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Abstract

This thesis explores perceptions of violence in picturebooks by children’s literature
gatekeepers in educational settings. The main aims of the study are to better understand
how controversial picturebooks are selected and curated by teachers, librarians and
parents. The research participants are teachers and librarians from Australia and Ukraine.
The research is informed by grounded theory methodology. The research methods include
interviews, and thematic analysis of the interviews. The findings reveal that gatekeepers of
children’s literature in Australian and Ukrainian contexts follow a complex and often semi-
conscious decision-making process when selecting picturebooks for children. This process
can be explored through child-centred, book-centred, and contextual dimensions. The
gatekeepers pay attention to the levels of maturity and sensitivity of young readers, to
picturebook genres, characters and settings which create different levels of fictionality and
to illustrations. In addition, they consider the place and purpose of violence within
picturebooks, the mode of reading used for a selected picturebook, and the context. When
sharing controversial books with children, preferred modes of reading are classroom
discussion with empathetic teachers and family reading with parents. Furthermore, the
decisions are influenced by the gatekeepers’ cultural backgrounds. In the process of
picturebook selection, the role of teachers seems to be more significant in Australia,
whereas parental authority seems to be greater in Ukraine. In summary, the research shows
that teachers, librarians and parents make complex decisions to select what they deem to
be appropriate reading for children and use a range of strategies to curate picturebooks

representing violence.



Table of Contents

AcCKNOWIEAZEMENLS......ciiiieiiiiiiiiiiiiiieiirie e rerassetesassesesassessenasssssesssssssennssssssnsssssssnssssnans 4
KYWOIAS....ceeeeeiiieeeeiiieieeirreeeesrreneesrrenesesrennesesreensssssennsssssennsssssennsssssennssssrennssssnensssssnennssssnennns 5
Y 013 1 - T Y 5
LiSt Of FIUIES...cu iieeiiiiiiiiiiii ittt reneereaeteasesenssensesensssansssssnsssensessnsssensesenssssnnsssensansnnas 10
T o B - 1 o1 [ PO 11
List Of ABBreviations .......ccvveeeiiiiiiiiinininiiiiiiiinireiinrressssissssreressssssssssssseresasssssssssssnessns 12
Chapter 1: INtrodUCLION.............cce.eeeeeeeeeeereeereiireiniereesereenisensiesreersessssnssessessssessssnnssnsnnnns 13
T o - T =N 13
1.1, Chapter OVEIVIEW.......cceeeeiiieeeieieeeeeerereneererasesrenassssrenssssssenssssseenssssseensssssennsssssenassssnennns 14
1.2. Brief SUMMary of the StUAY .......ccceeeiiiiieccrerc e e e eena s e s eas e e s e sasesseenasssssennns 14
1.3. The Research QUESTIONS......cccciiiiiieiiiiiiieiitiicreeereneereneeetesserensereasesensssensessnssssnnsessnsessnnes 15
1.4. The AIMS Of the StUAY....c.iiieiiiiiiiiiricreeertrereeereanereneeereseerenserenserenssensessnsserassesansenannes 15
BT = £ T o= ol TS 16
1.6. Cross-cultural Nature of the StUdy .......cceuiiiiieiiiri e reee e e e ree e s s e nanesseenans 19
1.7. Socio-cultural Context of the Study .......cccceciiiiiiiiiiiiiiniiii s resees 22
1.7.0. AUSEIAlIAn CONTEXL ...eiiiiiieiiieeeiee ettt ettt e e ettt e e st e e e sbe e e e bteessaseeesabeeessteesnnseeesaseeesnsenennne 22
1.7.2. UKFiNian CONTEXE ..uueeieiiieiiieeeiieeeriee e sttt e esiteessteeestee e e tteessataeesaseeesssteesasseeessseeeessseesnssesesnseeesnsseennnns 30
1.7.3. Cross-cultural Differences: IMpPliCatioNS........c.covecuiiiiciiiieiiie et sae e svee e sbeeeeaee 36
1.8, KEY TOIMS 1euiieiiiniiiuiinuiiaiiairairesiresteestassiassrsssrsssssstassrassrassrssssssssssssssssssssssssssssssanssasssasssas 36
1.8.1. Children’s LItErature (CL)....cueeecieeeeeeeeciieeectteeeetee e st e e ettt eseate e e saeeeeeteesenteeesnseeeassseesnnseeessneeansseennnes 36
1.8.2. Gatekeepers of Children’s LItEratUre ........eccueeeeeiie ettt cee e stte e st e st e e e sere e s eate e e sreeesneaeeeanes 39
002 TR T Tt {0 = o T Yo ] & OO RPRRPR 40
1.8.4. Censorship, Self-censorship, and Selection in Children’s Literature........cccccccveeeeieeeeceeeccieee e 42
IR T VA o1 1= o Yo O OSSPSR 45
1.9. ThESiS QULIINEG ....ceeiiieiieiiecrr ettt rre s rese s sne s snsssseasesensessnsssenssssnnsssnnsssnasensnnas 47
1.10. Chapter CoONCIUSION.....cc..ciiiiiiiiiiiiierreie s renesesrenasssssenassssssnsssssssnssssssnnsssssennsssssennns 48
Chapter 2: Literature REVIEW.............ccvuuiieeriienniiinniiieesossnsisinsisssesessnssssssisssasssssssssssssssnnns 50
2.1. Initial Literature Review: Mapping Theoretical Landscape ......c.cccceeeieeiiieniieecrenniienerennnnns 50
2.1.1. Picturebook RESEAICTN ... ..iiieieeceee ettt s sb e e s e e e st e s aae e s aaeeean 51
2.1.2. Controversial Themes in Children’s and Young Adult’s Literature ........cccocceeevvieiiiieenniieeniiee e, 52
2.1.3. VioleNCe iN PICLUIEDOOKS ....cuvieiiiiieeiiteeiie ettt ettt s stae e st e e s sate e s saaaeesnbeeessabaeesasneesseeeans 53
2.1.4. Gatekeepers of children’s literature and violence in picturebooks..........ccceeeeeieerieerienniciiieeneeaee, 56
2.1.5. IMplications fOr this STUAY .......coeiiiiieiei e sre e s e e s te e e saeeeeneeeens 59
2.2. Secondary Literature REVIEW: GENIES.........ccceuirrieeeirreeenierreeenierienessesnennssesrennsssssenssssssennns 59
B R =Y 1o 1T oY= =Y oV S 60
2.2.2. Genre Taxonomy in Children’s LILErature ........cecccieeeciee ettt ete e stee e stre e st e e e tne e s naeeeereeens 60
P T =T | 1 d ol = T d e o F OO OO U TP PRRPP 62
P S o 113 o g oF | I o oy e o OO OO R PSPPI 62

P R T o101 - 1Y PRSP PPPPPPPPPR 65
2.2.6. FOIKEAlES @Nd FAINY Tal@S....ccccuieeeiiiieeeiie ettt et e e tte e e te e e ta e e e stbe e e e ateeeeasaeesabseeesnsaeessaaeesreaann 66
2.2.7. ANIM Al STOMIES .. vt itieeiieite ettt sttt st e et e e s e et e e s be e be e s be e beesabeessaesaseesaaesabeebeeensaebeesaseenseenases 68
B T o o 1= i VAP PPPSPPPP 70



2.2.9. CategOries Of REAUEIS......vvi i cieee ettt ettt e et e e et e e et a e e e tae e s tbeeseataeesasaeesnsseaeansaeessseeessenans 72

2.3, Chapter SUMMAIY...cc.ciieiiiiiiiiieieteniiteeteeertnsistnssstesssseasersnsssenssenssssnssssssssssnsessnsssensessnsanes 73
Chapter 3: Methods and MethodolOgy ............c.eeeeeeeeeenereeneeeeniereeerreseeeensesrasessnsseennsessnsns 75
3.1. Research Paradigmi......cc..iiieeeiiiieecccirccc e rreee e s s reee s s eease s senasssssennsssssennssssnennnsnsnennns 76
3.2. Philosophical Assumptions: Ontology and Epistemology......cccccceveeerieniiieniieecrenniienerennnens 77
3.3. QuUAlitative RESEAICR .......cieuiieecreecrecrricree e rrecerenereaerensesensesensesenssesnssesansesensssensesansanns 78
3.4. MethOdOIOZIeS ....cccuuiiieeiiiiei ittt rreee e s s rene e s s eness s renasssssennsssssennssssnenasssssennns 80
I 951 I € o TU T o [T I I =Y o} SR 80
B VTV F- | W AV, 1= g Yoo [o] Lo =Y SR 81
3.5. Research Methods..........ccieuiiiieiiiieiiiiiciirrc e reesesensesenesssnsssssssssenssssnsssensesensanns 82
3.5.1. Sampling: Picturebook SEIECTION ...........iiiiiee ettt et e e et eeaa e e aneas 82
3.5.2. Participant Selection and RECIUITMENT .........uiiiiiiiiiiee et e e e e aara e e s 84
35 3L INTOIVIBWS ettt ettt e e e et e e e e ettt e e e e s abe et e e e seanbbeee e e e anbe e e e e e e nbbbeeeeeennreeeeas 87
3.5.4. Using Thematic Analysis t0 INterpret Data......ccccoccciieerieeciiiie ettt et e e e e arae e s 95
3.6. Quality asSUranCe (QA) c....cceeeeeeerrreenierireenerieensierteasseseeansesessssseseenssessesnssessssnsssssesnsssssssnnse 99
I 700 @1 =Y o 1 o111 28R 101
I I - 10 13 1T = | o1 8 2 104
I T8 T 0 1= =T o T F=1 o | S 105
3.5.4. Quality AssesSMENt: CONCIUSIONS ...cuviiueiriiiieenie sttt sie e sbe e st e s be e st e s beesatesbeesbeesbeenaeeen 107
3.7. The Researcher’s Role: Personal Bias ........cccceeeereeencerreneniineennnieneennnisesenseseeensessenssssssennns 108
38 20 =1 1 31Tt RN 109
3.9. Challenges and Limitations ......ccceeeeiereniiieecieneireniiteiereeerenerenseesnseeressesassersnsessnsessnsnesans 111
3.10. Chapter SUMMAIY....cccuuiiiiieeccrireeeerereneerenasesrenassserenssssssenssssseensssssssnssssssnnsssssnnnsssssennes 113
CRAPLET 4: FINAINGS «......eaneaeeeeeeeieeeieeetieiiiiireiiseesissneseseesessnssssnssessessssnsssssassssnssssnnsssnnns 114
4.1. Gatekeepers of picturebooks: selecting picturebookKs .......ccceveueireeireniiieereeierencerenenennes 114
4.2. Definitions of violence by gatekeepers.........civveeiiiiieeiiiiieeiiireeecrrreeeer e reee e s e enens 119
4.2.1. Australian definitions of violence: “something that harms”..........ccccoeeiii e 119
4.2.2. Ukrainian definitions of violence: “limiting freedom” ............coooeii i 122
4.2.3. Cultural differences in definitions of VIOIENCE .......oovevieiiiiiiiii e 125
4.3. Curating picturebooks: three dimensions..........ccceiveiiieiiiieiiiciiicnin e nenees 126
4.4. The child-centred dimension: constructing the child reader.......ccccccovvveiiiiienciiiiineiiinnene. 129
4.4.1. REAAEIS" MATUIILY «outieiieeiiieitie ettt sttt sttt et sb e e bt e bt st e s st e st e e sateeabeesateebeesaeesnbeesaeesates
4.4.2. REAAEIS” SENSITIVITY .veevieeuiietieeie ettt ettt sttt s e et e sbe e e beesbeeeabeesaeesanes
o FYor- | ¢ =To < To [T S O OO ST U PP PRSP
4.4, NAIVE FEAURIS ..eeeeeritieieeete ettt ettt et sa e steesat e e bt e s bt esbt e s bt e s aeesabeesstesabeesateeaseesbtesaseenseesabeenaeesares
4.4.5. TroOUDIEA FEATEIS ....eeeeeeeiee ettt ettt st e s bt e st e s bt e e bt e sat e e beesaeesnbeesaeesates
4.4.6. Accomplished readers
4.4.7. Conclusions: children reading books representing VioleNCe.........ccocvvveeciiiiciie e e 167
4.5. The book-centred dimension: violence in texts and illustrations ...........cceeeveiirinicieecnennns 170
4.5.1. Gatekeepers’ responses to violence and levels of fictionality in picturebook texts.............cc........ 170
4.5.2. Gatekeepers’ interpretations of fictional violence in illustrations.........ccccceceveeeiiiiieeiie e 182
4.5.3. Characteristics of fictional violence in text and illusStrations .........cccceevevcieniiencieniiese e 197
4.5.4. Conclusions: fictional violence in Pictur@bOoKS ...........eeviiiiiiiiee e 215
4.6. The contextual dimeNSION.........cceeiiiiiiiiiiciiiiiiiiir s ssasssss s s s e s s nassses 216
4.6.1. CURUIAl CONTEXE c.eeiiiieiieee ettt ettt et e st st e s et e st e e s bt e e beesbeeebeesbeesabeenaeesates 217



4.6.2. PEISONAI CONTEXT . uvviiiiieiiiiiei ittt ettt eseb e e e e et b e e e e s e bbb e e e e sesstareeeesessbassessesnbreeeeesnnnres 222

4.6.3. Media and inStitutioNal CONTEXE ....uiiiieiriiiiiirierit ettt e s e e saee e 228
4.6.4. CoNClUSIONS: CONTEXE MATLEIS .ouviiitiiiiieiie sttt sttt ettt ae e st e s teesbe e sbtessbeesaaesnbeesaneentes 242

4.7. Strategies for curating picturebooks representing violence........ccccccovveeiiiriieniinieeniinienens 243
4.7.1. Offering picturebooks to Children ..........cooiiiiiii e 243
4.7.2. Discussing picturebooks With children ..........occooiiiiiiiiiii e 254
4.7.3. Conclusions: CUrating DOOKS .......cocueiiiiiiiiiiieeeee ettt s 262
CRAPLEr 5. DiSCUSSION ......eeueeereeereeereerreeereneresernseresernsernssrnssrnsernsesesssnssensssnsssnsssnsesnssennsen 265
5.1. Gatekeeping and Guardianship in Children’s Literature...............ccceeveeceeeeneeneneenannns 266
5.2. Thinking of the Young Readers: Frightening and Upsetting Fictional Violence ......... 270
5.3. Magic of Words and Pictures: Safe, Justified and Gratuitous Fictional Violence ....... 279
5.4. Power of Context: Invisible and Horrifying Fictional Violence ................ccccceeeeueeennen. 284
5.5, SUMMQIY c..cueeveeiveiriiiiiiiiiniiiieiiiiriiiiiiniisiisissssssisesrnsississessessssssressasssssssssssssssssssssases 287
CRAPLEE 6: CONCIUSIONS ....c..eeeneeeeeeeeeereeneereererenserensserrasereasesesssessssesssssssnssessnsessnssesnssssenne 290
6.1. The Major Research FINAINGS .....ccccciiieeiiiieiiiiniiiieiiiiiiieniieeeiensnienisineeseesessnsssenssssnssssnns 290
6.1.1. Finding 1: Gatekeeping and Guardianship in Educational Settings ..........cccceeeevveeriieecciieeeeiee e 290
6.1.2. Finding 2: Three Dimensions of the Decision-making Process in Selecting Books ...........ccc.......... 292
6.1.3. Finding 3: Four Categories of Child-Readers: Naive, Scared, Troubled and Accomplished............ 295
6.1.4. Finding 4: Levels of Fictionality in Picturebooks .........ccoociiiiiiiicciii e 296
6.1.5. Finding 5: The Preferred Modes of Reading Controversial Picturebooks.............cccoeeecuireecneeennnen. 297
6.1.6. Finding 6: CUrating PiCtUIrEDOOKS ......c.viviiiiiiiiieiiee ettt ae e e sba e s sate e sanes 298
6.1.7. Summary: Interpreting Violence in Picturebooks ..........coocuiiiiiiiiniiiiiniec e 299

6.2. Contribution to Children’s Literature Research.......cccccccceiiiirirmrneiiiiiiinninnnnninninninnenenneen. 300
6.3. Implications for Professional Practice in EAUCation .........cccceeuuciireeecirieeniiireeenncsneeencsnenens 301
6.4. Limitations of the StUdy..........cciiieiiiiiccrecccrecccrere e reee e e s ena e e s een s e ssnnsssssenassnssennns 303
6.5. Directions for Future Research..........cccceviiiiieniiiiiiniiiiinniinieineinnessnsessessessssssesses 304
T T T 0 T4 Vo 11 ' o 305
RES@IEICES.....ceuneeeeeeeieiieeiiieiieiieesieiieestesiessenssissssnssssssssssssssssssssssssssssssnssssssssssssssnssnns 307
0= (=14 =11 Lol =X 38 { L1 1 Lo 1 OO PPNt 332
APPENAICES ....cceuueieeniieeriiieiiiiiiiiiiiiteiiiseisessnsistsesessesessnsisssssossssessnsssssassssnssssssssssassssnsssses 334
Appendix 1. Questions for Semi-structures Interviews in English..........cccccovvveeeiiiiiinininnnnnnne. 334
Appendix 2. Questions for Semi-structures Interviews in Ukrainian.........ccccceevveeeiiiienencnnene. 335
Appendix 3. Profiles of Research Participants ..........cccceiiiieeciiiieeiiiieeencinreeesesreneseessenesessenens 336
Appendix 4. List of Picturebooks from Australia Used during Interviews........c.ccccccerreeanennnneee. 346
Appendix 5. List of Picturebooks and lllustrated Books from Ukrainian Interviews................. 347
Appendix 6. And the Band Played Waltzing Matilda.........cccccoiiimeiiiiiieiiiiinniiininicnreeencenenens 348
Appendix 7. AusStralian GROMES.......ccccceiiieeeiiiiieeeieriieeeierrrnnsesreenssesreenssessenssssssenssssssennsssssennns 349
Appendix 8. BIOSSOM POSSUM ......cccuiiieiiiieniiieiiineiirensiieneienssiesisrsssssssssssnssssnssssnssssssssssnssssnnes 350
Appendix 9. Cat on the ISland.........ccceuiiiiiieiiiiiiiiiiir e ses e s resassessennes 351
Appendix 10. Horse and WOolf [KiHb i BOBK]......cccceeitieeeiiiiieeeiiiiieeiiiienenirnenessesnennsessenssssssenens 352



Appendix 11.
Appendix 12.
Appendix 13.
Appendix 14.
Appendix 15.
Appendix 16.
Appendix 17.
Appendix 18.
Appendix 19.
Appendix 20.
Appendix 21.
Appendix 22.
Appendix 23.
Appendix 24.
Appendix 25.
Appendix 26.
Appendix 27.
Appendix 28.
Appendix 29.
Appendix 30.
Appendix 31.
Appendix 32.
Appendix 33.

Ivasyk-Telesyk [IBACUK-TEMECUK]....ccceeuuiiriieneiriieneeiieanieeereaneeseennseeseennsessennnnens 353
Kotyhoroshko [KOTUFOPOLLKO]...ccceeeeriiiiiiiiiiinnniiiiiiiiieennnnnsssissessesnnnsssssssasennns 354
Kyrylo Kozhumiaka [Knpnno KoxXym’siKa]....ccccoeveeeiiiiieeiiiiiieeiiineneccnnenencsnenens 355
Letters on the War [JINCTU Ha BilAHY]...cceuuiiiieeniiieeeciereceeccsrecencesreneeeeseeneneeseenans 356
1YY D T Y - RN 357
NOt NOW, BErNard ........cccecieeiiieniiiieiereenerenierennereaneeenssesnssersnsesensessnssssnssssnssenens 358
e L= S Tor=] o Lo TN 24 T (=] U 359
SIrKO [CIPKO] ceeeeeeiiiiiiiiiitiecerreieeertreneereren e reeanseeserassseenssssseenssnsseennssnsennnnnnnenn 360
The Great Bear........cccciiiiiiiieeuiiiiiiiiineriesss e re s e s s s eessaassssssens 361
The War Which Changed Rondo [BiliHa, wo 3miHunAa POHAO] .....ccceuverveennnnnnnen. 362
Vixen, the Sister [JINCMUKA-CECTPUUKA] .....rrererirrereneirrenecerreeecerrnessesrenansesnennes 363
Waltzing Matilda.........coeeeeeiiiiieiiriiicerrrecee e ee e e e e s e ras e s e e nns e seennssssesnnsnnnees 364
Yaroslavna’s Lament .......ccceeeueeiiiiiiiiiiiiiiirnr e 365
Picturebooks on the Shelves for Older Readers in an Australian Library............ 366
Example of a School Policy from an Australian School Library.........cccccceeeeeeeenees 367
Representation of Revolution of Dignity in Mass Media ........cccceeueiriennccrneennnens 370
Information Sheet for Participants of the Study in English ..........ccccccervvennnnnnene. 371
Information Sheet for Participants of the Study in Ukrainian.......cccccceuuereanneanns 375
Consent FOrm in ENglish ........ccoeeeiirieiiire s es s e e s e enaneeees 380
Consent Form in UKrainian ...........cceiiiiiiiimmeiiiiiiiiiiinsciinnneceeeeecsnnneeeesenenees 382
Example of a Picturebook Text that Represents Violence .........ccceeeerivnnniirinnnnnns 384
Example of a Book Blurb on a Picturebook Cover .........ccovrmueiriineccrienccriennnnens 387
Example of My Retelling of a Story to Research Participants.......c..cccceeueerreennnens 388



List of Figures

Figure 1. Theoretical Framework for the Current Study .......ccccceeriiiiiiiiiniieieeeee, 75
Figure 2. Dimensions of Decision-making Process in Picturebook Selection ........................ 128
Figure 3. Maturity and Sensitivity Levels of a Child Reader ..........cccceeveiiveeeeiiieieeceeeeee 130
=N Yor T To [ Y= T [T P EPR 149
FIgure 5. NQIVE REAEIS c.cccc ettt e e et e e e e e e e e e et ee e e e e e e e e e nneneees 154
Figure 6. Troubled REAUEIS ........uiiiieiee ettt e e e e e e e rrr e e e e e e e e s nnneeeees 160
Figure 7. ACCOMPIISNEA REAUEIS ...ccevieiieeiirieeeee ettt e e e e e e e e e e e e e aanrees 166
Figure 8. Young Readers who Read Picturebooks Representing Violence........ccccccccuuunnneee. 169
Figure 9. The Representation of Levels of Fictionality in Picturebooks...........ccccceeevvveennnne. 171

Figure 10. Features of Picturebooks Representing Violence according to CL Gatekeepers .214
Figure 11. Curating Picturebooks Representing Violence in Australia.........ccccceeveviiienennne. 263

Figure 12. Curating Picturebooks Representing Violence in Ukraine........cccccovvveeeeiiecnnnnnee. 264

10



List of Tables

Table 1. A Typology of Violence in Picturebooks............ccoeiciiiiiiciiiee e, 47
Table 2. Criteria for QUality ASSUIANCE .......uvveeieeeiiieciireeeee e e eerccrreee e e e eeseebrrereeeee e e e s enaneees 100
Table 3. The Questions for Judging a Picturebook Representing Violence.............cc.........e. 293

11



List of Abbreviations

ACARA —the Australian Curriculum, Assessment and Reporting Authority
AZAC — Australian and New Zealand Army Corps

CET — Catholic Education Tasmania

CL —children’s literature

HREC — Human Research Ethics Committees

IST — Independent Schools Tasmania

RIM — Responsive Interviewing Model

TA — Thematic Analysis

12



Chapter 1: Introduction

1.0. Preface

Once upon a time, when | was 18, my first book of tales was published. The book explored
themes of love and friendship, loneliness, betrayal and death. The publisher believed the
stories were aimed at five- and six-year-old children, and this was noted on the title page.
Some literary critics disagreed and said the tales were not appropriate for very young
readers; some librarians placed the book on the shelves for primary school children, and
some teachers used the illustrated collection of tales with ten-year-olds in grade 5. As a
novice writer | thought that metaphorical stories like mine were written for all ages, and
could be read on different levels with various interpretations. This was when | first
wondered: how do we decide on the age of a reader and on the appropriateness of a book?
What are the distinguishing features of literature read by children? What makes a book
children’s literature?

