
illustrated book. He has tried then to show normal life with a child with Down
Syndrome and the little stories grew to a long book.

Figure 6. Musica [music], Mallko y Papá.

The influence of the book’s editor, Daniel Goldin,2 was enormous. Gusti describes him
as his guardian angel and supporter, but says that, like all excellent publishers, Goldin is
serious and critical, though with a big heart. It was on Goldin’s advice that Gusti
focused on the family relationships and took out more than 100 pages. The book was
published simultaneously in Mexico and Spain in 2014 and is available throughout Latin
America through the publisher Océano. It is about to be published by Enchanted Lion in
the USA, and Gusti is really excited about the way that this will open it to the Englishspeaking world. Publication discussions are also in progress in Italy, France and Japan,
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where initial concerns about the handwritten text are being dealt with. He has
travelled widely to talk about the book, and is overwhelmed by the emotional
responses and reactions it receives, unlike any other experience in his 30 years of
working. He is particularly concerned to take the story to places where the indigenous
people in Mexico reside and where the reaction to any kind of disability is even more
complicated, as these people are without hospitals and information. He has done one
illustration of a boy with Down Syndrome with the caption: ‘Down Syndrome, the
“patrimony of humanity”’, as the illustration doesn’t choose the place where it occurs.
He has set up Windown, an association to focus on the condition, and has a dream to
tour with a bus and theatre and to create other performances. He thinks that the arts
can provide a good vehicle for exploring issues of inclusion. He feels that society needs
heroes, but not just of the Lionel Messi kind. Millions play football every day, but there
is also the need to realise both the heroic in the ordinary, and the special qualities in
many kinds of disability like the genius often in autism which is not seen by the parents
because what they want is what the child can’t give, the big hug.
The one book of Gusti’s that is known and used in the UK is The Grey Boy [El Nen Gris],
which was part of the Outside In World’s Reading around the World project and is
reviewed by them as follows.
When Joshua is born, his mother and father are astonished to see that their new
baby is grey. What is even more worrying is that, as the little boy grows up, it
becomes clear that he isn’t just grey on the outside. Nothing seems to excite,
engage, amuse or even upset the child. Despite his parents’ various efforts to incite
a reaction, he remains emotionless – and grey.
Then, although the sight of great whales and erupting volcanoes prompt no
response at all, it is finally Joshua’s own pet hamster who curiously manages to
break the curse.
This is a quirky and thought-provoking book. Its unusual narrative can be
interpreted on different levels, just as Gusti’s artwork appears also to have been
constructed in layers. The potential for discussion is vast, offering a particularly
valuable opportunity to explore attitudes, ‘differentness’ and disability. What makes
the Grey Boy ‘grey’? Do we all feel grey sometimes?
This is a distinctive and highly memorable book, succeeding in being both simple
and complex at the same time. (www.outsideinworld.org.uk/browsebooks.asp?book=201)

Figure 7. Cover, El Nen Gris [The Grey Boy].

Gusti’s next book will also be about children with Down Syndrome, to be called
something like They Are Not Angels, and in this he wants to show that they are not
angels or ‘so sweet’, as often described, but are also demons. It will be a simple style
with many jokes and humour. He feels that it is through humour and love that one can
learn to respect the disability. We look forward to it.
8
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All illustrations reproduced permission Gusti.

Notes
1

This book was selected for inclusion in the IBBY Outstanding Books for Young
People with Disabilities 2015:
Latin American writer and illustrator Gusti chronicles his close relationship with
his young son, Mallko, in this personal look at life with a child who has Down
syndrome. Using the format of an author’s sketchbook, Gusti brings together
comic strips, quick gesture drawings, photo collages and more to show the ways
his life has been changed and enriched by Mallko during his son’s first six years.
Mallko is not just the subject of this unusual work; his scribbles and drawings
appear throughout the book and decorate the endpapers. Those drawings, along
with the ones done by Gusti, contribute to the uncontrived and spontaneous
nature of the content. It is ‘of the moment’ and has the effect of immediately
drawing readers into the touching, earnest and sometimes silly world of father
and son. More than just a scrapbook of family memories, this unusual work is
also an intimate look at one father’s journey from denial of his son’s disability
(something Gusti experienced after Mallko’s birth) to acceptance, gratitude and
unconditional love. (pp.38–39)

2

Daniel Goldin was a key publisher in the history of children’s publishing in Mexico
and founded the publishing house, Fondo de Cultura Económica (FCE). He is very
influential in all aspects of children’s literacy provision. He is currently the librarian
of the wonderful Jose Vasconcelos Library in Mexico City
(www.ibbycongress2014.org/en/entrevistas/Daniel%20Goldin).

Works Cited
Farré, Lluís (illus. Gusti; trans. Judith Willis) (2007) The Grey Boy. London:
Wingedchariot Press. First published in Catalan as El Nen Gris, Barcelona: La Galera.
Gusti (2014) Mallko y Papá. Mexico City and Barcelona: Editorial Océano.

Websites
Mosquito Mosquete Moscardo. www.youtube.com/watch?v=808GeYBKKZI.
See Gusti in his studio and hear him talk about producing Mallko y Papá.
www.youtube.com/watch?v=LL-WS1xUCMA.
Introducing Gusti and Mallko. www.youtube.com/watch?v=RLhn6_MQaV8.
Pages from Mallko y Papá in a flipping book (16/152pp.).
http://issuu.com/editorialocanodemxicosadecv/docs/13082c?mode=embed&layo
ut=http://skin.issuu.com/v/color/layout.xml&backgroundColor=000000&showFlip
Btn=true.
The IBBY Outstanding Books for Young People with Disabilities 2015 has some
illustrations from Mallko y Papá.
www.ibby.org/fileadmin/user_upload/IBBY_OB_2015_Small.pdf.
[Pam Dix is a former head of a schools’ library service. She taught both undergraduate
and postgraduate children’s literature courses in the Education Department at London
Metropolitan University for seven years. She is on the Education Group of the Poetry
Archive, is chair of IBBY UK and also of the Akili Trust, a charity that supports libraries
and education in rural Kenya.]
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María Teresa Andruetto: Hans Christian Andersen Award
Winner
Alicia Salvi
María Teresa Andruetto is one of Argentina’s greatest writers today in terms of the
quality of her work. Over time she has created an extremely interesting body of
literature. Without being overly prolific, her work is of the highest level and is
consistent in terms of the literary values and the essential life themes it explores. Her
writing addresses our concerns both as individuals and as citizens.
She has received numerous prizes and awards, including the 2009 Premio
Iberoamericano a la Trayectoria en Literature Infantil SM prize and the 2012 Hans
Christian Andersen award for writing. Her translation of Um amigo para sempre (2012)
[A Friend for Always] by Marina Colasanti into Spanish was IBBY Argentina’s choice for
the translation section of the 2014 Honour List. For the writing section of the 2008
Honour List, its choice was her book El árbol de lilas (2007) [The Lilac Tree].
Andruetto is a poet (renowned for her poetry for adults) and the author of stories and
novels for a variety of ages. When it comes to literature, she sees no difference
between her books, granting them all the same degree of consideration and care
‘without mentioning the “children’s” condition of the literature’, as she points out in
Hacia una literatura sin adjetivos [Towards a Literature without Adjectives] (2009).
Her novels can be considered close to real experience, both for adults and for young
people, and they speak of migration, roots, inner worlds, love, crisis, poverty,
solidarity, violence and political issues. As a writer she is a committed citizen and never
hesitates in publicly expressing her opinions whenever she comes across a situation of
injustice that demands this.
As well as writing her own literature, she also writes theoretical texts about reading
and writing. She often talks to her readers and gives conferences, both inside and
outside Argentina, and writes notes and papers relating to the literary field. Andruetto
has enriched contemporary Argentinian literature both in terms of the themes she
addresses and her form of expression and style. Also she has contributed by thinking
deeply about a violent and oppressive period in our recent history (1976–1983) and her
novels demonstrate the consequences of tyranny without delivering any specific
message or lesson.
Her books are currently being studied in universities, helping to analyse a phenomenon
that has not been visible enough until now: a peculiar form of exile that was
experienced by people who, without ever leaving their own country, were forced to
abandon their lives as they had lived them up to that moment, obscure their identities,
leave their towns, their families, their work and, most painfully of all, hide their own
dreams. She calls this ‘insile’ instead of exile.
To deal with these issues, as she does, it is essential to have a level of subtlety and
vision of the complexity of the tangled web between the public and the private, where
the things that happen do not take place as if on a stage or against a backdrop, but
rather are interwoven into the lives of the characters. They stand for every one of us as
a type of violence that blows up in our hands, leaving broken shards that still hurt us.
She approaches these issues lucidly, from a distance, preventing her from being
motivated by hate or vengeance.
From the beginning of her career she has been involved in organisations that aim to
establish a serious status for children’s and young adult literature, such as Centro de
Difusión e Investigación de Literatura Infantil y Juvenil (CEDILIJ) [Centre for Promotion
and Research into Children’s and Young Adult Literature], a non-profit organisation
10

promoting children's literature in Córdoba and winner of the 2002 IBBY-Asahi Reading
Promotion Award.
If I had to compare her work to that of other Latin-American writers I would choose
Lygia Bojunga Nunes, an author whose writing is similar in many ways: aesthetically, in
her careful writing style, and politically, in the way she looks at society. As Andruetto
herself has said, ‘Although I have been published and read, I have always written to
understand. Every book has helped me reach a special place in what it means to be
human that I had or still have trouble understanding.’ IBBY Argentina chose her for the
Hans Christian Andersen award for writing because she helps us to understand
ourselves and our own country. And if that is not one of the effects of true literature,
what is? I hope that the current jury enjoys her books.

Works Cited
Andruetto, María Teresa (illus. Rodrigo Folgueira) (2012) Un amigo para siempre.
Buenos Aires: Calibroscopio.
–– (2009) Hacia una literatura sin adjetivos. Córdoba: Comunicarte.
–– (illus. Liliana Menéndez) (2007) El árbol de lilas. Buenos Aires: Comunic-arte.
[Alicia Salvi is a specialist in children’s and young adult literature. She was a member of
the jury for the Hans Andersen awards in 2008 and 2010.]

María Teresa Andruetto’s Work for Children and Young
People: Literature as a Place for Meeting
Pilar Muňoz Lascano

Introduction
María Teresa Andruetto (b. 1954) is an Argentinian poet and writer who has developed
an extremely interesting body of work. Her books are of an excellent literary quality
and show concern for difficult topics.
Andruetto’s writing has the effect of an unique poetry. Her work covers almost every
genre, sometimes even going beyond them. She writes for children, adolescents and
adults with the same degree of dedication and care. She resists labels (the title of her
book of essays about children and youth writing, and literature, Hacia una literatura sin
adjetivos (2009) [Towards Literature without Adjectives] is more than clear) and avoids
over-publication (her work is not very prolific; every book has taken her years). She
also resists writing on trendy topics or according to what the market and pedagogy
demand. In her view, writing is a journey, mainly towards ourselves; thus her stories
mention internal worlds, migrations, individual and collective identity, and love and
solidarity, as well as referring to the female world, poverty, political issues and social
differences. For her, writing, in connection with both tradition and culture, involves a
constant exploration of language and manners, a way of ‘always being the walker, the
one who has not reached his destination yet, the passenger in transit, the one going
through the reserve, the gold searcher, so that writing may someday exist’ (Hacia,
2009: 24). So that writing be art through the art of writing, given that ‘art is a method
of knowledge, a way of entering the world and finding the place that suits us’ (22–23).

A path full of words
She was born in Arroyo Cabral, in the province of Córdoba, daughter of a Piedmontese
partisan who arrived in Argentina in 1948 and of a lady descended from a Piedmontese
family. She learned to speak Spanish at the age of six at school. Therefore, it is no
coincidence that at the centre of her writing are journeys, migrations, the mysteries of
language and language itself.
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One of Andruetto’s first approaches to words occurred when, as a child who could
hardly say her own name, she was sent to do the shopping with a piece of paper in her
hand. As she was afraid to lose her way, she walked along looking at her feet, in the
childlike belief that you are where your shoes are, and so concentrated was she on that
task that she eventually got lost. On being found by a postman, she was placed into the
bike’s basket and returned home amongst letters, messages and words.
A few years later she discovered the magic of retelling: at school, in the long break
time, she used to sit on a bench and tell her girlfriends something she had read the day
before, but adding details or suspense, or she would bring the story to an end because
it was time to go back to the classroom. She felt ashamed of hiding the fact that the
stories were episodes taken from books ‘but I told them all the same, as a habit that
we cannot stop, I told them’ (Hacia, 2009: 63). The task of narrating and how valuable
it is to retell and listen to a story are elements that are present in her work. Había una
vez (2012) [Once upon a Time] and ‘Ahora que han florecido los cerezos’ [Now that
cherry trees have already flowered] (Miniatures, 2011) are stories including stories; the
voice that links words and spreads the warp becomes explicit. The novel Stefano (1997)
alternates the omniscient narrator with the protagonist’s voice, who narrates Stefano’s
life. In Veladuras (2005) [Veils], the protagonist, with her confused thinking, narrates
her story.
In the 1970s, Andruetto studied Arts in the National University of Córdoba. After a
short stay in Patagonia and some years of internal exile, before the country returned to
democracy at the end of the dictatorship, she became the cofounder of Centro de
Difusión e Investigación de Literatura Infantil y Juvenil (CEDILIJ) [Centre for Promotion
and Research into Children’s and Young Adult Literature], a centre specialising in
reading and literature for children and young people. She also became the editorial
secretary of Piedra Libre magazine and a member of the advisory council Programa en
promoción y animación a la lectura y a la escritura (PROPALE) [Programme for the
Promotion and Encouragement of Reading and Writing] based at the University of
Córdoba. She took part in national and provincial reading plans and was a teacher
training staff members. Moreover, she developed creative writing workshops during
which she accompanied children and young people at social risk in their writing
processes.
In 1992 her novel Tama, intended for adults, earned the Luis de Tejeda municipal
award. From then on, she began to publish everything she had been storing up, and in
1993 two books for children and young people were brought to light: El anillo
encantado (1993) [The Enchanted Ring], a book that gathers stories reminiscent of
eastern tales, and Misterio en la Patagonia [Mystery in Patagonia], which contained
five stories of suspense and horror, some of which were recreated from legends and
popular tales.
Literature is not necessarily the place to go to find what is the same; sometimes it is
the only window to approach what is different. (Hacia, 2009: 47)

Writing as migration
Her illustrated book La durmiente (2010) [The Sleeper] refers to a girl who has been
sleeping for a hundred years
until the people played trumpets.
And drums.
And fired arquebuses.
And cannons.
So the princess woke up, but not because of a prince’s kiss … but because of a
revolution.
(2010: 30, 35–36).

