
VERBAL AND VISUAL 
STRATEGIES IN  
NONFICTION  
PICTUREBOOKS

V
ER

BA
L A

N
D

 V
ISU

A
L ST

R
AT

EG
IES IN

 N
O

N
FIC

T
IO

N
 PIC

T
U

R
EBO

O
K

S

Nina Goga, Sarah Hoem Iversen  
and Anne-Stefi Teigland (Eds.)

G
oga, Iversen  

and Teigland (Eds.)

This edited volume presents new approaches to better understand how knowledge 
is presented verbally and visually in children’s and young adult nonfiction picture-
books. Nonfiction for children and young adults has existed alongside fiction ever 
since the very first texts for children appeared. However, in the field of children’s 
literature, there are few critical, theoretical and analytical studies on nonfiction. 

The chapters in this edited volume demonstrate increased international interest 
and attention to the variety of nonfiction for children and young adults generally 
and nonfiction picturebooks in particular. The present volume brings together 
contributors from different countries and different academic disciplines; they re-
present a diversity of academic cultures. Together the chapters propose typologies, 
models, and analytical tools for encountering and interpreting both contempora-
ry and historical nonfiction picturebooks and contribute to increased understan-
ding of verbal and visual complexity in nonfiction picturebooks.

The volume is edited by Nina Goga, Sarah Hoem Iversen and Anne-Stefi Teigland 
at Western Norway University of Applied Sciences (HVL). 

This book is also available open access at Idunn.

Open access

ISBN printed edition (print on demand) 978-82-15-04244-2

Theoretical and Analytical 
Approaches





Verbal and visual strategies in nonfiction picturebooks

01_Prelims.indd   1 2/15/21   3:40 PM



01_Prelims.indd   2 2/15/21   3:40 PM



Nina Goga, Sarah Hoem Iversen and Anne-Stefi Teigland

Verbal and visual strategies  
in nonfiction picturebooks

Theoretical and analytical approaches

Scandinavian University Press

01_Prelims.indd   3 2/15/21   3:40 PM



© Copyright 2021

Copyright of the collection and the introduction is held by Nina Goga, Sarah Hoem Iversen 
and Anne-Stefi eigland.

Copyright of the individual chapters is held by the respective authors.

All images are published with permission from the copyright holder.

This book was fi st published in 2021 by Scandinavian University Press, Oslo.

The material in this publication is covered by the Norwegian Copyright Act and published 
open access under a Creative Commons CC BY-NC-ND 4.0 licence.

This licence provides permission to copy or redistribute the material in any medium or format. 
These freedoms are granted under the following terms: you must give appropriate credit, provide 
a link to the licence and indicate if changes have been made to the material. You may do so in 
any reasonable manner, but not in any way that suggests the licensor endorses you or your use. 
You may not use the material for commercial purposes. If you remix, transform or build upon 
the material, you may not distribute the modified material. You may not apply legal terms or 
technological measures that legally restrict others from doing anything the licence permits. The 
licensor cannot revoke the freedoms granted by this licence as long as the licence terms are met.

Note that the licence may not provide all of the permissions necessary for your intended use. 
For example, other rights, such as publicity, privacy or moral rights, may limit how you use the 
material.

The full text of this licence is available at https://creativecommons.org/licenses/by-nc-nd/4.0/
legalcode.

This book is published with fi ancial support of Western Norway University of Applied Sciences.

ISBN printed edition (print on demand): 978-82-15-04244-2
ISBN electronic pdf-edition: 978-82-15-04245-9
DOI: 10.18261/9788215042459-2021

Enquiries about this publication may be directed to:
post@universitetsforlaget.no

www.universitetsforlaget.no

Cover: Scandinavian University Press
Prepress: Lumina Datamatics

01_Prelims.indd   4 2/15/21   3:40 PM

https://creativecommons.org/licenses/by-nc-nd/4.0/legalcode
http://www.universitetsforlaget.no
mailto:post@universitetsforlaget.no
https://creativecommons.org/licenses/by-nc-nd/4.0/legalcode


This work is licensed under the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International 
(CC BY-NC-ND 4.0). To view a copy of this license, visit https://creativecommons.org/licenses/by-nc-nd/4.0/.

Contents
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1
Nina Goga, Sarah Hoem Iversen and Anne-Stefi Teigland

References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5

SEMIOTICS AND  STYLISTICS OF  NONFICTION AND  NONNARRATIVE 
 PICTUREBOOKS . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 7

1. Stylistic strategies in children’s nonfiction books . . . . . . . . . . . . . . . . . . . . . . 8
Marcus Martins and Celia Abicalil Belmiro

Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  8
The influence of scientific illustration. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  9
The movements of interaction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  16
Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  19
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  20