Years later, after | had done some research in children’s literature and three of my
novels for children and teenagers had been published, | kept wondering about the concept
of appropriateness in children’s literature. How can authors represent real life to a young
reader while omitting death, violence and sexuality? Do we have to ban all the controversial
topics from children’s literature? At the same time, as a voracious reader, | knew that death,
violence and sexuality have been present in children’s literature for centuries, so | suspected
there must be an explanation for this.

Now, | would like to make a confession. | have never been a teacher or a librarian.
Neither have | been a parent. | am a creative writer and a literature scholar. Although | can
easily relate to the themes explored in this thesis, | have remained an external observer
trying to understand how meanings of violence are interpreted by the gatekeepers of
children’s literature. Many questions trouble me. What makes controversial picturebooks
suitable for children? What causes some picturebooks to be seen as senior or even
inappropriate? What are the expectations of gatekeepers of children’s literature toward
picturebooks written for children? What are the implications for me as a writer, for the
research participants - teachers and librarians - and for the broader community of writers,

publishers, educators and parents?
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1.1. Chapter Overview

This chapter sets the scene for the study, introduces the research questions and defines the
main concepts relevant to this research. First, the research questions, the aims and the
scope of the study are presented. Then, the significance of the study is outlined. Then, key
definitions are provided, including: children’s literature (CL), gatekeepers of children’s
literature, picturebooks, censorship and selection in children’s literature, and violence.

Finally, the thesis outline is presented.

1.2. Brief Summary of the Study

Gatekeepers’ interpretations of violence in Australian and Ukrainian picturebooks are the
central subject matter of this cross-cultural study, which sits at the crossroads of
multidisciplinary qualitative research. One aim of the study is to explore how CL
gatekeepers in educational settings — librarians and teachers — perceive fictional violence in
picturebooks and illustrated collections of tales. The other aim is to examine how they make
decisions about the age-appropriateness of the books. Additionally, the study aims to
investigate how the picturebooks representing violence are curated and how young readers
are supervised by the CL gatekeepers.

The qualitative study is informed by visual methodology and grounded theory. The
research methods include the responsive interviewing model and thematic analysis. The
participants of the study are 30 teachers and librarians from both Australia and Ukraine. The
findings that emerged from the analysis may assist teachers, librarians and parents in
becoming more aware of how picturebooks representing violence are selected and curated
in libraries and schools. Furthermore, the study can offer new insights about the use of
picturebooks featuring violence. In addition, because the study investigates the differences
between the perceptions of fictional violence in Australian and Ukrainian contexts, it
generates new knowledge about cross-cultural differences between the children’s

literatures of these two countries.
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1.3. The Research Questions

The main research question of the study is: how do gatekeepers of children’s literature in
educational settings, who belong to different national cultures, guide young readers and
curate picturebooks representing violence, based on the gatekeepers’ perceptions of

fictional violence? This research question includes the following queries:

1) Who are the gatekeepers of children’s literature in educational settings in Australia and

Ukraine?

2) What categories of ideal child readers are constructed by gatekeepers of children’s

literature in the context of reading picturebooks representing violence?

3) What are the defining features of a picturebook representing violence that influence

gatekeepers’ decisions about its age-appropriateness?

4) What are the differences and similarities in perceiving fictional violence in Australia and

Ukraine? What is the role of culture when judging violence in picturebooks?

1.4. The Aims of the Study

The primary aims of the study are to explore how the gatekeepers of CL in educational
settings interpret violence in CL, and how they make decisions about children’s book
appropriateness for certain ages. One aim is to examine gatekeepers’ perceptions of
fictional violence in picturebooks written for children. Another aim is to understand the
perceptions gatekeepers hold about ideal child readers of picturebooks representing
violence. In addition, the socio-cultural contexts influencing the decision-making process are
studied.

Theoretically, the study aims to map gatekeepers’ beliefs about CL, the red lines that
should not be crossed in CL according to the gatekeepers, and the grey areas of semi-

appropriate children’s books. Examining ways in which violence is perceived in picturebooks
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creates a landscape of human beliefs, values and experiences linked to the phenomenon.
Also, it broadens the awareness of adults’ beliefs about CL and the role of adult gatekeepers
in it.

Practically, the study aims to explore possibilities for improving formal strategies of
book selection. The findings may suggest some improvements for library collection
development policies. Teachers may use the findings of the study when selecting books for
their classroom discussions. Therefore, the overall objective is to explore selection
processes related to Australian and Ukrainian CL, namely, to understand who makes the
final decisions about the age-appropriateness of controversial picturebooks and on what
grounds. This may lead to a better understanding of gatekeeping and guardianship in CL.
The knowledge generated in this study may can be useful for future CL research and for
stakeholders in education. Teachers and librarians can gain a better understanding of how

they select and curate controversial picturebooks.

1.5. Significance

The study is situated within the constructionist paradigm. Therefore, its findings are
subjective, interpretive and suggestive (Burr, 2015). The study explores the interpretations
of violence by gatekeepers of CL. Perceptions of teachers and librarians on violence in
picturebooks are analysed in accordance with thematic analysis (Braun & Clarke, 2012)
informed by grounded theory (Charmaz, 2006). This means the findings are heavily
influenced by the researcher’s views and beliefs.

The current study has emerged, first, as a result of my personal interest in
representations and interpretations of controversial issues in CL and second, as a social
demand for exploring the risks and benefits of sharing challenging subject matter with
children. Moreover, studying controversial topics in picturebooks is a rapidly developing
direction in contemporary research on CL (e.g., Beckett, 2012; Evans, 2015), and the topic is
recognised by a broader research community as deserving further exploration.

To begin, as a creative writer who writes mostly for children, | have been wondering
whether controversial themes (e.g., violence, death, sex) should appear on the pages of
children’s books and if so, how these topics should be represented. My personal experience

of communicating with young readers at schools and in public libraries and with parents at
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research conferences, public discussions and elsewhere shows that there is a gap between
adults’ and children’s perceptions of controversial topics in CL. Hence, a topic that inspires
so much debate is worth exploring in detail.

In addition, it is worth exploring the perceptions of gatekeepers. Previous research
shows that teachers and librarians are often unwilling to read and discuss picturebooks
featuring violence or other complicated topics with children; in some cases, adults might
even hide the books from children (Evans, 2015; Freedman & Johnson, 2001; French, 2003;
Marshall, 2015). One potential explanation may be that adults believe they need to protect
children from offensive material (Heins, 2007). Indeed, it is a natural human desire to
prevent children from being harmed. However, it is questionable whether exposure to
picturebooks representing violence can cause harm. On the contrary, Nodelman and Reimer
(2003) claim that controversial topics like death or violence should be discussed with
children because to deprive them “of knowledge of painful or confusing matters they
haven’t yet experienced deprives them of the opportunity to prepare themselves to deal
with those things in a conscious and careful manner when they do inevitably occur” (p. 103).
Children might be exposed to physical, verbal or emotional violence, and therefore it is
important to explore the reasons why some adults might be unwilling to discuss violence
using picturebooks.

This study is a response to the unresolved conundrum of how picturebooks
representing violence are curated in library collections and how they can be used in
education. Picturebooks — and not other media — were selected as the focus of the study for
several reasons. First, the processes of reading and discussing picturebooks depicting
violence differ dramatically from children’s exposure to violence on television or in
computer games. While films and computer games use rapidly changing images and music
to evoke rather predictable emotional responses (Verstraten, 2009, p. 160), reading
picturebooks requires certain intellectual effort and a creative way of thinking to construct
many possible meanings (Schwarcz & Schwarcz, 1991, pp. 11-13). Picturebooks grant the
reader an opportunity to pause at any moment to discuss unclear events or to come back to
certain text passages or illustrations and, perhaps, ask questions. Second, picturebooks
were selected among other types of CL because picturebooks combine both visual and
verbal narratives to communicate meanings. Previous research proves that it is important to

consider both — visual and verbal — because children who are 7 or older use different moral
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judgement strategies in situations when they are presented with imagery and text in
comparison to situations when they are presented with text only (Chandler et al. 1973).
Chandler et al. explain that children who listen to verbal narratives where one character
harms another focus on the negative outcomes only; however, children who watch videos
consider both outcomes and the intentions of the characters. More recent studies on moral
judgement and the visual representations of violence were conducted by Coleman (2006)
and Grizzard et al. (2018); both included adult participants. These studies demonstrate that
visuals play very important roles in the formation of moral judgement of villain-characters
and of a violent event. This means that the response to picturebooks representing violence
may be more complex than to a text with no illustrations — both for children and adults.

In this study, | decided to exclude comics and graphic novels from the examples
presented to the research participants and to focus on picturebooks and illustrated
collections of tales. The main reason is that comics and graphic novels are often perceived
as a genre selected and read by young readers without too much adult intrusion, whereas
picturebooks are often selected and read for children by adults and then discussed with
adults (Gibson, 2010; Haftfield, 2011). Although graphic novels, comics, picturebooks and
illustrated books are read by readers of all ages, graphic novels can be perceived as being
subversive and controversial, and picturebooks are mostly expected to be ‘suitable’ for
children (Gibson, 2010) and educative (Haftfield, 2011). Therefore, it is important to
understand how adults select picturebooks with controversial themes.

There are several reasons for choosing Australia and Ukraine for the study. The first
reason is my personal interest in and familiarity with both cultures. The second reason is
that the Australian and Ukrainian authors represent violence differently (Pavlyshyn, 2016).
Because the Australian educators express their willingness to use controversial picturebooks
in a classroom (Booker, 2012), the Australian authors sometimes allow violence to become a
central theme of their realistic picturebooks (Bishop, 2016; Britten, 2021; Kerby et al. 2017).
The Ukrainian authors are more likely to represent psychological rather than physical
violence, and the theme or violence is often peripheral or omitted (Kachak, 2014; Shchur,
2017). This can suggest that the Australian and Ukrainian gatekeepers would have different
experiences with these picturebooks, and their perceptions of violence in picturebooks
would differ too. The third reason is that only a narrow segment of the Australian

population is familiar with the Ukrainian culture and CL, and not many Ukrainians have a
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deep understanding of the Australian culture and picturebooks. Consequently, the
Australian participants of the study were likely to perceive Ukrainian picturebooks as
unusual and alien; the Ukrainian participants were likely to perceive the Australian
picturebooks as unfamiliar. The comparison of these two rather distinct cultures might bring
a better understanding of how gatekeeping of CL works in Australia and Ukraine, and the
contrasts between Australian and Ukrainian perceptions may identify unique features of
each context.

Finally, the exploration of controversial topics in CL in general, as well as in
picturebooks in particular, has intensified in the last two decades (e.g., Beckett, 2012;
Bengtsson, 2009; Bjorvand, 2010; Evans, 2015; Kummerling-Meibauer, 2014; Lehr, 1995;
Reynolds, 2007). Discussing why picturebooks with controversial and challenging topics are
worth studying, Evans (2015) says that a lot of these picturebooks “are truly polysemic. They
compel the reader to respond to them and ask questions ... [they are] dealing with
fundamental issues and asking ‘big questions’ which often form the basis of life” (p. 4).
Clearly, books that may provide a reader with opportunities for personal growth and
development should be studied. Although there are some studies conducted on
controversial Australian and Ukrainian picturebooks (such as Kummerling-Meibauer &
Meibauer, 2015; Swietlicki, 2019, 2020), this is a comparatively new area of research which
requires further exploration.

In conclusion, there are individual, social and academic reasons for pursuing the
study on violence in Ukrainian and Australian picturebooks and illustrated collections of
tales. The study is significant in its exploration of a rapidly developing segment of CL
research and its examination of a valuable problem in teaching challenging literature to
children. Lastly, the study focuses on the picturebook, a well-studied multimodal medium in
two cultures which, although present in the current research, deserves more scholarly

attention.

1.6. Cross-cultural Nature of the Study

This study engages in cross-cultural research. Scholars agree that culture, in a broad sense,
is an inseparable component of CL studies (Nikolajeva, 2010; Ray, 2005; Zipes, 2012). Ray

(2005) explains that the production of CL depends on economic and socio-historical
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conditions, therefore each country has its unique history of CL (p. 646). Also, Nikolajeva
(2010) says that CL usually reflects habits, practices and traditions specific for a particular
national culture (p. 38). In addition, Zipes (2012) argues that perceptions of the world and
interpretations of stories are rooted in culture, since “children are born into a particular
cultural niche that will influence how they begin to know the world and benefit from the
cumulative heritage of culture” (p. 7). As a result, children who often do not know much
about cultures other than their own, perceive text through the lens of their own culture;
adults who grow up in a certain culture develop a particular way of interpreting CL.

There are innumerable ways to define culture. In this study, culture is seen as a
software of mind (Hofstede, 1980) influencing people’s thoughts, values, and beliefs; it is
also seen as a set of symbolic systems (Geertz, 1973), and as social practices (Swidler, 1986)
that are constantly emerging, changing and disappearing within a particular society. These
three understandings of culture are used simultaneously in this study.

To define culture as a software of mind (Hofstede, 1980) means to see it as “patterns of
thinking, feeling, and acting” that distinguish members of one nation from the others
(Hofstede et al., 2010, pp. 5-6). Culture is learnt. Members of a community share a set of
beliefs and practices which manifest themselves in acknowledging shared national symbols,
heroes, rituals and values. Viewing culture from the national perspective may seem
outdated, however it is valuable for this study, because it emphasises the importance of
culture and language in understanding the perceptions of gatekeepers. According to Crozet
(2003), “cultural traits as found in language use can be interpreted ... as the expression of
the different values members of a given society attach to the concepts of “self” and “other”
(p. 39). Consequently, both culture and language influence the ways in which readers
construct meaning of a text.

Contrary to classifying culture on the basis of national or ethnic origin, seeing culture
as symbolic systems or “socially established structures of meaning” (Geertz, 1973, p. 10)
draws upon the idea that cultures can cross national borders. Culture as a system of
symbols means that people interpret reality in a certain way, not only according to their
national origin, but also in accordance with their educational background, social class,
religion and other identity markers. This is a valuable notion for the current study because it
explains similarities in the responses of research participants from the different countries

who belong to the same occupation.
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Understanding culture as social practices recognises culture as a set of “symbols,
stories, rituals, and world-views, which people may use in varying configurations to solve
different kinds of problems” (Swidler, 1986, p. 273). The difference between this
perspective and that of the previous definitions is its consideration of the dynamic nature of
cultures: over time, new cultures and sub-cultures may emerge, change and disappear.
Additionally, viewing culture as social practices emphasises the unpredictability of individual
responses from representatives of the same culture. Liddicoat and Scarino (2013) say,
“Different interpretations may be made of the same events by individuals who may be
considered to be from the same culture” (p. 21). This means that even though two different
cultures are compared and contrasted in this study, it is not expected that the borders
between representations and perceptions typical for Ukrainian and Australian picturebooks
will be defined clearly and definitively. Instead, the study targets the observation of
prominent patterns and tendencies for each culture despite the diversity of individual
perceptions and the blurred nature of people’s cultural identities in these countries.

The Australian and Ukrainian cultures are different in several ways. One important
distinction that emerged between Australian and Ukrainian cultures is the representation of
war in contemporary picturebooks. My previous research shows that in Australian
picturebooks, war is represented as a distant memory from the past, whereas in Ukrainian
picturebooks, war is represented as a vivid and painful phenomenon that can happen
anytime and anywhere; these differences are represented in the choice of characters,
settings, and colours (see Pavlyshyn, 2020). A possible explanation for such representations
can be found in the current political situation of both countries: while Australia
commemorates the bravery of the ANZAC soldiers during the First World War annually;
Ukraine is currently protecting its borders from Russian military invasion, and war is
perceived as an everyday threat.

At the same time, Australia and Ukraine share some similarities. Australian and
Ukrainian literatures are sometimes seen as postcolonial (Moruzi & Smith, 2014; Pavlyshyn,
1992; Shkandrij, 2007) and as such they have inherited certain cultural baggage from the
past. Analysing colonial girlhood in Australian, Canadian and New Zealand fiction, history
and culture in the 19th and 20th centuries, Moruzi and Smith (2014) note that “the effects
of British colonialism did not cease to have repercussions at the precise moment when

colonies became nations” (p. 10). Indeed, some British influences can still be noticed in
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Australian CL today. Ukrainian literature may be seen as postcolonial due to its
multiculturalism and the pluralism of ideologies conveyed by its narratives (Shkandrij, 2007).
However, it is debatable if Ukraine itself should be called a postcolonial country. Hrytsak
(2015) argues that “within the Russian empire and the Soviet Union, Ukraine was more core
than colony” (p. 733). However, according to Shkandrij (2007), the Russian belief of “the
non-existence of a Ukrainian language and identity, and the criminal nature of any
independent Ukrainian military - are key elements in the imperial/colonial discourse” (p.
83), and therefore some Ukrainian literature can be seen as postcolonial.

To summarise, the cross-cultural nature of this study seeks to compare and contrast
gatekeepers’ interpretations of fictional violence in Australia and Ukraine. Culture in this
study is seen as a set of beliefs and values, patterns of thinking and feeling, and social

practices that impact interpretations of literature.

1.7. Socio-cultural Context of the Study

The study takes place in two socio-cultural contexts: Australia and Ukraine. This section
outlines some major differences that may influence gatekeepers’ perceptions of violence. It
includes a brief overview of languages, history, current political situation, as well as
differences between the organisation of the two educational systems and library systems in

Australia and Ukraine.

1.7.1. Australian Context

This section briefly outlines some ideas about the English language, Australian history and
Australia’s current political situation. It also provides some information about the history of
Australian picturebooks, the Australian educational system and librarianship. Because the
study discusses interpretations of several Australian picturebooks and the majority of
Australian participants were born in Australia, the contextual elements discussed here are

important for the research.
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English was used during the interviews with Australian participants. Since language
influences the way people express their thoughts and represent reality (Crozet, 2003), it is
essential to take it into consideration. Australians read books published in Australia, the
USA, the UK and other English-speaking countries, including books written by local authors
as well as translations. Recently, books translated from other languages into English have
been gaining popularity in Australia (Whitmore, 2018). Therefore, the reading experience of
the interviewed Australian gatekeepers was likely shaped by books written in English, which
encompass literature written by Australian authors and authors who belong to other
cultural backgrounds.

In addition, Australian picturebooks available on the shelves of libraries and
bookstores are written in English, a Western Germanic language with a rather rigid structure
and almost no gendered nouns. Furthermore, not only do Australian children read books
written by Australian authors, they also read books created by British, American, and other
authors. For example, one survey (Renaissance Accelerated Reader, 2018) showed that the
books most read by Australian children at the age from 4 to 8 were created by Dr. Seuss (the
USA), Pamela Allen (New Zealand), Mem Fox (Australia), P.D. Eastman (the USA), and Sally
Rippin (Australia), and the books most read by Australian children from 9 to 12 were written
by Andy Griffiths (Australia), Jeff Kinney (the USA), Roald Dahl (the UK), Anh Do
(Vietnamese-born Australian author), and Sally Rippin (Australia). This suggests the degree
of cultural diversity Australian children are exposed to, and supports the idea that Australian
children mostly read picturebooks written in English, although their authors are not always
Australians.

Picturebooks written in English have a long-lasting literary tradition. The first
illustrated books aimed at children appeared in the 17th century (Nodelman, 1988). The
period from the end of the 19th century to the beginning of the 20th century is usually
recognised as the golden age of children’s books (Salisbury & Styles, 2012). In the 20th and
21st centuries, authors, illustrators, editors and publishers have been investing their time,
effort and money into creating millions of titles written in English, which, according to some
scholars, creates certain challenges for the book selection process (Bucher & Hinton, 2010).
The first Australian picturebook is claimed to be Cole’s Funny Picture Book: The Funniest
Picture Book in the World (1879), an illustrated collection of stories written for children and

belonging to different genres (Bunbury, 2005). The history of the Australian picturebook is

23



linked to such canonical Australian authors and illustrators as Norman Lindsay, Dorothy
Wall, May Gibbs and Pixie O’Harris, Rentoul Outhwaite, Robert Ingpen, and others who
made this type of book popular among readers and respected by scholars. For example, it is
said that “May Gibbs’s ‘gumnut babies’ from Snugglepot and Cuddlepie (1918) have become
Australian icons — while the ‘banksia men’ remained in hidden adult fears remembered
from childhood” (Bunbury, 2005, p. 836). The canonical Australian picturebook Magic
Pudding (1918) by Norman Lindsay contains both humour and adventure, and can be
entertaining for children and adults; it set a trend for many picturebooks that followed.
Overall, Australian CL combined some European traditions with native Australian landscapes
and themes; the characters of Australian picturebooks often include kangaroos, wallabies,
koalas, wombats, dingos and other native species (Stone, 1995, p. 326). Starting from the
1970s, picturebook publishing developed rapidly with Australian picturebooks gaining
national and international recognition. The Children’s Book Council of Australia, established
in 1945, recognised the Australian picturebook as an independent type of book worthy of
separate awards; Australian author and illustrator Robert Ingpen won a prestigious
international Hans Christian Andersen Award in 1986. Australian picturebooks represent
some ethnic and cultural diversity (Stone, 1995) and some Aboriginal stories have been
published as picturebooks and illustrated books (Bunbury, 2005); however, these are still in
the minority compared to picturebooks with stories representing white Australians.

The historical heritage of Australia is shaped by its colonial past. Australia’s close
historical ties to Britain are reflected in the ongoing legacies of British culture in mainstream
Australian culture. Molony (2005) explains, “Much that was here [in Australia] when the first
settlers came remained intact, while vital elements of the culture and tradition they brought
with them from the British Isles had been preserved” (p. 354). As an influence, some British
picturebooks are popular with young Australian readers — as is evident from research (e.g.,
Painter et al., 2013), and some classics of British CL have been taught at schools (McLean
Davies, 2019).

The current state of political affairs may also influence the way people think.
Australia is a constitutional monarchy. It consists of 6 states (New South Wales, Queensland,
South Australia, Tasmania, Victoria and Western Australia) and 2 territories (Australian
Capital Territory and Northern Territory) — which have state governments and legislation. In

addition, Australia has a federal government. There are several ethnic groups living in
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Australia. In the 18th century, the Australia’s First Nations People! were joined by white
settlers — British, Irish, Dutch, French and other mostly Western European people. In the
20th century, immigration waves from Western and Eastern Europe and later on from Asia
changed the ethno-cultural landscape of modern Australia and enriched its culture.
Nowadays, Australia is a multicultural country with a great diversity of cultures, ethnicities,
religions and languages.

The history of violence in Australia can be linked to wars, domestic violence and
suicide. Australian war memories include the memory of the “Black War” between white
settlers and Australian First Nations Peoples, the First World War, the Second World War,
the Vietnam war, and others. War memories of the 19th century have been somewhat
silenced until recently. Examining the war between white settlers and Tasmanian Aboriginal
people, Clements (2014) explains that there was a lot of fear, anxiety, sadness and

uncertainty on both sides:

The near extermination of the Tasmanians cannot help but evoke emotions such as
guilt, sadness and contempt in any feeling person. Yet it is misleading to think of the
Black War as a battle between good and evil... Partially everyone saw themselves as
victims. White and black alike, most were just trying to survive the nightmare in
which they found themselves. There were of course many cruel individuals, but they
too were victims of the circumstances, assumptions, hatreds, frustrations, fears and
sadness... The war was at once the effect and the cause of unfold suffering, fear and
malice. It was an extraordinary event that drove ordinary people to do the

unthinkable. (Clements, 2014, p. 209)

The Black War in Tasmania is rarely if at all depicted in picturebooks. Although |
presume some metaphorical representations might be present, | have not encountered any
picturebooks explicitly portraying the Tasmanian Black War. Perhaps this is because the
historical events remain problematic and underexplored. It is now acknowledged that until
the 1820s, the Australian First Nations Peoples were perceived as peaceful and harmless

(Reynolds, 2012, p. 50). They tried to avoid contact with the white settlers, while practising

! also referred to as Indigenous Australians or Aboriginal and Torres Strait Islander Peoples
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their cultures and maintaining their traditional lifestyles, which included hunting, fishing,
and foraging. However, the population of white settlers in Tasmania grew from 5,400 to
24,000 between 1820 and 1830 (Reynolds, 2012), which meant that the land previously
used for hunting and traveling, now was used for farming. Consequently, “avoidance
became increasingly difficult. Traditional patterns of hunting, gathering and travel where
disrupted. Conflict intensified; mutual hostility spiralled out of control” (Reynolds, 2021, p.
8), and violent interactions between the Australian First Nations Peoples and white settlers
became more common.