12

In this sense, Andruetto breaks with the tradition of children’s tales because she deals
with such topics as social exclusion and class struggle, as well as with political issues.
The theme of social exclusion in particular is explored in El país de Juan (2003) [Juan’s
Country], a short but profound and emotional novel where both an outward journey
and a return journey are made (a migration from the countryside to the city, and the
outskirts, and the return to the rural area). In this story the main characters meet while
each is searching for their own path and decide to continue together. The migration
from one region of the country to another also appears in the novel Veladuras (2005)
[Veils], in which the protagonist returns to her ancestors’ region in the northwest of
Argentina. In Hacia una literatura sin adjetivos (2009) Andruetto points to
writing … as movement, as a path for those who write and read. A path, a migration
from one place to another’ (p.20).
In another lecture included in this essay, the author confesses:
I am interested in life as a journey … journey literature, and another idea that often
goes along with it: that of going far away to search for what is near. (p.70)
Immigration and journey literature are the key topics in Stefano (1997), a novel that,
while it does not narrate the life of the author’s father, contains family anecdotes and
characteristics personified in the experiences of a young person who gets on a ship as a
boy in Italy and gets off as a man in Argentina, where he will have to walk even further
to reach his destination. Furthermore, in this moving novel, migrating shows its
polysemy because ‘growing up also means having migrated’ (Hacia, 2009: 20). On the
other hand, El árbol de lilas (2006) [The Lilac Tree] makes reference to searches and
expectations, and to that other type of journey the author mentions since the
protagonist goes to the other side of the world to search for the love that was lying
under the lilac tree, and finds it in the nearest park.
All these books deal with internal worlds and the building up of both individual and
social identities, as can be seen again in the novel La niña, el corazón y la casa (2011)
[The Girl, the Heart and the House]. Here the journey is present in the way in which the
protagonist constantly walks between the house where she lives with her father – and
her grandmother – and the house where her mother lives. In this act of coming and
going from one place to another, this girl builds up her internal world, that ‘house’
referred to in the title. But here, moreover, behind the story of the everyday world, a
tale is told about a girl who wishes to know what makes her brother a different and
special person. Both in this novel and in Veladuras (2005) [Veils], which have been
published in literature collections for young people, Andruetto deals with issues
regarded as ‘tough topics’: madness, people who are different. In these novels her
personal history and her childhood appear once more. Andruetto was brought up in
Oliva, a town in the centre of the cereal-producing province of Córdoba, which had a
mental hospital. At the same time, we should bear in mind that writing is made up of
what is no longer here:
the one who migrates, and every kind of writing is migration, moves towards a
speech that they will never be given. Writing arises from such a loss. Every project
begins with a lack of something. And we write because we do not know, we do not
understand. We write to confirm once and again that we do not know, that we do
not understand. (Hacia, 2009: 21)
On the other hand, in these books as well as in El anillo encantado (1993) [The
Enchanted Ring] and in Había una vez (2012) [Once upon a Time], the author shows her
interest in the female universe, in women who search and wait, who listen and tell, in
those who in their roles of mothers, wives, daughters and sisters long for and fight for
things, some winning and others failing.
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They leave behind the Immigrants’ hotel, the sea, the port’s hustle and bustle.
They go to Retiro station and from there, on a train, to La Pampa. They carry no
luggage; they have nothing.
Pino says:
‘It’s as if we had just been born.’
‘Instead,’ says Stefano, ‘I think we have already gone through all this before’.
(Stefano, 1997: 43)

Writing as dialogue
In an open interview, Andruetto pointed out that she has never regarded literature as
mushrooms growing alone in the countryside, but as part of a system. Her books are
like bridges built to literature, society, history and art.
On the one hand, her work is connected with tradition. This can be seen through three
resources:
1

The remaking of stories from the eastern tradition: as happens with Huellas en la
arena (1997) [Footprints on the Sand], a book of popular Italian stories; as is the
case of ‘Zapatero pequeñito’ [Little Shoemaker] (Benjamino, 2003), in a book of
legends and popular tales told around the bonfire; as those included in La mujer
vampiro (2001) [The Vampire Woman] of Zen stories, biblical stories, sufi and
Hasidic stories; and parables such as ‘Enós y los aprendices’ [Enos and the
Apprentices] (Miniaturas, 2011).

2

The recreation of the above-mentioned types of story. They are stories written ‘in
the way of’, as with those included in El anillo encantado (1993) [The Enchanted
Ring], tales that recall those told by Scheherazade. Or they may be free versions, as
with the remake of the Piedmontese legend ‘El dragón que vino del norte’ [The
Dragon that came from the North] (Huellas en la arena, 1997).

3

The creation of texts with echoes of this way of writing: as in El árbol de lilas (2006)
[The Lilac Tree] and Solgo ([2004] 2011).

As a result of this connection with tradition, the versions, recreations and reminiscent
stories can be read as layers, from the easiest and most literal level to the most
complex and philosophical. This makes Andruetto’s literature both accessible and
profound. On the other hand, her work connects with other writers, since it is
quotations that give rise to many of her texts. In El incendio (2008) [The Fire], taking an
extract from a story by the Danish philosopher Sören Kierkegaard, she stages a real
theatrical production, as the poem narrates the tale of a fire at a theatre by means of a
game between inversion and juxtaposition, between what is said and what is
suggested. Thus, we are again faced with an opaque, veiled narrative; whereas, on the
one hand, we can read the story of some smug ladies applauding the clown who
announces the fire, at the same time, reading this with the quotation in mind, takes us
to an existentialist idea: are these human beings unknowingly celebrating their own
end?
Trenes (2007) [Trains] uses some words from the father of the ‘greguería’, Ramón
Gómez de la Serna; they are the seeds of this poem that runs smoothly and grows, like
love, page by page. El caballo de Chuang Tzu (2012) [The Horse of Chuang Tzu] arises
from some words said by Italo Calvino in Lezioni Americane ([1988] 2012) [American
Lessons]. Starting from the Italian writer’s words, the Argentinian writer tells the story
of Chuang Tzu, the great draftsman, who had to train for ten years and then ‘in a
moment, with just one gesture, drew a horse’, as wished for by the emperor, ‘the most
beautiful horse that has ever been seen’ (Trenes, 2007).
La durmiente (2010) [The Sleeper] is born in a golden cot with silver trimmings. It is
conceived from the words of José Antonio Martín. In this case, as well as the dialogue
with the initial verses, it also builds a bridge towards the magical tale, which is evoked
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by the title, and also by repeating its techniques: formulas, enumerations,
accumulations, parallels. The poetic text reproduces signs of orality as if sung by a
minstrel. Similarly, Andruetto’s texts are tied to images. Trenes (2007) [Trains] is an
illustrated book in which Istvansch’s illustrations show that everything surrounding
Juan is yellow, like the train he is on, while whatever is around María, who travels on a
blue train, is the colour of the sky. And when Juan and María look into each other’s
eyes, the colour green arises on the page, painting the images along with some red
details, as a symbol of the love to which the words refer.

Figure 8. From Trenes. Copyright © 2007 María Teresa Andruetto (text); Istvansch [Istvan
Schritter] (illus.). Reproduced permission Agencia Literaria CBQ.

This interdependence also occurs with Istvansch’s images in Fefa es así (2005) [That’s
the Way Fefa Is], an illustrated book for those who are taking their first steps into
reading. La durmiente (2010) [The Sleeper] also carries out a dialogue with Istvansch’s
images. Here, the illustrator shows us the female world through his iconography in
painting, in articles from women’s magazines and pictures from decorating magazines,
culminating in images of active and activist women. Therefore, in this album-like book,
the illustrations both reproduce the text and simultaneously create another parallel
story. Thus, the dialogue between the two codes causes the story to be the same and
different at the same time.

Figure 9. From La Durmiente, pp.4–5. Copyright © 2010 Istvansch [Istvan Schritter].
Reproduced with permission Agencia Literaria CBQ.
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Campeón (2009) [Champion] tells the story of how quickly the news that ‘El Negro is
the champion!’ travels, to the everyday rhythm of ‘a people like many others, divided
into two parts by the railway and the national road’, and reproducing the oral and
colloquial language of any social group. In this case it is illustrator Nicolás Arispe’s final
image that allows the reader to find out who ‘El Negro’ is.
In Solgo (2011), the text interacts with the stunning images of Cynthia Orensztajn to
take the story into new and countless readings.

Figure 10. Solgo and the Emperor. From Solgo. Copyright © 2012 text María Teresa
Andruetto; illus. Cynthia Orensztajn. Reproduced permission Edelvives. Illus. courtesy Cynthia
Orensztajn.]

Agua/cero (2007) [Water/zero] brings together poems related to rain. The way words,
sounds and letters are linked to Guillermo Daghero’s images generates an illustrated
book where, once again, the union of codes invites us to observe and interpret.

Figure 11. From Aqua/cero. Copyright © 2007 María Andruetto (text); Guillermo Daghero
(illus./design). Reproduced under the Creative Commons License.
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As far as dialogue is concerned, Stefano (1997) is the novel par excellence. On the one
hand, it is created through a textual dialogue, given that the story is constructed by
combining different discourses: a third-person narrator telling Stefano’s story from the
time he leaves Italy, leaving behind his homeland and his mother, and a first-person
discourse in which the protagonist himself tells a woman his life history, based on
personal recollections and emotional memory. There are therefore two connected
discourses, but one of them also reproduces a dialogue in which the person to whom
Stefano’s narration is addressed is present, although does not speak.
On the other hand, as migration is the main topic of the novel, a constant dialogue
between two worlds is produced: a dialogue with the other land (South America) and
the other culture. There is also a dialogue with the other language, perhaps even twice
over, as it may be inferred that Stefano (whose language is Italian) learns Spanish on
his way, and while the novel is in Spanish, it introduces Italian songs in some passages.
Italian is also the language chosen for the epigraphs.
Furthermore, there is a dialogue with the opposite sex. Women pass by in Stefano’s
life, from his mother, whose words give rise to the novel, to his wife Ema, who says the
last phrase of the story, revealing the identity of the person to whom the story is
addressed. In the middle, throughout Stefano’s other migration that takes him from
childhood to adulthood, the protagonist establishes relationships with several different
women who contribute to the building up of his identity.
Similarly, on his way, the young Stefano takes part in a dialogue with another age:
starting almost as a child, he must negotiate with adulthood until he reaches it and
finally settles down definitively, as occurs right at the end of the story when the reader
finds out that Stefano is already 20 and expecting a child. Simultaneously, the whole
novel presents a dialogue with life through which the protagonist searches for his own
identity.