2. The artistic nonfiction  picturebook . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 22
Giorgia Grilli

Artistic nonfiction picturebooks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  22
The premises of nonfiction. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  23
The premises of art . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  24
Hybridity in nonfiction picturebooks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  25
Visual/textual strategies in four artistic  nonfiction picturebooks. . . . . . . . . .  26
L’imagier des gens, by Blexbolex . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  27
Saisons, by Blexbolex . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  30
Avant Après, by Anne-Margot Ramstein and Matthias Aregui . . . . . . . . . . . .  32
Chaque seconde dans le monde, by Bruno Gibert . . . . . . . . . . . . . . . . . . . . . . .  34
Conclusions. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  35
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  36

3. A semiotic model of the nonnarrative picturebook . . . . . . . . . . . . . . . . . . . . 37
Smiljana Narančić Kovač

The semiotic structure and the fallacy of the unneeded narrator . . . . . . . . . .  39
The narrative and the narrative picturebook . . . . . . . . . . . . . . . . . . . . . . . . . . .  41
The nonnarrative picturebook . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  43
Final remarks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  49
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  49

01_Prelims.indd   5 2/15/21   3:40 PM

https://creativecommons.org/licenses/by-nc-nd/4.0/


Contents | Verbal and visual strategies in nonfiction picturebooksvi

IDEOLOGY . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 53

4. Ideology in nonfiction  picturebooks: Verbal and  visual strategies  
in books about  sculptures. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 54

Petros Panaou and Angela Yannicopoulou
Ideology and nonfiction picturebooks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  54
Investigating ideology in nonfiction picturebooks about sculptures . . . . . . .  57
Final thoughts. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  63
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  64

5. The (re)presentation of  knowledge about gender in  children’s  
picture dictionaries. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 67

Sarah Hoem Iversen
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  67
Gender representation in an early British picture dictionary . . . . . . . . . . . . .  68
Representation matters . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  70
Prototypes and stereotypes . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  71
Methodological considerations . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  72
Occupation words in picture dictionaries . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  73
Concluding remarks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  77
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  77

6. Transgressing cultural  borders. Controversial Swedish nonfiction  
picturebooks in Polish translations . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 80

Hanna Dymel-Trzebiatowska
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  80
General remarks on the employed translation strategies . . . . . . . . . . . . . . . . .  82
Culture-specific references in translation of iconotexts . . . . . . . . . . . . . . . . . .  83
Mistranslations . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  85
Ideological purification and aporia . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  87
Conclusions. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  92
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  93

7. Indications of implied  reader and audience through  layout in two  
New Zealand  informational picturebooks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 95

Nicola Daly
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  95
Book analysed. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  96
Method and analysis . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  98
Discussion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  104
Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  105
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  106

01_Prelims.indd   6 2/15/21   3:40 PM



Contents vii

BIOGRAPHY . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 109

8. Frida Kahlo picturebook  biographies: Facts and fiction in words  
and images . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 110

Berit Westergaard Bjørlo
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  110
Theoretical approaches . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  111
Frida Kahlo (2016): Little People, BIG DREAMS . . . . . . . . . . . . . . . . . . . . . . .  113
Me, Frida (2010): A travelogue and the becoming of an artwork . . . . . . . . . .  117
Frida (2002): Fictitious companions, two Fridas and hummingbirds . . . . . .  119
Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  122
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  122

9. Portrait of the artist as a  complex man: Engagement and discovery  
in picturebook  biographies of poets’ lives . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 124

Maria Casado Villanueva
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  124
Engaging the reader . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  126
Challenging the reader . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  129
The problem of representation. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  135
Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  136
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  136

ANIMALS AND  ENVIRONMENT. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 139

10. Paper farms. A content  analysis of sixty children’s  picturebooks  
on farming and the rural environment . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 140

Fabrizio Bertolino and Anna Perazzone
Rural environments, ecological awareness, and the role of picturebooks . . .  140
Research design . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  143
Results and discussion. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  147
Conclusion: Summary of findings and  implications for practice . . . . . . . . . .  154
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  155

11. Wolves – Central European wildlife depicted in nonfiction  
picturebooks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 158

Beate Laudenberg
The wolf in children’s picturebooks. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  158
The wolf as a predator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  159
The wolf portrayed by facts and folklore . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  162
Appropriate ways of depicting the wolf?. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  167
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  172

01_Prelims.indd   7 2/15/21   3:40 PM



Contents | Verbal and visual strategies in nonfiction picturebooksviii

12. A is for … awareness.  Fostering interspecies  awareness  
through nonfiction ABC picturebooks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 174

Nina Goga
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  174
Theoretical framework – ABCs, nonfiction, and  interspecies ethics . . . . . . .  175
A short description of the analytical focus . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  177
Three Australian ABCs about Australian animals . . . . . . . . . . . . . . . . . . . . . .  179
Concluding remarks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  186
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  187

13. How descriptive  picturebooks engaged children in knowledge  
about coal, oil, and gas . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 189

Bettina Kümmerling-Meibauer and Jörg Meibauer
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  189
Pictorial information . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  191
Textual information . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  194
(In-)coherence of text and pictures . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  198
Conclusions. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  199
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  200