Furthermore, Reynolds (2021) explains that even though the events of 1823-1837
used to be seen as frontier conflicts by the historians at the beginning of the 20th century,
or as a guerrilla war (McMahon, 1995), they are now recognised as a war because the
primary aim of Aboriginal resistance was to defend their land and the lives of their families.
The outcomes were horrifying. It is known that “170 settlers were killed, 200 were wounded
and a further 225 were harassed or threatened in one way or another” (Reynolds, 2012, p.

52). The losses for the Tasmanian Aboriginal people were even greater:

The ‘Black War’, which engulfed much of central and eastern Tasmania between
1823 and 1831, was the most intense and lethal struggle in the long history of
Australia’s frontier conflict ... By the end of the war there were only twenty-six of
their [Aboriginal] countrymen and women alive, sixteen men, nine women and one
child. Their nation [palawa or pakana people] would have numbered about 1,000

when the British arrived on the island. (Reynolds, 2021, p. 8)

The survivors of the war were displaced to Flinders Island. Neath (2012) encapsulates

the events that followed after the end of the Black War as follows:

[Missionary] Robinson befriended the enemy, convinced them to leave their country,
and then betrayed the friendship by not keeping his promise of return. The result was
Manalargenna and his people were incarcerated at the Aboriginal establishment on

Flinders Island in the Bass Strait and left to die. (p. 310)
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In contrast to the Black War, the First World War is remembered and
commemorated on a large scale. The ANZACs (Australian and New Zealand Army Corps) are
believed to be co-founders of the Australian myth and major contributors to shaping a sense
of Australian mateship and an “all-inclusive experience of Australian multicultural

togetherness” (Fischer, 2012, p. 226). In addition, it is said that:

The courage and endurance of the Anzacs had been staggering as, with their
agonies and fears shrouded in sardonic good humor, they endured the impossible ...
The word ‘Anzac’ and ‘Gallipoli” where etched in the memory of the nation while
the dead of the Peninsula became, in time, a symbol and measure to test its quality.
From the agony of those months, no nation was created because such a thing
happens only through the unity of people with its land and with each other.
Nevertheless a precious bond among Australians was formed on the bloodied
slopes of Gallipoli and the Anzac legend speaks truly for its bearers walked upright,
fine and noble of bearing as they went to death, to maiming and defeat. (Molony,

2005, p. 225)

The First World War has been represented in Australian CL more often than other
wars because it consisted of specific battles that could be depicted (Johnston & Paul, 2014)
and had voluntarily enlistment (Mosse, 1990), whereas later wars were partially guerrilla
wars and did not have as clearly defined historical events or heroes. As a result, the First
World War became a part of Australian collective memory able to structure multiple events
into coherent narratives and to better understand the past (Darian-Smith, 1994). Memories
of wars generated numerous cultural symbols, heroes and silences, which might influence
how war is perceived by Australians.

In addition to war violence, Australians can relate to domestic and self-directed
violence. According to the Domestic Violence Prevention Centre, the level of abuse and
domestic violence in Australia is quite high. The National Homicide Monitoring Program
shows that the overall numbers of homicide incidents dropped in the last 30 years from 339
in 1989-90 to 267 in 2018-2019; however, these numbers are still alarming, especially if
taking into account that 34% of them were domestic homicides, and 37% were

acquaintance homicides (Bricknell & Doherty, 2021). Additionally, Indigenous Australians
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are more likely to become victims of family violence than white Australians, and they are
nearly nine times more likely to die as a consequence of domestic violence (Al-Yaman et al.,
2006; Australian Institute of Health and Welfare [AIHW], 2020). Due to cultural differences,
the standardised strategies for family violence prevention do not work in the Indigenous
communities (Cheers et al., 2006). Furthermore, the rates of “domestic and family violence
in regional, rural and remote locations are higher than in urban areas” (Campo & Tayton,
2015, p. 7). This leads to a conclusion that some Australians are likely to be exposed to
domestic violence as victims or witnesses. The chances of the exposure are higher in rural
and regional areas such as Tasmania.

Suicide remains a substantial social problem in Australia too. While Australian
women are more likely to become victims of domestic homicide than men (Bricknell &
Doherty, 2021), men are more likely to suffer from self-directed violence (Milner et al.,
2017). Also, suicide is the leading cause of children’s death in Australia. In 2019, there were
96 cases of child suicide, where 80% occurred between the ages 15 to 17 (Australian Bureau
of Statistics [ABS], 2020). The other vulnerable category of Australians who are likely to die
from suicide are Aboriginal and Torres Strait Islander Peoples since self-directed violence
was among the five leading causes of death for these groups in 2019 (ABS, 2020; AIHW,
2020). The overall number of deaths caused by intentional self-harm across all categories
rose from 2,480 in 2010 to 3,318 in 2019 (ABS, 2020). Self-inflicted violence is an ongoing
concern in Australia.

The other contextual element necessary to examine is education. The educational
system of Australia consists of two sectors: public and private. Prior to 1788, Australian First
Nations children received were receiving different types of education which depended on
their place of birth, local culture and language spoken, as First Nations People in Australia
spoke around 300 major languages (Campbell & Proctor, 2014, p. 3). In the 1850s, Roman
Catholics and Anglicans established the first private schools in Australia; in the 1870s, the
first public primary school appeared and in 1901, public high schools were established in
Australia (Vandenberg, 2018, p. 59). Naturally, the educational institutions of the time were
influenced by the British tradition and they sometimes followed elements of the British
educational system. Contemporary Australian educational institutions for children include
public schools and libraries funded by the Australian government, while private schools are

often associated with religions of various denominations. In addition, home schooling is
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possible in Australia. “Australia is internationally unusual in its high proportions of students
enrolled in non-government schools... it is clear that the numbers of children receiving a
religiously influenced schooling have increased since the 1980s, and this trend shows every
indication of continuing” (Campbell & Proctor, 2014, p. 263). Children are schooled from age
4-5 to 18-19 depending on the state or territory. According to ACARA (the Australian
Curriculum, Assessment and Reporting Authority), children from the foundation year to year
10 are expected to master three strands of English: language, literacy and literature. Some
translations of world literature might be taught during English classes along with books
written by Australian, British, American and Canadian authors. The national curriculum
provides teachers with guidance about the competencies which must be mastered by
children at certain ages. However, individual teachers are responsible for selecting books for
their students to read and discuss. Picturebooks are used in Australian primary school
classrooms (Booker, 2012). Some high school teachers also use picturebooks; a common
choice in high schools is The Rabbits (2010) by John Marsden and Shaun Tan (Young, 2015).
Not all Australian schools have libraries. Those schools with libraries may employ a teacher-
librarian who gives library lessons to children. During those lessons, the teacher-librarian
may recommend books to children and discuss them with young readers.

Australian librarians can seek further professional development, access to academic
journals, and opportunities for networking through their membership in the Australian
Library and Information Association (ALIA). Also, the ALIA issues The Journal of the
Australian Library and Information Association (JALIA) and INCITE magazine to inform its
members about the recent news, and developments in the field of librarianship. Australian
public libraries are often shared spaces where CL co-exists with adults’ literature. Based on
my observations, one room (sometimes one floor) is usually devoted to children’s and
young adult literature, including picturebooks, and the rest of the space is given to
mainstream literature, including books, newspapers, DVDs and other materials. The
picturebooks are often separated from novels and other types of books. Based on my
observation, young children in Australia usually visit public libraries with parents or a

teacher.
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1.7.2. Ukrainian Context

The Ukrainian picturebooks discussed in this study are written in Ukrainian and the majority
of the participants were born in Ukraine. Therefore, Ukrainian history, picturebook history,
current political situation, educational systems and practices of librarianship are very briefly
discussed here. Naturally, all these factors impact the findings in this study.

The official language of Ukraine is Ukrainian as stated in the Ukrainian Constitution.
The Ukrainian language belongs to the Slavic language family (Olszanski, 2012) and,
consequently, it uses alphabet, grammar and word formation principles very different from
English. For example, unlike English, Ukrainian language has a rather flexible sentence
structure, and Ukrainian nouns have gender. This might influence both the terms and their
perception in translation from English to Ukrainian and vice versa.

The tradition of published illustrated books for children in Ukraine is well-
established. The first illustrated book targeted at adults (an illustrated Alphabet with short
narratives written in Cyrillic) was published by Ivan Fedorov in 1574 in Lviv, Western Ukraine
(Isayevych, 2002, pp. 116-117). Between the 16 and 18 centuries, the majority of printed
literature served either religious or educational purposes and targeted both adults and
children (Ovchinnikov, 2005). In the 19t century, canonical Ukrainian authors Marko
Vovchok, Ivan Franko, Lesysa Ukrainka and others started writing tales, stories and poems
for children. In the 20t century, the tradition of published illustrated children’s books was
firmly established (Ovchinnikov, 2005). A number of magazines publishing CL appeared, for
example, the magazines Red Flowers (1923), Bilshovenya (1925) and Zhovtenya (1928) were
founded (Strushliak, 2009). Among the influential magazines of CL in independent Ukraine
were Barvinok (published since 1945) and Soniashnyk (published since 1990), which
published richly illustrated tales, stories and poems. Nowadays, Ukraine has several
publishing houses exclusively producing CL. The book range includes Ukrainian texts,
translations into Ukrainian from various languages, bilingual books and books published in
languages other than Ukrainian. While 32-page picturebooks are a commonly published
medium in Australia, it is common in Ukraine to publish traditional picturebooks and much
longer illustrated collections of tales and stories where words and images complement,
enhance and elaborate each other as in picturebooks. Furthermore, picturebooks and

illustrated collections of tales play similar functions in the lives of young Ukrainian readers:
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these illustrated collections are read by the Ukrainian children and used in education. For
this reason, | decided to include Ukrainian illustrated tales along with picturebooks in this
study.

The privileges of publishing and reading books in their mother tongue has not always
been granted to the Ukrainians. In the 18th and 19th centuries, Eastern Ukraine was under
the rule of the Russian Empire (Wilson, 2002). The Russian Czar, Alexander I, issued and
signed two documents, the Valuev Circular (1863) and the Ems Decree (1876). According to
the Valuev Circular (1863), any educational, religious or entertaining literature published in
Ukrainian was banned; Ems Ukaz (1876) was a prohibition of any literature published or
reprinted in Ukrainian (Hrytsak, 1996). Although, the decree and the circular affected
publication of Ukrainian literature within the Russian Empire, publishing continued in
Western Ukraine within the Austria-Hungarian Empire, in Galicia (Plokhy, 2015, p. 170).

After the revolution of 1917, Ukraine was invaded by the Soviet Union. The Soviet
Union period was marked by massive political repressions where children and adults were
deported to Siberia and imprisoned or killed due to being Ukrainians (Zhukov & Talibova,
2018; Snyder, 2010). First, the Great Famine called Holodomor (1932-1933) was a famine
artificially amplified by governmental policies during which millions of Ukrainians who lived
in rural areas were starved to death (Conquest, 1986; Marples, 2007). Conquest (1986)
explains that “a whole generation of rural [Ukrainian] children... was destroyed or maimed...
both the shrinkage of a generation and [traumatic] experiences of the survivors have effects
which are still felt” (p. 283). In addition, the mass killing of Ukrainians continued during the
Soviet Union due to the mass repressions, deportations and the involvement of the Soviet
Union in the Second World War (Snyder, 2010). “In, 1937 and 1938, a quarter of million
Soviet citizens were shot on essentially ethnic grounds” (Snyder, 2010, p. 118). Ukrainian
soldiers participated in both the First World War and the Second World War; moreover, the
military operations took place on the territory of Ukraine. As a result, Ukraine has a
generation of those who have preserved war in their memories of childhood and who write
about war in their books for various audiences.

Although the process of creating books for children was disrupted by war and other
calamities, Ukrainian CL continued to be published during the Soviet Union period (Ray,
2005). The books were subsidised by the government, however, they were also censored, as

many children’s books were used as a tool for political propaganda (e.g., to glorify
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communism). Today’s Ukraine can be seen a post-Soviet Union state with all the
consequences for cultural and social-political preferences of its citizens (Dyczok, 2014, pp.
100-102). The influences of some Soviet ideas may still be visible in some Ukrainian views
today.

Ukraine? gained its independence in 1991 (Wilson, 2002). Now, it is an independent
sovereign state situated in Europe with 7 neighbouring countries (Magosci, 2007). In 2004,
the Orange Revolution happened; in 2014, the Euromaidan Revolution (also known as the
Revolution of Dignity) took place (Plokhy, 2015). Both revolutions started as street protests
against non-democratic presidential elections and social injustice. Despite some similarities,

these revolutions have a number of differences:

The first difference is that it [Euromaidan Revolution] lasted for three months
which was far longer than the seventeen-day Orange Revolution. The second was
that unlike earlier ‘colour revolutions’ in Serbia, Georgia and Ukraine the
Euromaidan did not take place within an election cycle. The third factor,
following on from the previous, was that the Euromaidan was driven as much by
national liberation as it was by European integration and human rights. Political
repression, the creation of a ‘mafia state’ and return to neo-Soviet nationality
and language policies culminated in an angrier population... The fourth was that
the Euromaidan was violent with the deaths of over one hundred protestors and
nearly 20 law enforcement officers. Earlier ‘colour revolutions’ had been led by
NGOs and opposition leaders committed to nonviolent strategies and in 2004 ...
The fifth factor was that opposition leaders led the Orange Revolution while the
Euromaidan was driven by NGOs, civil society and journalists. (Kuzio, 2017, pp. 9-

10)

Since 2014, Ukraine has been impacted by the Russian military intervention
sometimes referred to as hybrid warfare (Lanoszka, 2016). More than 10,000 Ukrainian

soldiers have been killed protecting the Ukrainian border (Bluszcz & Valente, 2019). The

2 Although historically, Ukraine has been referred to as “the Ukraine”, in this thesis | follow a well-established
scholarly tradition adopted in Ukrainian studies (Magosci, 2007; Plokhy, 2015; Snyder, 2010) and use the word
“Ukraine”.
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military conflict started with the annexation of Crimea by the Russian military troops in

2014, and was followed by further military invasion on the East of Ukraine. It is said that:

The annexation of Crimea led to further tensions in the Russian-Ukrainian relations.
On April 7, 2014, pro-Kremlin protesters occupied government buildings in Kharkiv,
Donetsk and Luhansk demanding a referendum for autonomy in Eastern Ukraine.
This time, the Ukrainian armed forces were mobilized to defend the country. In mid-
April, Kiev launched an ‘anti-terrorist operation’ to regain control of public buildings
in the area. On May 11, however, the self-declared Donetsk and Luhansk People’s
Republics were established following the organization of referendums in Donetsk

and Luhansk regions (Karagiannis, 2016, p. 142)

The events of 2014 and the following years have been represented in Ukrainian
picturebooks, for example, The War that Changed Rondo (2015) and My Father Became a
Star (2015). Swietlicki (2019) claims that prior to 2014, controversial topics were rarely
depicted in Ukrainian picturebooks published after 1991, and only after the Euromaidan
revolution, topics like death and war entered the realm of contemporary Ukrainian
literature for children (p. 204). Furthermore, it is noticed that while war in The War that
Changed Rondo (2015) is represented in a universal and idealistic way, where no one dies
(Swietlicki, 2019, p. 199), picturebooks like My Father Became a Star (2015) represent war
more realistically by mentioning real geographic locations and featuring death. Both books
are often recognised as outstanding by being awarded literary awards; they are present in
Ukrainian public libraries.

Nowadays, the educational system of Ukraine consists of public schools and libraries,
which vary in type and purpose, as well as private schools. Children may attend
kindergarten, where they learn basic competencies and literacies, from the age of 3to 6 or
7. Nonetheless, the responsibilities of ensuring adequate mental, intellectual, social and
moral development are held by parents. Children are schooled from the ages of 6-7 to 18-
19. The majority of schools in Ukraine are public. The private schools are often associated
with a deeper focus on learning art, mathematics and physics, and foreign languages.
Alternatively, there is home schooling for a small number of children: parents hire several
teachers to teach their children; therefore, this system looks more like private tutoring than
traditional schooling. The majority of schools have a school library at their premises and a
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literature classroom usually has an additional collection of books. The typical library
collection at school consists of the books assigned by the National school curriculum and
some contemporary CL, including works by Ukrainian authors and translations.

Until recently, schools have been expected to follow the National curriculum
providing teachers a list of textbooks and recommended literature. Teachers have had the
flexibility to choose how they would like to teach the assigned texts. The Ukrainian
language, English language, Ukrainian literature and World literature have been taught as
separate subjects. To the best of my knowledge, both literature subjects could be called the
history of literature because they include only a few contemporary texts. The majority of
books studied by Ukrainian children are significant works of art including prose, poetry and
drama. During World literature and Ukrainian literature classes, children are introduced to
classical literature written from the 19th to the 20th centuries. This system is changing at
the moment, as the Ministry of Education of Ukraine is in the process of reforming the
system; the new approach is similar to Australia where the curriculum specifies
competencies, and teachers have an opportunity to choose books, textbooks and other
materials they use in a classroom (Hrynevych et al., 2016, p. 25). Therefore, my study can
assist Ukrainian educators as they transition from a centralised curriculum-centred book
selection to autonomous book selection.

There are several types of public libraries in Ukraine: libraries for adults, libraries for
youth, libraries for children and children’s and youth libraries. There are also public libraries,
school libraries, university libraries, and libraries with special collections. Usually, these
libraries are situated in separate buildings and serve different purposes. The adults’ libraries
are quiet places for reading and researching printed materials. My observations of Ukrainian
libraries for children and youth showed that the children’s libraries and libraries for young
adults are lively, colourful and noisy spaces. Children who are younger than 6-7 visit the
libraries with their parents. Children older than this can go to the library on their own.
Often, young readers spend their leisure time in the library, reading, drawing, performing
drama and playing games, being supervised by the librarians. This means that the librarians
have plenty of opportunities to recommend books to children, and children have enough
time to select books they want to read which are available in the open access collections.

Ukrainian librarians can seek support and professional development advice from the

Ukrainian Library Association (the ULA). The ULA was founded in 1995 and it created the
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Code of Ethics for Ukrainian librarians in 1996, with the latest edition issued in 2013
[Ukrainian Library Association, 2021]. In addition, it has been organising academic
conferences and public discussions, publishing materials for professional development, and
managing various social projects. For example, since 2001, the ULA has been successful in
finding sponsors and partners for providing more than 2,000 Ukrainian libraries with
Internet connections and computers.

Picturebooks and illustrated collections of tales and poems are popular in Ukraine;
nevertheless, picturebooks are rarely used in school (Vzdulska, 2016). The lists of authors
and titles of texts recommended to years 2-4 and 5-6 students by the Ukrainian Ministry of
Education (available on the MOE web-site) indicate different types of narratives: verbal
texts with no illustrations (for example, some classical short stories, myths and legends),
illustrated collections of stories (for example, Ukrainian fairy tales), and picturebooks
written by contemporary authors. However, the picturebooks are in minority. Because
illustrated books are used at the Ukrainian classroom as often as picturebooks, if not more
often, | have used Ukrainian picturebooks and illustrated collections in this study. The
illustrated books generally have more pages than traditional picturebooks. The font is
usually smaller. Each tale, story or poem has one or two illustrations only. These illustrated
books are targeted at family readers or for advanced readers who learn to read very early.
In Ukraine, the average age when children learn to read fluently is 6-7 years; however, some
children learn to read at the age of 3-4. This can be explained by the fact that Ukrainian is a
phonetic language, and there is not much difference between spelling and pronunciation.

The motivation to read vary for different age groups of the Ukrainian young readers.
Volosevych and Shurenkova (2020) claim that only 31% of surveyed Ukrainian children
between ages 6 and 9 read for pleasure. The majority of children of this age group said they
were encouraged or forced to read by their parents and teachers. However, 52% of 10- to
15-year-olds reported that they read for pleasure and they often specified which genres of
books they like reading; the other 48% said they read only because their parents force
them. The majority of children of different age groups who participated in the survey

conducted by Volosevych & Shurenkova (2020) said they did not like books from the

national school curriculum.
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1.7.3. Cross-cultural Differences: Implications

This brief overview of the history of Australian and Ukrainian cultures highlights several
differences that might influence the findings of the study. The language, the colonial past,
memories and perceptions of war, selected educational systems and librarian practices — all
these are different in Australia and Ukraine. It is anticipated that the interpretation of war in
Australian and Ukrainian picturebooks will be different, and that other types of violence in

picturebooks might be perceived similarly.

1.8. Key Terms

This study is positioned within the research fields of children’s literature, education and
librarianship. The key terms defined here are: children’s literature, gatekeepers of children’s

literature, picturebooks, censorship and selection of picturebooks, and violence.

1.8.1. Children’s Literature (CL)

Children’s literature (CL) is an elusive concept. There is an enduring debate on how to define
it (e.g., Cadden, 2010; Grenby, 2008; Gubar, 2011; Hintz, 2020; Hughes, 1978; Townsend,
1971; Zipes, 2001). One possible definition is that CL is literature written for children.
Indeed, CL is usually seen as literature written, edited, illustrated, published, reviewed and
bought by adults, and read by children (Evans, 2015; Townsend, 1971; Zipes, 2001).
However, this is not always the case, as CL can offer “art, wisdom, beauty, melancholy,
hope, and insight for readers of all ages” (Nel, 2015, p. 88) and therefore, CL is read and
enjoyed by adults too (Nodelman & Reimer, 2003).

CL differs from literature for adults. Tucker (1990) explains that CL is not the same as
literature for adults mainly because child-readers have different needs and tastes than adult
readers. However, this statement can be challenged since not all children have the same
tastes and needs. Nel (2015) argues that CL is “a literature for an audience whose tastes,
reading ability, socio-economic status, hobbies, health, culture, interests, gender, home life,
nationality, and race vary widely” (p. 87). Therefore, although some scholars agree that CL
has a defined readership, other would disagree.

Furthermore, scholars tend to distinguish CL from YA literature, saying that these two
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types of literature address different problems. YA literature is sometimes defined as “potent
and transformative” literature (Talley, 2011, p. 232) that deals with issues relevant to
teenagers (Bucher & Hinton, 2010, pp. 3-5), or as a literature that explores the problem of
identity in a contemporary world (Falconer, 2010, p. 88). In contrast, CL is expected to
represent themes, issues, and problems which are of interest to the child-readers, therefore
to readers who are 12 or younger. However, this point of distinguishment is slightly
problematic because of a category of readers referred to as “the cross-reader of children’s
and young adult literature” (Falconer, 2010, p. 160); this category includes children who
read CL and YA literature, and teenagers who read books aimed at children, and books
written with young adults in mind.

The term “children” in CL can be perceived in different ways. Reynolds (2011b) offers
several questions that highlight multiple ways in which children can be seen in the CL

research:

Which children are being studied: child characters in the texts? Child readers? If the
latter, are these actual readers whose responses will be investigated, or implied

readers, constructed in the narrative? And, when dealing with a book from the past,
which real readers? The original children for whom a book was intended? Its current

readers? Or both? How old are these children? Does age matter? (p. 4)

Ironically, literature written by children is rarely considered as CL (Gubar, 2011).
Furthermore, real children not always become participants of CL research (Saguisag &
Prickett, 2016). Some scholars perceive the exclusion of children participants from the
studies focused on children as “adultism” (Bell, 2010; Bettencourt, 2020; Bertrand et al.,
2020). Originally, the term “adultism” referred to dismissing children’s rights to verbalise
their needs and preferences (Bell, 2010). For example, in many Western countries school
attendance is compulsory; however, children cannot choose learning styles or methods for
themselves. Later, the concept of adultism was also applied to the participatory research
that excludes children (Bettencourt, 2020). The argument was that adults should share the
power of decision-making with children. Other scholars explain that although it would be
valuable to hear more children’s voices in the research, there are certain institutional

barriers (e.g., ethics) and methodological issues associated with including children as
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participants (Kirk, 2007; O'Reilly et al., 2013; Roberts, 2017). It is stated that in order to
include children as research participants, the researchers must have an appropriate training
to ensure that children can give informed consent and that the methods are suitable; also,
such inclusion should be justified by the research questions (Roberts, 2017). In this study,
the focus is on the gatekeepers of CL: on the gatekeepers’ perceptions of books for children
and on the readers of those books. The major reason for not including children as
participants in this study is that the research questions are concerned with how adults
exercise their power of decision-making when they select books for library collections.
Although children influence gatekeepers’ decisions, the books are selected and purchased
by adults, not by children. Further research on how to discuss picturebooks with children
should include the perspective of children.