Writing as art
What is writing to Andruetto? In ‘El ojo en la escena’ [The Eye in the Scene] she points
out: ‘I am obsessed with forms, as well as with searching/trying forms for different
writing projects, following a major idea of writing as exploration’ (Hacia, 2009: 73).
Without a doubt, writing for her is searching and experimenting above all.
This is demonstrated, for example, by her stories that seem like poems. Graphically,
the most noticeable feature is the way the statements are laid out in space. Some
sentences are placed as if they were verses, alternating with other more conventional
prose statements, reinforcing the rhythm and playing with blank spaces, as in the case
of ‘Los nueve mirlos’ [Nine Blackbirds] in El anillo encantado (1993):
And desire became greater.
Greater than the kingdom.
Greater than its wealth.
Greater than his father’s love.
Dawn followed, before the sun laid the hillsides bare, when men and animals
slept. (p.17)
On the other hand, her stories seem to be a range of rhetorical resources, full of
metaphor and repetition in their different forms (anaphor, parallelism and anadiplosis).
Some stories are even based on cumulative structures similar to ‘retahílas’ [a series of
words connected for a playful purpose] given that the passages are linked through a
cumulative chain by means of the repetition of words in similar positions, as can be
seen in ‘El remedio’ [The Remedy] (my emphasis):
He was a sad man who went to see a physician who could cure his sadness.
The physician examined him from head to toe and, having found nothing, sent
him to see a naturopathic doctor.
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He was a sad man who went to see a naturopathic doctor who could cure his
sadness.
The naturopathic doctor examined him from head to toe and, having found
nothing, sent him to see a fortune teller.
(Huellas en la arena, 1997: 43).
Moreover, there is a similarity with ‘retahíla’ in the way in which the story develops by
repeating the previous paragraph while adding new information, as occurs in ‘De luz y
de sombra’ [From Light and Shadow]:
Once upon a time there was a city.
An old, bright city, full of towers and bell towers.
In that old, bright city, full of towers and bell towers there was a park.
A green park covered in heliotropes and jasmines.
In the green park covered in heliotropes and jasmines of that old, bright city full
of towers and bell towers, there was a bench with the sun shining through it.
(Misterio en la Patagonia, 1993: 37).
This constant experimentation with forms and language blurs completely the idea of
belonging to a genre, and places emphasis on what is transgeneric, what goes beyond a
canonical division in order to leave behind just a way of telling, or perhaps of singing,
as the story becomes song, cadence and rhythm.
When making reference to her novel El país de Juan (2003) [Juan’s Country], the author
says:
I focused on searching for rhythm (I am very much interested in rhythm, the
heritage that prose received from poetry) and an architecture full of symmetries.
That was how it was born. (Hacia, 2009: 73)
It is through rhythm, repetitions and symmetries that Andruetto chooses to walk the
tough roads of reality when telling a story about poverty as if it were a wonderful tale:
El país de Juan passes through all the commonplaces of stories because that is what
the archetypal is – a reassessment of the commonplace, converted into a milestone,
a fixed point. (Hacia, 2009: 73)
Andruetto puts her ideas together and knits her own thread in order to create a series
of defined points from which the story arises between what is said and what is
suggested, between what the word says and what it hides, as she herself points out:
We write against language, against what is linguistically correct, and politically
correct, against everything and above all against ourselves, doing violence to
language and to ourselves, trying to escape from what we are in the cracks
produced between one word and another, searching for what appears between
phrases, in that crack which is neither silence nor voice. (Hacia, 2009: 22)
In this constant exploration into the complexities of language there is also a linguistic
search that reassesses and focuses on nuances according to regions, as is shown in
Veladuras (2005) [Veils], a novel in which the protagonist confusingly narrates her pain
by means of the words she knows: those from the northwest of Argentina. The
author’s incursion enables her stories to contain a language that belongs to everyone
and is also unique, causing her literature to be universal and local at the same time.
Andruetto’s writing is characterised by her conscious experimentation and thorough
exploration of language – clearing and weeding in order to find the right word, the real
goldsmith work of a poet. As she herself recalls, ‘A writer is a searcher whose purest
pleasure is to find, among thousands of words, the words’ (Hacia, 2009: 21).
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Conclusion
María Teresa Andruetto’s books aim at a reader who is capable of demanding and
assuming an active role of connection and cooperation; a reader who is present in the
author’s projection, not as an individual subject of a certain age and from a certain
place, but as one more searcher. As she herself points out:
I aim at creating a work, moving a reader. I hope that a poem or a story which I
write in solitude, deeply immersed in myself, will live on in a reader’s memory when
I am no longer here. (Hacia, 2009: 141)
Andruetto’s work resists categorisation and abides by her own rules: exploration into
forms, constant searches for the nuances of language, and philosophical and poetic
depth in dealing with topics. It is for this reason that her work is presented to us as
sensitive and transgeneric literature.
Her poetry is very personal; it can be analysed and considered, but there is something
elusive about it. It is only possible to enter into its essence by reading her texts and
pausing at their images; not only the illustrated ones, but also those made-up words,
something that this poet achieves with great skill.
[Pilar Muňoz Lascano is a teacher and literature graduate, and has a Master’s degree in
Books and Literature for Children and Young People. She is an editor of literature for
children and young people, organises children’s literature writing workshops for adults
and also runs training courses. She has published articles in Imaginaria, Cultura and
Revista. She is also the creator of the blogs Cubos de mi torre [Notes on Literature for
Children and Young People] and El canguro lector (Literature, Reading and Books for
Very Young Children]. She is currently part of the Director’s Committee for the national
section of IBBY: Asociación de Literatura infantil y Juvenil de la Argentina (ALIJA)
www.alija.org.ar/.]
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Petra Ediciones: The Ambition and Vision of a Publisher
Peggy Espinosa
In Petra Ediciones books, images and words blend to create a space where reading is at
its heart. That space represents a document, a metaphor, a symbol, an entry to the
unconscious, to our dreams. In that place, culture and emotions live together through
the eyes of the reader. To look is that privilege, that gift that is used in everyday life
and that gets stronger with reading.
The aesthetic experience is fundamental to books published by Petra Ediciones:
photographic books for babies, object books, books to create a dialogue between
children and artists, books that raise questions, books that generate partnerships and
relationships with the world and with others, and books that open roads and paths to
other cultures.
Petra Ediciones are especially recognised for publishing art books; for bringing a special
recognition to the book as a way to explore multiple possibilities and interactions with
the reader, to open a space for inner freedom and the autonomy of discovering a
personal voice. In our books, reading goes beyond the word; it includes the
interpretation of everything that goes to create the content of that book. The reader
learns to gaze, to build values from those gazes and, at the same time, allows the
reader to discover the beauty and pleasure of contemplation.
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Unlocking the particularities of a culture has been one of the main objectives of this
Mexican publishing house, which has drawn on both Mexican and international
creators. Jill Hartley’s Lotería fotográfica mexicana (2008) [Photographic Mexican
Lottery] is a clear example of what Petra Ediciones has aimed at over its 25 years.
Lotería fotográfica mexicana takes a new look at the old game that juxtaposes the
word with pictures, in this case photographs taken by Hartley during her trips over ten
years, from north to southwest Mexico. It aims to understand Mexico’s daily universe
through the portrayal of landscapes, objects, people and customs. In her book,
dashboards and cards mix ethnography and art, creating a network of meanings, a
complex net that involves the reader, to allow the reader to enjoy the experience of
interpreting meanings that enrich their own understanding of the environment.

[Death. Get used to dying/ before death arrives/ for he who lives when he is dead/ is
he who dies when he’s alive.]
Figure 12. Death. From Lotería fotográfica mexicana.

Thanks to our eyes, we can absorb the universe, the world and our surroundings and
have complex notions about reality, all based in the millions of colours that exist
between light and shadow. If we learn to contemplate, we learn to think and evaluate.
In the pages of Petra Ediciones books it is possible to enjoy, to share and to discover
the pleasure of perceiving something that goes beyond our own lives.
The books help us to configure maps, tracks and paths; they allow us to establish
familiar connections with the known and unknown. They are windows where contents
are re-edited and take on new meanings for every personal experience. They also
relate with others by drawing on the reader’s own subjective experiences. A thing is
real if it causes real consequences.
To look and to do: in Tortugas en el espacio de papel (2013), the painter and sculptor
Manuel Marin thinks about turtles’ different shapes through folding paper sheets.
When the eight paper turtles contained in the book are built, we begin to understand;
the concave and convex, space and volume, from imagination to abstraction. Shape
and space lie suspended in text and images, demonstrating characteristics that the
reader can create with their own hands. The reader can then create and imagine their
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own from emotion and expression. It is possible to express something that cannot be
represented in another way.

Figure 13. A constructed paper tortoise. From Tortugas en el espacio de papel.

When a fact is amazing or looks unique, it awakes conscious interest and boosts
emotional states. From those states it is possible to widen the dimensional perception.
It is possible to access emotional states expressed in brief gestures. That is when the
book and reader make contact, when the reader feels that the book looks them in the
eye. The books Un día… [One day…] (2010) and A cada quien su casa (2013) are
beautiful objects full of images, colours, textures, shapes, letters, histories, voices and
characters created by Chiara Carrer. Carrer presents poetic-phenomenology narratives
full of evocations and mysteries. The reader becomes creator when they take a path
into pages with texts and images that seduce and worry, where steady ideas don’t
exist. Here, in this way, the imagination roams free, growing rich with new images.

[Lots of people visited her, and sometimes animals too.
This is Hugo,/he collects butterflies/and many other things/besides.]
Figure 14. The reader as creator. Hugo’s butterfly. From Un día….
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[Lots of people visited her, and sometimes animals too.]
Figure 15. Imaginations. From A cada quien su casa.

Petra Ediciones tries to create a distinction between the obvious and the subtle. It aims
to create a visual journey into the imaginary that starts when the reader caresses the
book with their eyes. By contacting the subconscious perception, the body becomes
involved, so it is possible to discover and rediscover what has been learned, grafting
this onto new understanding and in this way building new meanings and contexts
ready to go to the world.
El guardagujas [The switchman] (1998) is a classic tale by Juan Jose Arreola. The story
revolves around a stranger who wishes to travel to the town of T. by train, but is
quickly met by a switchman, who tells him more and more fantastical stories about the
train system while they are waiting. The switchman explains how the railroad company
thinks of their railway system. In their view, their elaborate system, which includes
accommodations for years-long trips and even for deaths, is very good.
It is given a special dimension in the book as offered by Petra Ediciones. This Mexican
author’s prose is now presented in a way that makes the reader stop and enjoy it, so
the reading seems to take the same number of minutes and hours as the events that
take place in the tale. Rather than images, Jill Hartley’s photos are used to go with the
text. These photos are read every time the speech stops beside them, allowing us to
accept what they are or just send us to another place in our memory. See illustration
overleaf.
Every new publication is a unique project for Petra Ediciones, where the book can be
an extension of a gallery and of the work of the artists who choose or are chosen to
take part in an intervention. Ideas are finally formed into words and suspended images,
since the reading is executed in a determined time and space. In an act of complicity
with the reader – whether beginner, advanced or adult – the books organise text,
images, blank spaces, typefaces and various expressive planes to distribute
harmoniously the time and space required to get a true taste of each work. What is
more, the reader becomes creative through the journey undertaken in the pages of the
book, becoming autonomous, free, and with the desire to acquire more knowledge of
and for life.
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[-Have you been in this country for a short period of time?
– I need to leave
immediately
I really need to be in T. tomorrow.]
Figure 16. Waiting for a train. From El guardagujas.

More illustrations from these books and from other publications can be viewed at
http://petraediciones.com/ and in the catalogue.
[Peggy Espinosa is Director of Petra Ediciones, an independent publishing company
that publishes beautiful photographic art and fiction books of innovating authors and
artists. The company is winner of the 2014 Bologna Children’s Book Fair New Horizons
Award and has won several international nominations and prizes.]
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‘Countless Threads, Countless Tales’: A Colourful Adventure
through the Picture Books of Brazil
Valerie Coghlan
The IBBY press conference at the Bologna Book Fair erupted into a cacophony of
applause in March 2014 when Roger Mello was announced as the winner of the
biennial Hans Christian Andersen Medal for Illustration. Mello is a popular figure in the
world of children’s books, whose work is widely acclaimed, and who has in previous
years been shortlisted for the award. While his many admirers from around the world
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responded with enthusiasm to the announcement of his win, the large contingent of
his compatriots present were rapturous in their delight that a Brazilian picture-book
artist had received such prestigious recognition, especially in the year that their
country was the guest of honour at the book fair.
Every year a different country is a focus at the fair, usually accompanied by an
exhibition of picture books and a series of events featuring artists, authors and
commentators from the guest country. Visitors to the fair are accustomed to seeing the
very best of illustration from around the world, but the vibrancy of the Brazilian
picture-book exhibition caused even visually overwhelmed viewers to stop, gaze and
admire.
The exhibition logo, a string or ribbon holding together many beads of traditional
design, symbolised its title of ‘Countless Threads, Countless Tales’. Both the title and
logo represented the richness of Brazilian culture and picture-book art, which melds
traditional imagery and modern themes. The work of 55 artists was represented, 19
more than in 1995 when Brazil was previously the honoured guest at the fair. This
increase signifies the growing interest in children’s books in Brazil, and especially in
their visual aspects.
Commentators suggest that the picture book is a relatively new aspect of Brazilian
children’s literature, many pointing to the work of Ziraldo (Ziraldo Alves Pinto) as the
impetus for the rising interest in visual narratives with the publication of Flicts in 1969.
Somewhat avant-garde stylistically, it showed the possibilities of abstract themes in
picture books, although much of Ziraldo’s subsequent work has owed more to the
cartoon and comic book. His Turma do Pererê [Pererê’s Class] (1960) was the first
comic book in colour and by a single illustrator–author published in Brazil.
Proscribed by the military regime in 1964, it was subsequently rereleased in the 1970s,
and was followed by O Menino Maluquinho [The Nutty Boy] (1980), which has been
adapted for the cinema and as a television series.
While the 1970s saw a period of growth in publishing for young readers, this was
mainly in the area of school textbooks and fiction. Greater modernisation in the
method of production and increasing demand led in the 1980s to a corresponding
growth in picture-book publishing.
Rui de Oliveira was in the vanguard of this. His earlier work consisted mainly of classic
tales from Europe and North America, and he continues to work in this area as well as
creating books that bring to life traditional Brazilian folklore. His version of ‘Beauty and
the Beast’, A Bela e a Fera (1994), uses watercolours to impart a psychedelic aura to
the story, especially in the swirlingly lush vegetation and patterns that almost engulf
his characters on each page. In contrast, Huckleberry Finn (1996) and Little Red Riding
Hood (2003) are restrained, and show the artist’s sure line in black-and-white ink
drawings accompanying these texts.
Cena de rua (1994) [Street Scene] by Angela Lago, another artist whose work as a
picture-book creator began in the latter quarter of the twentieth century, attracted
considerable attention for the innovative way in which it expressed the peritextual
possibilities of the picture book. The story is told only through the visual text, in a
series of swirling expressionist brushstrokes, exemplifying the plight of children forced
to live on the street. In contrast, Zoo louco [Craxy Zoo] by the Argentinean writer
María Elena Wash (2011), while retaining Lago’s sure brush strokes, uses these in a
more defined manner to poke fun at human activities through the depiction of
mammals dressed and behaving as people.
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One of the most arresting aspects of the exhibition in Bologna was the influence of
indigenous art. Brazil has a rich heritage of myths and folklore. Increasingly its narrative
and stylistic possibilities are mined by artists, who turn it into glorious visual texts. Çica
Fittipaldi recognised the wealth of imagery in this tradition in the 1980s with A lenda
do Guaraná [The legend of Guaraná] (1986). She has continued to illuminate the
richness of traditional art in titles such as Naninquiá: a moça bonita [Naninquiá: The
Pretty Girl] (2013).
Marilda Castanha uses bright greens, yellows, pinks and blues set against the rich
earthen colours of the Brazilian landscape to lend atmosphere and authenticity to her
images, in, for example, Mil e uma estrelas [A Thousand and One Stars] (2011).
Modern messages are entwined with traditional stories and illustrative styles, by artists
such as Taisa Borges in her images for Yaguaré Yamã’s Pequenas guerreiras [Warrior
Girls] (2013). Borges’ richly glowing palette brings to life the stylistically bold attributes
of indigenous art to match the story of five Amazon girls who were not afraid to defend
their territories from attack, and which is hailed as an example to young girls to live up
to their full potential.