ARCHITECTURE AND CITY MAPS . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 201

14. Stepping into the world of houses. Children’s picturebooks  
on architecture . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 202

Marnie Campagnaro
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  202
House, architecture and children’s literature: Three case histories . . . . . . . . .  204
Nonfiction picturebooks on architecture: A taxonomic proposal . . . . . . . . .  207
Future perspectives . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  216
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  217

15. Can a city map be a  picturebook? Alternative  publishing formats  
for children . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 220

Ana Margarida Ramos
Introduction. Nonfictional genres: Maps and picturebooks . . . . . . . . . . . . . .  220
“My city” collection . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  222
Corpus analysis. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  223
Final remarks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  231
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  233

01_Prelims.indd   8 2/15/21   3:40 PM



Contents ix

THE PICTORIAL TURN. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 235

16. Interacting with nonfiction picturebooks in art museums. . . . . . . . . . . . . . 236
Betül Gaye Dinç and Ilgım Veryeri Alaca

Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  236
Fusing art exhibits and nonfiction picturebooks. . . . . . . . . . . . . . . . . . . . . . . .  237
Interactions with museum-related nonfiction picturebooks . . . . . . . . . . . . . .  238
Conclusion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  246
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  247

17. Learning, playing, and falling asleep: Portuguese nonfiction  
picturebooks for every occasion . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 250

Inês Costa
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  250
Ir e Vir, an information picturebook . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  251
ABZZZZ…, an alphabet book . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  255
O Que Há, a game book . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  257
Final considerations. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  260
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  261

18. Information and delight. A study of visual transmission  
of knowledge. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 263

Anne-Stefi Teigland
Introduction . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  263
Pictorial turn. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  264
Reality principles . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  265
Example one: Møt fjellreven (2013) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  266
Example two: Grønne greier. Om natur og miljø og sånt (2018). . . . . . . . . . . .  270
Example three: Amundsen gjennom Nordvestpassasjen (2014) . . . . . . . . . . . .  272
To conclude. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  275
References . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  275

Authors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 277

01_Prelims.indd   9 2/15/21   3:40 PM



Goga, N., Iversen, S. H. and Teigland, A.-S. (Eds.) (2021). 
Verbal and visual strategies in nonfiction picturebooks: 
Theoretical and analytical approaches.  
Oslo: Scandinavian University Press.
DOI: 10.18261/9788215042459-2021-02

This work is licensed under the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International 
(CC BY-NC-ND 4.0). To view a copy of this license, visit https://creativecommons.org/licenses/by-nc-nd/4.0/.

2. The artistic nonfiction 
 picturebook
Giorgia Grilli

Abstract This chapter analyses the extent to which a picturebook can be consid-
ered a nonfiction product even when its aim is not to provide definitive answers, 
but rather to question accepted definitions of the world, encouraging the reader 
to take part in the process of knowing and making sense. The examination of four 
picturebooks shows that nonfiction can be about learning how to think, more than 
teaching what to think, and about involving the readers actively in the definition/
understanding of reality. 

Keywords picturebooks, nonfiction, art, hybridity, critical thinking

ARTISTIC NONFICTION PICTUREBOOKS
Over the last decade, one of the most interesting and innovative events in interna-
tional children’s publishing has been the production of more and more nonfiction 
picturebooks, notably of particularly inventive or, more broadly, ‘poetic’ nonfiction 
picturebooks. Not a previously unknown object in itself, the visually and concep-
tually sophisticated nonfiction picturebook can be considered a ‘new’ publishing 
phenomenon because of the systematic willingness to experiment with its form 
and the distinct awareness of its potential on the part of authors, illustrators, and 
publishers today. Informative books for children have a long tradition, but only 
recently has the attempt to conceive and design them in a radically creative way 
become the challenge at a global level (Grilli, 2020). 

For this reason, even though the overall corpus of nonfiction picturebooks 
has become increasingly copious, with the entire genre requiring critical inves-
tigation, my attention will go to this particularly ingenious, imaginative, device-
ful nonfiction picturebook, which deserves detailed analysis and possibly even 
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a specific definition. I suggest ‘artistic nonfiction picturebook’, fully aware that 
this is a somewhat paradoxical expression. Art and nonfiction are two fields of 
human experience and communication based on very different, even opposite, 
premises, at least according to the most common and widespread understand-
ing. Books built upon their possible and surprising intersection can therefore be 
considered interesting for many reasons, not least for the fact that bridging the 
gap between seemingly distant dimensions – and mindsets – can foster deep, all- 
encompassing involvement of the reader (McGilchrist, 2009; Nikolajeva, 2018). 
Artistic nonfiction picturebooks are, to all intents and purposes, hybrid creations 
(van Lierop-Debrauwer, 2018), or, in Bakhtinian terms, dialogical books ( Bakhtin, 
1981). To understand what they look like, how they work, or how they are even 
possible, given their supposed inner contradiction, we shall start by considering 
the different premises of nonfiction and art. 