The distinguishing feature of CL is that it usually portrays child-protagonists (Hintz,
2020); however, not all texts with a child as the main character belong to CL. Pondering

about the definition for CL, Lurie (1990) says that:

These works are not necessarily shorter or simpler than so-called adult fiction, and
they are surely not less well written. The heroes and heroines... are often children:
but so are the protagonists of Henry James’s What Maisie Knew... Yet the barrier
between children’s books and adult fiction remains; editors, critics and readers

seem to have little trouble in assigning a given work to one category or the other.

(p. xiii)

Indeed, CL is a separate area of publishing and research, and there must be a reason
for this. Grenby (2008) notes that CL “concerns itself with children’s lives and views the
world from their point of view” (p. 35). Therefore, children are narrators and focalisers in
the texts belonging to CL: whatever children cannot notice is not mentioned in the story. By
contrast, the novels written for adults may contain explicit references to sex and violence
even if a narrator is a child (e.g., Atonement (2001) by lan McEwan); the novels can include
both child and adult focalisers to represent the multiple views.

Controversial topics such as violence, death, and sex are less common in CL in
comparison to literature written for YA and adult readers. According to Nodelman (2015),

literature written for children is “a category built on restrictions... defined by what it leaves
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out” (p. 33). As a result, violence represented in picturebooks for children is seldom explicit;
its identification requires a reading strategy that is sensitive to implications and subtexts.

The other unique characteristic of CL research is its multidisciplinary nature. Sarland
(1999) explains that the “discourse on children’s fiction sits at the crossroads of a number of
other discourses” (p. 39). In addition, Hintz (2020) says that CL “is fully established across
multiple disciplines and is constantly renewed by new methodologies and cultural concerns”
(p. 158). Indeed, the research on CL requires a scholar to have knowledge of humanities,
arts, education and psychology, because CL is expected to influence the reader’s
intellectual, creative, socio-cultural, moral and emotional development. Nikolajeva (1996)
points out that CL has often been analysed according to its pedagogical properties, such as
the presence of problematic ethical issues, and not according to literary characteristics like
style, irony, language, innovations. This leads to incomplete interpretations of the text.
Therefore, it is essential to recognise both components of a children’s book: educational
and aesthetic.

In conclusion, CL is a problematic term; however, scholars usually agree that it
implies literature written for and read by children. CL rarely portrays death, sex and violence
explicitly. As a result, it might be challenging to identify picturebooks representing violence.
There are many methods for studying CL; the dominant approaches in contemporary
research prioritise aesthetic features of the book or the reader’s response to and interaction

with the text.

1.8.2. Gatekeepers of Children’s Literature

Gatekeeping is a significant issue in CL because “different adults have different ideas about
what needs to be left out” of CL (Nodelman, 2015, p. 33). Gatekeepers of CL (Bottigheimer,
2010; Jenkins, 2011; Mercier, 2011) are adults who guide young readers into the world of
literature. They may try to protect young readers from the negative impact of inappropriate
literature and consequently deny or limit access to certain books. At the same time,
however, they can encourage and support the diverse reader’s interests despite the
controversy surrounding certain books and, perhaps, mitigate potential harm by discussing

books with children. Furthermore, these are the people who can influence ways in which
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children read books, offering children shared reading experiences and their own
interpretations of texts.

Gatekeepers may include authors, editors, publishers, librarians and many other
adults who work with children and books. For example, Hintz (2020) lists “teachers,
librarians, caregivers, reviewers, or literary critics” (p. 86) as arbiters of CL. The main focus
of the study is on institutional gatekeepers in educational settings: teachers and librarians.
Prior research shows that, usually, they are the crucial link in the chain of “child protectors”
(Jenkins, 2011, pp. 444-446), who can be trusted to evaluate book appropriateness for a
young audience. Involvement of teachers and librarians in the exploration of violence in
picturebooks is justified by the substantial power of guardianship which they have upon
young readers. Townsend (1995 [1971]) explains that the “suitability, popularity, and
relevance” (p. 64) of the book for the child-reader should not be based purely on theoretical
assumptions. Thus, questions like, “Will this be suitable for my child, will this be popular
with my class, will this be relevant to the children in the area served by my library?” should
be answered by parent, teacher or librarian, not by literary critic only (Townsend, 1995
[1971], p. 64). Hence, the study of the perspective of gatekeepers is an important part of

the exploration of the social functioning of CL.

1.8.3. Picturebooks

A picturebook may be defined as a multimodal published book characterised by a complex
relationship between verbal and visual narratives, in which words and images elaborate,
enhance, amplify, complement or, sometimes, even contradict each other (Bader, 1976;
Nikolajeva & Scott, 2006; Sipes, 2011). Consequently, studies of picturebooks are situated
within at least two disciplines: CL and sequential visual art.

The word picturebook may be spelled in various ways (e.g., picture book, picture-
book) depending on the purpose of the speaker. According to Moebius (2011), those who
prefer to emphasise the connections of this type of literature with the history of books use
the classical spelling picture book which mirrors French album de jeunesse. However, the
majority of CL researchers who perceive a picturebook as a book in which “pictures and
words together are treated as semi-autonomous and mutually attractive chains of meaning”

(Moebius, 2011, p. 169) prefer the term picturebook, which relates to the German word
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Bilderbuch. Sipe (2011) adds that a picturebook is characterised by the unity of words and
images, and this should be reflected in the spelling of the term (p. 238). Consequently, |
follow the tradition established by scholars who study complex relations between words
and images and use the term picturebook.

The first examples of narratives that aim at telling a story using words and images in
a way similar to picturebooks can be traced as far back as the prehistoric period (e.g., cave
paintings). Later on, stories depicted by a series of images appeared on Egyptian, Greek and
Roman murals and in Chinese and Japanese scroll paintings. In the 18t century, William
Hogarth’s famous A Rake’s Progress (1732-1734) communicated the fallen life of a young
man via a series of black and white engravings with titles. Finally, in the 19 century,
Randolph Caldecott started creating the first British toy books, which combined short text
passages and colourful illustrations. These examples can be perceived as prototypes of a
picturebook (Sipe, 2011, p. 238), demonstrating a long tradition of narratives in which
images communicate the story alongside words.

When distinguishing picturebooks from other illustrated books (e.g., graphic novels,
comics, art-books etc.) the differences might seem rather subtle. The most distinctive
feature of the picturebook is that only in a picturebook do words and images play an equal
role in creating meaning. In both comics and graphic novels, words play a secondary,
complementary role and pictures dominate. Gibson (2010) mentions a few other differences
between comics and picturebooks: temporal organisation, perceived purpose and expected
reading mode (pp. 101-104). Temporal difference between the two types of books is that, in
comics, the events from the past, present and future are often mixed into a complex
mosaic, while, in the majority of picturebooks, time is linear: all the events happen
chronologically. In addition, while comics are perceived as an entertaining read for children,
picturebooks are seen first as an educational tool for developing literacy, and then as
entertainment. Also, contrary to comics, which tend to be read privately, picturebooks are
expected to be read with adults. This means that, unlike comics and other multimodal
narratives, picturebooks are more likely to be perceived as educational reading for younger
children that can be used to teach, instruct and build stronger connections between parents
and children.

Picturebooks were selected for the study exploring fictional violence for two

reasons. First, “picture-book discourse is either socialising in purpose, or is oriented towards
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particular social constructions of representation and reality” (Stephens, 1992, p.198) and,
therefore, picturebooks can bring new insights into how a social construct like violence is
represented. Second, picturebooks use both words and images to convey meaning and,
therefore, they are multimodal narratives (Bader, 1976; Nikolajeva & Scott, 2006; Sipes,
2011), with a range of the meanings representing violence. Even though there is an
extensive body of research on controversial topics in picturebooks (Becket, 2012; Evans,
2015; Schwarcz & Schwarcz, 1991), it is important to examine specific themes within
controversial topics because each theme can be perceived rather differently by the
gatekeepers. For example, a picturebook representing a death of a child’s pet and a
picturebook representing war deal with controversial topics; however, they are judged
differently. This study has a narrow focus on picturebooks representing violence.
Picturebooks are “predominantly associated with childhood, with views about what
is ‘appropriate’ in these texts being refracted through views about what is suitable for
children” (Gibson, 2010, p. 104). Defining the age of picturebook readers may seem an easy
endeavour; however, it is problematic because of such categories as crossover picturebooks
aimed at a dual audience of children and adults (Beckett, 2012). Picturebooks are read by

children and adults of all ages.

1.8.4. Censorship, Self-censorship, and Selection in Children’s Literature

Censorship, or limiting public access to inappropriate material, is often seen as totalitarian
and unnecessary by people with liberal views. The same people, however, might object to
the free circulation of certain books if the readers of those books are children (Rudd, 2010).
Censorship may take different forms. The most extreme form is libricide: burning books to
prevent people from reading about certain ideas (Duthie, 2010). Heins (2007) concludes
that pieces of art and literature as well as entertainment accessible to the general public
may be recognised as “indecent”, “inappropriate”, “vulgar” or “offensive” and,
consequently, censored on the legal level (p. 255). The eagerness to protect children from
illicit knowledge is far from new: the topics which are considered to be inappropriate
“change across time and cultural context, from Plato onwards” (Rudd, 2010, p. 154).

Ulanowicz (2013) explains that the belief that children should be protected from scary and

potentially dangerous fairy tales originates from Some Thoughts Concerning Education
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(1693) by John Locke who advised children to read books like Aesop fables with morals,
rather than listen to folk and fairy tales which could corrupt “tender minds” (p. 1). Despite
centuries of banned children’s books, the issue is still relevant.

Arguments against censorship are that if children read only sanitised texts, they are
denied the opportunity to prepare themselves for the diversity of the outside world (Knox,
2019), and that banning the books may boost their sales and have an opposite effect
(Cullingford, 1998; Nel, 2018; Lukens, 2007). In addition, while some children might not be
ready to read a certain book, others might benefit from exploring the challenging issues
depicted in the book. Heins (2007) points out that restricting a child’s access to books is not
a solution; she suggests that the more helpful alternative to censorship is education:
teaching children media literacy, critical thinking skills, sexual education and others.

Selection is a term closely related to censorship. Nodelman and Reimer (2003)
explain that while censorship involves adults deliberately denying children’s access to books
with certain content, book selection means that adults apply certain criteria to choose
books for children. In practice, however, parents, teachers and librarians might select books
using more censorious strategies. Some people might be against the idea of censorship;
however, they eagerly apply censorious selection themselves. For example, a teacher might
be against banning a picturebook that represents death if this book is already in the library;
however, the same teacher might decide not to buy this book for the library collection
precisely because death is one of its central themes. Such a decision is sometimes referred
to as self-censorship.

Self-censorship is a type of censorship that happens locally and silently. For this
reason, it is sometimes referred to as silent censorship (Williams & Dillon, 1993). It can be
defined as “choosing not to select materials because of personal bias or fear of reprisal from
one’s community” (Knox, 2017, p. 269). Usually, self-censorship stems from a fear of
upsetting parents and colleagues (Freedman & Johnson, 2001; Jacobson, 2016; Rickman,
2010), and manifests in relocating or removing books from shelves, labelling books as
dangerous, altering book content by removing pages, or not purchasing books for a local
library collection (French, 2003, Knox, 2017). Librarians who engage in acts of self-
censorship pursue conflicting goals. On one hand, librarians intend to offer their readers
free access to different types of information. On the other hand, librarians wish to avoid

receiving any complaints from parents because in some cases such confrontation might
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even cost them their job (French, 2003). Parents are the most common challengers of CL
(Jacobson, 2016). Lukens (2007) observes that “worried parents often approach school
administrators, teachers, or librarians about ‘inappropriate’ books” (p. xx). The reasons for
worrying vary. Parents might think that the book has to be banned because it evokes
“strong feelings” (Nodelman & Reimer, 2003, p. 105), lacks happy ending and moral values
which parents want to endorse (Kauer, 2008), contains sexual content (Jacobson, 2016),
portrays LGBT (Méoller, 2014), or depicts challenging topics which adults are not comfortable
discussing with children (Freedman & Johnson, 2001; Knox, 2017). Clearly, the primary aim
of parents is to protect children. The problem arises when parents are not satisfied with
simply limiting the access of their own child to a book they perceive as offensive; instead,
the parents demand that the book is banned and removed from the library collection.
Indeed, self-censorship can be seen as “powerful and invisible force within authoritarian
groups” (French, 2003, p. 26). Freedman and Johnson (2001), who included both teachers
and students into their empirical research on challenging books, found that students are
willing to read books with difficult themes, whereas teachers are highly likely to self-censor
these books and refuse to use them in the classroom. Rickman (2010) discovered that
certain types of librarians are more likely to self-censor books than others. The
characteristics of potential self-censors include: “(1) being of the age 6069, (2) holding no
formal collegiate education degree (BSE or MS/MSE) with library media certification or
licensure, (3) being at the secondary level school library, and (4) having 15 or fewer years of
educational experience” (p. 15). Freedman and Johnson (2001) explain that a heathy
alternative to self-censorship is book selection.

The selection process can happen without censoring literature. The main aim of
book selection is to use inclusion criteria in order to choose a wide range of books that
represent various ideas (McClure, 1995). For instance, Bucher and Hinton (2010) list several
strategies for selecting quality literature for young adult readers. They say that teachers and
librarians should judge the appropriateness of books by consulting book reviews, checking
information about book awards and book lists, evaluating literary elements (e.g., plot,
characters, settings, theme, point of view and style) and applying their knowledge of literary
theory (e.g., gender and postcolonial issues). In addition, Bucher and Hinton (2010) claim
that the gender of readers should be taken into account because boys and girls have

different reading preferences. Boys are claimed to prefer “short texts” and “visual texts”,
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and they are more eager to judge a book by its cover in comparison to girls, who are said to
enjoy reading fiction for pleasure more than boys (p. 44). Based on this belief, librarians are
advised to recommend graphic novels, comics and picturebooks to boys, and fiction (rather
non-fiction) to girls. This reasoning shows the difference between censorship and selection:

censorship focuses on exclusion criteria, and selection takes into account inclusion criteria.

1.8.5. Violence

There is more than one way to define violence. Galtung (1969) explains that violence is an
action that includes a subject and an object, even though the action and the object might be
difficult to notice. Krug et al. (2002) define violence as “the intentional use of physical force
[emphasis added] or power, threatened or actual, against oneself, another person, or
against a group or community, that either results in or has a high likelihood of resulting in
injury, death, psychological harm, maldevelopment or deprivation” (p. 5). This definition
stresses that violence can be self-directed, interpersonal or collective depending on the
subject. A more nuanced understanding of violence is offered by Brittain (2017) who says
that violence is a coercion aiming to “express or influence the emotions, ideas, intentions or
interests of an actor (or actors) over another (or others)” (p. 20). Therefore, Brittain
emphasises the similarities between violence and oppression. For Hamby (2017), the act can
be called violent only if it contains four components: it is intentional, nonessential,
unwanted and harmful. However, Zizek (2008) argues that even if the object of violence is
unknown and even if the act is normalised (therefore, perceived as necessary or wanted),
the maltreatment of an individual is still violence. For example, discrimination may be seen
by some as necessary; however, the harm it causes to the subjects justifies regarding it as
violent.

Violence can be direct or indirect. Direct or personal violence may be classified as
physical, verbal or psychological (Holmes & Gan, 2012; Jackman, 2002; Kitchin Dahringer,
2017). Physical violence involves “the use of physical force to cause harm, death, or
destruction, as in rape, murder, or warfare” (Holmes & Gan, 2012, p. xvii). Furthermore,
violence “may be corporal, written or verbal. Injuries may be corporal, psychological,
material or social” (Jackman, 2002, p. 405). Overall, these types of violence, whether

physical or psychological, can be categorised as direct (Galtung, 1969) or obvious (Zizek,
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2008) violence. Direct violence is present in several picturebooks, for example, war
slaughter in And the Band Played Waltzing Matilda (2015), bullying in Willy, the Wimp
(2014) and self-harm in The Boy who Ate Himself (2012). On the opposite side of the
continuum, there is indirect or structural violence.

Structural violence is a term introduced by Galtung (1969) to claim that socio-
economic conditions influence human’s well-being, safety and longevity and therefore they
should be treated as the subjects of violence. Structural violence can be seen as social
injustice (Galtung, 1969, p. 171) and it is related to the uneven distribution of resources
within a society. Leech (2017) explains, “Structural violence manifests itself in many ways,
but its common theme is the deprivation of people’s basic needs as a result of the existing
social structures” (p. 184), meaning that oppression, poverty and limited access to resources
such as food, education, medical care, recreation and alike may lead to unnecessary injury
or death. Examples of representations of structural violence in picturebooks include
Waltzing Matilda (2007), in which an Australian swagman (i.e., a transient labourer who
travels with his belongings in a swag) steals and commits suicide as an attempt to fight
social injustice, and a folktale “Vixen, the Sister” (2015) where Vixen is forced to steal and
kill roosters because of poverty.

The other useful suggestion offered by Galtung (1969) is to explore two levels of
violence: manifest and latent. Manifest violence involves visible actions where a subject is
maltreated, injured or killed. Whereas, latent violence is hidden and invisible violence,
which can be defined as potential and expected violence in a certain context. Galtung
defines personal latent violence as “a situation where a little change would trigger
considerable killing or atrocity” (p. 172). This definition can be applied to some
contemporary picturebooks representing war. For example, in the picturebook My Dog
(2001), the act of killing people (war slaughter) is represented in words and pictures,
therefore it is a case of manifest violence. The words say, “They just looked like ordinary
men, but they had guns and were crazy in the eyes. ... they shot people in the street”
(Heffernan, 2001, no page), and the image shows soldiers with guns shooting at someone.
However, the act of war rape in the same book is implied and latent. The words tell the

reader:
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...they drove away with my mum. | ran after them. | fell. | ran and ran, down
the stony road after them. Stop! Give me my mum! But they didn’t stop.

She’s so beautiful, my mum. My dad says that she’s the most beautiful
woman in the world. Why did they hit her? Why did they take her away?

(Heffernan, 2001, no page)

Violence is a multifaceted term, and its definition depends on its application. In this
thesis the term violence refers to unwanted and intentional words and actions aimed to
harm or kill a subject. Regarding the subject, it can be self-directed, interpersonal or
collective. From the point of view of an object, it can be personal (or direct) if an object is
identifiable, or structural (indirect) if an object of violence is deeply rooted in a social
structure and is therefore hardly noticeable. In addition, violence can be manifest if the

action is visible, or latent if the act of violence is implied.

Table 1

A Typology of Violence in Picturebooks (Galtung, 1969; Krug et al., 2002)

collective violence

interpersonal violence

self-directed violence

personal & manifest | war slaughter bullying self-harm
personal & latent exile war rape suicide
structural & latent discrimination social isolation self-neglect

Table 1 shows the types of violence commonly found in picturebooks. The typology

of violence is adapted from the World report of violence and health (Krug et al., 2002) and
complemented with the types of violence explored by Galtung (1969). This table is a result
of my own exploration of contemporary Australian and Ukrainian picturebooks. The

representations of violence vary. Sometimes they are subtle and implicit, other times they

are clearly evident; nonetheless, they all have been an inevitable part of CL.

1.9. Thesis Outline
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The thesis consists of six chapters. The first chapter introduces the reader to the research
guestions, explains the reasons for undertaking the research, outlines the scope of the
study, sets the cultural contexts in which the research was conducted, and defines relevant
key terms: children’s literature (CL), gatekeepers of CL, picturebook, censorship, selection
and violence. The second chapter reviews the academic literature on the genre, on
gatekeeping and on selection in CL, as well as the current research on controversial themes,
taboo topics and violence in CL.

The third chapter presents the theoretical framework of the study. It describes the
research paradigm, philosophical assumptions, methodologies and research methods
chosen for this study. In addition, it draws on quality assurance strategies and ethical
considerations underpinning the study. At the end of the third chapter, the personal bias of
the researcher and research limitations are mentioned.

The fourth and fifth chapters present and discuss the study’s findings. The fourth
chapter is divided into several sections focusing on gatekeepers of CL and their definitions
of violence, the three dimensions of the decision-making process employed to select
picturebooks representing violence and strategies for curating those books at school, in the
library and at home. The fifth chapter discusses the findings of the study. The approaches to
selecting picturebooks representing violence, the three dimensions and the consequences
for education are compared and contrasted with the existing academic literature.

The final chapter of this thesis articulates the study’s conclusions, summarises the
major findings of the study and describes the implications and limitations of the study.
Furthermore, it suggests pathways for further research. The sixth chapter is followed by the
appendices and references. The appendices include profiles of research participants,
interview questions, lists of the picturebooks and samples of book illustrations discussed

during the interviews, and other relevant documents.

1.10. Chapter Conclusion

The main aims of the study are to understand how gatekeepers of CL in Australia and
Ukraine perceive fictional violence, supervise young readers and curate picturebooks

representing violence. The key terms discussed in this study are CL and picturebooks,
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gatekeepers of CL, censorship and selection, as well as violence. CL is a broad term which
usually implies books aimed at children; however, there has been a debate of what this
term includes and excludes. Picturebooks are multimodal narratives where words and
images complement and possibly elaborate each other’s meanings. Gatekeepers of CL are
adults who either allow and encourage, or warn, discourage and forbid children to read
certain books. In educational settings, gatekeepers of CL are teachers, librarians and
parents. Selection and censorship can be seen as two extreme points of the same process
which | refer to as book curation. While censorship is a process of excluding books from
book collections in order to protect children from harmful and offensive content, selection
is a process of including suitable, appropriate, useful and enjoyable books in book
collections aimed at children. Violence is defined here as an intentional and unwanted force
aimed to harm, injure or kill. To summarise, this chapter has set the scene for the study,
describing the study’s aims, introducing major components and outlining relevant

differences between the Australian and Ukrainian contexts.
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Chapter 2: Literature Review

This chapter aims at situating current study within other research conducted in the area. It
consists of two parts: initial and secondary review. This approach is suitable for a study
informed by a grounded theory methodology because it establishes the research context,
yet still leaves the room for new theories to emerge (Dunne, 2011; Dunne & Ust(indag,
2020). The initial review began before the data collection; it aimed at mapping a theoretical
landscape of research on violence, controversial themes in picturebooks and violence in
picturebooks. The secondary review began after | conducted the first interviews, and it
became clear that it was necessary to better understand gatekeepers’ expectations toward
genres of CL. Finally, after conducting all the interviews, | reviewed reader-response
theories. The aim was to explore the categories of child reader offered by the CL scholars
and to see how the new knowledge generated in this study can complement or challenge

established theories.