Nelson Cruz has turned to more recent history with Chica e João (2002) [Chica and
Joao], the well-known story of an eighteenth-century black slave who marries a
wealthy master. Cruz is a master of distorted perspectives, whether in his Alice no
telhado [Alice on the Roof] (2011) where the Cheshire Cat swoops like an animated
starry constellation, or in the teetering urban skylines in O Caso do Saci [The Case of
the Saci] (2004), a blend of a Brazilian tale with the Pinocchio story.
André Neves also plays with perspective and angles of view in titles such as Malvina
(2012), Il grande albero dellrinascite (2012), and the delightful Obax (2010) featuring
the eponymous girl with the Neves trademark of a child with a large head on a slight
body. While this is an original story created by Neves, the African setting is,
nevertheless, true to the folk art and colours of the continent. He has also illustrated
Luciana Sandroni’s Lampião na Cabeça (1998).
This story of the bandit leader, Lampião, whose deeds in Brazil’s poverty-stricken
north-eastern territories in the 1920s and ’30s turned him into a folk hero is a popular
one, and it has been illustrated also by Fernando Vilela in his allegorical Lampião &
Lancelote [Lampião and Lancelot] (2006). This long landscape-format picture book
brings the medieval knight Lancelot into battle with Lampião. Vilela’s startling yet
muted palette of black, brown, pewter and white on dark backgrounds highlight the
force implied in his stark woodcuts. The battle scenes between the two warriors are
truly astonishing in their ferocity as they range across the full double-page spreads, one
can almost hear the clash of weaponry and the clank of the knight’s armour.
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Woodcuts, rubber stamps and India ink, but with a different colour scheme suiting this
eastern tale, are again used in Vilela’s images for Stela Barbieri’s retelling of the Sinbad
the Sailor story, Sinbad o marujo (2012). Inspired by north African Islamic art and
architecture, from the blue tiles on the endpapers to the domed building and
silhouetted turbaned figures, Vilela conveys a world that is familiar, yet rendered
different through his ability to ask his readers to look afresh at the story.
A striking aspect of the exhibition is the variety of styles and media used to create
Brazilian picture books. The influences of folkloric motifs and techniques is striking, and
beautiful, while some artists, like Vilela, are also creating different ways of telling
stories visually. Roger Mello draws on traditional designs and patterns from different
regions in Brazil, but imparts his own highly original interpretation of these to breathtaking effect. Mello has produced some 100 picture books and illustrated books since
his first book, a Brazilian version of ‘Little Red Riding Hood’ in 1992.
The use of vivid colours characterises much of his work, sometimes making the
squawks of Amazonian parrots and monkeys almost audible; but there are surprises
too, when Mello uses mixed media in black, grey and white to tremendous effect in
Carvoeirinhos [Young Charcoal Burners] (2010). The plight of these children is
intensified by the monochrome pages, where only the red, pink and orange flames of
the fires burst out in colour as they are fed by the young burners who work in near
slave-labour conditions in a wealthy industry. Mello is noted for his social conscience,
and Meninos do mangue [Mangrove Boys] (2004) highlights the desperate poverty of
children who survive by gathering crabs in Recife’s mangrove forests. The cover is in
black with outline white drawings, but then the pages burst forth riotously, showing
the crowded shanties on stilts where families live. Mello’s attention to form and detail
are very evident here – he has worked on boards textured with garbage bags,
referencing the poverty of the crab harvesters. The Hans Christian Andersen Award
jury commented that in Mello’s work:
Illustrations provide avenues to explore the history and culture of Brazil. He does
not underestimate a child’s ability to recognize and decode cultural phenomena and
images. His illustrations allow children to be guided through stories by their
imagination. (IBBY Announces Winners of the 2014 Hans Christian Andersen Award,
24 March 2014, www.ibby.org/1368.0.html?&L=3%20%28castell%C3%A0%29.)
As well as a judge of colour, Mello is also a very fine draughtsman. João por um fio
[John by a thread] (2005) shows him using a series of web-like lines that would be the
envy of even the most meticulous spider. It is astonishing that none of Mello’s books
are available through English language publishers. Perhaps they are deemed too
sophisticated, but in my experience children don’t think so, and it is English readers’
loss that Mello’s works are not readily available.
In an article like this it is impossible to begin to do justice to the visual wealth of
‘Countless Threads, Countless Tales’. Its 55 artists all deserve their place here, but
there are many talented illustrators too, whose work is not featured in the exhibition.
Brazilian picture-book illustrators have a great deal to offer the world, the only pity is
that many of them, like Mello and Vilela, have not been translated from Portuguese.
Brazil is the fifth largest country in the world, so with a large potential readership for its
book production, is not dependent on selling rights (though publishers are always glad
to do so). And one joy for non-Portuguese-speaking picture-book lovers was the
relatively high proportion of wordless picture books in the exhibition – a commendable
trend, as were the beautifully illustrated poetry books on display.
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While not one of the books included in the exhibition, Lygia Bojunga’s translation of
James Joyce’s The Cat and the Devil, O gato e o Diabo (2012), should surely be made
available in English, not least to Irish readers. Artist Lelis (Marcelo Eduardo Lelis de
Oliveria) elegantly captures in line and watercolour the legend of the origin of the
bridge over the Loire at Beaugency, retold by Joyce for his grandson, Stephen. The
Devil, who bears a striking resemblance to Joyce, struts across the pages, besuited in
red, retreats muttering to himself, and clutching the cat who has been dispatched by
the town’s wily mayor as the first soul to cross the new bridge.
The richness and variety of Brazilian picture-book making can be seen in the exhibition,
and also in the catalogues and handbooks produced by FNLIJ (Fundação Nacional do
Livro Infantil e Juvenil), the national children’s literature organisation which is the
Brazilian section of IBBY. We live in hope that Mello’s Hans Christian Andersen award
and the ‘Countless Threads, Countless Tales’ exhibition will create demand for books
from a country where it is evident that the picture book is truly an art form.

Acknowledgements
I am indebted to Elda Nogueira and Elizabeth Serra for their invaluable guidance
through the delights of Brazilian picture books and assistance with this article.
This article first appeared in Inis: The Children’s Books Ireland Magazine, Issue 42, 2014,
www.childrensbooksireland.ie/inis. Unfortunately, it has not been possible to
reproduce the illustrations presented in the Inis article.

Works cited
Brazil: Countless Threads, Countless Tales. Bologna Children’s Book Fair 2014. Rio de
Janeiro: FNLIJ, 2014. Download of pdf at www.fnlij.org.br/site/publicacoes-empdf/catalogos-de-bolonha/item/545-catálogo-da-exposição-de-ilustradores-bolonha2014.html. Examples of the work of the chosen 55 artists.
Selection of Brazilian writers, Illustrators and Publishers. Bologna Children’s Book Fair
2015. Rio de Janeiro: Brazilian Section of IBBY/FNLIJ. Download pdf at
http://www.fnlij.org.br/site/publicacoes-em-pdf.html. This contains details of the
writer and illustrators at the 2014 Bologna Children’s Book Fair and additional articles.
Selection of Brazilian writers, Illustrators and Publishers. Bologna Children’s Book Fair
2014. Rio de Janeiro: Brazilian Section of IBBY/FNLIJ. Download pdf at
http://www.fnlij.org.br/site/publicacoes-em-pdf.html.
A Arte de Ilustrar Livros para Crianças e Jovens no Brasil/The Art of Book Illustration for
Children and Young People in Brazil, 2013. Download pdf at
www.fnlij.org.br/site/aconteceu/item/608-catálogo-a-arte-de-ilustrar-livros-paracrianças-e-jovens-no-brasil.html.
A flipping book of Roger Mello’s João por um Fio:
www.companhiadasletras.com.br/detalhe.php?codigo=40407#/8/.
For illustrations and a discussion of Roger Mello’s work:
https://literaryvittles.wordpress.com/2014/04/13/roger-mello-brazilian-illustratorand-winner-of-the-2014-hans-christian-andersen-award/.
[Valerie Coghlan is an independent researcher and lecturer with a particular interest in
visual texts.]

28

Reflection
Francisco Hinojosa
Why write for children? There are those who do so because the publishing industry
dedicated to this sector is quite prosperous: for authors and illustrators alike, children’s
literature sells. Some authors write for children to recapture the joy of their own
childhood reading, others, perhaps, to instil values, sell products, heal, instruct, inform,
or to divulge some lesson that masquerades as a story or novel. And then there are
those who write because they have an interesting story to tell, one that may truly
capture a child’s attention.
Thousands of books destined for children are written every year around the world.
Within the publishing industry, they are among the most profitable. They also tend to
be the most closely scrutinised and castigated by censors. Parent–teacher associations,
churches and governments are all wary that certain kinds of content may traumatise a
child and impair his/her innocence, failing to realise that it is the adult world that
confuses reality with fiction. Young readers know perfectly well how to differentiate
between them. This is why we must draw a distinction between books for children and
children’s literature. The former tend to be complacent, whereas the latter are
distinguished by their rebellious, liberated nature and for conceiving of children as
Freud’s demanding ‘polymorphously perverse’ creatures.
Literature that lies within the grasp of children is still literature – every book an
element that will play a major role in the child’s passage into adolescence and, from
there, into adulthood. Hidden somewhere in the subconscious, each piece will fit in
with others that allow him/her to confront everyday problems. In children’s stories
there is always a solution. This holds true for real life as well: often it is our imagination
– stimulated from an early age by the stories we read – that gives us the necessary
tools to find that solution.
So why aren’t we reading all the books that we could? This is the question I posed
earlier this year at the 2015 Bologna Children’s Book Fair, where I encountered other
laureate writers from England, Australia, Ireland, Sweden, Wales and Finland. I realise
that the question may be somewhat confusing. In order to explain, I would like to go
back to the year 2010 within the context of the Congreso Iberoamericano de Lengua y
Literatura Infantil y Juvenil (CILELIJ) [Iberoamerican Congress of Language and
Literature for Children and Youth] organised by the publisher Fundación SM in
Santiago, Chile, 24–28 February of that year. My participation consisted of a tenminute presentation of my opinions regarding humour. I decided to invest that brief
window of time in describing a Chilean writer Marcela Paz and her book Papelucho
(1947, first of a series), which I had read, thanks to a friend who had given it to me as a
gift on a previous trip. Standing there before a diverse audience composed of
representatives from all over Ibero-America, the passage I read aloud from the book
caused such general satisfaction that it led those present to ask themselves why they
hadn’t heard of this author. Who had hidden her from them?