THE PREMISES OF NONFICTION
According to Joe Sutliff Sanders (2018), the majority opinion is that nonfiction is 
and should be a literature of final answers, meaning by this a truth-telling litera-
ture, a literature of facts, a literature in which accuracy of information and reliabil-
ity of what is stated are the most important elements. Sanders wrote his book, titled 
A literature of questions, to explain why it shouldn’t necessarily be so – “nonfiction 
doesn’t have to be a literature of facts; indeed, it shouldn’t be” (2018, p. 34) – but 
throughout the book he observes that, nevertheless, most adults consider nonfic-
tion as the shelf to which children can go whenever they want to learn true facts 
and acquire certainties about the world (both the natural and human world). 

In the field, notes Sanders, there is an urge to produce – and to look for – 
 authoritative information. Critics of nonfiction very often judge it according to 
how truthful, how reliable, and how accurate the books are in terms of verified 
data. Over the years, I’ve had the chance to witness many discussions of interna-
tional juries gathered for the BolognaRagazzi Award, and when it comes to nonfic-
tion, the issue is always the same: is the book authoritative enough, reliable enough 
as regards its subject matter? Is its message clear and objective, in other words 
‘unquestionable’?

Sanders’ considerations find constant validation: nonfiction for children 
is still valued by most people for its ability to provide answers more than for 
its ability to prompt questions; for its ability to solve doubts rather than raise 
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doubts. Children’s publishers promoting new titles of nonfiction normally use 
expressions like ‘The Big Books of Answers’ in their press release.1 Even when 
promoting extremely  stylized cardboard books for very young children (be they 
on volcanos, bees or trees), the promise behind them is to reveal ‘the truth’ 
about the world, to unveil its ‘secrets’ and give children ‘the answers’ about real-
ity and its workings.

In general terms, nonfiction is still considered the realm in which children 
can find objectivity, factuality, a knowledge of the world that presents itself as 
solid and certain, as opposed to debatable, revisable, and open. I choose the word 
‘open’ not by chance. In fact, it allows me to move on to the analysis of the prem-
ises of art. 

THE PREMISES OF ART
Speaking about art and its distinctive characteristics, Umberto Eco, in Opera aperta 
(Open Work) (1962), explains that a work of art is defined by its ambiguity, by its 
plurality of meanings, by a structural opening that is also an openness, a willing-
ness to be interpreted in more than one way. Art is such, according to Eco, when 
it does not provide final answers, but opens itself to dialogue, when it demands a 
dialogue, an engagement, a personal involvement (both cognitive and emotional) 
on the part of the reader.

Art’s aim, Eco suggests, is not to convey any authoritative message, but rather 
an elusive, evocative one; one for which a negotiation with the readers/spectators 
(with their previous knowledge and their sensitivity) is required. 

In line with Eco, a work of art is open because, from a structural point of 
view, it needs a reader/spectator to be ‘finished’, to say what it has to say. It is 
an opposite stance to that underpinning nonfiction, which, in theory, doesn’t 
even need a reader to state its message, because the message in nonfiction is 
already there, in the text, and is supposed to be the same objective message for 
whoever reads it. 

In art, every fruition is different. And in Eco’s opinion it is precisely this kind 
of fruition – subjective, active, revisable, as opposed to passive and reproducible – 
that is the specificity of art. Art is art, according to Eco, when it calls for inferences, 

1 The sentence was highlighted in the press release of the Italian publisher Gallucci, sent to me via 
email while I was writing this chapter.
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connections, hypothetical explanations, multiple interpretations. When its mean-
ing is not straightforward, univocal, or unequivocal.2 

If nonfiction, in the opinion of the majority, is the accurate transmission of pre-
determined knowledge that the reader should memorize and store, with no inter-
pretative freedom because the message is presented as objective, demonstrable and 
somehow indisputable, a work of art is, in terms of its message, a field of possi-
bilities that depends on readers’ unpredictable interpretations (Eco, 1962). Art is 
ambiguous and open to a plurality of meanings, or it isn’t art at all.

Which brings us to the seemingly unbridgeable gap between nonfiction and art.

HYBRIDITY IN NONFICTION PICTUREBOOKS
Over the last few years, several books have been published that are, paradoxically, 
both nonfiction products and works of art in Umberto Eco’s sense: i.e. open works, 
works calling for interpretation, integration, and co-construction of meaning on 
the part of the reader; indeed, works that encourage readers to become co-authors. 

These books have the real world and information about the real world (as 
opposed to a fictional story) as their focus – which makes them by definition ‘non-
fiction’ – and yet they invite the reader to take part in the process of making sense 
of and explaining the world, as if the world needed to be understood and defined 
again and again and information about it re-thought, revised, and discussed; as if 
the meaning of reality were open to negotiation and the function of nonfiction to 
help children see things differently rather than make them memorize definitions 
and data mechanically. More and more nonfiction picturebooks have recently been 
published that, though dealing with aspects of the real world, do not provide any 
ready-made information about it. On the contrary, they create for the reader a dia-
logical space, an openness as to their message, just as art does. Inferences, implica-
tions, connections and not discrete figures, definitions, and other kinds of data are 
the core of these artistic nonfiction picturebooks.