2.1. Initial Literature Review: Mapping Theoretical Landscape

This section aims at reviewing the research conducted in the fields of CL, education and
violence studies to understand the place of this study within these fields, to validate and
refine the main research question and to reveal how the current study can narrow the gap
in the research on gatekeeping in CL and violence in picturebooks. | used several strategies
for writing this literature review. First, | familiarised myself with seminal research on CL,
picturebooks, violence studies and violence in picturebooks conducted from 1970s to 2020s.
Mainly, | focused on research conducted in English-speaking countries such as the UK, the
USA, Australia, Canada and New Zealand. Second, | engaged with the current research on
picturebooks, and controversial topics in CL through participating in the IRSCL conferences
in 2017 and 2019. Participation in these conferences allowed me to learn about the most
current research in the field of CL. Third, | searched for the relevant publications in the
archives of such well-known and trustworthy CL academic journals as The Lion and The
Unicorn, Bookbird, International Research in Children’s Literature, Children’s Literature in
Education, New Review of Children's Literature and Librarianship, and School Libraries

Worldwide. Finally, | searched for peer-reviewed academic articles in such online databases
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as ERIC (Education Resources Information Center), ProQuest Ebook Central and Project

”n o«

Muse. In my search | used key words “children’s literature violence”, “picturebook

n u n u n u

violence”, “gatekeeping children’s literature”, “censorship children’s literature”, “selection
children’s literature”, “violence definition” and “violence interpretation”. Although, | tried
to conduct a broad and extensive search, this literature review has its limitations. The
literature reviewed here is not an exhaustive list of works on violence in picturebooks or
gatekeeping in CL. Instead, it is a map that sets the scene for the current research and

guided it.

2.1.1. Picturebook Research

Picturebook research is a rapidly developing field within CL studies. It has several directions.
To begin with, picturebooks research can be concerned with studying actual picturebooks;
such studies explore and offer methods for studying picturebooks (Colomer et al., 2010;
Nikolajeva & Scott, 2006; Sipe, 1998), and they focus on visual and textual representations
in picturebooks (Allan, 2012; Doonan, 1993; Kimmerling-Meibauer, 2014; Lewis 2001;
Nodelman, 1989; Painter et al., 2013; Salisbury & Styles, 2012; Schwarcz & Schwarcz, 1991).
In addition, picturebook research can explore readers’ responses to picturebooks (Arizpe
& Styles, 2016; Evans, 2009; Evans, 2015; Pantaleo, 2008). Furthermore, the research can
focus on how picturebooks are used in education (Benedict & Carlisle, 1992; Jalongo, 2004;
Haynes & Murris, 2011). Among these there are theoretical studies on picturebooks and
empirical studies on how child readers respond to picturebooks and some research on how
teachers use picturebooks in education.

Methodologies used in picturebook research are numerous. They include semiotics
(e.g., Nikolajeva, 2010; Sipe, 1998), social functional linguistics (e.g., Moya Guijarro et al.,
2009; Wu, 2014), narratology (e.g., Cadden, 2012; Nieres-Chevrel, 2010; Yannicopoulou,
2010), cognitive studies (e.g., Moruzi, 2018; Mjgr, 2010; Nikolajeva, 2013), queer theory
(e.g., Swietlicki, 2020; Young, 2019), postcolonial theory (e.g., Grit, 2018; Nodelman, 2008)
and other methodological approaches. Interviewing children after they have been reading
picturebooks (e.g., Arizpe & Styles, 2016), focus groups with child readers (e.g., Ghosh,
2015), and children’s written responses to picturebooks and observation (e.g., Pantaleo,

2008) are methods used to investigate readers’ responses. Therefore, picturebook research
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appears to be a well-developed field of CL which allows for certain flexibility of

methodological approach.

2.1.2. Controversial Themes in Children’s and Young Adult’s Literature

The research shows that controversial themes in picturebooks intended for child readers are
rare. It has been asserted that CL by definition excludes such controversial topics as sex,
violence and death (Lurie, 1990; Nodelman, 2015; Zipes, 2001). Moreover, adults often
expect violence to be absent from CL (Nodelman, 2015). Nonetheless, violence and death
occasionally find their way into the books for children, including picturebooks.

By contrast, young adult literature embraces controversial themes. Readers of YA
literature are usually understood as teenagers between 12 and 18 years of age
(Knickerbocker & Rycik, 2019). Fiction written for teenagers focuses on identity
construction, and on the conflict between the newly formed identity and the authority
figures (Bucher & Hinton, 2010; Falconer, 2010). As a result, books intended for young
adults often feature challenging themes, including violence (Falconer, 2010; Scutter, 1999;
Stephens, 2010a). Furthermore, it has been argued that “themes linked with sexuality,
violence and death became germane to adolescent fiction” (Stephens, 20104, p. 141) and
that “in contemporary YA [fiction], violence, death and the apocalypse have become the
norm rather than the exception” (Falconer, 2010, p. 89). Overall, YA literature is often
perceived as a transitional literature helping readers to move from CL with its didactic
messages and happy endings to the YA literature exploring more complex and challenging
issues and offering moral dilemmas rather than comforting solutions (Coats, 2010). This is
also true for the picturebooks targeting teenagers that often represent more complex moral
issues involving exploration of controversial themes, and featuring violence.

The thematic range of studies investigating disturbing topics is quite broad. The
studies on controversial topics in children’s and young adults’ literature include research on
death, sex and violence in fairy tales (e.g., Lurie, 1990; Tatar, 1987; Zipes, 1991), war in CL
(e.g., Fox, 1999; Myers, 2000) and self-harm in literature for children and young adults (e.g.,
Crowdy, 2012; Reynolds, 2007). In addition, some studies are concerned with the issue of
censorship in CL (Heins, 2007; Nel, 2018), and self-censorship in libraries (e.g., French, 2003;

Knox, 2017; Moeller & Becnel, 2020). Therefore, the exploration of violence in CL is situated
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within a broader context that includes several areas of research interests such as
explorations of censorship, and challenging topics in CL.

Research on controversial topics in picturebooks encounters several challenges.
Evans (2015) pinpoints three main problems connected with picturebooks that feature
challenging topics. Firstly, the definition of this type of picturebooks is quite vague. They are
referred to as “strange, unusual ... disturbing ... shocking, troubling, curious, demanding and
philosophical [emphasis in original]” (Evans, 2015, p. 5). Secondly, there is no clear
classification of controversial picturebooks. As a result, picturebooks which narrate stories
about war, genocide, sexual abuse, incest, violence, death, childbirth and sex are often
included in the same category. Thirdly, the age of the implied reader of challenging and
controversial picturebooks is not clear. Indeed, picturebooks featuring uncomfortable
themes often have little in common, but because there are not many of them, it seems
convenient to treat them as one category. To identify whom the book is aimed at, suitable
for and read by is another challenge. For example, O’Sullivan (2005) raises the question of
the intended audience of picturebooks Rose Blanche (1983) depicting Holocaust. There has
been some research to address the issue of the audience age of any picturebooks (e.g.,
Tucker, 1990) and on the audience age for crossover picturebooks (e.g., Beckett, 2012).
However, little is known about how gatekeepers consider age, and the individual
psychological characteristics of readers when they select picturebooks representing

violence. This research aims to clarify this issue.

2.1.3. Violence in Picturebooks

Violence has been a broadly researched topic that brings together various disciplines. This
includes research on defining violence (Jackman, 2002; Hamby, 2017; Tolan, 2007),
theorising violence (Brittain, 2017; Galtung, 1990; Zizek, 2008), history of violence (Dwyer et
al., 2016; Dwyer & Ryan, 2012; Pinker, 2011), strategies for preventing violence (Fraser &
Seymour, 2017; Henry, 2000; Stanko, 2003; Triplett et al., 2016), and media violence
(Edwards & Fuller, 2019; Freedman, 2002; Morrison & Millwood, 2007; Sekarasih et al.,
2015). Within the field of CL, extensive research has been done on violence in folk and
fairytales (Beckett, 2008; Bettelheim, 1976; Tatar, 1987; Zipes, 1991). Therefore, there is a

strong foundation for studying violence in picturebooks.
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Research on violence in picturebooks is a comparatively new branch of picturebook
research which has gained popularity only recently. To the best of my knowledge, it began
in the 1990s with the exploration of war in picturebooks (Schwarcz & Schwarcz, 1991), the
IASL conference presentation “Violence in children’s literature today” (Nimon, 1993) and a
publication of a special issue “Violence and children’s literature” edited by Reimer (1997) in
Children’s Literature Association Quarterly. The main conclusion drawn by the researchers is
that fictional violence often passes unnoticed (Nimon, 1993; Dresang, 1997; McGills, 1997;
Reimer, 1997). Mauro (1997) states that rather than looking at the individual-collective
nature of violence only, it is also valuable to distinguish different levels of violence visibility.
The reason is that violence in children’s books may be represented as “silent, pleasant,
invisible, and deadly” (p. 117). The same is true for the perception of violence. If a certain
type of violence is culturally acceptable than it may be “undetected” (p. 113). Furthermore,
it has been claimed that the difference between the representations of violence in books for
children and adults is that books intended for child readers offer more implicit and vague
depictions of anything that might be potentially disturbing (Reynolds, 2011a). Thus, it is
important to investigate the visibility of violence in picturebooks and to pay attention to the
influence of culture on the perceptions of violence.

The most recent research on violence in CL shows some curious tendencies. Clearly, it
is not concerned with the visibility of violence anymore; instead, scholars are trying to
understand how violence is represented, and what roles violence plays in fictional
narratives. For example, Jorgensen (2018) explains that violence in fairy tales enhances the
masculinity of a protagonist even in the cases when violence if not performed by a male
hero, but directed at him. She explains that “a discursive field of forced objectification
through violence and transformations seems to constitute masculinity” (p. 355). Thus,
instead of using descriptions of manly appearance, the fairy tale authors embody the
protagonists’ masculinity through their violent actions or their response to violence. Not
only can fictional violence assist in constructing a character, it can be used for building a
plot. The exploration of media violence highlights that representations of violence might be
helpful in moving the plot forward, and that this narrative strategy is used across different

multimodal narratives, including picturebooks. It is concluded that:

“Without conflict, a storyteller cannot build the necessary tension to create plot ... if
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conflicts are not externalized into action, the story becomes static and talky, rather
than dramatic, visual, and emotionally compelling ... Conflict may not always lead to
violence. However, conflict is the root from which violence can grow” (Edwards &

Fuller, 2019, p. 1)

Fictional violence can also be used to bring readers’ attention to a certain theme.
The portrayal of violence might be incorporated into the story “to call attention to a
problem, [or] arouse sympathy for victims” (Edwards & Fuller, 2019, p. 5), or to support
certain historical myths about past wars (Kerby et al., 2017). McNamee and Mercurio (2006)
explain that there is little research on violence in picturebooks despite the fact that
picturebooks representing violence could be used in education to discuss war, terrorism,
and other types of violence which children might encounter watching TV news. In their own
research, the scholars state that there is a need for a study that would explore the decision-
making process of caregivers who choose picturebooks representing violence for children.
However, their study analyses representations of violence in five picturebooks. Therefore,
to the best of my knowledge, despite scholarly interest in the representations of violence in
CL, there is no empirical research that examines the opinions of gatekeepers concerned with
the risks and benefits associated with reading picturebooks representing violence.

The contemporary research on violence in picturebooks and in CL has been
conducted in several socio-cultural contexts. To name a few, there are studies exploring
violence in American (e.g., Crawford & Roberts, 2018; Strekalova-Hughes, 2019),
Scandinavian (e.g., Bjorvand, 2010; Neraas, 2020; Ommundsen, 2014), Australian (e.g.,
Kerby et al., 2017; Sharp & Parkes, 2017) and Ukrainian CL and picturebooks (e.g.,

Kachak, 2016; Swietlicki, 2018). Different types of violence have been studied and various
methodological approaches have been selected. The prevailing type of violence
examined in picturebooks is war. However, there are exceptions, for instance, Bjorvand
(2010) analyses a Norwegian picturebook Angry Man featuring domestic violence.

Most research on violence in Australian picturebooks has been concerned with the
representation of war, namely ANZAC soldiers (e.g., Bongiorno, 2016; Kerby et al., 2017;
Kerby et al., 2019; Sharp & Parkes, 2017). However, other research is also present. For
example, Sipe (2011) examines the Australian picturebook Woolvs in the Sitee (Wild &

Spudbvilas, 2007), and asks, “Is this picturebook a metaphor of violence, poverty, and
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other intractable social problems, especially in large cities, that drive people to trust no
one and to lose any sense of community life?” (Sipe, 2011, p. 247). Thus, Sipe implies
structural violence. In Ukraine, some research has been conducted on violence in CL.
There is a study on violence in young adult Ukrainian literature analysing novels for
teenagers (Kachak, 2014). Similar to the Australian context, research on Ukrainian
picturebooks has been mostly focused on representations of war (e.g., Swietlicki, 2018;
Swietlicki, 2019). Overall, only a few studies have been conducted in this area.

To conclude, some types of violence in picturebooks seem to be explored more than
others. The commonly explored categories of picturebooks representing violence include
studies about picturebooks representing war and refugees. Whereas, violence against
animals, discrimination, bullying and self-directed violence in picturebooks are less
researched, and worthy of some critical attention. Furthermore, | conclude that perceptions

of these themes by gatekeepers have not been studied sufficiently.

2.1.4. Gatekeepers of children’s literature and violence in picturebooks

While CL research is usually preoccupied with a text, a reader and an author, there is a merit
in studying another important element of CL: gatekeepers of CL. Tucker (1990) explains that
children’s literature differs from adult’s literature mainly because young readers and adult
readers have different needs and tastes. Nevertheless, adults are usually responsible for
creating, publishing, and selecting texts for children (Nodelman, 2008). Furthermore, when
it comes to picturebooks depicting controversial topics, gatekeepers play a major role: they
have the power to recommend, to silence, to hide or even to forbid books. Lurie (1990)
claims that the books recommended by adults to children are often narratives that teach
“manners or morals or both” (ix) even if they are disguised as entertaining stories. She
explains that the subversive and controversial texts depicting the world with all its
imperfections and dilemmas are less likely to be recommended to children. Additionally,
Nodelman and Reimer (2003) suggest that for many adults, “a good book tends merely to
be one that does not [emphasis in original] contain oversubtle ideas, potentially bad
messages, descriptions of unacceptable behaviour, or scenes fearful enough to cause
nightmares” (p. 101). What constitutes potentially bad messages for gatekeepers have been

changing over time. Prickett (2004) explains that fairy tales were mostly seen as
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inappropriate reading for children in the 18th century. However, the situation changed with
the translation of Grimm'’s fairy tales into English in 1823 and Hans Christian Anderson’s
fairy tales in 1846 (p. 175). This study explores how the gatekeepers perceive violence in
different CL genres, including fairy tales, how they decide on the appropriateness on the
books, and on what grounds?

The other important issue linked to the gatekeeping of CL is the fine line between
censorship and selection. Both aim at catering for children’s needs. However, the methods
of achieving the aim differ significantly: censors try to protect child readers from dangerous
books, whereas selectors focus on offering children the range of books that satisfy readers’
needs and interests. Therefore, censors use criteria of exclusion, and selectors use criteria of
inclusion. Dresang (1997) points out that the greatest opposition to discussing controversial
picturebooks with children is usually created by “child protectors” who believe children can
be easily “damaged” by controversial subject matter (p. 134). Moreover, Dresang questions
the harmfulness of violence in CL, introducing the psychology-based notion of resilience to
emphasise that controversial topics in books may be useful. The concept of resilience draws
upon the idea that negative experiences contribute to psychological strength. Similar to
Dresang, McGillis (1997) says that “rather than try to shield children from the world they
live in, we ought to be trying to give them the tools to read this world carefully and
critically” (p. 130). Furthermore, Salisbury and Styles (2012) explain this perspective saying
that “many commentators — particularly in the West — have increasingly come to believe
that young children must be protected from all things unpleasant and dangerous, in both
life and literature... in our contemporary risk averse culture” (p. 113). The conflict between
child-protectors and those who believe children should become more resilient deserves
further exploration; therefore, this study will investigate this aspect of the issue.

Yet, another interesting area to explore is why censorship and self-censorship exist
within CL, and why some adults want to prevent child readers from reading certain books.
The research on this features different opinions. Nodelman (2008) half-jokingly implies that
“adults writers lie to child readers — for their own good... that works as a means of
protecting adults [gatekeepers] from children’s knowledge of the actual truth, for the
adults’ own good” (p. 217). Moreover, Evans (2015) elaborates on this idea, say that “many
adults feel challenging and controversial picturebooks are not suitable for children to read;

however, it is they, as adults, who have problems coping with these challenging texts and
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not the children” (Evans, 2015, p. 5). Booth (2011) explains that the grounds on which
children’s literature have been censored in the past include inappropriate language,
immoral and antisocial behaviour of the main characters, homosexuality and presence of

sex, death and violence. In addition, Heins (2007) explains that:

When people are asked what harm they think flows from violent, sexual or other
controversial art or entertainment [aimed at young audience], their answers range
from the broadly moral (kids should not be “robbed of their innocence”) to the
developmental and psychological (fear, nightmares, anxiety, oversexualised
behaviour), to the more specifically imitative (they will mimic violence or sexual

activity that they see on TV). (p. 10)

The research, therefore, offers several theories for why gatekeepers are against
controversial picturebooks in general. However, no previous studies have focused on how
gatekeepers from different cultures perceive violence in picturebooks, and, if they are
against showing picturebooks with violence to children, why they make this decision.

Lastly, many CL scholars agree that censorship does not work (Cullingford, 1998;
Heins, 2007; Nel, 2018). Cullingford (1998) explains, “Banning certain books and thrusting
others upon them does not help. It merely reinforces the distinction between pleasure and
learning” (p. 193). Also, Heins (2007) says that imposing laws aimed at protecting children
from harmful media is just a quick fix to the problem, whereas a real solution lies in
education. She argues that “a healthy upbringing, education, and community values are
likelier than taboos to immunise them [children] against violent, degrading or simple-
minded ideas” (p. 12). Furthermore, Nodelman and Reimer (2003) argue censorship
“deprives adults of the opportunity to discuss these matters with children, and to share
their own attitudes with them” (p. 103). In the limited research on the gatekeeping of
controversial picturebooks, censorship is presented as having more drawbacks than
positives. As such, this study investigates whether gatekeepers of CL perceive censorship in
the same way as these scholars, if and how they deem picturebooks representing violence
to be appropriate to share or recommend to child readers, at what ages, and if, how and

why they actually use controversial picturebooks in educational settings.
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2.1.5. Implications for this Study

This literature review demonstrates that the majority of studies on violence have been
mostly concerned with theorising violence, searching for effective methods to prevent
violence, exploring media violence and violence in fairy tales as well as violence in
picturebooks. In addition, there has been some research on selection and censorship in CL.
Furthermore, the literature review shows that most of the picturebook research has been
concerned with either the picturebook itself or the child readers’ response to picturebooks.
There has been some research on the use of picturebooks in education. The focus of the
reviewed studies has been mainly on: 1) how words and pictures work together to convey
meaning, 2) how controversial themes in picturebooks are represented, 3) how children
interpret words and pictures in picturebooks, and how they respond to them, and 4) how
teachers can use picturebooks representing controversial topics to foster empathy.

Both Australian and Ukrainian picturebooks representing violence have appeared in
theoretical research exploring how war, violence toward refugees, and discrimination are
represented in the picturebooks. Some research has been done on the public response to
Ukrainian picturebooks representing disturbing topics. Therefore, this study is positioned
within an already well-developed and well-established field.

Lastly, the research on gatekeepers of CL is still rare, and it has many unanswered
questions. This study can contribute a new insight into how adults perceive fictional
violence in picturebooks and on what grounds they make decisions about appropriateness
of the picturebooks for child readers. Furthermore, the underexplored area of research
which can be addressed by this study is concerned with why and how gatekeepers choose

to select, read and discuss picturebooks representing violence with children.

2.2. Secondary Literature Review: Genres

During the data collection process, it became clear that gatekeepers often use genre as one
of the main criteria for selecting and recommending books to readers, and that they have
certain expectations toward each genre. Therefore, it is necessary to explore how genre is

defined and understood in CL research. Examining literature in accordance with genre
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indicators requires a structural formalistic perspective on a literary work (Lukens, 2007)
where the following of certain rules supports the fulfillment of readers’ expectations.

Presence or absence of violence may be one such expectation.

2.2.1. Defining Genre

To define genre in CL is not an easy task. One of the ways to define genre is to describe it as
a group of texts sharing the same characteristics (Lukens, 2007). This is sometimes referred
to as family resemblances (Wittgenstein, 1953) or typical features which resemble each
other without being identical and belonging to the same context. Usually, the distinguishing
characteristics for each genre are: plot, characters, settings and epilogue.

Another definition states that genre is “a set of conventional and highly organised
constraints on the production and interpretation of meaning” (Frow, 2006; p. 10). In
comparison to the previous definition which is concerned with the book characteristics, this
one focuses on the reader. It claims that because each genre follows particular rules, it
evokes certain expectations in reader’s mind. Further, Frow (2006) explains that the
existence of genre differences in literature enables readers to understand and interpret
texts, as they know what to attend to. Reynolds (2011a) argues, however, that children
need to reach a certain age to start recognising genre conventions and to have certain
expectations toward genres.

Finally, one of the possible definitions brings author, text and reader together.
Jameson (1981) explains that genres “are essentially literary institutions [emphasis in
original], or social contracts between writer and a specific public whose function is to
specify the proper use of a particular cultural artefact” (p. 106). This definition highlights
that each genre creates certain expectations. This is important for the current study
because the research participants are looking at picturebooks belonging to different genres
and who will, presumably, expect those books to follow certain conventions and to have

certain functions.

2.2.2. Genre Taxonomy in Children’s Literature
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To categorise fictional texts into separate genres and sub-genres is a complex matter in both
adults’ and CL because the features associated with a particular genre are not always clear,
and the boundaries between genres may appear to be arbitrary (Abrams, 1999; Lukens,
2007). To select criteria which would allow a text to be identified as a representative of a
certain genre is more complicated than it seems. Hernadi (1972) describes more than 60
ways in which genres can be classified, dividing all the genre classifications into four
categories which follow four critical approaches offered by Abrams (1999), i.e., expressive
(artist oriented), pragmatic (reader oriented), structural (text oriented) and mimetic (world
oriented). For the current study, which focuses mostly on the gatekeeper’s interpretation of
violence, pragmatic and structural approaches seem to be more suitable than expressive
and mimetic ones. In addition, it might be difficult to distinguish one genre from the other,
because genres often overlap (Lukens, 2007), and cross the boundaries of one another
producing an innovation in the particular art field (Gardner, 1991). To support the claim of
blurred boundaries between genres, Rudd (2010) argues that contemporary CL has “the
postmodern tendency to mix or hybridize genres in varying degree of parody or pastiche”
(p. 184). Therefore, it is necessary to acknowledge a hybridity of picturebook genres.

CL scholars categorise genres within CL somewhat differently. Some regard realistic
works and works of fantasy as belonging to separate genres (e.g., Lukens, 2010). Others
define genres in accordance with the themes, labelling folktale, legend, fairy tale, animal
story, family fiction and others as genres of CL (e.g., Hunt, 2005). Yet others differentiate
types of books including poetry, novel, picturebook (e.g., Nodelman, 1988), or types of
picturebooks, for example, wordless picturebook, crossover picturebooks, postmodern
picturebooks, multilingual picturebooks, pop-up picturebooks and digital picturebooks (e.g.,
Kimmerling-Meibauer, 2018). Nonetheless, it is becoming a new norm to distinguish
different genres of picturebook based on a type of story (Reynolds, 2011a).

For the purpose of this research, the studied picturebooks are divided into the genre
categories according to the structural and pragmatic approaches. The structural approach
takes into consideration the formal features of the text (plot, character, setting and theme);
the pragmatic approach focuses on the readers’ expectations of certain genre. The genres of
picturebooks explored in this thesis are fantasy (including folktakes, fairy tales and animal
stories), realistic fiction, historical fiction, and poetry because picturebooks representing

violence tend to belong to these genres and not others based on my observation.
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2.2.3. Realistic Fiction

Realistic CL attempts to mimic reality. It often conveys both dominant and subversive
ideological messages in the least noticeable way, and it encourages the reader to believe
that the entire story is true (Pearson & Reynolds, 2010; Stephens, 1992). Pearson and
Reynolds (2010) explain that realistic “writing for children is concerned with teaching them
about the world in which they live and shaping their attitudes” (p. 64). Lukens says realistic
stories have one distinguishing feature: they seem “possible, although not necessarily
probable” (p.15). The other characteristic feature is that instead of focusing on some big
world problems, they usually explore a very specific situation, conflict or problem situated in
a clearly defined context. Realism in CL attempts to represent reality accurately and it often
explores disturbing themes; however, unlike realistic literature for adults, it usually leaves
some room for hope (Mercier, 2011). Therefore, realistic picturebooks are expected to

teach children about the world around them.