Of course, although what I was saying was addressed to everyone, I was actually
sending a message to the editors who were in attendance: why didn’t they want
Mexicans, Colombians, Argentinians and Guatemalans to become familiar with this
formidable work by a Chilean author? Because Marcela Paz’s language is somewhat
different from the Spanish spoken in other countries? I would answer both yes and no.
Beyond doubt, our language unites us as Spanish speakers. But in the case of children’s
literature this can become a point of contention.
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For example, Manolito Gafotas [Bespectacled Manolito] (1994, first of a series) by
Elvira Lindo has been one of the major bestsellers in children’s literature over the past
few decades … in Spain. The protagonist of the series, Manolito, is quite charming. Part
of his charm lies in the florid language he uses to express himself, a highly localised
jargon from the Carabanchel neighbourhood of Madrid, that says nothing to the
children of Bolivia, Cuba and El Salvador. This undeniable commercial success has sold
several million copies on the Iberian peninsula, and yet has had no impact on the
Spanish-American market, despite the publishing houses’ sales team’s best efforts. But
why, on the other hand, do we read other Spanish-speaking authors in our countries,
even when they are not ‘universal’? Because, all too often, editors decide what travels
well and what doesn’t, without having first appealed to readers’ opinions.
In Mexico the writing and publication of children’s literature began fairly recently in
comparison with other Iberoamerican countries with longer traditions, such as
Argentina, Cuba, Brazil and Colombia. Twenty-five years ago, Mexico’s largest
publishing house, El Fondo de Cultura Económica (FCE) (which recently celebrated its
80th anniversary), launched a collection of books for children and young people in
order to cultivate future readers for its catalogue. In the beginning, translations from
other languages provided most of the impetus, given that there were very few Mexican
authors from whom to solicit manuscripts. (British authors published by the FCE
include Anthony Browne, Jan Needle, Geraldine McCaughrean, Chris Kelly, Anne Fine,
Victor Kelleher, Janni Howker and Berlie Doherty.) Today, the panorama has changed: a
new generation of authors and illustrators enjoy a strong presence in the major
children’s literature publishing houses in our country, and some of their names are
already becoming well known beyond our borders.
Another important occasion that allows us to appreciate the growth of literature for
children and young readers in Mexico is the 35th anniversary of the International Book
Fair for Children and Young People (FILIJ, Feria Internacional del Libro Infantil y Juvenil).
At first the selection of Mexican publishers was rather small and attendance rather
sparse. Today, it is the second largest book fair in the country in terms of sales. It is
predicted that 350,000 people will visit the fair this year. While our indices of reading
are still low, books are gaining more and more ground in schools and homes,
performing that age-old ritual of building both families and communities.
In 2015, I was named Ambassador of Literature for Children and Young People in
Mexico. Mine is the first appointment of its kind in Latin America. As I lacked any firsthand information regarding the position, after having heard the proposals of other
children’s laureates at Bologna, I decided to bring a more personal agenda to other
book fairs (in London, Buenos Aires, Los Angeles and Guatemala), an approach that
consists fundamentally of promoting literature written in Spanish on our continent.
Moreover, I have coordinated a series of dialogues with writers, illustrators and
reading mediators in order to encourage further reflection regarding the current state
of our literature for children and young people.
[Francisco Hinojosa was born in Mexico City in 1954. He studied Hispanic Language and
Literature at the Universidad Nacional Autónoma de México (UNAM). Before becoming
a writer, he worked as an editor at various periodicals. He has published over 50 books
of poetry, short stories, travel essays, journalism, essays, children’s literature,
textbooks and anthologies. His books have been translated into many languages. He
has written and contributed to textbooks and compiled readers for all three levels of
basic education. His work has been recognised with various awards and he has
received a series of grants from the National System of Creative Artists (SNCA, 1993–
2013). He was named Ambassador of Literature for Children and Young People in
Mexico in 2015.]
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IBBY México/A Leer Programmes
María Fuentes
What does it mean to form readers? Most people have not yet realised that to
experience literature means to enjoy, to discover, to recognise yourself in others, to
live other experiences. Reading helps us transform our reality and gives us the words to
express emotions and points of view, to build our own way of thinking.
Those of us who understand and enjoy the immense pleasure of reading strive to
ensure that children can discover it from an early age so that this meaningful
experience will go on to transform them into young and then adult readers with the
ability to look at others, reflect on the world around them and acquire the tools they
need for their personal and professional development.
First and foremost, we must approach reading through a rewarding, personal
experience, developing a taste for what we read and imagine. Once we start to achieve
these personal encounters with literature, we can begin to build our own path as
readers.
At IBBY México, as well as responding to social change, we seek to ensure that our
actions are always relevant, and are focused on achieving these enjoyable, meaningful
encounters with reading by creating spaces for dialogue and discovery. We focus on
helping to form citizens who have access to books, to reading and to writing, as this
allows for the development of a more inclusive and democratic society with better
conditions of equality and fairness for all. We run various programmes that help us to
achieve our goals.
One of our main programmes involves training mediators: people who offer a bridge
between the books and the reader. Over its 35 years of experience, IBBY México has
developed a very successful methodology that brings together several fundamental
elements: quality books, training, and the creation of spaces for dialogue and
participation that invite readers to get involved. This methodology is measurable and
replicable in any space. In order to offer a training model that can successfully reach
such a broad and diverse population, we provide a range of courses that can be
accessed online from anywhere in the world. This way, more people can qualify as
trained mediators.
Another of our programmes is Nosotros Entre Libros [We Between Books], which
involves working directly with school groups in state-run primary schools in Mexico City
to encourage all children to become part of one reading community and to achieve
collective change. Parents, children and teachers participate to create a space where
everyone can come together in an open and respectful way, helping and supporting
one another.
The Bunkos are small community libraries set up in places where there is no access to a
public or school library, offering spaces for children and young people to develop a
sense of freedom, reflection and imagination through interaction between them and
the reading mediators. They read aloud, as well as taking part in free and personal
reading, creative-writing exercises and reading circles to comment on and discuss what
they have read, thus helping children and young people to start forming their own
opinions.
The Abuelos Lectores y Cuentacuentos [Reading and Storytelling Grandparents]
programme helps to give elderly people a new sense of meaning and Independence.
An important part of the programme involves volunteering to create projects to
promote reading. These volunteers are everywhere: they read on the metro, in
hospitals, in prisons, in schools and out of doors, among other places, thereby giving
themselves recognition, mobility and a space to be noticed.
31

The work we do would be meaningless if we did not have a space of our own to house
quality books. This is why we are proud to say that IBBY México is home to the
country’s largest library specialising in literature for children and young people. Our
library is a lively, inclusive space – offering services and materials to meet the different
needs of our users. It is a place that generates encounters with the spoken word,
reading and writing, where we offer a broad heritage of literature for children and
young people, as well as a collection of resources specialising in issues around
promoting reading. It is an inclusive space because anyone can enter it, thanks to our
materials for blind, deaf and disabled people.
What is more, we have a reading committee that meets each year to read, discuss and
select the books that will form part of the Guía de libros recomendados para niños y
jóvenes [List of Recommended Books for Children and Young People] (pdf and fflipping
book). This guide is aimed at parents, librarians, teachers and reading promoters
interested in encouraging children and young people to read in a free and meaningful
way.
At IBBY México we know that reading promotes understanding between people and
countries, which is why we work with the conviction that all the world’s children have
the right to access books to develop themselves as readers. We also understand that a
child who does not read will not be exposed to other ways of living, or other cultures
and values, and will therefore struggle to understand, accept or respect other beliefs,
preferences and differences.
[María Fuentes is Head of Communications at IBBY México/A Leer.]

Postcards from Apatzingán, México: Rewriting Peace
Socorro Venegas
For Luz María Chapela, who brought so much light to this experience.
Imagine sitting down to chat to some children before suggesting you might all draw or
read a story together. You ask the usual icebreaker questions: What’s your favourite
food? What would you like to be when you grow up? But this time we hear something
that breaks our hearts. The children want to be hired killers. They want weapons, they
want to be like their fathers or uncles. Those are their heroes.
That was exactly the situation we came across in June 2014 in Apatzingán de la
Constitución, Michoacán, a town of just over 100,000 inhabitants located in Mexico’s
Tierra Caliente region, and one of the places most violently affected by organised
crime.
This was the first time that the Fondo de Cultura Económica (FCE) [Economic Culture
Fund), Mexico’s 80-year-old state-run publishing house, has used its cultural projects to
promote reading in one of the most explosive places and moments in the country’s
history. The project involved opening a cultural centre, but the FCE’s director, José
Carreño Carlón, suggested we shouldn’t wait for the walls to be built as starting to
build the social architecture was more urgent.
The FCE’s department of Obras para Niños y Jóvenes [Projects for Children and Young
People] put together an expert team, including the writer and designer of models of
cultural and community intervention Luz María Chapela and the cultural promoters
Martha Luna and Míriam Domínguez who were both local to Apatzingán. It was
essential that we should work with a team of managers from within the community,
which is how we came to involve a group of independent promoters who were well
known in the area and had already risked their necks running reading, play and music
workshops. Some of them even told us they had worked in public spaces that had been
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unexpectedly interrupted by groups of angry delinquents starting gunfights, and they’d
had to throw themselves to the ground with the children to avoid a chance encounter
with a stray bullet. With the help of these cultural promoters – real unsung heroes –
we started to develop the FCE’s project.
Apatzingán welcomes newcomers with almost 40 degrees heat; you can see why they
call this Tierra Caliente [Hot Lands]. We travelled from Morelia, the capital of
Michoacán, in an official FCE vehicle, without knowing whether the publishing house’s
logo would be any better or worse than any other in terms of stirring the curiosity of
policemen, soldiers, drug traffickers or autodefensas (armed civil-society groups). The
fact is that there are a lot of armed people here fighting, for many different causes,
over these lands of tremendous natural wealth. Over the course of our many journeys
to the region we eventually came across all of them, sometimes not knowing which
was which.
After some early scouting visits, we decided, along with the local authorities, to
refurbish an abandoned cultural space based in an old train station, which would
become home to the FCE’s cultural centre. Summer was coming, along with a golden
opportunity: the beginning of the summer workshops that would bring together over
700 children from the local community. We designed various workshops that would
run alongside the courses that had traditionally been offered by the cultural centre. We
worked on the premise that it was important to respect what had already been done in
the area, while adding the FCE workshops to the mix: reading and writing, selfportraits, comic books, games, traditional music and storytelling. What’s more, we
aimed some of these workshops at adults and young people as well as children.
One in particular surprised us: we brought together a group of women, many of them
widowed or abandoned by husbands who had joined organised crime groups or simply
disappeared, and offered them the autobiographical writing workshop called ‘Yo
cambio mi historia’ [I Change my Story]. At first the stories only trickled out, shyly, but
soon writing began to fulfil one of its most noble purposes by giving these women a
much-needed cathartic outlet. They told us about their hopes but also their greatest
fears: for example, that their children would grow up only to be recruited by criminals.
As they began to put their emotions into words, they also became able to control
them, and found themselves capable of making changes, either large or small, but
always enough to help them take charge of their own destinies.
It was difficult to get the young people to come to the cultural centre, however, as
most of them didn’t feel there was anything for them there. So we decided to go out
looking for them. We started the programme Una saga: Escritores en Apatzingán [A
saga: Writers in Apatzingán], travelling with writers to visit schools and organise writing
workshops and talks. One author spent three days with a community of students. At
the end of the experience we offered the young people the opportunity to continue
getting closer to reading and writing at the cultural centre, where we would prepare a
workshop and other activities designed especially for them.
The summer courses became our pilot project. By interacting directly with the
community we gained a better understanding of the people, their needs and what they
wanted to get out of the cultural centre. We also finalised the team of workshop
leaders, as well as one other essential. By getting a clear view of what we wanted to
achieve, we established a system for helping to stitch back together the emotional
threads of trust in a deeply damaged community through the use of cultural
programmes. That was how we developed the FCE’s cultural management model for
communities affected by violence, in order to share this with other relevant cultural
institutions and agents. The model is based around three key areas: community
participation, collaboration with all three levels of government and a culture of peace.
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Figure 17. Sharing books at the cultural centre in Apatzingán.

At the comic-book workshop led by one of the illustrators published by the FCE, I met a
small boy who told us how he had once set fire to his house: his mother found him
when the flames were already burning his clothes. The little boy, with a huge smile,
told me how his mummy ‘put him out’ with a bucket of water. You can see his drawings
there, with his body engulfed in flames, as well as the hug his mother gave him. In
another workshop, over 500 children painted their self-portraits onto tiles; later we’ll
add them all to a fountain on the terrace at the cultural centre. The idea is that
absolutely everyone will know that this is not a place for violence, that it belongs to all
of them and that each of these faces wants to grow up and live in peace. At the end of
the summer courses the children created a great mural where they invented a kind,
open and clean boy. He wears a hat of the type you see here in Tierra Caliente. On his
body the children have painted all the places that are most dear to them: their homes,
the cultural centre, the church, the school. They also painted the natural wealth of
these lands: you can see trees and fruit. Outside Apatzingán, the things you hear about
this place are perhaps very different: people describe it almost as a war zone. There are
reasons for that. But I want to pay attention to the children. I want to see Apatzingán
the way they do.
Socorro Venegas is manager of Obras para Niños y Jóvenes [Projects for Children and
Young Adults] and of Programa Apatzingán [Project for Apatzingán] for the Fondo de
Cultura Económica (FCE) in Mexico. She has published award-winning books of short
stories, poetry and novels. Her texts have been translated into English and French.]
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Poetry Society’s Young Translators Competition