2 Writing about open works, Eco refers mostly to ‘modern’ literary works, and especially to books 
written after the dissolution of certainties brought about by the philosophic theories of Nietzsche, 
Bergson, Freud etc. Yet, for the purpose of our analysis, we can extend his defi ition of openness 
to include art in general, because art, even in its more controlled examples (the ‘readerly’ texts, in 
Roland Barthes’ words (1974), different from the ‘writerly’ texts because of their seemingly unitary, 
fi ed or pre-determined meaning), is always somehow subject to interpretations which are other 
than fi al or ‘authorized’, it is always inherently, or in any case partly, more ‘open’ than any distinc-
tion between classical novels and twentieth century works may lead us to think.
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The artistic nonfiction picturebook is a hybrid form of literature which encour-
ages children to think critically about the world (Sanders, 2018), because it does 
not provide final answers, but rather invites readers to question common knowl-
edge, opening it up to doubt, dialogue, and revision, as we shall see through the 
analysis of some exemplifying titles. 

VISUAL/TEXTUAL STRATEGIES IN FOUR ARTISTIC 
 NONFICTION PICTUREBOOKS
To show how artistic nonfiction picturebooks work, and what their visual/textual 
strategies are, or can be, I will analyse four titles: L’imagier des gens (People), by 
Blexbolex (2008), Saisons (Seasons), by Blexbolex (2009), Avant Après (Before 
After), by Anne-Margot Ramstein and Matthias Aregui (2013) and Chaque seconde 
dans le monde (Each second, in the world), by Bruno Gibert (2018). All of them are 
French books, and all of them can be considered books for young children, because 
they are apparently very simple. Yet they are also, to all intents and purposes, cross-
over books (Beckett, 2013), since they are conceived in a very sophisticated man-
ner. They represent the world not in a conventional, but rather in a deconstructive 
way, which helps readers go beyond stereotyped visions and invites them to take 
part in the re-definition/re-signification of reality. 

There is something in the very structure of these books that invites critical partici-
pation: the use of very little written text (sometimes just one word which, because 
it has been selected so carefully, becomes important and enlightening), and the jux-
taposition of two images that somehow clash with each other, or don’t match in any 
obvious way, so that it is necessary for the reader to think about their association. 

At first glance, the examined books could be considered language-learning 
tools, or concept books (Kümmerling-Meibauer & Meibauer, 2018). However, they 
don’t fit simply and easily into this category. Rather, they should be defined as 
widening-concept books. And if they are language-learning tools, their teaching 
of language is not straightforward but challenging, provocative, conceived in ways 
that invite the reader to think about words (and concepts) with critical  eyes, rather 
than according to their most common meaning/use. 

The technique of placing two images next to each other, used by all four pic-
turebooks, suggests comparing one illustration with the other or wondering about 
their relationship. Placing two images in each doublespread, and repeating this 
layout over and over, provides multiple opportunities for thoughtful contrast. 
Every couple becomes another occasion for critical engagement, because each of 
them, and their accumulation, encourages the reader to consider obvious and not 
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so obvious connections between things/words, rather than learn about them in an 
isolated and unreflecting way.  

Moreover, these books, each in its own way, are particularly ingenious in the 
technique of coupling two things/images/words/concepts within the same dou-
blespread. The pairings are surprising, intriguing, the authors’ aim clearly being 
to break the conventions of accepted language and definitions, play with expecta-
tions, challenge stereotypes, beliefs, taboos, and offer children the chance to think 
critically about the world, as well as learn the meaning of many words. 

L’IMAGIER DES GENS, BY BLEXBOLEX
I first realized that nonfiction was changing and offering different possibilities 
than the traditional approach to knowledge when L’imagier des gens by Blexbolex 
came out in 2008. The visual/textual strategy used in this book is the one men-
tioned above: conceived as a gallery of human types, categories, jobs, occupations, 
it doesn’t just name many of them one after the other in a supposedly neutral way, 
but artfully matches two kinds of people in each doublespread, thereby suggesting 
bewildering comparisons between them. The more so, because some fit but others 
don’t fit into the same group, or frame of reference, at least according to the most 
common way of thinking and classifying. By coupling two kinds of people who 
are not usually seen together, the book does not provide objective, factual, unde-
batable knowledge or information, but invites critical engagement, encourages a 
process of questioning, discussing, making hypotheses, allowing many possible 
interpretations as to why those human types are together on the same page.