2.2.4. Historical Fiction

Historical fiction attempts to recreate the illusion of the historical past by featuring
historical figures as characters, establishing a plot around famous historical events, and
representing items of clothes, food and other objects that people had in the past. All this
creates the sense of authenticity and truthfulness. As a result, the events of the distant or
recent past can be interpreted in a new way.

Historical fiction can be dated to 1814 when Sir Walter Scott’s novel Waverly (1814)
was published (Cart, 2011). Since the 1930s historical fiction in CL has grown in popularity,
and the focus of the narratives shifted “from the observation of great political events to a
concentration on the life of the ordinary family, on how they lived and how the great events
touched their lives” (Fisher, 2005, p. 327). In the 1970s, historical fiction aimed at English
speaking 6 to 8 years old children was at its peak, and since 1980s, it has been slightly in
decline. Today, historical fiction is mostly associated with novels, however, there are a few

picturebooks that represent the historical past.
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The distinctive feature of historical fiction is its settings (Fisher, 2005; Lukens, 2007).
Representations of the past may create the nostalgic atmosphere, or construct a sense of
authenticity allowing the reader to have a stronger belief that the story is inspired by real
events, places or people. Consequently, illustrations would be “more important than in
most other genres” (Fisher, 2005, p. 366). This is certainly true when we talk about
picturebooks where the illustrator has the complicated mission of creating images of past
realities in sufficiently plausible detail to convey the flavour of the time. The picturebook
writer who creates historical fiction is expected to provide the reader with enough specific
details without too many elaborations.

War narratives may be seen as a sub-category of historical fiction. War in CL can be
both the main theme and the setting for the story. Fisher (2005) describes war narratives as
“moving accounts of the horror and muddle of war” (p. 368) and as depictions of “an
uncomfortable and unforgettable experience” (p. 371). Stories about war are shaped not
only by historical events but also by their later interpretations within a particular culture
(MacCallum-Stewart, 2007), impacted by both private and public memories about the war
(Thomson, 1994). Contemporary Australian literature includes several examples of
picturebooks exploring the First World War and other wars. The majority of these stories
belong to the type of fiction in which the war is used as a setting where the main character
is an ordinary person who happened to be in the wrong place in the wrong time.

There is a debate about the possibility to represent reality in historical fiction
objectively. Lukens claims that historical fiction written for children can transform facts into
fiction and to represent historical events “with increased objectivity” (Lukens, 2007, p. 17).
Stephens (1992) disagrees saying that “there can be no narrative that is free from point of
view and teleological purpose ... there are no ‘facts’ without interpretations, and
interpretations are morally grounded” (p. 205). Consequently, any writing (for children or
not) should be seen as highly subjective and as such that reflects the moral, ideological and
cultural values of the author. Furthermore, Stephens concludes that historical fiction is “the
discoursal product of firm ideological intentions ... [able] ... to transform events which
appear to be historical particularities into universals of human experience” (Stephens, 1992,
p. 238). Therefore, it is arguable as to whether it is possible to represent any event

objectively. However, it is evident that historical fiction always conveys ideological messages
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and moral views, even if it appears to be objective, authentic, trustworthy, and claiming to
describe facts or universal truths.

Because historical fiction is ideologically loaded, the narrator plays an important role
in it. Morrow (2009) states that “it is vital that children are told a range of narratives about
the past, with the characters and, importantly, the narrators, representing not just one
gender or one race or one class” (p. 19). Lukens (2007) recognises the transforming power
of historical narratives and the mythmaking work they perform. Each national culture has its
historical myths, its heroes and villains. Barthes (1973) explains that “myth hides nothing
[emphasis in original]: its function is to distort, not to make disappear” (p. 120). Historical
fiction written for children allows certain cultural values and myths to circulate within
society and be passed on from one generation to another. As a result, the historical past is
remembered and interpreted accordingly. War narratives, for instance, may communicate
ideological messages related to patriotism, national identity, feeling of belonging, sacrifice
and other themes (Sharp & Parkes, 2017; Whitmarsh, 2001). Other types of historical
narratives can share the perspectives of individuals who were silenced and voiceless in the
past. For example, overviewing the Australian picturebooks representing history, Morrow
(2009) explains that the picturebook My Place (1987) by Nadia Wheatley and Donna Rawlins
is one of the first Australian picturebooks that represents the perspective of an Aboriginal
girl in the 19% century, and the points of view of non-white children living in Australia.
Clearly, the narrators and characters establish the point of view, and convey certain
ideological messages which might transform readers’ understanding of a historical event.

Reader’s expectations of this genre mostly relate to historical accuracy. Special
attention is paid to setting, to character behaviour and to details, for example, where and
how food is served and eaten. Stephens (1992) explains that historical fiction is expected to
meet four criteria: 1) the events should look historically authentic, 2) the characters should
appear credible and to be easy to identify with, 3) the settings should create the illusion of
the past and provide readers with a vicarious experience, 4) the human relationships should
be represented in the way easily comprehended by a contemporary reader. Overall, after
reading a work of historical fiction, the readers are expected to feel as though they travelled
in the time machines and learnt something about the past. However, along with learning

about the past, readers of historical fiction absorb contemporary views and values
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2.2.5. Fantasy

Fantasy can be defined as a type of literature which inevitably contains some elements of
the “impossible” (Wolfe, 1982, p. 224). These can be impossible characters, events, objects
or settings. Levy and Mendlesohn (2016) elaborate this idea, defining fantasy as “the
realization of the impossible [emphasis in original] ... [where] the existence of the fantastic is
a constant negotiation between author, publisher and reader” (p. 3). Nikolajeva (2012)
claims that the major difference between fantasy for adults and fantasy for children is that
the latter often “provides moral and spiritual guidance for young people, addressing an
audience that has yet not any firm distinction between reality and imagination” (p. 60). In
addition, Filmer-Davies (2000) says that fantasy stories are valuable tools for fostering social
and cultural values.

Nevertheless, fantasy is sometimes perceived as such that entertains rather than
educates. Despite many benefits of reading fantasy, “adults still show some fear that
fantasy literature will draw the young into unhealthy escapism and an inability to manage in
the real world” (Baker, 2011, p. 84). Mistrust of fantasy is not a new phenomenon. “Why
should the mind be filled with fantastic visions instead of useful knowledge?” asked
Edgeworth in 1796 (qtd in Baker, 2011, p. 80). This view is still somewhat present among
contemporary adults. Therefore, it should be expected that some research participants
might have certain prejudice against fantasy.

Fantasy invites readers to embrace a high level of fictionality. Wolfe (1982) says
that “fantasy is in many ways closer to daydreaming or reverie than to cognitive thought”
(p. 227), implying that the way readers perceive fantasy differs from the way they perceive
real world. Similarly, Todorov (1973) states that “the marvellous implies that we are
plunged into a world whose laws are totally different from what they are in our own and in
consequence that the supernatural events which occur are in no way disturbing” (p. 140).
However, Yolen (2000) warns readers about the illusory innocence of fantastic CL; she
explains that while reading fantasy, readers might believe they are transferred to another
world and live another life. Yet, Yolen warns that along with marvellous imagery, child
readers may absorb the writer’s prejudices and intolerance.

Fantastic stories are sometimes used to communicate a disturbing message in a

metaphorical way and to “express whatever is muted, suppressed, or compromised in
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mainstream culture” (Lurie, 1990, xii). Indeed, “the morals - or ethical bones of each tale -
are often well hidden beneath the ample flesh. But ... the stories are not only not entirely
free of ideological viewpoints” (Yolen, 2000, p. 327). This implies that although perceived as
mere fruit of imaginations, fantasy narratives can convey disturbing messages and promote

certain ideology.

2.2.6. Folktales and Fairy Tales

Folktales and fairy tales often appear on the pages of picturebooks depicting violence. Even
though it is not always possible to set a clear boundary between these two varieties of
traditional tales, scholars who take a sociohistorical perspective on literature (e.g., Zipes,
2002) argue that in many cases we can distinguish folktales from fairy tales as their goals
and target audiences may differ significantly. Whereas folktales were, originally, aimed at
the listeners of all ages across all social classes, and were only adapted for children after the
18t century, fairy tales from the very beginning were written for the upper- and middle-
class children with the assumption that parents might read those texts as well. The folktales’
goal was to inspire people for a social change, whereas the aim of fairy tales was to educate
children explaining to them the existing social order. Therefore, the major difference
between folk and fairy tales are predetermined by their original target audiences and the
purpose.

Folktale is an umbrella term which includes anecdotes, fables, novellas, wonder
stories, animal tales and other tales told and retold orally with the idea in mind to express
human fears, desires, needs, and aspirations (Jones, 2002; Tatar, 2003). The identifiable
features of a folktale include formulaic phrases, repetitive patterns of events, typical
characters (e.g., the third son of the king) and the description of the main conflict at the
very beginning of the story (Stephens, 2010a). Also, Tatar (2003) explains that unlike fairy
tales, folk tales often have rather realistic settings. In the past, folktales used to be
transmitted orally. Consequently, the plot, character development and other features of the
story were altered in accordance with personal preferences of the narrators who often
might have been illiterate. As a result, folktales often had multiple versions; they were
rarely censored and could include all sorts of atrocities and ferocities. Nowadays, the same

folktale may have many versions too.
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Traditional fairy tales are fictional narratives aimed at children (and their parents)
that include unrealistic settings or events, and which can provide readers with moral
instruction and advice on how to fit into society. It is a common misconception that a fairy
tale must have magical creatures among its characters. In fact, “fairy tale” has a Latin origin,
where the fairy literally means “that which is spoken” (Rudd, 2010, p. 172). Therefore, there
are plenty of examples of fairy tales in which neither a fairy nor an ogre ever appears. Unlike
in folktales, the settings and the characters of fairy tales often are more specific and are
described in detail. Jones (2002) explains that a fairy tale possesses certain typical features;
these are: 1) presence of fantastic events, objects or characters; 2) conflict and its resolution
are central to the theme; 3) the ease of identifying with a sympathetic protagonist who is
undertaking a quest in search of personal happiness; 4) happy ending; 5) the good is
rewarded whereas the evil is punished (Jones, 2002). Jones says that the first feature
(presence of fantastic events) is salient, while all the other are additional. However, it seems
that precisely the combination of all of these characteristics in one text would indicate it to
be a fairy tale. Moreover, the features described by Jones are important for the current
study because they imply that the readers of fairy tales, including gatekeepers, would have
specific expectations toward the picturebooks featuring fairy tales. The common
expectations are: at the end of the story, all problems are solved, protagonists are safe and
happy, and antagonists are punished or defeated.

The purpose of fairy and folk tales often differs significantly. According to Zipes,
folktales are “reflections of the social order in a given historical epoch, and, as such, they
symbolize the aspirations, needs, dreams, and wishes of common people in a tribe,
community, or society, either affirming the dominant social values and norms or revealing
the necessity to change them” (Zipes, 2002, p. 7). Consequently, the invisible function
folktales have performed was to challenge the dominant ideology and to provide hope of
liberation and emancipation. Through unsophisticated plots and the predictable actions of
the ordinary characters, folktales have been able to communicate the perspective of the
folk, illiterate peasants and servants, as opposed to the worldview of educated aristocracy.
Jones (2002) elaborates Zipe’s ideas about the folktales capturing the most intimate hopes
of ordinary people, and adds to it that readers have been perceiving folktales as the
"engaging fictions reflecting [their] ability to laugh at [themselves] as well as to express

[their] deepest dreams and fears” (Jones, 2002, p. 9). Thus, it can be concluded that
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folktales communicate the most intimate hopes and fears of ordinary people of a certain
historical period who share the same cultural heritage.

Contrary to the folk tales, fairy tales were invented to educate. Zipes (2012) points
out that “the purpose of the [fairy]tale from the very beginning was to instruct and amuse;
that is to make moral lessons and social strictures palatable” (p. 9). Even nowadays, fairy
tales are often used in education as the way to teach social rules and conventions in the
West. In addition, after looking at specific features of fairy tales, Jones (2002) concludes that
the fairy tale “functions to instruct the young about who they are, how they relate to
others, and what they should know of the world” (p. 18). At the same time, we should be
careful and not overestimate educational properties of fairy tales, which often try to convey

to the reader 19t century ideological assumptions. As Zipes put it:

The fairy tales we have come to revere as classical are not ageless,
universal, and beautiful in and of themselves, and they are not the best
therapy in the world for children. They are historical prescriptions,
internalized, potent, explosive, and we acknowledge the power they hold

over our lives by mystifying them. (Zipes, 2012, p. 11)

This means, that fairy tales are tightly connected to the historical and cultural
context they emerged from. Similar to Zipes, Rudd (2010) explains that the fairy tale’s
“flexible form has made it the perfect vehicle for expressing a society’s concerns and
desires” (p. 172). Therefore, fairy tales do not necessarily teach a moral lesson, however,
they always reflect the social preoccupations of their epoch. Jones (2002) adds to this
discussion saying that “pan-humanistic tales” do not exist, because even though some tales
“do seem to address certain fundamental concerns that are of interest to all people, the
form they take is marked to some extent by their cultural ancestry” (p. 29). As a result, it
can be concluded that fairy tales are deeply rooted into culture. This should be taken into

account when studying the perceptions of violence in fairy tales.

2.2.7. Animal Stories

68



Stories portraying animals with human character’s traits is another type of CL containing
traces of violence. Animal stories originate from folklore and animal characters are often
present in the fables, folk tales, fairy tales, myths and legends discussed previously. Barker
(2005) identifies animal stories as a genre in its own right, whereas Lukens (2007) sees it as
a subcategory which can belong to other genres. Interestingly, le Guin (2004) offers yet
another taxonomy, saying that stories with animal protagonists may belong to such genres
as myth, fable, folk tale, fairy tale or fantasy, but they can exist as a set of separate genres
such as: animal biography, animal novel and others. Furthermore, there is a continuum of
animal presence in those stories: animals can be the only characters, they can mostly
dominate the narrative, or take a modest spot side by side with human characters.

After 1484, when Aesop’s fables were translated into English, animal characters have
invaded stories written for children; their main themes were moral dilemmas, and
controversial topics, like death or violence (Barker, 2005; Reynolds, 2011a). The common
argument relating to why animal characters dominate stories for children is based on the
idea that children are more likely to identify with animals because they have something in
common (Reynolds, 2011a). Both children and animals are often attributed a “privileged
and protected position” (Barker, 2005, p. 279), therefore, “animals are used in an
anthropomorphic way to mirror children’s own behavior” (p. 290). This might have an
implication on the stories depicting violence where the main characters are animals, as
children might feel stronger compassion toward the harmed animals if they identify with
them.

Animal stories are often accused of simplicity. Le Guin (2004) explains that although,
in the past, animals themselves and stories depicting animals were an organic part of
everyday life, after industrialization and computerization, she argues, animal stories of any
length are seen to be inferior, “primitive” and sometimes even “trivial”, therefore suitable
for children who are “not yet fully humanized” (p. 22). Even though, animal stories have
been an inseparable element of oral folklore for centuries, we now tend to underappreciate
the value of myths and folktales with animal characters in them. Her main argument is that
“our innate, acute interest in animals as fellow being, friend or enemy or food or playmate,
can’t be instantly eradicated” (le Guin, 2004, p. 30). Thus, contemporary storytellers are
constantly trying to “fill the void” by creating verbal and visual narratives in which animals

take an important place. However, there is more. Barker (2005) says that if the main
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characters are portrayed as animals, children can much easier digest tough moral messages
because the story will not seem “threatening or disturbing”, yet it will “teach them a lesson
in human (rather than animal) nature” (p. 281). For example, animal stories might be used
to teach children empathy toward others. These claims are highly relevant to the topic
explored in this thesis, because they suggest that children are less anxious and more
empathetic if characters are animals. This leads to the conclusion that the gatekeepers
might prefer picturebooks featuring animals to those portraying human characters as
animal picturebooks evoke less anxiety and more empathy in child readers.

Furthermore, animal stories with controversial topics may serve as a playground for
pushing the boundaries in a safe way, helping children to learn the difference between
socially accepted and socially disapproved behaviors. Children are likely to experience the
pleasure of transgression imagining themselves as misbehaving animal characters (Zeece,
1998). By seeing how animal characters are doing mischief and are getting punished,
children may satisfy their desire for adventure and the unknown without feeling guilty
about it. As Angotti (2010) pointed out, children “want excitement, rebellion, subversion
[emphasis in original]” and that is why they “turn to book characters who actually do what
they themselves have only dreamt about” (p. 96). Therefore, children may be more eager to
identify with antagonists in an animal story as they know that this is just a game, a
masquerade, a carnival.

The most common controversial topics explored in the realistic animal stories are
cruel treatment of animals, and distinct wild species. In fantastic animal stories, the most
dominant themes would be linked to family, friends and other members of the social
environment. At the same time, many other themes are explored in those picturebooks.
When it comes to a more detailed exploration of challenging topics in fantastic animal

stories, there is a gap in the research which this thesis will attempt to narrow.

2.2.8. Poetry

Poetry can be seen as a genre of literature different from prose and drama. Unlike drama,
poetry is not expected to be performed on a stage - even though such possibility is not

excluded. Compared to prose, poetry can be distinguished by its rhythm, meter, often more
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precise and economic use of words and a tendency to use metaphors and allegories more
often.

Whereas defining poetry as a genre is a relatively simple task, the difference
between poetry and children’s poetry is not always that clear. Styles (2005) notes that the
majority of anthologies of children’s poetry consist of poems “about children”, “about
childhood” and the ones which are “suitable for children” (p. 187) rather than verses
intended for child readers. The tendency to write children’s poetry belonging to those three
categories has a long tradition. Before the 17t century children could enjoy listening to
lullabies which could be both for children and about children. However, in the 18t century,
the first poetry written especially for children appeared. These were John Bunyan’s Country
Rhymes for Children? (1686) and Isaac Watt’s Divine Songs Attempted in Easy Language for
the Use of Children (1715). Both authors were “determined to discipline and educate the
reader, using poetry as the vehicle” (Grenby, 2008, p. 33). Poems that explored the themes
of death and salvation from the child’s point of view were richly illustrated with numerous
pictures depicting everyday life scenes. Moreover, the common belief was that any
knowledge can be learnt easier if put into verse. As a result, by the beginning of the 19t
century, virtually all the textbooks (e.g., history, religion, geography, music) were written in
verse (Grenby, 2008). The belief that poems should educate is not as strong nowadays,
however many readers might still expect children’s poetry to teach children a lesson they
will remember.

Since the Victorian Age, the tone and the thematic range of children’s poetry has
changed significantly. Contemporary poetry does not idealise the piety and innocence of
childhood as the Victorian poetry did. It recognises that modern children who are hardy and
resilient and, consequently, desire to read literature which would embrace the dark side of
childhood as well as the light (Opie, 1992). Styles (2005) notes that “contemporary poetry
emphasises the need to love, value, amuse and protect small people and has a liberal
tolerance of their private brand of humour” (p. 189). Indeed, the poetic picturebooks for
children are often filled with humour, cleverness and respect for children. However, some
poetic picturebooks have a more serious tone and are adaptations of poems aimed

primarily at adults, e.g., And the Band Played Waltzing Matilda (2015).

3 also known as Divine Emblems or A Book for Boys and Girls
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2.2.9. Categories of Readers

In addition to considering the genres, the data collection has guided me to investigate the
categories of child readers constructed to describe the ideal reader for each picturebook.
Rosenblatt (1978) explains that at different points of history, a text, an author and a reader
were given a different amount of significance in literature criticism. During the periods of
classicism and neoclassicism, literary critics were mostly preoccupied with the text itself
ignoring the people who wrote or read it. However, with the development of semiotic
structuralism the focus shifted toward the reader. The quest for categorising the ways in
which readers respond to books became popular in 1970s when the heuristic concepts of
“informed reader” (Fish, 1970), “implied reader” (Booth, 1961; Iser, 1974) and “ideal
reader” (Iser, 1978) were developed. The ideal reader is a construct of a reader who can
decode and understand all the possible interpretations implied by the text. Iser (1978)
explains that the real reader can hardly ever become an ideal reader because “how can one
person at one go encompass all the possible meanings?” (p. 29). Real readers interpret text
depending on their historical time, cultural background and stage of their life. Also, the
same book read by the same reader at different times can be interpreted differently. The
texts, however, always contain the potential of many meanings, and “texts come into
existence only in the minds of readers” (Nodelman & Reimer, 2003, p. 17).

The concept of the ideal reader has been criticised. For example, Rosenblatt (1978)
said that “the preoccupation with some illusory unspecifiable absolute or ‘correct’ reading
or ideal reader” (p. 140) should be rejected. In spite of this, there have been several
attempts to categorise readers, namely child readers. Appleyard (1990) uses Erikson’s
psychosocial theory (1982) as a basis for introducing five types of readers or reader’s
responses: player, hero and heroine, thinker, interpreter and pragmatic reader. Preschool
readers are perceived as players: they are learning to read, to understand the genre
conventions, to shape their expectations toward books and to manage their emotions.
Primary and upper-primary school children are seen by Appleyard as heroes and heroines
because they are likely to identify with child characters, whereas secondary school students
are seen as thinkers because they already understand the ideology of the texts. English

college students are claimed to be interprets, and adults are pragmatic readers. However,
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the main problem with this categorisation is that all children at primary and upper-primary
are believed to respond to texts as hero and heroine readers despite differences in age,
personality, and personal experience.

Another attempt to use the idea of implied reader in CL criticism is linked to the
exploration of ideology, subjectivity, and reader-text interaction. Stephens (1992) criticises
Iser’s notions of implied and ideal reader; instead, he borrows the concepts of narration,
focalisation and subject position from Bal’s (1985) narratology theory and suggests using the
notion of subject position offered by a text to a reader to better understand how readers
interpret the text. Furthermore, it is suggested that reader response theories tend to be
either overly “text-focused” or “reader-focused”, and it would be useful to find a middle
ground (Stephens, 1992). This study attempts to establish the middle ground by exploring
how gatekeepers perceive the text, and the ideal readers.

Contemporary studies of readers’ response are rarely concerned with categories of
readers. Most focus on how real children respond to particular texts. Examples of such
studies are numerous (e.g., Arizpe & Styles, 2016; Evans, 2015; McLaughlin & Devoogd,
2020; Pantaleo, 2008). Indeed, these studies show a more complex and accurate picture of
the world than their predecessors that tried to construct ideal readers; however, they do
not reveal the gatekeepers’ expectations of child readers. Because CL usually has a dual
implied readership - implied child reader and the implied adult reader — “texts invite adult
access to a repertoire of knowledge and strategies the official child reader doesn’t possess
and isn’t supposed to notice” (Nodelman & Reimer, 2003, p. 21). Thus, the texts create
certain expectations of whom they are for. Therefore, despite being rather outdated, the
concept of an ideal reader can still be useful for the purpose of examining gatekeeping and

selection in CL.

2.3. Chapter Summary

This literature review includes two major sections which began at different stages of
research. The initial review started before my data collection. It has been an ongoing
endeavour throughout the research process. It has situated the current study within the CL
research and violence studies and helped to clarify the aims and research questions of the

current study. The secondary literature review started after data collection. It has informed
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and guided the research. The main concepts examined in the secondary literature review
are genre, realism, fantasy, folk and fairy tales, animal stories, historical fiction, poetry, and

ideal reader.
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Chapter 3: Methods and Methodology

This chapter explores the research paradigm and philosophical assumptions used in this
thesis, and justifies the associated methodological choices. Also, it briefly describes the
research methods, strategies for ensuring trustworthiness in this study, and the axiological
and ethical considerations. To begin, | explain why the constructionist interpretive
framework is suitable for this research. Next, | explore the ontology and epistemology
associated with this paradigm.

After establishing the philosophical stance, | discuss methodologies. This study is
informed by grounded theory methodology and visual methodology. The methodologies are
followed by the description of two research methods of qualitative research employed in
this study: Responsive Interviewing Model, abbreviated name RIM (Rubin & Rubin, 2005)
and Thematic Analysis, abbreviated to TA (Braun & Clarke, 2006; Terry et al., 2019). | also
explain how the participants and picturebooks were selected, how the data were collected,
analysed and interpreted. Further, | explore the quality assurance techniques demonstrating
research trustworthiness and showing that the research processes were dependable,
confirmable, authentic and ethical; and that the findings of the study are credible,

transferable and valid.