OTHER TOPICS

Jennifer Harding
This competition by the Poetry Society was supported by the British Council as part of
2015’s year of collaboration between Mexico and the UK. This will be familiar to those
IBBY UK members who took part in the collaboration between IBBY UK and IBBY
Mexico at the 2015 London Book Fair and those who attended the 2014 IBBY
International Congress in Mexico City.
The competition on the Poetry Society’s Young Poets Network had some interesting
features. IBBYLink readers know of the Stephen Spender translation awards that we
report on every year, but this competition was very different and was a one-off event.
The Young Poets Network runs an ongoing programme of writing competitions
throughout the year to encourage young people to put pen to paper. Although it
doesn’t currently have a regular translation competition, its competitions explore a
range of themes and topics, including translation and occasional features on poetry
from other countries.
The Young Translators competition was billed on the website as follows.
Become a literary translator for our new competition with the British Council:
translator Don Cellini provides all the tools you need to create a new version of a
poem by celebrated Mexican poet Pedro Serrano. Prizes include publication, poetry
workshops and a stash of goodies.
Get inside the mind of a literary translator and then write your own version of
‘Película’ or ‘Film’ by Pedro Serrano, which has never before been translated into
English. Don Cellini has provided a literal translation from the original Spanish,
which you can use as the jumping-off point for your own more poetic version – so
you don’t need to speak Spanish yourself.
Don Cellini is a poet and translator. He is bilingual English–Spanish and the author of
two bilingual chapbooks and has published books of translations by three Mexican
poets: Elías Nandino, Roxana Elvridge-Thomas and Sergio Tellez-Pon.
The website gives a description of what it means to translate a poem and the different
approaches that a translator can take. This article by Cellini is aimed at 25 year olds and
under, as are most competitions on the Young Poets Network, but would be a good
introduction for anyone interesting in translating poetry. Cellini then proceeds to take
a different poem by Serrano, ‘Luminaria’, and talks entrants through his process for
producing a final translation for publication. Entrants are not expected to follow
Cellini’s method or even to read this website page, but it would certainly have
encouraged beginners to translation to have a go at the competition.
The Poetry Society also produced a downloadable lesson plan (pdf) to support the
competition, which explores both ‘Luminaria’ and ‘Película’, and encourages students
to create new translations, thinking particularly about descriptive language and
imagery.
Here is the chosen poem ‘Película’, followed by Cellini’s literal translation. Below that is
the version by the winner (announced on Saturday 29 August 2015).
Película
En la pantalla álgida se quemaron el rollo y la película,
se extendió en el lino la mancha loca,
el olor chamuscado e insultante de plástico torcido,
papel abierto al caldo de los ácidos,
la frialdad del foco develado,
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a la impotencia inútil de los ojos.
Extendida, la alucinada mancha va quemando sábanas y juicios.
‘Los venadearon’, dicen.
La cinta desprendida sigue dando vueltas y vueltas,
clic, clac,
automáticamente indiferente,
clic,
clac.
Literal translation by Don Cellini:
Film
On the decisive screen, the reel and the film burned,
the crazy stain extended itself on the linen,
the scorched and insulting odor of twisted plastic,
paper open to the juice of the acids,
the coldness of the bulb uncovered,
to the useless impotence of the eyes.
Extended, the hallucinating stain goes on burning sheets and judgments.
‘They executed it,’ they say.
The detached belt keeps turning and turning,
click, clack,
automatically indifferent,
click,
clack.
Winning poem by Natasha Bailey (21):
‘Like in the Movies’
The reel flickered on the screen, that searing film
a hole in the linen, the maddened stain reaching out
the rude reek of warped plastic
paper bathed in soupy acid
the bulb uncovered, utter chillness
revealed to an eye’s helpless stare.
Reaching out, that stunning stain, hallucinatory
the sheets, minds, trials all burning.
‘They hunted him like a deer’, they say.
Detached tape, turning and turning,
click, clack
the robot ear, automatically indifferent,
click,
clack.
Copyright © 2015 Natasha Bailey
Full details of the competition and the poems of the runners up can be read from the
bottom of the Become a Literary Translator page.
Any young poet can still use Don Cellini’s information and techniques for this challenge
and are encouraged to write a new translation, and then to keep an eye on the Young
Poets Network Poetry Opportunities page for other translation opportunities.
You can hear Pedro Serrano talk about the art of translation and hear some of the
poems from the competition at 5 p.m. – 5.15 p.m. on Friday 6 November 2015 at the
Aldeburgh Poetry Festival. Serrano will comment on the best translations of one of his
poems from schools in Suffolk and across the UK.
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The Poetry Society’s Young Poets Network issues regular challenges to young poets.
Anyone can sign up for email updates about this work on its home page and also
peruse the challenges as they are posted.
[Jennifer Harding is Associate Editor of IBBYLink. She thanks Tom MacAndrew at the
Poetry Society for checking this article.]
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REVIEWS
About Children’s Literature
Challenging and Controversial Picturebooks: Creative and Critical Responses to
Visual Texts
Janet Evans (ed), Abingdon: Routledge, pb. 978 1 1387 9777 2, 2015, £29.99, xlv +
294pp.
In her preamble to this collection of essays, Janet Evans admits to being ‘hooked’ on
unconventional and non-conformist picture books (p.xi). For many years she has been
recognised as one of the major voices informing our understanding of picture books
and their importance in the social, emotional and academic development of children.
In indulging her own particular fascination with challenging and controversial picture
books, she examines the audiences and their responses both within and beyond
childhood. In her Foreword, setting the book’s immediate context amidst the diverse
reactions to the Charlie Hebdo massacre in January 2015, Evelyn Arizpe notes that
picture books
challenge expectations about intermediality, format, directionality and textual
boundaries … and perhaps most significantly … expectations about childhood.
(p.xvii)
In editing this book, Evans has included research, observation and opinion from a
dozen eminent scholars and practitioners in the field of picture books and education,
including Perry Nodelman, Sandie Mourao, Bettina Kümmerling-Meibauer, Sandra L.
Beckett and Kerenza Ghosh. In considering the effect of this specific subset of picture
books on their audience, the contributors examine how challenging and unsettling
wordless picture books can play with the mind and promote philosophical thought.
They also consider whether it is the illustrations and their style, the subject matter or a
combination of both that creates non-conformity and strangeness.
They further wonder why certain countries create, promote and accept these picture
books more than others, why certain picture books are censored and what factors are
in play when these decisions are made, together with an examination of the role of
publishers in translating and publishing these picture books.
Particularly illuminating are those essays that detail children’s creative and critical
responses to strange, unsettling and often disturbing visual texts. Chapters by Marnie
Campagnaro, Ghosh and Evans show that handled sensibly and sympathetically,
children’s reactions to the difficult situations portrayed in these texts are often more
robust and truthful than those of adults.
The book is divided into four parts, the three first concentrating on what picture books
are, and who is their audience, the second looking at controversy and ambiguity, and
the third dealing with creative, critical and philosophical responses to challenging
picture books. Each part has an essay by Evans herself, and three further chapters by
other contributors, while the final part is a conversation between Evans and publisher
Klaus Flugge (appropriately described in the chapter heading as ‘the legendary’
(p.263)).
In several reviews over the years I have observed that a number of scholarly texts
about picture books are themselves totally devoid of illustration. This makes them
awkward and irritating for the reader. This is not an accusation that can be levelled at
Challenging and Controversial Picturebooks, which is amply illuminated by both black
and white images throughout the text and a section of 32 coloured plates. Occasionally
the quality of the black and white reproductions is poor, particularly where soft-focus
or monochrome reproductions of subtly coloured images are used. A more serious
problem is the colour section, which does not include captions other than the plate
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number; nor is there an overall list of illustrations. For a book about picture books this
seems a particularly regrettable omission, and is certainly challenging to the reader!
While each colour plate is reproduced again in monochrome in an appropriate place
within the text and reference is made there to its number within the coloured section,
when interrogating the plates alone, the reader is forced to search each chapter or
flounder amongst the permissions list to find the bibliographic context of each of them.
Barring an expensive amended reprint, it would be nice to think that this could be
remedied swiftly by the publishers providing the appropriate information via a tippedin sheet. [The publisher has not remedied this after Janet Evans read this review and
pass on the criticism to the publisher.]
Despite this curious oversight, and the frustratingly non-exhaustive indexing,
Challenging and Controversial Picturebooks is a fascinating and illuminating collection
of work that makes us re-evaluate child and adult responses to both word and image.
As ever, Janet Evans’ style ably demystifies her scholarship and promotes the reader’s
ability to interpret her subject. As a result the book should find a wide and appreciative
audience amongst all those interested in picture books and their role, and will be of
especial value to teachers and students in schools, and in further and higher education.
Bridget Carrington

Novels and Tales
Song for a Scarlet Runner
Julie Hunt, Crows Nest, NSW, Australia: Allen & Unwin, pb. 978 1 7433 1358 9, 2013,
£6.95, 324pp.
Marlie and I lived at the Overhang, near the place where the three roads met. One
road went west to the Badlands. No one ever passed that way.
So begins this gripping tale by the Australian writer Julie Hunt, set in an imaginary
landscape full of danger, magic and mystery. The first person narrator, Peat, is six years
younger than her sister and we learn that she is the illegitimate daughter of Alban
Bane, who punished his wife by expelling her and her daughters from the settlement of
Sharrick. His wife has died of a hole in the heart and the girls have had to fend for
themselves; survival is a theme of this novel.



They are reliant on their aunt Wim bringing them supplies each month and taking the
cheese they make to sell. Whilst they await her arrival, a stranger appears. The
mysterious man with his long fair hair resembles the Pied Piper, tames a rebellious cow
and increases the milk yield. Unbeknown to the girls, he has the pox, which spares
those near cattle, but takes the deadly disease with him to Skerrick. Consequently Peat
is blamed for bringing fatalities, and is accused of seeking revenge for her mother’s
death. Peat flees for her life and, separated from Marlie, heads for the marshes where
she encounters a small, slippery, cunning creature she names ‘Sleek’. He sinks his teeth
into her leg one minute and saves her life another. Later in the tale, the Silt Boy
composes a ‘Song for a Scarlet Runner’ in the Sleek’s honour when the Sleek acts as a
useful guide.
Seeking safety in the marshes, Peat is captured by an old healer woman, Eadie, who
wants her to be her apprentice and needs a child to save her own life. She starts to
teach Peat the art of storytelling. So we find stories within stories, healing powers, and
places full of folklore and strange customs. Eadie uses a story to betray Peat, who finds
herself beyond the Silver River where time stands still in ‘Ever’. Peat travels with the
Silt Boy, who is 900 years old, and his Great Hound, Shadow.
In this book for children and young adults, qualities of loyalty, betrayal and courage are
explored. Most importantly, the characters learn to value freedom, and prefer to live
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and die rather than live for ever in thrall. This fantasy celebrates the power of narrative
and how cultures are made up of tales passed from one generation to another.
Susan Bailes
The Story of the Blue Planet
Andri Snaer Magnason, illus. Aslaug Jonsdottir, trans. Julian Meldon D’Arcy, London:
Pushkin Children’s Books, 978 1 7826 9065 8, [2013] 2015, £7.99, 144pp. [First
published Sagan al bláa hnettinum, Reykjavík: Forlagið 1999, translated into English
from Icelandic 2012.]
Hulda and Brimir live on a magical blue planet. Only children live there. They don’t
grow old and every day is exciting and fun. Then one day something happens that
changes everything. A man, Jolly-Goodday, arrives in a rocket. He makes a deal with
the children, offering them the power of flight if they give him a little bit of their youth
in return. His promises threaten to destroy everything, until Hulda has an idea.
This Icelandic children’s novel is cleverly written and beautifully descriptive, containing
imagery and language reminiscent of the magical realism in Nights at the Circus by
Angela Carter (1984) and Midnight’s Children by Salman Rushdie (1981). It is lyrical,
metaphorical and full of magic.
The story is touching and unusual. It is a delightful read that challenges preconceptions
and engages the reader with deeper issues about the meaning of life and the role of
the community. It is an allegorical fantasy, which, amongst many meanings, is about
the destructiveness of absolute power.
It is also about the corruption of innocence, using the metaphor of lost youth. JollyGoodday uses temptation to gradually extract the goodness from the children’s hearts
and then replaces it with selfishness and greed. He is a Mephistophelian character, and
the narrative creates the impression that the children are almost making a pact with
the devil. This echoes Goethe’s play Faust (c.1828–1829; 1932).
There are other literary echoes. The situation of the children can be compared to that
of the Lost Boys in Peter Pan, as the children live on a planet where they never grow up
and have fun all the time. Jolly-Goodday is their Captain Hook in friendly guise.
The fairy-tale tradition also influences the story. Hulda and Brimir are represented as
Hansel-and-Gretel-type figures. This is especially apparent in their journey from the
dark side of the planet to the light and Hulda’s plan to save the children.
Finally, biblical imagery resonates through the way in which the sun is nailed to the sky,
and the way in which Jolly-Goodday encourages the children from the sunny side of the
planet to sacrifice the children from the dark side for their own gain. However, the
story is not religious, it is philosophical and ethical.
In the end, Hulda cleverly takes away Jolly-Goodday’s power by making him king. This
resolution is not about revenge, it is about showing forgiveness and making him a part
of the community. It is the triumph of love and compassion over greed and hate – the
triumph of the community over the individual.
The novel’s deeply meaningful text is complemented by attractive illustrations. These
illustrations are a quirky combination of cartoon, woodblock and naive styles. Indeed,
the unexpected positioning of some of the smaller illustrations and their deep
colouring, adds to story’s feeling of other worldliness.
This is an amazing book that moves, absorbs, intrigues and stimulates the reader. It is a
classic.
Andrea Rayner
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Who is King? Ten Magical Stories from Africa
Beverley Naidoo, illus. Piet Grobler, London: Frances Lincoln Children’s Books (Janette
Otter-Barry Books), hb. 978 1 8478 0514 0, 2015, £14.99, 69pp.
This beautifully written and illustrated book is a worthy follow-up to Beverley Naidoo
and Piet Grobler’s Aesop’s Fables that was published in 2011, and, like the earlier book,
has an African setting. Naidoo, who won a Carnegie Medal for The Other Side of Truth
(2000), and Grobler live and work in England, but both grew up in South Africa. These
ten African stories, many of which, Naidoo tells us, could be thousands of years old, are
drawn from various sources. They are taken from storytellers, from collections and
from anthologies of folk tales, and each would have been originally told in one of the
2,000 languages spoken across that great continent before being translated into
English. And how lucky we are that they have been so, for in Naidoo’s retellings there is
the voice of the oral storyteller.
As in Aesop’s Fables, many of the protagonists in these stories, which are pithy and
often humorous, are animals who are given the same good and bad traits, and the
same weaknesses and strengths as humans and we can recognise them. The bully and
the braggart, the slothful and the jealous, in one way or another get their
comeuppance and/or learn to mend their ways, while the thoughtful and the modest,
the hard working and the generous are amply rewarded.
The title story, ‘Who is King?’, tells how Lion challenges Elephant and soon finds out
who is the real king of the savannah.
Both the Moroccan story ‘The Miller’s Daughter’ and the Zimbabwean tale ‘The MouseChild’ feature the lyrics of African folksongs.

Figure 18. From ‘The Mouse-Child’. Copyright © 2015 Piet Grobler. Reproduced permission
Frances Lincoln Children’s Books.