The more a book gives readers interpretative freedom, the more it moves from 
a didactic to an aesthetic function (Sanders, 2018). This is extremely clear in Blex-
bolex’s book, which is a nonfiction picturebook stepping into art and poetry, a 
picturebook whose very structure invites children to re-think standard definitions 
and see the world (and the people in it) in a more critical way than that envisaged 
by traditional (language-)learning processes. Readers are implicitly asked to find 
the possible link between two human types, they cannot but wonder why these  
persons are depicted together and what they have in common, this common  element 
being unobvious and therefore open to question. As the image containing some 
random but subsequent doublespreads of L’imagier des gens shows (Fig. 2.1), the 
book starts in a rather plain way, matching people who are commonly seen as 
belonging together or normally associated (‘a gentleman / a lady’; ‘a mother /  
a baby’). But then it suddenly couples ‘a father / a family’ (with the image of a 
very specific kind of father, and a very specific kind of family) and we are left 
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Figure 2.1 L’Imagier des gens (2008), by Blexbolex, Albin Michel.
Reproduced with permission.3

3 For graphic reasons it was not possible to insert more than 4 illustrations in the chapter. I thank 
the author/illustrators and publishers who very kindly allowed me to use these images for their 
improper use/reproduction.
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wondering. Are there different traditions, different beliefs in different cultures 
as to what a family is? Are there cultures in which only your father represents 
your family? (If you are a boy, maybe? Or from a certain age on, possibly?) Rel-
ativism of parental bonds is introduced, as are hints to a possibly stereotyped 
representation of the word ‘family’. In the page coupling ‘a corpse / a grand-
mother’ taboos concerning death and the proximity to death are faced in a very 
easy way. At the same time, nothing in the image of the grandmother makes this 
connection obvious, the old lady being represented as a very lively woman. In the 
page matching ‘amateurs / an inventor’ the interesting comparison is suggested 
by the visual code as much as by the text (we are indeed talking about nonfiction 
picturebooks): some children are shown as awkwardly trying to put together a 
precarious construction, but it is the supposedly professional scientist who in 
the end seems to be doing a more dangerous and threatening experiment. In the 
page with ‘a curious boy / a spy’, we are left wondering about the desire to see 
what we are not supposed to see: is it a good or a bad drive? Is it precious when 
it is spontaneous in childhood, and ethically controversial if driven by money 
in the adulthood? The ‘a speaker / a snake charmer’ pair is also interesting due 
to the way it is visually conceived, with the microphone wire on the left page 
resembling the snake of the right page, to further stress the fact that the two men 
are possibly doing the same thing: enchanting someone (a crowd or an animal) 
that will follow their lead in a somehow entranced way. A similar consideration 
applies for the couple ‘an orchestra leader / a tyrant’. Very smart too, is the match-
ing ‘a football player / a rascal’: shouldn’t we explain to children why we, as a 
society, give so much importance (and money) to adults whose job is basically 
to kick a ball, yet are generally bothered by children who play ball whenever and 
with whatever they can? ‘Dancers / warriors’ point to rituals and how strong and 
unconscious ritual expressions can be (not to mention how similar looking) in 
times of peace and war. ‘Party goers / a hermit’ make readers think of the dual 
human desire to be a cheerful part of a community, included in a group but also 
sometimes to be alone, far from the madding crowd, focused on deeper thoughts. 
When looked at together, the two representations counterposed in the book can 
be felt as both part of one’s own needs. Striking too, is the contrast between ‘a 
myth / a docker’: two men basically performing the same endless physical effort, 
one destined to become some sort of hero, the other to lead a harsh uneventful 
life. ‘A homeless person / a camper’ is another thought-provoking association: 
we want to be homeless sometimes and experience a freer more essential way of 
life, but mostly this is true if we have a home we can go back to. Shall we wonder 
about a privilege that is also sometimes a prison? – the page seems to suggest. 
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The couple ‘a hunter / a soldier’ may seem obvious: what they have in common is 
a rifle, used for a different purpose. But – we may ask as we see them so closely 
associated – would it be easier, in different circumstances, for someone who nor-
mally kills animals to also kill people? A very crucial doublespread, topical in 
our days, is the one showing ‘a traveller / a migrant’: they both have luggage, they 
both leave their home and head for a faraway, possibly unknown place, so what is 
it that makes them different, so much so that we need two words to name them? 
Is ‘choice’ the divide? 

These are only a few of the many pairings and the many possible questions (and 
I stress the word ‘questions’) that L’imagier des gens arouses. We can read, play, dis-
cuss and ponder with children endlessly over its pages, and children will not only 
undoubtedly become acquainted with a lot of words about people while looking at 
it, but will also discover how to be critical about definitions, labels, and concepts, 
which are systematically dismantled and never taken for granted thanks to these 
clever, thoughtful associations. 