Figure 1

Theoretical Framework for the Current Study

Interpretive Social Constructionist paradigm

Qualitative Research methodologies

Visual Methodology Grounded Theory
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Not only the ontology, epistemology and methodology are discussed in this chapter,
the axiological assumptions are also reviewed. Hence, it is shown that my scholarly biases
have been shaped by my cultural, educational, linguistic and backgrounds. Because the
study is underpinned by the constructionist paradigm, the axiological assumptions are of
high importance for understanding the contributions and limitations of this research.

Finally, the ethical considerations associated with this research are addressed.

3.1. Research Paradigm

The research paradigm serves as a “net that contains the researcher’s epistemological,
ontological, and methodological premises” (Denzin & Lincoln, 2005, p. 22), and, at the same
time, it plays the role of the interpretive lens (Creswell & Poth, 2018) that guides the
research process. In addition, the paradigm influences the choice of the research design, the
methodology and the methods.

The paradigm chosen for the study is social constructionism. Social constructionism
can be defined as a theoretical approach that acknowledges the subjective nature of
knowledge, accepts that understanding of the world depends on historical and cultural
contexts, and recognises that knowledge is constructed in the process of social interactions
and not through observation (Burr, 2015, pp. 2-5). This choice is justified for several
reasons. First, the topic, the aims, and the research questions of the study point to the
interpretive, subjective and multifaceted nature of the study. In addition, the significance of
the context and my philosophical preferences indicate that constructionism is a suitable
match for the study. The central concepts discussed in this study are CL, childhood,
gatekeeping, fictionality and fictional violence. These social constructs cannot be measured
in weight, size or intensity, and therefore a positivist approach is not suitable. Even defining
violence in picturebooks is problematic and highly subjective (Morrison & Millwood, 2007;
Triplett et al., 2016). Based on previous research on violence, the assumption is that the
researcher and the research participants are likely to define and discuss violence in books
differently because they possess various identity markers (e.g., cultural background, age,
gender etc.). Consequently, it is assumed that "multiple, apparently conflicting versions of

the same event or object can be true at the same time" (Rubin & Rubin, 2012, p.19).
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The aims of this research are also supported by the interpretive philosophical
tradition. The main goals of this study are to understand how fictional violence is perceived
by the gatekeepers of CL, what image of child-readers is constructed by the gatekeepers,
and how they select and curate picturebooks representing violence. However, it is not
assumed that one correct solution exists. Rather, my goal is to represent complexity and
generate new knowledge on this rarely explored topic. Furthermore, because this research
is concerned with exploring the participants’ attitudes toward violence in picturebooks and
attributing meaning to what the research participants say, the social constructivist paradigm
can assist with avoiding oversimplifications.

My research questions are concerned with the exploration and interpretation of
meanings. Answering these research questions requires a dialogic approach in which the
researcher and research participants can explore the issue and construct the knowledge
together. The participants’ opinions and the researcher’s views are seen as subjective,
authentic and equally important. Even if these views are contradictory, they enrich the
study with a multitude of voices and demonstrate a variety of interpretations.

Context is essential in this study. When the participants are active co-creators of
meaning, their cultural backgrounds impact the themes emerging in the research. In
addition, the locations where the research took place and the situations in which the data
were collected are important. Indeed, a deep understanding of worldviews and perceptions
of research participants comes from acknowledgment of cultural, geo-political and socio-

economical contexts (Crotty, 1998; Rubin & Rubin, 2005).

3.2. Philosophical Assumptions: Ontology and Epistemology

The choice of a research paradigm results in a range of implications as it impacts the
research ontology and epistemology. The constructionist paradigm is associated with a
relativist ontology and a subjectivist epistemology (Denzin & Lincoln, 2005, p. 24). This
study, therefore, is underpinned by relativistic and subjectivist worldview.

Relativist ontology fosters the belief that multiple realities can co-exist and that each
reality depends on the socio-cultural context. Whether reality exists is not a concern;

however, a preoccupation of social constructionists is the ways in which reality is defined,
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understood, interpreted and negotiated (Burr, 2015). From the constructionists’ point of
view, the aim is to understand how concepts representing reality are constructed though
language and other means of communication.

The subjectivist epistemology supports the idea that new meanings are co-created
by the researcher and the research participants (Rubin & Rubin, 2005). Constructionists are
interested in the shared meanings of people who belong to the same group, for example,
profession or national culture (Burr, 2015). Consequently, social constructionism is a
framework which allows the synthesis of shared meanings into a multilayered narrative that

demonstrates the complexity of the world.

3.3. Qualitative Research

The type of research, methodologies and methods of a study should be guided by the
research questions. The overarching research question is: how do gatekeepers of children’s
literature in educational settings, who belong to different national cultures, perceive
fictional violence, curate picturebooks representing violence and guide young readers? This

includes:

1) Who are the gatekeepers of children’s literature in educational settings in Australia and

Ukraine?

2) What categories of ideal child readers are constructed by gatekeepers of children’s

literature in the context of reading picturebooks representing violence?

3) What are the defining features of a picturebook representing violence that influence

gatekeepers’ decisions about its age-appropriateness?

4) What are the differences and similarities between gatekeepers’ perceptions of fictional

violence in picturebooks in Australia and Ukraine? What is the role of culture when judging

violence in picturebooks?

78



These questions can be explored within the constructionist paradigm because they are
concerned with “Who?”, “What?” and “How?” questions, rather than trying to define the
causational relations with the “Why?” question (Blaikie & Priest, 2017; Seale, 1999). The
first and second questions strive to understand the experience of selecting books for
children in different socio-cultural contexts, in Australia and Ukraine. While human
experiences and perceptions are often subtle and difficult to grasp, the practices guiding
picturebook selection could be easier to articulate. The third and fourth questions are about
perceptions of artifacts and practices that guide the book selection. All four questions
address the cultural differences in the interpretation of violence. These research questions
guide my endeavour to analyse various modes of thinking which influence how the
gatekeepers interpret and discuss fictional violence with children.

To answer the questions a cross-disciplinary solution is necessary as both educational
research and children’s literature studies play a role in the exploration of this issue. The type
of research that can be helpful in answering these complex questions is Qualitative
Research (QR). It has been chosen for this study because it allows the exploration of
complex problems through deep engagement with the data, detailed description of the
processes and the inclusion of multiple participant’s voices.

The distinguishing characteristics of the QR include: the importance of the context, the
influence of the researcher-participants interactions on the study, the role of the
researcher’s critical stance and the flexibility of methodology which allows using a variety of
approaches (Creswell, 2014). Context plays an essential role in the QR because cultures and
circumstances in which the explored problem is situated influences the problem itself, any
meanings and interpretations of the problem, and consequently, the research findings
themselves (Maxwell, 2013). The other factor influencing the research is where, when and
how the interactions between the researcher and the participants occur. The participants
might choose to discuss the problem on the deeper or more shallow level, depending on the
level of trust shaped by the situation and the willingness to discuss certain questions with
the particular researcher. Thus, the personality and positionality of the researcher also plays
its role. The worldview and the belief system of the researcher influences the ways in which
the research questions are composed and the answers are sought. As stated before, the
researcher’s biases determine the interpretive framework selected for the study, however,

they also impact the methodology. The flexibility of the approach allows the researcher to
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choose the methodological approach within the QR that matches the research questions,
the context and their value system. In addition, the QR enables the researcher to explore
sensitive issues in detail and to show complexity. To gain a more thorough understanding,
the QR strives to present a holistic and complex picture by acknowledging the multiplicity of
perspectives, demonstrating a range of meanings and interpretations (and perhaps
organising them into a system), using inductive and deductive reasoning to show the depth
and complexity. All the indicators described above suggest that the qualitative research

approach is beneficial for this study.

3.4. Methodologies

The methodologies chosen for this thesis were guided by the research questions, the
paradigm and the type of research undertaken. This study is qualitative in nature. It is
aligned with the social constructionism. This section explains why grounded theory and

visual methodologies were consulted to conduct the study.

3.4.1. Grounded Theory

This study is informed by the grounded theory approach. Grounded theory (GT) is a set of
methodologies aimed at developing theoretical explanations of social processes where
theory emerges from a systematic collecting and comparing data. It stands in contrast to
research approaches based on to testing an existent theory (Glazer & Strauss, 1967;
Charmaz, 2002; Patton 2015). Seale (1999) explained that although the GT approach can be
adapted to the needs of various paradigms because the main purpose of grounded
theorising is to encourage “self-awareness and self-criticism, as well as an openness to new
ideas that is often a hallmark of research studies of good quality” (p. 104). There are two
major directions in the grounded theory approach: objectivist grounded theory (e.g., Glazer
& Strauss, 1967) which positions the researchers outside of the research context and sees
them as objective witnesses; and constructivist grounded theory (e.g., Charmaz, 2006)
which is underpinned by the interpretivist paradigm, and views the researchers as
influencing and being influenced by the research participants. This study follows the latter

approach.
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The constructionist approach in GT encourages the researcher to move beyond
describing the phenomenon and to use the data for generating a theory that explains an
action, a process or an interaction (Creswell & Poth, 2018, p. 82). This implies inductive
reasoning: the hypothesis is not predetermined at the beginning of the study, rather it
emerges from the narratives told by participants and from the personal interpretation of
the researcher. Two distinguishing features of GT are: the participants are selected in
accordance with theoretical sampling, and the data collection and analysis happen
simultaneously (Charmaz, 2002). The limitations of GT are that despite the intention to
represent complexity, the researcher risks oversimplifying social and psychological

processes by merging different ideas into a single theme.

3.4.2. Visual Methodology

Visual methodology is a research approach where images are used as the object of study, or
as a tool for generating data, or as a way for representing findings (Banks, 2001; Rose,
2016). Methods derived from this methodology can be seen as visual research methods.
Visual methodology allows the researcher to perceive images as “meaningful”, those that
represent reality, and as “affective” those that influence the viewer’s perception of reality
(Rose, 2016). This idea resonates with Hall’s (1997) division of the social approaches into
semiotic and discursive. The semiotic approach explores how artists portray reality using
various visual means, and the discursive approach studies the effects of those
representations on a human, a community, or a society. This study follows the discursive
approach exploring the impact of books illustrations on its viewers.

The choice of a visual methodology results from the questions asked. Because this
study is about the interpretation of violence in picturebooks by the gatekeepers, the use of
visual methodology is necessary. To understand how librarians and teachers interpret book
illustrations representing violence, images were used as a tool for generating data. The
illustrations were presented to the research participants to discuss fictional violence and to
help the participants to recall other examples of picturebooks representing violence.

Overall, this study employs a discursive aspect of visual methodology. The images
are used as props during the interviews: to provide the research participants with visual

examples of violence in picturebooks. This methodology is used because book illustrations
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are an important component of picturebooks and the visual representations impact readers’

perceptions of a book along with verbal representations.

3.5. Research Methods

This section discusses research methods selected for sampling, collecting, analysing and
interpreting the research data. The types of data in this study include picturebooks used as
props during interviews, and gatekeepers’ opinions about picturebooks. The picturebooks
were selected in accordance with clearly defined criteria. The recruitment of research
participants involved theoretical sampling (Charmaz, 2002), an ongoing sampling where the
choice of participants depends on the development of a theory.

The choice of research methods was guided by the central research aim: to explore
how the gatekeepers of CL interpret violence in picturebooks in Australia and Ukraine.
Charmaz (2002), notes that “methods are merely tools. However, some tools are more
useful than others” (p. 15). Interviewing is said to be a tool that can help “to understand
others’ meaning making” (Warren, 2002, p. 97), and therefore it can assist in exploring the
interpretations of violence in picturebooks. The in-depth-interviewing and subsequent
search for the underlying themes in the interviewees’ responses are used to map the
theoretical landscape of CL gatekeeping and guardianship across two distinct cultures. To
collect the responses of research participants, | used the Responsive Interviewing Model,
RIM (Rubin & Rubin, 1995; 2005; 2012). This model has been also used for the first round of
analysis. Further, | used Thematic Analysis, TA (Braun & Clarke, 2006; Terry et al. 2017) to

analyse and interpret the data.

3.5.1. Sampling: Picturebook Selection

The inclusion criteria for the picturebooks that were used to generate discussion with the
research participants were: 1) they represent violence (e.g., war, bullying, suicide) visually,
verbally or both; 2) they have won prestigious book awards and, therefore, are more likely

to be known and recognised by broader audiences; 3) they are discussed in book reviews
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and on book blogs; 4) they are a part of school curriculum (in Ukraine) or they are available
in public libraries (in Australia). It was important to include award-winning books, books
mentioned in book reviews and reprinted editions because these are likely canonical
picturebooks available in schools and libraries that are well known (Kidd & Thomas, 2017).
In addition, some of the books discussed in the later interviews are picturebooks
recommended by the research participants in earlier interviews.

At first, | approached several people in my professional networks who met the inclusion
criteria. | invited them to participate in the research and they agreed. In addition, | asked
them for recommendations, and then sent letters of invitation to the potential participants
known by my colleagues. Some agreed to participate. Also, | sent email invitations through
the professional networks’ group emails; however, this strategy was not successful, as no
one replied to those.

The final list of books selected for the research project consists of 18 picturebooks: 9
Ukrainian, 8 Australian, and 1 British picturebook which is very well known in Australia.
These books include published editions from 1979 to 2017. Therefore, the research
participants could remember reading and using some of these books in the past and may
have had more recent experiences of using them. The stories belong to different genres,
and they represent several types of violence, including manslaughter, war rape, suicide,
abduction, street fights, and battles with dragons. The books represent violence in words
and illustrations. Some books in the sample are winners of prestigious book awards. For
example, And the Band Played Waltzing Matilda (2015) was short-listed for the CBCA
Picture Book of the Year award in 2016, which is a sign of high recognition in Australia. The
War that Changed Rondo (2015) won the Bologna Ragazzi Award in the nomination “New
Horizons” in 2015 and was included to the “White Ravens 2015” catalogues, which means
the picturebook was highly praised by the experts of CL in Europe. The list of the
picturebooks used in this study can be found in the Appendix.

The challenge in selecting picturebooks in Ukraine is that books with folk and fairy
tales are often a borderline type between a picturebook and an illustrated book: they have
many more pages than a traditional picturebook, and consist of many stories; at the same
time, the illustrations in those books complement, enhance and elaborate on the text.
Furthermore, those illustrated collections of stories play the same role (in education, and

bedtime reading) as picturebooks do. Finally, they are well-known and widely read by
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Ukrainian children. This is why | included four illustrated collections of Ukrainian folktales
along with traditional picturebooks.

In Australia, the challenge for selecting picturebooks presented itself in choosing
books which represent violence, and cultures familiar to the interviewed gatekeepers. In
addition to selecting the Australian picturebooks that have been published recently, | also
chose to discuss with participants a picturebook Australian Gnomes (1979) created by a
world-known Australian author Robert Ingpen, and a well-known in Australia picturebook
Not Now, Bernard (1980) by a British author David McKee. These two books contain explicit
representations of violence, and some cultural symbols that might be familiar to the
Australian participants. Some Australian tales are included into the study too. For example,
Blossom Possum: The sky is falling down-under (2007) which is an Australian version of the
British Chicken Little. Because there are no Aboriginal Australians among the research
participants (to my best knowledge), | decided not to discuss picturebooks with Aboriginal
stories in this study: | believe it would not be fair to discuss these stories without including
the perspective of the Australian Aboriginal and Torres Strait Islander Peoples. To avoid any
“epistemic violence”* (Spivak, 1988), the representatives of postcolonial cultures should not
be spoken for, or about, they should be offered an opportunity to speak for themselves and

about themselves.

3.5.2. Participant Selection and Recruitment

The participants in this study are teachers and librarians from Australia and Ukraine, who
can be referred to as gatekeepers of CL. The reason why this study focuses on adults and
not on children is that CL is mostly written, edited, illustrated, published, reviewed and
bought by adults therefore adults decide on the appropriateness and relevance of books for
children (Evans, 2015; Nodelman, 2008). As a result, adults have the power to censor, select
and recommend books, and to suggest the modes of reading to children. This study focuses

on the gatekeepers in the educational settings.

4 “Epistemic violence”4 is a term coined by Spivak (1988) and used in postcolonial studies. It refers to the
attempts of former colonisers to represent and discuss former colonial subjects without including the latter
into the conversation. This reinforces the voiceless position of the postcolonial cultures in the mainstream
discourse.

84



The teachers and librarians (who may also be parents or grandparents) were
selected as participants because children rarely buy themselves books, and they would
usually choose from a selection of books pre-selected and approved by teachers and
librarians. Furthermore, when adults discuss picturebooks with children, they often offer
their interpretations of the story. Therefore, it is important to ask adults how they select
picturebooks and how they interpret the representations of violence in children’s
picturebooks.

The research participants are Australians and Ukrainians. Overall, the teachers’
primary motive in both countries is to use picturebooks in education; the librarians’ main
motive is to promote reading and introduce readers to a wide variety of books. This may
influence the ways in which research participants respond to the questions of this study.
The comparison of gatekeeping practices across two distinct cultures enriches the results.
However, it also brings the challenge of incompatibility. Although it is safe to presume that
teachers in both countries use picturebooks for educational purposes — they use them to
teach literacy and literature — the use of picturebooks is more popular in the Australian
classroom than in the Ukrainian classroom. The Australian and Ukrainian librarians arguably
use picturebooks to promote reading among young readers, and they want to offer a variety
of reading materials to the young readers. However, there might be some cultural
differences between the librarians in two countries. For example, because in many
Ukrainian public and school libraries, the computers are either absent, or not available to
the young readers, the readers are likely to ask for a book recommendation from a librarian.
This way, similar to the Australian teachers, the Ukrainian librarians would recommend
picturebooks to and discuss them with children. The Australian teachers-librarians working
in school libraries often perceive themselves as educators too (Merga, 2019); however, the
librarians in public libraries would work with books rather than with children. As a result,
the roles of teachers and librarians in both countries may sometimes overlap.

Sampling for selecting the research participants was a combination of a convenience
sampling, employed only at the beginning, and an inductive theoretical sampling. Inductive
theoretical sampling, as the name suggests, is not concerned with validating any pre-
existing theory. Instead, it aims to mindfully select participants in relation to the research
questions, theoretical perspective, and analytical framework (Mason, 2002) and also to gain

rich data for theoretical arguments (Charmaz, 2002). In addition, theoretical sampling aims
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to discover ideas “that might challenge the limitations of the existing theory, forcing the
researcher to change it in order to incorporate the new phenomena” (Seale,1999, p. 92).
The themes that became prominent in the first interviews were further explored by
comparing and contrasting various stories of the interviewees who were “selected
according to the descriptive needs of the emerging concepts and theory” (Morse, 2010, p.
235). This process works in two ways: the researcher can focus on similarities that highlight
patterns or differences that contrast the emerging ideas (Warren, 2002, p. 87). First, if
certain ideas need to be further clarified, explained and elaborated, other people from the
same context (institution, region) are interviewed. Second, if all the participants agree with
each other, then the theory should be challenged and alternative cases should be sought
(Mason, 2002, p. 124), and consequently, people belonging to various contexts are
interviewed. This type of sampling requires the constant comparison of data (Glaser &
Strauss, 1967; Silverman, 2005) encouraged in both RIM and TA methods. The analysis of
the first interviews happened simultaneously with the recruitment of the participants for
the consecutive interviews. As a result, the theoretical sampling assisted in reshaping and
refining the emerging categories and decreased the gaps between them (Charmaz, 2002, p.
689).

The research participants were selected in accordance with the following criteria:
profession (librarian, teacher librarian or literature teacher), citizenship (Australian or
Ukrainian), cultural background (Australian, Ukrainian, American, Armenian); the length of
professional experience (5+, 10+, 15+, 20+, 25+, 30+ years of job experience), and gender
(males and females). This range of characteristics is useful to explore how the community of
gatekeepers perceive violence while conducting comparatively small number of interviews.
Thirty participants took part in this study. According to Creswell (2012), the optimal number
of participants in a qualitative research study varies between one and 40. It was said that
having more than 40 respondents would not necessarily add the depth as the researcher’s
ability to construct an in-depth view on the issue diminishes with each new case (Creswell,
2012, p. 209). Therefore, the aim for this study was to recruit between 10 and 20
participants in each country. The recruitment of participants stopped when the data
reached “saturation” (Charmaz; 2006, p. 113), meaning that new thematic categories

ceased to appear.
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The application of the described recruitment procedures proceeded as follows. At
first, | approached several people in my professional networks who met the inclusion
criteria. | invited them to participate in the research and they agreed. In addition, | asked
them for recommendations, and then sent letters of invitation to the potential participants
known by my colleagues. Some agreed to participate. Also, | sent email invitations through
the professional networks’ group emails; however, this strategy was not successful, as no
one replied to those.

After | conducted, transcribed and analysed the first five interviews, and identified
the potential themes, the new participants were invited on the basis of their experience of
working with picturebooks and children, belonging to a certain national culture and
representing a certain generation. If | needed to clarify certain themes, | would sometimes
interview two or three people from the same type of library, or several people with a similar
length of professional experience. This gave me a deeper and more elaborate understanding
of the phenomenon. To see if there are cross-generational or gender differences, |
interviewed participants of different gender and those who have various lengths of
professional experience. This provided the study with rich data. | stopped recruiting new
participants when saturation occurred and no new themes appeared. Overall, | recruited
and interviewed 11 Australian and 19 Ukrainian participants, all of whom worked as
librarians or literature and language teachers. On average, the Ukrainian interviews were
shorter (30-40 min) and in four cases | interviewed more than one person from the same
institution. The Australian interviews were longer (60-70 min), and each person represented
different institution. The difference in length can be explained this way: the Australian
participants would often spend some time explaining the Australian context to me and
providing me with examples; the Ukrainian participants assumed | knew the context (which
was true), and some Ukrainian participants gave less examples in comparison to the AU
participants. The reason why the number of participants differed in the two countries is that

data saturation occurred earlier in Australia than in Ukraine.

3.5.3. Interviews

Because this study falls within the constructionist paradigm, and the participants are seen as

equal co-creators of meaning, | chose the Responsive Interviewing Model (RIM) to collect
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and partially to analyse the data. The RIM (Rubin & Rubin, 1995, 2005, 2012) offers clear
strategies for conducting semi-structured in-depth interviews that are aligned with
constructionist paradigm (Rubin & Rubin, 2005, p. 30) and can be used for grounded theory
and other methodologies. Rubin and Rubin (2005) define the RIM as “a dynamic and
iterative process” (p. 15) in which each interview begins with the main topic in mind,
however questions are adjusted, altered or added in accordance with the interviewee’s
knowledge, experience and personal preferences. As a result, the researcher can learn what
the participants think about the issue, and what is most important to the research
participants. Thus, each research participant may influence the research and the research
guestions, redirecting the main focus to particular aspects of the explored topic. The RIM
perceives an interview as a guided conversation (Kvale, 1996) where ideas are co-
constructed. It is suitable for this study where the gatekeepers and the researcher
contribute to the co-creation of meaning on the studied topic.

RIM can be characterised by four distinctive features: (1) spontaneity, (2) depth and
richness, (3) unpredictability, and (4) flexibility of the approach (Rubin & Rubin, 1995; 2005).
First, the semi-structured interviews resemble ordinary conversations due to the
spontaneous questions appearing during the interview; consequently, research participants
are seen as conversational partners rather than subjects. This feature is very valuable for the
study because the participants are experts in their field and they should be given an
opportunity to redirect the conversation toward the ideas they find more important for
understanding violence in picturebooks. It is said that researchers conducting in-depth
interviews should “go with the flow, be playful, and be open to an experimental attitude”
(Johnson, 2002, p. 111) instead of trying to hear particular findings from the research
participants. During the interviewees, my additional questions often were spontaneous and
based on the previous answers.