The ‘Why Hippo has no Hair’, a story from Kenya, tells the tale of Hippo and his friend
Fire who, not recognising his own destructiveness, burns everything in his way when he
pays Hippo a visit.
‘Unanana and One-Tusk’, a Zulu tale from South Africa, tells how a woman called
Unanana thwarts a rogue elephant and saves the lives of her children, a story that is
entertaining, while carrying a serious ecological message.
Grobler has received several awards for his colourful and innovative illustrations,
including the IBBY Honour List, and here his vibrant images give Naidoo’s retellings an
extra dimension by giving the stories a sense of place. Various animals and birds,
sometimes forming little motifs in the margins or story headings, are delicately
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depicted, often, as on the clothes of some of the human characters, with abstract
patterns and colours that reflect African tribal art.
Stories over time may change in the retelling, but, as Naidoo points out, ‘the heart of a
good story lives on’. And Who is King? is a fine collection of ten good stories skilfully
retold and illustrated, and, whether read aloud or otherwise, can be enjoyed by
children (5+) and adults alike.
June Swain
The Year it all Ended
Kirsty Murray, Crows Nest, NSW, Australia: Allen & Unwin, pb. 978 1 7433 1941 3,
2015, £6.99, 256pp.
On 11 November 1918, 17-year-old Martina Flynn (otherwise known as ‘Tiney’) is living
with her parents and older sisters in Adelaide, South Australia. Tiney’s mother comes
from a German family, which poses a problem in the following generation. Tiney’s
brother Lewis and her cousin Paul are fighting in the Allied ranks in the First World
War. Her cousin Will is also fighting in the war, but on the other side.
Murray’s novel describes the family tensions generated by the war and how they are
resolved. The Australian perspective on the war will come as a refreshingly different
view for most European readers. Many novels of this period concentrate naturally
enough on the war itself and its impact on families and nations. Murray examines the
immediate post-war years, and captures memorably the instability and uncertainty of
those years. Murray also touches on a subject often regarded, even after the passage
of a century, as too sensitive to be explored: what happens in families and societies
when members of those families fight on opposite sides?
The book meets the two main criteria for success. Murray’s depiction of the era –
febrile, sometimes almost demented – proves convincing, matching the great exemplar
of Scott Fitzgerald. And she binds the reader to her characters. This is a highly
successful novel, and a reminder of the literary resources so easily ignored in that far
away land.
Rebecca R. Butler
Arabel’s Raven
Joan Aiken, illus. Quentin Blake, London: Frances Lincoln Children’s Books, pb. 978 1
8478 0691 8, [1974] 2015, £5.99, 80 pp.
How can I enjoy such a mad book! I have read books by the author for older readers,
but this is the first that I have read by her for 5–8 year olds. It is as gripping, well
written and imaginative as her books for older readers. Here is how the books starts.
One stormy night in March, not long ago, a respectable taxi-driver named Ebenezer
Jones found himself driving home, very late, through a somewhat wild and sinister
district of London known as Rumbury Town. … [A] motor-cyclist, with a pillion
passenger, shot by him at a reckless pace. … Mr Jones braked sharply. … [H]e saw
that the motor-cyclist must have struck [an] object in passing. … [He] found in the
road a large black bird. (pp.7, 8)
The bird is an injured raven. Mr Jones’s horoscope in The Taxi Drivers’ Herald that
morning has told him, ‘Due to your skill, a life will be saved today’, hence he takes the
bird home, and because of his hurry to get back to work and the rest of the family
being in bed, puts it in the ’fridge. It is found there by Mrs Jones and Arabel, – after it
has demolished the contents. Mrs Jones want to get rid of the bird immediately, but
Arabel, their young daughter,
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looked at the raven, and he looked back at her. ‘His name is Mortimer’, she said.
And she put both arms round the raven and lifted him out. … Then he made his first
remark, which was a deep rasping crock. (pp.11, 12)
Mortimer is nursed back to health by Arabel and every threat to expel him from the
family is met by more overpowering threats from Arabel:
‘If Mortimer goes,’ she said, ‘I shall cry all the time. Very likely I shall die. (p.28)
The story proceeds through unbelievable situations, all made believable as the reader
is entirely taken into the story as Mortimer causes chaos at every turn , particularly
with his voracious appetite. And, of course, we hear more about the motor cyclist and
his pavilion rider, not a lovable pair and up to no good.
Then, after Mortimer’s rescue by Mr Jones, various mysterious happenings occur: a
bank is robbed; while Mrs Jones is left in charge at the jewellers where she works a
diamond broach worth £40,000 is stolen by masked gunmen with a squirrel; peculiar
happenings occur at the Underground station, where Arabel’s Uncle Albert, the ticket
officer, finds that the escalators and lift shaft have been destroyed, and Uncle Albert is
said to be ‘going barmy’ when he declares that the destruction is by ‘Spooks … I reckon
this station is haunted’ (p.58).
Well, Mortimer ends up a hero, but not after many further unbelievable situations.
And, of course, Mortimer remains a member of the Jones family.
My only disappointment with this book is its production. It is now reissued in the same
format as the Janetta Otter-Barry poetry series for young readers (see back issues of
IBBYLink). The books are small – 198 × 129 mm – and on recycled paper. I opened the
book in anticipation of the illustrations as much as the text as they are by Quentin
Blake and was very disappointed. In the original publication these were also black and
white but lovely. However, in this reissue on recycled paper the detail has been
destroyed by the over-dark reproduction. See below the comparison. A real shame. But
don’t be put off by this. It may be that I am, like Uncle Albert, ‘balmy’ in finding this
book unputdownable! Just buy and read it!

Figure 19. Left: as in reissue. Right: as in original issue.

Jennifer Harding
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Tashi and the Wicked Magician and Other Stories
Anna and Barbara Fienberg, illus. Geoff Kelly, Crows Nest, NSW, Australia: Allen &
Unwin Chidren’s Books, hb. 978 1 7433 1508 8, 2015, £8.99, 96pp.
This book is the latest in a series – there are 18 previous books – by an Australian team.
The sixteenth book in the series, Tashi and the Golem, was reviewed in IBBYLink 30
(Spring 2011). This book is a set of stories told by Tashi. I am not sure who Tashi is. He
is depicted on the cover in a distinctive outfit, perhaps to convey his extraordinary
abilities.
His school friend Jack is the initiator of each story, and often interposes during the
tellings, as do his Mum and Dad. Tashi’s family and friends have descriptive names; for
example, Ah Chu, Lotus Blossom, Teacher Pang, Cousin Wu, Granny White Eyes and
Favourite Aunt. The bad characters are also well named: the Baron, the River Pirate ,
the Warlord and other villains. Chief among the magical, evil beings that Tashi
conquers are the Magi (depicted on the front cover and the subject of the first story:
‘Tashi and the Wicked Magician’) and the Red-Whiskered Dragon-Ghost (behind the
Magi on the cover and the subject of the last story ‘Tashi the Brave’.
Each story involves Jack’s family and various members of the village. Tashi is the hero
of every story, all of which involve magic, evil and horror, but all end up with evil being
overcome by good.
‘Tashi and the Wicked Magician’ starts with Jack and Tashi on their way to school. Jack
asks Tashi if he has ever met a magician and Tashi answers ‘I’ve met a few in my time.
Most were clever, good men. But one …,’ Tashi shuddered. At lunchbreak Tashi reveals
to Jack that a magician, the Magi, is coming to the village for two performances. This is
an evil magician whom Tashi has encountered before. The Magi intends to rob the
Baron of the gold he has secretly been hiding. As Tashi and Ah Chu try to rescue the
gold from the Baron’s cellar they are discovered by the Magi, who is followed by the
Baron, and threatened with extinction by a fierce alligator …. I leave you to find out the
ending.
I would have enjoyed these stories more if I had read the others in the series as neither
Tashi nor the other characters and their back histories are explained, so I was plunged
straight into Tashi’s world. The stories were all rather predicable in their endings and
not much is left to the reader’s imagination.
The print is a good size and clear for both storytelling and a young reader. I very much
enjoyed the very colourful and imaginative illustrations, which enhance the book.
Jennifer Harding
The One and Only Jack Chant
Rosie Borella, Crows Nest, NSW, Australia: Allen & Unwin, pb. 978 1 7433 1138 7,
£6.99, 2014, 328pp.
This debut novel has two strands. The first is the story of Amber’s temporary job at a
local care home in the year before she goes to university and the second is the
appearance of the mysterious Jack Chant of the title, a circus performer who appears
to be out of his own time.
There is a lot to like about the novel. Amber herself is a likeable character, anxious and
compassionate with a strong sense of justice, and resourceful and growing in
confidence as she learns to deal with both residents and workmates at Tranquil Banks.
Life at the home, with its various characters, is vividly and, for the most part,
convincingly drawn, although the unsympathetic owner, who undergoes a humiliating
comeuppance, struggles to escape from stereotype.
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This strand, largely naturalistic in tone, also asks interesting and disturbing questions
about our treatment of older people, particularly through the character of Amber’s
stoutly independent neighbour Mrs Maitland. In the second, more fantastic, aspect of
the novel, Jack is a ghostly charismatic figure who intervenes at the nursing home on
behalf of the residents, but whose motivation for doing so remains mysterious until the
end of the novel. Amber is intrigued and besotted by him, and her out-of-body
experiences of his life are the most dramatic elements of the novel, for he seems to be
a tragic figure acting out some form of curse or obligation. Yet, for this reader, this is
the less convincing part of the novel. The two strands, in contrasting narrative modes,
don’t really come together, with Jack’s connection to the nursing home, when it is
revealed, seeming farfetched and contrived. It’s like reading two different novels at the
same time.
Clive Barnes
The Cryptic Casebook of Coco Carlomagno (and Alberta): The Perplexing
Pineapple
Ursula Dubosarsky, illus. Terry Denton, Crows Nest, NSW, Australia: Allen & Unwin, pb.
978 1 7433 1257 8, £4.99, 2013, 84pp.
Ursula Dubosarsky is a writer whose sensitive and idiosyncratic novels for older
children I much admire. This is an altogether different work, but, in some ways, equally
intriguing. One of her three books for younger children that include games and puzzles,
it traces the investigation of a mystery by the chief of police of Buenos Aires, Coco
Carlomagno, and his cousin Alberta, who, by the way, are guinea pigs, as are the entire
population of the Argentinian capital depicted here. Ably supported by illustrator Terry
Denton, Dubosarsky conjures an entertaining tale of a floating pineapple that is
harassing the hapless Coco in his office at the top of one of Buenos Aires’ most famous
landmarks. Along the way to unravelling the mystery, the reader is invited to crack
codes, unscramble Pig Latin and identify detail in the illustrations. This is an amusingly
cock-eyed homage to Buenos Aires that should entertain and offer the occasional
diverting challenge to readers of about 8–10.
Clive Barnes

Picture and Novelty Books
Animal Rescue
Patrick George, Ramsgate: PatrickGeorge, hb. 978 1 9084 7312 7, 2015, £8.99, 54pp
(11 acetates).
Animal Rescue is the latest in a series of books by Patrick George, the pseudonym of
designer Peter Scott, whose graphic illustrations and inventive use of transparent
pages have been used to great effect to communicate dichotomies in titles including
Opposites (2012) and Oh No! (2013), a book about cause and effect. Scott’s use of
graphic design as an approach to illustration sees him creating distilled visual messages
that are clear for very young children to read, his use of acetate pages revealing
something of the magic that a simple shape or line can have in transforming the
meaning of an image.
While this technique is ideal for making unambiguous distinctions, which in the case of
Animal Rescue, are made between the appropriate treatment and mistreatment of
animals, it lacks the subtlety of other more nuanced illustrative approaches. It is
blatantly clear from the book that a fox is better curled around the branch of a tree
than around the neck of a glamorous woman, but what of the modern Inuit’s
continued creation of caribou-skin parkas? The trophy stag above an open fireplace is
indisputably distasteful, but the equation ‘hunting deer is bad’ negates the underlying
45