SAISONS, BY BLEXBOLEX
In this picturebook about the four seasons (a nonfiction topic for young children 
par excellence), Blexbolex uses the juxtaposition of images in each doublespread, 
but also the accumulation of hints leading to a constant turning of the page as a 
technique to achieve both knowledge and poetry. The four seasons are not pre-
sented by means of accurate and precise information concerning their characteris-
tics, but by means of a sequence of textual and visual elements characterized by a 
very vague connection with one another and with a specific time of the year. Again, 
the reader is left to ponder their possible relationship, meaning and pertinence, 
which is by no means self-evident. Yet, every element represented (every word 
and every image) has something to do with our perception of Spring, Summer, 
Autumn and Winter, with what they mean and imply in terms of specific objects, 
fruits, natural phenomena, weather (a sprout, a caterpillar, a plum, gloves, a scarf, 
a beach umbrella, a watermelon, a t-shirt, mushrooms, a thunderstorm, a snow-
fall…), as well as the physical reactions (an allergy, a cold…), and feelings (sadness, 
solitude, love…) involved. 

Some associations within the doublespread are particularly striking, such as ‘a 
queue (of cars) / a colony’ (of caterpillars), when the things of Summer are being 
defined and portrayed. The meaning of the pairing is strengthened by the fact that 
it is preceded by ‘a departure / a breakaway’, ironically alluding to the desire to leave 
and get away from it all, a desire soon to be frustrated by the amount of people going 
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on vacation at the same time. Very subtle and open to interpretation are pages like 
the one displaying ‘love / obstinacy’, an association possibly implicating that love 
can sometimes be the result of stubbornness. Or that love may be a seasonal phe-
nomenon (bound to end even if we don’t want it to). This page is also interesting 
because of the images used to convey these two abstract words: a deer and a doe on 
the left and, on the right, a tree which, when every other tree is bare, holds its dead 
leaves as if not wanting to let them go. Out of metaphor: don’t we all tend to do so?

Figure 2.2 showcases a very small selection of the seemingly endless progression 
of ‘impressions’ connected to the changes (in the landscape, sky, our daily routine, 

Figure 2.2 Saisons (2009), by Blexbolex, Albin Michel.
Reproduced with permission.
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and in people’s minds) brought about by the cyclical passing of seasons as por-
trayed in this book. Imitating this endless process, the book begins by displaying 
words and images related to Spring, progresses to things to be found in Summer, 
Autumn, and Winter, only to start all over again several times. 

AVANT APRÈS, BY ANNE-MARGOT RAMSTEIN 
AND MATTHIAS AREGUI
The visual strategy used in this picturebook is again the pairing of two differ-
ent images on each doublespread. As in Saisons, it is also possible to detect cer-
tain narrative threads throughout the book, with elements that return and are 
recognizable for those who pay attention. The specificity of Avant Après is that 
the title serves as the entire text of the whole book, with all the coupled images 
referring to it: they all represent, by means of an exclusively visual code, the 
‘before’ (on the left page) and the ‘after’ (on the right page) of some situation. 
The topic of this nonfiction picturebook is clearly time, or rather, the effects of 
time (on objects, landscapes, persons). It shows children how things change – 
seasonally, historically, spatially – and why. The rigorous before/after rule, which 
might seem limiting, in fact surprisingly expands the ways in which time and its 
passing can be represented. In these pages, time appears not just as a measurable 
thing, a chronological sequence or abstract unit. Rather, it is shown as the frame 
within which weather change, climate change, technological progress, natural 
metamorphosis, artificial transformations, processes of growth and decay, moral 
actions (when behaviours have consequences) and much more come about. 
Time and the changes it brings, in as ‘simple’ a book as this (wordless books are 
often considered simple (Terrusi, 2017)), is shown in all its complexity: as some-
thing physical, psychological, sentimental, and perceptual. Time is a dimension 
that affects the natural and human world, distancing things but also unexpect-
edly approximating them, as in the case of the ‘rocking horse / rocking chair’ 
page where childhood and old age are related in a truly poetic way. Avant Après 
is another example of how a nonfiction picturebook can be at the same time 
informative and poetic (Fig. 2.3). Resourcefully combining an exclusively visual 
code according to a given temporal pattern, it triggers critical thinking (How 
similar can childhood and old age be? How important is a bridge to foster com-
munication?) and offers specific information and knowledge (How is chocolate 
obtained? How have writing devices evolved?). 

The book is also full of extra-textual references for the reader to discover and 
delight in, as in the case of the straw house that gets blown away, the wood house 
that gets easily destroyed, and the brick house that stays the same – except for the 
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fact that a following doublespread shows a solid house well kept on the left, and 
the same house falling apart on the right, having been clearly abandoned for a 
long time. Nothing really lasts forever, the book seems to say, although never out-
right. Isn’t this a totally nonfiction (i.e. objective) message as much as it is intuitive, 
revealing, and emotional?

Figure 2.3 Avant Après (2013), by Anne-Margot Ramstein and Matthias Aregui,  
Albin Michel. 
Reproduced with permission.
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CHAQUE SECONDE DANS LE MONDE, BY BRUNO GIBERT
Chaque seconde dans le monde is, once again, at least superficially, a nonfiction 
picturebook about time, conceived with yet another creative perspective. All 
the images and data presented in the book are about events/facts that happen in 
the world in just one second, and every second (Fig. 2.4). Interesting per se, this 
information is made more surprising, enlightening and open to discussion by the 
appealing pairing of two of these facts on each doublespread. In the same time 

Figure 2.4 Chaque seconde dans le monde (2013), by Bruno Gibert, Actes Sud Junior. 
Reproduced with permission.
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lapse, and on each doublespread, two things happen that are somehow connected, 
leaving readers to wonder how and with what implications (as in the case of 
‘4 babies are born / 2 persons die’, or ‘14 books are sold / 40 smartphones are sold’, 
‘450 $ are invested in humanitarian aid / 53.500 $ are payed on weapons’ etc.). 
It is this pairing, this implicit association created by the very layout of the book 
that makes what would otherwise be cold data, figures, and numbers suddenly 
meaningful and not abstract and somehow ungraspable. Although objective and 
quantitative, the information about the world offered by this book is theoretically 
neutral, but no longer dispassionate. Displaying the figures concerning two phe-
nomena side by side in this unexpected manner encourages readers to compare 
them and think critically about what they really mean in broader (social, cultural, 
anthropological) terms. 

CONCLUSIONS
Although the artistic nonfiction picturebook chooses knowledge of the real world 
as its subject matter using a well devised combination of words and pictures, it 
is clearly more interested in teaching how rather than what to think. Its aim is, 
very often, to make readers familiar with the process of connecting things that 
are apparently far-fetched, distant, unrelated: a crucial process both in the arts 
and sciences at their deepest level. It is by connecting elements, facts, data, and 
anecdotes that are apparently uncontinuous with one another that scientists make 
interesting discoveries and reach new and enlightening visions of the world; it is 
by finding metaphors or comparisons (i.e. associating different images), by linking 
words together in unexpected ways, by connecting distant thoughts, that poetry is 
created. 

The artistic nonfiction picturebook is both a learning book and also an artwork. 
It favours knowledge of the real world, but encourages the reader to be critical and 
creative, so that knowledge does not coincide with a passive acquisition of data and 
information but is the result of a co-construction of meaning on the part of the 
reader. Because of its very structure, the artistic nonfiction picturebook can only 
function by means of inferential and interpretative activity of the reader; it only 
makes sense if the reader, each reader, integrates what it has to say. The process 
of knowing is conceived as a shared activity within its pages, one which involves 
children intellectually, emotionally, and aesthetically. 

My focus in this chapter was to analyse the extent to which a book can be called a 
nonfiction book (i.e.: credibly informative about the world) even when the author/
illustrator deliberately leaves its message open to interpretation – as is typical of 
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art. The research question was: is encouraging multiple interpretation and being 
structurally dialogical with the child reader still a way of being informative about 
the world? My answer is that this is possibly the best way of being informative 
about the world, if we understand the world not as a given entity that has already 
been satisfyingly classified, but as a revisable reality that children can contribute to 
define, interpret and construe while learning about it.

REFERENCES
Bakhtin, M. (1981). The dialogic imagination. Austin, TX: The University of Texas Press. 
Barthes, R. (1974). S/Z. An essay. New York, NY: Hill and Wang.
Beckett, S. (2013). Crossover picturebooks. A genre for all ages. New York, NY: Routledge.
Blexbolex (2008). L’Imagier des gens. Paris: Albin Michel.
Blexbolex (2009). Saisons. Paris: Albin Michel.
Eco, U. (1962). Opera aperta. Forma e indeterminazione nelle poetiche contemporanee. Milan: 

Bompiani.
Gibert, B. (2018). Chaque seconde dans le monde. Paris: Actes Sud Junior. 
Grilli, G. (Ed.) (2020). Non-Fiction picturebooks. Sharing knowledge as an aesthetic experience. 

Pisa: ETS.
Kümmerling-Meibauer, B. & Meibauer, J. (2018). Early concept books and concept books. In 

B. Kümmerling-Meibauer (Ed.), The Routledge companion to picturebooks (pp. 149–157). 
New York, NY and London: Routledge. 

McGilchrist, I. (2009). The master and his emissary. The divided brain and the making of the 
Western world. Yale, CT: Yale University Press.

Nikolajeva, M. (2018). Emotions in picturebooks. In B. Kümmerling-Meibauer (Ed.), The Rout-
ledge companion to picturebooks (pp. 110–118). New York, NY and London: Routledge.

Ramstein, A.-M. & Aregui, M. (2013). Avant Après. Paris: Albin Michel.
Sanders, J. S. (2018). A literature of questions. Nonfiction for the critical child. Minneapolis, MN: 

University of Minnesota Press.
Terrusi, M. (2017). Meraviglie mute. Silent book e letteratura per l’infanzia. Rome: Carocci.
Van Lierop-Debrauwer, H. (2018). Hybridity in picturebooks. In B. Kümmerling-Meibauer (Ed.), 

The Routledge companion to picturebooks (pp. 81–90). New York, NY and London: Routledge.

04_Chapter 2.indd   36 2/15/21   3:41 PM