concern that sees elderly or unhealthy deer professionally culled in the Scottish
Highlands.
In this sense, Animal Rescue misses the opportunity to tackle the moral complexities of
the relationship between humans and animals; however, it is a fun and at times
humorous introduction to the concept of animal welfare, and the fact that the book is
wordless makes it a great conversation starter. Children will delight in seeing each
composite image transform with the flip of a transparent page, a novelty that both
creates immediate engagement and encourages visual literacy.
Scott’s images are most effective when they appear complete to start with, leaving it to
readers to puzzle over what magic lies ahead. Perhaps the most effective and affecting
example is Scott’s image of a brown bear whose rounded shoulders communicate
despair as she looks out from behind cage bars, and contentment as she surveys an
open valley with her cub by her side.
With 50p from the sale of every book going to the Born Free Foundation, Animal
Rescue is an engaging way of raising awareness about the mistreatment of animals,
and, with the involvement of equally engaged guardians and teachers, could serve as a
powerful tool for prompting very young children to explore the meaning of animal
welfare.
You can see how the acetate pages work at http://patrickgeorge.com/books-animalrescue.
Anna Ridley
Basic Concept Series
Patrick George, Ramsgate: PatrickGeorge.
In a simple yet sophisticated series, the basic concepts of colour, shapes, opposites and
numbers are explored. Magic Shapes and Magic Colours are described here. The book
uses clear acetate pages on which the shape/colour is printed, in order that the child
can reveal the shape/colour by turning the page.
Magic Shapes
hb. 978 1 9079 6793 1, 2014, £9.51, 32pp.
This is a stunning, almost wordless book, with a visual narrative that tells of a package
travelling by land, sea and air into the waiting arms of its recipient. Bold and simple
hard-edged shapes, coloured in subtle yet vibrant colours are clear and confident. (It is
such a relief to see a more understated hue of basic colours rather than the usual
primaries.) This inventive use of colour, where juxtaposition creates bright shades, is
not dull, but cleverly placed together to read as sunny and appealing.
The book is to be shared and, indeed, needs some discussion, since, when you take
away the acetate page, the shape disappears leaving the printed word for it remaining,
there might be some confusion. For example, when the scalloped cloud printed on
acetate is turned, what is obvious is the circle shape left behind, while the word
‘crescent’ on the opposite page has no crescent until the page is turned. Though this
certainly encourages little ones to point out the various shapes, if there had been a
couple more of the specified shapes to ponder over and point out, it might reinforce
the concept.
However, this is a lovely learning tool, which can promote discussion on distance and
geography as well as shapes, showing examples of ‘pyramid’ with a line of camels,
along with other fascinating modes of transport.
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Magic Colours
hb. 978 1 9079 6754 2, 2013, £6.02, 28pp.
Stylised symbols and images cleverly inform the reader (both child and adult) of the
value in order and design. It is fun to actually change the colour with the turning of the
clear pages, and the variety of hues created is excellent. There are some nice visual
whimsies too, like where the cloud shapes become the sheep on the opposite page.
Stylish and classy, this series uses sharply defined shapes that are both graceful and
bold, with striking clear images both satisfying and complete. Smart and graphic, this is
a polished and self-assured series.
Jana Novotny Hunter
I Have a Dog (An Inconvenient Dog)
Charlotte Lance, Crows Nest, NSW, Australia: Allen & Unwin, hb. 9 781 7433 1781 5,
2015, £9.99, 30pp.
Charlotte Lance is an Australian author and illustrator whose previous picture book
A Really Super Hero (2013) received critical praise. I Have a Dog, which is aimed at
three to six year olds, is a delightful and humorous picture book with lively imagery
about a little boy and his beloved dog. As the story develops, we see the dog develops
too, from puppy to full-sized dog.
As the title shows, there is a first-person narrative in which the boy tells us that his dog
is ‘inconvenient’, but inconvenient or not, the pictures clearly tell us that the two are
inseparable and that the dog adores his young master. However, the dog will get in the
way when the boy wants to play with his friends – the little girls among them find the
dog adorable and like to pet him – and he will pull off the bedclothes in the morning
when the boy is not yet quite awake. But the boy has discovered that there is a plus
side to having a lively pet: the dog can conveniently take the blame when his young
master accidentally breaks something; and he is, conveniently, just perfect to snuggle
up to in bed at night.
Mum is on the periphery of this story. We see her only twice. The first time she is
scolding the dog after that breakage depicted on the cover. The second time she is
bending down to retrieve her knife that has fallen on the floor, while at the same time
the boy, surreptitiously, is giving his dinner, which he tells us is ‘disgusting’, to the dog.
In all the other pictures there is not a grown-up in sight, just a tousle-headed boy and
his dog.
So young readers and viewers can enjoy the apparent freedom of the two main
protagonists as they play; while the boisterous dog, with tongue lolling out, has a way
of looking out at the viewer that is both engaging and involving. At the day’s end, the
boy is pictured fast asleep in bed with his arm around the dog’s large head, the
bedroom floor strewn with toys, books and other items.
Lance’s drawing style is very much her own, with its free, spontaneous-looking lines
and splashes of paintbox watercolour: perfect for the subject matter here of the
lolloping, shaggy-haired dog of indeterminate pedigree and the disorder that he leaves
in his wake, as well as the rough-and-tumble play between him and the boy.
The simple text, which allows the pictures to tell much of the story, has rhythm and
repetition and, when read aloud, is pleasing to the ear. This is a picture book that
repays looking at again and again, and would be a delightful addition to any bookshelf.
June Swain
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The Unexpected Crocodile
Kim Kane, illus. Sara Acton, Crows Nest, NSW, Australia: Allen & Unwin, hb. 978 1 7601
1173 1, 2015, £10.99, 32pp.
Kim Kane and Sara Acton’s The Unexpected Crocodile is the story of a little girl, Peggy,
and her parents whose Saturday night dinner with their pretentious neighbours, the
Dawsons, takes a surreal turn when a monocled and bow-tied crocodile arrives
unannounced and chooses the Dawson family over the lamb chops for his main course.
Set in the tropical climes of Queensland, Australia, the book’s pages are awash with the
muddy blue humidity of a coastal town in flood and the swampy greens of estuaries
and rivers that bleed into one when water levels rise. It is through this pervasive damp
that we find Peggy, tucked up in a wicker armchair under the cover of a weatherboard
veranda, absorbed in her book. Such details give The Unexpected Crocodile a distinct
Australian flavour, which come as a pleasant surprise to an antipodean reader more
familiar with seeing worlds other than their own reflected in literature. Gumboots,
barbecued lamb chops, palm fronds, bougainvillea, and even the combination of pearls
and polo shirts, have been noted by writer and illustrator, who both originally hail from
the UK.
The combination of Kane’s subversive story and Acton’s expressive pen-andwatercolour illustrations draws immediate comparison with Roald Dahl and Quentin
Blake, particularly in The Enormous Crocodile. The unexpected arrival of a wild animal
aligns the book with Judith Kerr’s The Tiger who Came to Tea (1968) and Margaret
Mahy’s The Lion in the Meadow (1969). The press release not only acknowledges but
emphasises these correlations, which, while evident, are not necessarily helpful since
Acton’s crocodile lacks the expressive speed and snap of Blake’s in The Enormous
Crocodile (1978), and is too green and reptilian to warm to as much as one does to
Kerr’s tiger.
But this is irrelevant, since what the book does brilliantly is conjure up the dreamy
state so familiar to children when persistent rain makes time and summer holidays
stand still. Peggy’s crocodile is dapper without being over the top, and his behaviour is
at once polite and unacceptable – a duality that children will no doubt find
entertaining. Equally as funny is the way Kane’s text highlights duality of meaning in
the English language, including the crocodile’s use of the phrase, ‘I hear you’re having
the Dawsons for dinner’.
Parental authority is wonderfully undermined as Peggy’s mother draws the obviously
illogical conclusion – that the Dawsons must have been special because they all wore
sea-blue gumboots. Rather than look for a new Roald Dahl and Quentin Blake duo, I’d
encourage readers to savour new details from the other side of the world, and to let
their imaginations wander during the holidays, come rain or come shine.
Anna Ridley
Shola and the Lions
Bernardo Atxaga, illus. Mikel Valverde, trans. Margaret Jull Costa, London: Pushkin
Children’s Books, pb. 978 1 7826 9064 1, 2015, £7.99, 56pp.
It should be easy to tell the difference between a small dog and a wild lion, shouldn’t
it? Not when that dog is Shola, the headstrong, opinionated yet loveable hero of this
new book by award-winning Basque author Bernardo Atxaga.
Shola becomes convinced she is a lion after overhearing a conversation between her
owner, Señor Grogó, and a friend of his who is talking about the so-called ‘King of the
Jungle’. When she hears that lions are strong, powerful and noble, Shola is soon certain
that she must be an adopted lion cub. Surely this is the only way to explain how
amazing she is? This is confirmed when she reads more about lions in a book that
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Señor Grogó’s friend left behind. In order to show the world that she really is a lion,
she starts changing her habits, including dyeing her fur yellow, refusing to go on walks
and going out to hunt for food despite her strong urge to eat the delicious mince Señor
Grogó has served for her dinner (this makes her stomach go grrup!). While her owner is
perplexed by her very un-Shola-like behaviour, he isn’t too worried. After all, she may
be stubborn, but she won’t be able to resist the draw of mince for too long ….
Award-winning translator Margaret Jull Costa perfectly expresses the wry humour in
Atxaga’s writing, which centres around the exasperating yet loveable Shola: a little dog
with a very big opinion of herself! While Shola sees herself as a ‘magnificent beast’,
everyone else sees a small dog acting very strangely – her terrifying roar sounds like a
‘squeaky toy trumpet’ – leading to some very comical moments. The beautiful coloured
illustrations by prize-winning Basque illustrator Mikel Valverde complement this
humour perfectly, conveying Shola’s larger-than-life personality in just a few simple
lines. The book was first published in Spain in 1995; however, the illustrations lend it a
classic, timeless look, as if it could belong to any time or place.
The story also celebrates the power of reading: by finding out about lions from a book,
Shola is transported by her imagination and turns her life into an adventure without
ever straying far from home. It is this sense of enthusiasm, exuberance and boundless
imagination that makes Shola such an endearing and memorable heroine.
Shola and the Lions was the winner of the 2015 Marsh Award for Children’s Literature
in Translation.
Catherine Mansfield

Information Books and Non-Fiction
William Shakespeare: Scenes from the Life of the World’s Greatest Writer
Mick Manning and Brita Granström, London: Frances Lincoln Children’s Books in
association with the Shakespeare Birthplace Trust, hb. 978 1 8478 0345 0, 2015,
£12.99, 45pp.
William Shakespeare’s signature, embellished in gold, shines on the red background
above the half figure of the man himself writing at his desk. The subtitle, Scenes from
the Life of the World’s Greatest Writer, positioned behind Shakespeare’s head, prompts
the idea that these words are his thoughts, putting the reader in the writer’s hands
from the outset. Indeed, the end pages show him leaning casually against a pillar, first
indicating a map of Stratford-upon-Avon, his birthplace, and last a map of his London,
which contains his theatre, the Globe. On the title page he leads us to the stage of his
life with a flourish, a quill pen beside his bold signature. Twenty-two densely packed
double-page spreads follow. Each is titled, and accompanied by an apposite quotation
from a play or sonnet that denotes the theme to be explored. From ‘Will Is Born, 1564’,
to ‘Last Days, 1616’, historical narrative is interspersed with excerpts from his plays.
A brief paragraph takes the narrative forward, while vigorous, colourful illustrations fill
the pages, claiming the reader’s attention, and speech bubbles enliven the moment
depicted. As there is not a clear chronological record of Shakespeare’s life, the writers
acknowledge this and reconstruct the prevailing historical events and culture and social
customs that are likely to have influenced his writing and his life. As an actor and
playwright, much of his work was written as a play to be rehearsed. It is a surprise to
discover that the plays were not published until 1623, seven years after his death in
1616.
Four children in Year Five (ages 9–10) from Tufnell Park Primary School, London, were
keen to help me review this book. Their class had read and acted Romeo and Juliet at
the beginning of the year, so they knew of Shakespeare. They were all good readers
and tackled the task enthusiastically, engaging in close reading of each scene. They
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liked the different styles that were presented on the pages: brief narrative text, fullpage more detailed text, dramatic illustrations and speech bubbles, some of which
were quotations from plays and sonnets. What the children appreciated most was
Shakespeare’s language and the imagery it conjured up for them. For example,
All the world’s a stage
Shall I compare thee to a summer’s day?
O tiger’s heart wrapped in a woman’s hide!
When blood is nipp’d, and ways be foul,
Then nightly sings the staring owl,
To-who; To-whit
The children were impressed that Shakespeare was also a poet. We beat out the
rhythm of iambic pentameter.
The list of plays referred to in the book categorises them as comedy, history or tragedy,
plus there is a list of the referenced sonnets, which caused amazement at
Shakespeare’s productivity.
We did not discuss what qualities make a writer great, but the children’s enjoyment of
Shakespeare’s language and the imagery it conjures up suggests that they have an
intimation of the meaning of such a claim and the potential for developing the
necessary critical judgement to investigate it.
Their recommendation of this book as an introduction to Shakespeare’s life and work
was wholehearted.
Judith Philo, with Sumayyah, Finn, Genta and Aisha from Year Five of Tufnell Park
Primary School, London
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22nd IBBY UK/NCRCL MA Conference
‘Steering the Craft: Navigating in the Process of Creating
Children’s Books in the 21st Century’
9am – 5.30pm, Saturday 14 November 2015 at Froebel College,
University of Roehampton, Roehampton Lane, LondonSW15 5PJ
Refreshments and lunch will be provided.
Last date for booking: 10 November 2015. Book online at
http://estore.roehampton.ac.uk/browse/extra_info.asp?compid=1&modid=2&catid=1
83&prodid=228. You will need to choose the parallel session you would like to attend
when you book. Details are under the More Info tab.
Full delegate fee £85.00
IBBY UK member £70.00
University of Roehampton staff/IBBY UK committee member £65.00
Concession £60.00
University of Roehampton students £55.00
If you have any queries or problems with the estore, contact Julia Noyce on 020 8392
3698 or email julia.noyce@roehampton.ac.uk.
Further details will be posted on the IBBY UK website www.ibby.org.uk/ and the NCRCL
blog https://ncrcl.wordpress.com/.
You can check the NCRCL blog for updates and for details of the parallel sessions when
available at https://ncrcl.wordpress.com.
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The 22nd Annual IBBY UK/NCRCL MA conference will take place at Roehampton
University, London, on Saturday 14 November 2015. See previous page for booking
details.

The next issue of IBBYLink is IBBYLink 45, Spring 2016 (copydate 31 December 2015),
will be on ‘Creating Children’s Books in the 21st Century’.
Articles on other subjects are also welcomed. Contributions to Ferelith Hordon:
fhordon@aol.com.
If you are interested in becoming a reviewer for IBBYLink, contact Judith Philo:
jphilo@waitrose.com. New reviewers are always welcome.

Titles for Review
Publishers and others with books to be reviewed in IBBYLink should send them to
Judith Philo at 194 Tufnell Park Road, London N7 0EE; jphilo@waitrose.com.
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