In addition, the RIM seeks “depth, detail and richness” (Rubin & Rubin, 2005, p. 12)
rather than breadth. Johnson (2002) explains, that in-depth interviewing often creates a
situation where the interviewer acts as a student “interested in learning the ropes or
gaining member knowledge” (p. 106). Therefore, | often asked clarifying questions to hear
more on the same topic. Furthermore, since the interviewing took place across two national
cultures, the interviews were long, extensive and detailed with no preliminary assumptions

or categories imposed. The research participants could lead the conversation to match their
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belief systems and sometimes they digressed. If the digression was relevant to the topic, we
would develop a new line of themes within the discussion about violence in picturebooks. If
the participants were completely off topic, | would politely ask a structuring question to
bring us back to the main conversation.

The RIM’s orientation toward grounded theory means that data collection and
analysis happened simultaneously. Along with spontaneity, depth, and unpredictability,
responsive interviewing offers flexibility: the research questions and the interview questions
may be adjusted. Rubin and Rubin (2005) explain that “the researcher initially establishes
the general direction of the project, [but] the conversational partners set a more specific
path” (p. 35). This feature was very valuable for the current study, informed by the
grounded theory approach. After interviewing the first five participants, | reshaped the
second research question to narrow the focus down and added the third research question
to demonstrate the range of perspectives of research participants. In addition, | changed
some interview questions. For example, in the first interviews, | was asking participants
about their memories of the books they read as children and about their current reading
preferences. However, the answers to those questions did not contribute any significant
insights to the research questions asked. Furthermore, those questions might have taken
one third of the interview, as the participants enjoyed talking about the books they read as
children much more than about violence in picturebooks. Also, after | completed the
Ukrainian interviews, | changed some of the Ukrainian picturebooks (used as interview
props) because the research participants recommended including a number of books that in
their view were more significant and representative of Ukrainian culture than the initial set
of books.

The significance of context cannot be underestimated in the interviews of a cross-
cultural nature. Ryen (2002) explains that “questions, cues, and prompts are not simply
stimuli to empty the interviewee’s reservoir of cultural data; rather, they actively contribute
to the contexts in which experiences are narrated” (p. 347). All the locations for interviews
were chosen by participants. The interviews were conducted in libraries (e.g., school library,
public library) the participants worked for, at university premises and in cafes. The duration
of the interviews ranged from 15 to 85 minutes. To interview all the participants took two

years in total.
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Prior to the commencement of each interview, | learned about each participant’s
educational and professional background to better understand their areas of expertise and
interests. Rubin and Rubin suggest that “researchers match their questions to what each
interviewee knows and is willing to share” (Rubin & Rubin, 2005, p. 4) to produce a unique
and deep conversation. | followed this advice and tailored the questions for each
interviewee individually based on the participant’s educational background and occupation.
Therefore, each interview included personalised questions at the beginning of each
interaction. For example, | could ask, “Could you tell me more about the time when you
worked for the X school library. How often did children ask for book recommendations?” or
“l know that you organise book workshops in the library. Have you used picturebooks
representing violence, such as war, during any of these workshops?”

The interview protocol consisted of three types of questions: (1) questions related to
the participant’s educational and professional background (e.g., experience of working with
children and picturebooks); (2) queries asking to define violence and to give examples of
controversial books read to/with children; (3) questions that discuss the examples of
violence represented in 9 Australian and 9 Ukrainian picturebooks. Within those major
blocks of questions, | used nine kinds of queries: introductory questions, follow-up
questions, probing questions, specifying questions, direct questions, indirect questions,
structuring questions, silence and interpreting questions (Kvale, 1996). Charmaz (2002)
explains that when conducting interviews informed by grounded theory, researchers should
“choose questions carefully” (p. 679). She advises to ask open-ended questions that do not
imply any particular answer, do not force a participant to follow any specific line of thought
and do not impose any preconceived categories or definitions of the discussed process. |
followed this suggestion: my questions required extensive explanations, asked for defining
terms and giving examples (See Appendix). This way, the research participants were co-
creators of our guided conversation. During the interview, | provided each research
participant with a printed list of sample questions and explained to them that this was just
an indicative guide which we might follow if we chose to or change entirely, and that if they
would like to share anything related to the interpretation of violence in picturebooks that
was not in the questions, they were encouraged to do so. Also, | said that if the participants
were not willing to answer a certain question (for whatever reason) they could omit the

question.
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The first set of questions was aimed at learning more about each participant’s
educational background, their experience working with children and picturebooks, and
gaining an understanding of how the participants perceived themselves in a process of
selecting books for children (e.g., guardians). Those questions, therefore, served as the basis
for writing a profile of each research participant (see the Appendix) to illustrate that the
findings were co-constructed by people of certain occupations, genders, educational and
cultural backgrounds. Consequently, the findings of this study are not necessarily replicable
in other contexts.

In addition to acknowledging the participants’ educational and professional
backgrounds, it was important to establish a mutual understanding of the research topic
and to give participants an opportunity to share their own examples of violence
representations before offering them my examples. Charmaz (2002) emphasises that it is
important not to assume that the researcher and the research participants “share views and
worlds” (p. 684), and that everyone may define the discussed terms in their own way. In
addition, Rubin and Rubin (2005) emphasise that the “open-ended way in which
interviewing is conducted encourages the conversational partners to suggest topics,
concerns, and meanings that are important to them” (p. 33). This is why the second set of
questions asked the research participants to define the term violence, to explain how they
understand it, and to provide their own examples of books representing violence. In several
cases, the research participants asked me to e-mail them the questions in advance, so they
could familiarise themselves with the ideas to be explored, and | sent them the tentative
guestions prior to the interview. Those who read the questions before the interview were
very clear about what they would like to focus on during our conversations and usually
found it easier to define violence. They often brought books from their home library to
show me and had no difficulties with providing me with examples. When people were not
familiar with the interview questions, the research was enriched with spontaneity and
unpredictability of their definitions of violence. However, in those cases the participants
often could not think of any examples of violence in books they have read.

To inspire a discussion and to understand how different gatekeepers interpret the
same illustrations, | provided the participants with several examples of picturebooks where
illustrations were accompanied by text that depicted various types of violence. This also

helped to avoid the situation in which the participants did not remember any instances of
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violence in picturebooks which might have led to stifling the interview. The research
participants were asked to look at 18 picturebooks. In most cases, the Ukrainian
picturebooks were familiar to the Ukrainian participants, and the Australian picturebooks
would be seen as foreign and unusual because the research participants had never seen
them before. The Australian picturebooks were known to the Australian participants prior to
the interview in the majority of cases; however, the Ukrainian picturebooks were new and
foreign to them. The aim was to observe cross-cultural difference between the two groups
of participants, and to see if the familiarity with the book would make a difference in the
ways violence was perceived by the gatekeepers.

After looking at the visuals, | asked the participants to consider the text as well. The
Australian participants could not read Ukrainian texts, and the majority of the Ukrainian
participants did not speak English fluently. Therefore, | had to retell the Ukrainian stories to
the Australian participants, and the Ukrainian stories to the Australian participants. Since
these were picturebooks, often the entire story could be told in a couple of sentences. The
example of Blossom Possum (2007) text and my retelling of this story can be seen in the
Appendix. | also translated the excerpts of texts representing violence from English to
Ukrainian and from Ukrainian to English so that these could be explored in more detail. | did
not ask the participants to read the books in advance because | wanted to explore the
decision-making process from the moment a librarian and a teacher heard about the book
for the first time to the moment they decided to use it, or not. In order to create very similar
storytelling experience in both languages, | decided to be consistent with how | retell the

stories, therefore:

1. When the author of the text used the words that described acts of violence (e.g., “to
box somebody’s ears”, “we were butchered as lambs at the slaughter”) | would make
sure | included them in the oral story. In the later interviews, | sometimes asked
participants what would happen if | changed, modified, or removed the words
referring to violence;

2. If the participant asked for clarification, | would give some additional information

about the context (e.g., about the author, about the culture and historical period in

which the text was produced);
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3. lalways gave the participants plenty of time to study the illustration, to read the text
on the discussed page if it was in their language, and for poetry, | would give an
opportunity to read a translation.

All the interviews were audio-recorded and transcribed. To audio record in-depth
interviews is a common practice in qualitative research that allows collection of rich and
detailed data (Creswell, 2014; Mack et al. 2005; Rubin & Rubin, 2005). The drawback of
using a recorder in the study on violence is that people may make different statements ‘on
and off record’ if they are concerned that their answers might be misinterpreted or that
they might present themselves in an unfavourable light (Warren, 2002). In several cases, the
interviewees openly admitted that they would censor certain books (remove them from
library shelves or limit children’s access to them) when we had an off-record chat before the
interview. However, the moment | turned on the recorder they assured me that they would
never censor anything, and that censorship is inherently bad. After each interview, | wrote
brief field notes describing the context of the interview, and made notes about the off-
record conversations. Also, | marked each interview in the archival log to systematise the

data and to keep track of all the interviews (Mack et al, 2005).

After recording every 1-3 interviews, | transcribed them manually, coded them in
accordance with RIM, and analysed the emergent themes and concepts to see if | needed to
add new questions or picturebooks, or to modify the existing questions for the next set of
interviews. To ensure accuracy and minimise the number of errors and misinterpretations in
the transcripts | used several strategies: | transcribed the recordings myself aiming for a high
level of accuracy, and verified the written transcripts with participants.

The accuracy of the transcripts was among the top priorities in the process of data
collection. Poland (2002) mentions the case where external “transcribers found the
interview material they were working on so depressing and traumatic that they were
altering the testimonies of respondents to make them sound upbeat” (p. 633). To avoid this,
| decided to transcribe all the interviews on my own, aiming for highly accurate word-for-
word transcriptions. According to Peradkylad (2004) “at the time of transcribing, the
researcher cannot know which of the details will turn out to be important for the analysis”
(p. 289). This point is valid for any transcription, consequently, | tried to be as truthful to

capturing the meaning of each verbal utterance as possible. In my transcripts, | typed the
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detailed verbatim report and noted all the long pauses, smiles, laughter, changes in
intonation if it was made on purpose (e.g., to represent a child’s voice), as long as it was
relevant to the meaning of the expressed words. Also, | wrote down the titles of each
discussed book in square brackets to be able to return to the data later and understand
what the words were referring to. At the same time, para-linguistic and phonetic idiolects
were not taken into account because unlike the Conversational Analysis school, the RIM is
less focused on how the words are said and more preoccupied with what meanings are
conveyed by words. Thus, | did not write down speech mannerisms if they were a
characteristic feature of the speaker rather than a single occurrence (e.g., interjections like
“um”), and | omitted word expressions such as “you know” or “that sort of thing” if they
occurred very often (more than a dozen times) because those language features did not
impact the meaning of what was said. When transcribing, | wrote down memos, adding
information about the context of the interview and about how | interpreted certain
passages. All the memos were in brackets and highlighted in red colour to distinguish them
from transcribed passages. Also, while preparing the transcriptions, | highlighted “notable
guotes” (Rubin & Rubin, 2012) with the bold font. Later on, the notable quotes served as
the basis for further coding and thematic analysis.
| transcribed all the recordings manually to better familiarise with data. Also, |

translated the Ukrainian citations into English. To avoid the traps mentioned by Poland
(2002), namely, to minimise the number of omissions and mistaken words, | used several
strategies. To begin with, | listened to each recording at least three times: at first, to
transcribe and then, to check if there were any mistakes or omissions. After the
transcriptions were completed, | sent them to the research participants, so they could verify
the text and correct any errors or misinterpretations. Poland (2002) explains that even
though, the research participants who are asked to verify the transcripts might alternate the
originals by deleting, editing and adding certain passages, “the clarification of intended
meaning may be as important as (or more important than) the establishment of the
accuracy of transcripts” (p. 644). This way the spectrum of potential misunderstanding in
the transcripts was minimised, and the participants of research remained active co-creators
of meanings and contributors to the initial analysis.

The initial analysis of the data was done in accordance with the RIM (Rubin & Rubin,

2012) and consisted of the following steps: (1) transcribing the recording; (2) summarising
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each interview; (3) coding (defining, finding and marking relevant text passages); (4) sorting
out the codes: combining all the similar codes into a single group (document), and
comparing those groups; (5) comparing and contrasting the codes and integrating them into
a single story; (6) generating a theory out of the emergent themes and concepts; (7)
considering if the singular cases and example can be generalised. Rubin and Rubin (2012)
explain that steps 6 and 7 are optional and dependant on the research aim. After
completing each transcription, | coded the document, highlighting the passages that were
relevant to the research questions and labelling them in a distinctive way. | coded the data
manually: one interview after the other. Next, | created a list of codes for the interviews
from the Western Ukraine, the Central Ukraine, and the Eastern Ukraine to notice if any big
differences were present among these three regions. | also created a list of codes from the
Australian and specific Tasmanian data, and compared the Ukrainian and the Australian
data.

The further analysis that identified concepts and themes contributing to answering the
research questions was based on the grounded theory approach and combined the
responsive interviewing model, RIM (Rubin & Rubin, 1995; 2005; 2012) and thematic
analysis, TA (Brown & Clarke, 2006; Terry et al., 2017).

3.5.4. Using Thematic Analysis to Interpret Data

The literature documents several analytical tools with the title “thematic analysis” over the
last decades (Javadi & Zarea, 2016; Terry et al., 2017) Here, | am using the term Thematic
Analysis (TA) to refer to the research method for analysing qualitative data developed by
Braun and Clarke (2006). TA is a flexible research method that aligns with a variety of
paradigms and methodologies, including the constructionist paradigm (Clarke, Braun &
Hayfield, 2015) to which this study belongs. It can also be combined with grounded theory
approach if the data are explored inductively (Floersch et al., 2010). TA can be seen as an
analytic tool for identifying and interpreting meaningful patterns across a data set to answer
a particular research question (Braun & Clarke, 2012) and to gain a deeper understanding of
a discussed problem.

TA is used for systematic and thorough data analysis in studies that interrogate

“collective or shared meanings and experiences” (Braun & Clarke, 2012, p. 57) rather than
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individual or unique cases. This matches the research purpose: understanding
interpretations of violence in picturebooks across two distinct cultures. TA is therefore
helpful in identifying patterns across the Australian data, the Ukrainian data, and across
both. In addition to describing the common shared meanings, TA is useful for exploring the
latent meanings (Braun & Clarke, 2012) implied by the research participants, but not always
verbalised. Finally, the method allows for the deep engagement with the data that may
assist in both generating a theory and enabling the participants’ voices to be heard in the
final written document.

The flexibility of TA comes with both opportunities and responsibilities. The flexibility
of TA allows for the free choice of theoretical approach and the style of interpretation.
Different paradigms may be compatible with the method. Both inductive and deductive
modes of working with data can be applied. The analysis can focus on semantic meanings
and be more descriptive, or on latent meanings and be highly interpretive. The
responsibility is that the data for TA should be rich and relevant to the research questions.
Also, despite the strong emphasis on the need for high quality data, TA acknowledges the
importance of the role of the researcher for the analysis. In this study, there are 30
interviews: 19 shorter interviews in Ukraine (77,130 words of transcribed text) and 11
longer interviews in Australia (103,872 words of transcribed text).

In some ways, TA resembles the GT method called Constant Comparison Method,
CMM (Glaser & Strauss, 1967) described in the Discovering Grounded Theory. Similarly, TA
also requires continuous comparison of data items and follows a similar path: coding,
integrating the codes into themes, and writing a final report. However, unlike classical
grounded theory, TA does not use line by line coding as its primary interest lies in
commonalities across the entire data set. The other distinctive feature of TA in comparison
to traditional GT method is that the active role of the researcher is recognised. It is
emphasised that codes and themes “do not simply ‘emerge’ from the data. Rather, analysis
is constructed at the intersection of the data and the researcher’s theoretical assumptions,
disciplinary knowledge, and research skills and experience” (Clarke et al., 2015). In addition,
TA uses well-defined procedures. It consists of 6 phases: (1) familiarization, (2) coding, (3)
“searching” for themes”, (4) reviewing themes, (5) defining and naming themes and (6)
writing a report (Clarke et al., 2015). Some of these phases may take place simultaneously

and be repeated several times before clarity is gained. TA is not a linear process. The
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researcher is encouraged to move back and forth within the data set and between the
phases.

The first step is to become intimately familiar with the data (Braun & Clarke, 2012).
Familiarization can be defined a process or reading and re-reading of the entire data set “in
a curious and questioning way” (Clarke et al., 2015, p. 231) that allows the researcher to see
passages relevant to the research questions. It aims at “reading the words actively,
analytically, and critically” (Clarke & Braun, 2012, p. 61). The reading is complemented by
taking notes. The notes serve as working material and unlike themes they do not need to
look clear and concise. They simply help to identify the significant chunks of data to work
with in future stages. The guiding questions asked during this phase can be: What are the
reasons for such interpretations by participants? What are the implications of these
interpretations?

When the data seems familiar, for the coding process can begin. Coding helps to
shift the research “from description to conceptualisation” (Charmaz, 2002, p. 683) and to
move beyond the most obvious and trivial meanings. It is an important stage for drafting the
major directions for further exploration. Clarke et al. (2015) state that “TA coding is flexible
and organic, you can tweak existing codes as you work through the data, explaining or
contrasting them, splitting them into two or more codes or collapsing similar codes
together, to better fit your developing analysis.” (p. 235). Therefore, refining the codes
makes the analysis more manageable and the collection of codes less repetitive.

TA may use both inductive and deductive strategies (Clarke et al., 2015). The data
can be analysed inductively (the codes are generated prior to consulting academic
literature) or deductively (all the codes are searched for through the lenses of a particular
theoretical framework). In this research, | used inductive TA. Each code consisted of a short
phrase that clearly identified a key aspect of interpreting violence in picturebooks and that
might have served as an independent item to work with even without re-reading the whole
data set at the later stages of analysis.

After the coding was complete, the search for themes could begin. To identify the
relevant themes, | highlighted all the text passages that sounded like summaries,
explanations or conclusions (Rubin & Rubin, 2012) answering the research questions, as well
as passages that were very important to the interviewees. Later, some of the concepts and

stories combined into the themes. All the themes were analysed and some smaller themes
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were synthesised into bigger categories. Then, the themes were refined and named. It is
said that “good theme names capture the essence of each theme - and may use a
particularly compelling data quotation to do so” (Clarke et al., 2015, p. 240). The final stage
is writing a report. Although, “there is no clear separation between analysis and writing in
TA” (Clarke et al., p. 241), it is important to verbalise of the findings in a clear and concise

manner.

Application for this research

| have applied the TA method for analysing both the picturebooks and interviews. It was
useful to see what themes appeared across a set of picturebooks in order to identify certain
patterns in the representations of violence. In addition, TA was invaluable for constructing
codes and themes within the interview data.

The guiding questions used for familiarisation with the data in this study were: How
do research participants interpret violence in picturebooks? Why do they interpret it this
way? What are the cultural and theoretical assumptions underpinning these
interpretations? What are the possible implications? In this study, | have familiarised myself
with the data during transcription, and later by reading and re-reading the transcripts.

| coded the whole data set several times. An inductive approach was employed to
see what codes could be identified within the data. | used many action codes (Charmaz,
2002), short phrases starting from a verb in gerund because they are said to be a useful tool
for inductive analysis. | was aware that “the codes reflect the researcher’s interests and
perspectives as well as the information in the data [...] through the prism of their
disciplinary assumptions and theoretical perspectives” (Charmaz, 2002, p. 683). Therefore, |
repeated the coding three times. The aim was to move beyond the explanations that
appeared to be obvious to me toward a deeper and richer understanding of the data. The
last round of coding was necessary to see if the number of codes should be reduced,
increased or changed in any other way.

At first, | gathered all the codes in a separate document and organised them into
clusters. Then, | combined some codes together, for example “exploring history” was
compinged with “exploring culture” inro “exploring history and culture”. Later, | searched

for links between codes, for instance, both “self-defence” and “military defence of one’s
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country” had a common goal, to explain how books representing violence may lead to a
much broader discussion with an educational value. Finally, the groups of codes were
combined into themes. The themes were compared, contrasted and integrating into one
narrative.

Finally, | used visuals to further unite the codes and themes to represent my
findings. After creating the draft visuals, | wrote the report and refined the visuals. The final
versions of visuals are the figures 2, 3, 4,5, 6, 7, 8,9, 10, 11 and 12 in this thesis. The titles
of the visual representations of findings were used as headings and subheadings (e.g., child-

centred dimension) in the thesis.

3.6. Quality assurance (QA)

The QA techniques of this study are strongly influenced by its belonging to the social
constructionist paradigm, and its grounding in relativist and realist philosophical traditions
(Crotty, 1998). Relativists believe in the existence of multiple realities, and consequently,
the language and the ways of demonstrating the trustworthiness of research in this
paradigm differ from a positivist way of reasoning (Lincoln & Guba, 1985). After all, “the
belief in multiple realities is inconsistent with attempts to judge the adequacy of singular
versions” (Seale, 1999, p. 49). Although such an approach is “rejecting the notion of an
objective universal truth, it accepts the possibility of specific local, personal, and community
forms of truth” (Kvale, 1996, p. 231). In this study, the presence of multiple truths is
anticipated, and the judgment of those truths is undertaken with the assistance of QR
terms.

The relativist criteriology of quality assurance has undergone a lengthy conceptual
evolution. It started from the denial of positivist criteria and attempts to invent new criteria.
Seale (1999) explains that because non-positivist paradigms highly value “creativity,
exploration, conceptual flexibility and a freedom of spirit” (p. 43), many new concepts were
coined to replace passivistic terms. For example, in 1980-1990s, the proposals of QR
researchers to replace internal and external validity include “successor validity, catalytic
validity, interrogated validity, transgressive validity, imperial validity, simulacra/ironic

validity, situated validity, voluptuous validity [...] ‘apparent’, ‘instrumental’ and ‘theoretical’
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validity.” (Seale, 1999, p. 43). However, over time, the researchers from both philosophical
camps chose to establish a common ground for judging quality in order to be able
understand each other.

Eventually, Lincoln and Guba (1985), suggested that QA criteria should be based on
the same four questions that are used in the positivistic research, however the emphasis
should shift (p. 290). The queries were concerned with truth value, applicability, consistency
and neutrality (see Table) and aimed at encouraging the reader to question if research is
trustworthy in a systematic and consistent way. This led to the emergence of parallel criteria
in quantitative and qualitative research, where internal validity is replaced by credibility,
external validity corresponds to transferability, reliability is an analogue of dependability,
and the place of objectivity is taken by confirmability (Lincoln & Guba; 1985, p. 300). In
1989, a fifth criterion, authenticity, was added. Authenticity aims at ensuring quality in
gualitative research because, as Lincoln and Guba believed, it is not enough to simply adapt
the criteria of positivist tradition to describe relativist research.

In conducting this study, | devoted substantial effort to ensure its trustworthiness.
Therefore, at each stage of the research | employed QA strategies to ensure the study was
credible, transferable and dependable. Additionally, to ensure authenticity, | reflected on

my personal bias.

Table 2

Criteria for Quality Assurance (Guba and Lincoln, 1985; 2013; Silverman, 2005)

Questions Criteria for Criteria for QA techniques used in this
about the positivistic constructionist | research study:

quality of any | (conventional) (naturalists)

research: paradigm: paradigm:

Truth value internal validity credibility a) triangulation:

1. triangulation of sources;
2. triangulation of methods;
3. theory triangulation;

b) exceptional-case analysis

100



Applicability | external validity transferability thick description

or generalisability

Consistency reliability or dependability a) clear research design;
replicability b) the adequacy of
transcripts;

c) comprehensive data
treatment;

d) inquiry audit

3.6.1. Credibility

Unlike internal validity that strives to prove that there is a strong causational relation
between elements of the study, credibility refers to a number of techniques used to
demonstrate that the study findings are trustworthy and meaningful even when multiple
interpretations are possible. To assure a study is credible, Seale (1999) suggests a focus on
“triangulation, member validation, analytic induction and the search for negative instances”
(p. 52-53). Similarly, Silverman (2005) mentions triangulation, refutability principle, the
constant comparative method, deviant-case analysis, using appropriate tabulations and
others (p. 212). Lincoln & Guba (2013) explain that credibility techniques may include
“prolonged engagement, persistent observation, triangulation of sources, methods,
theories, and researchers, peer debriefing, negative case analysis, referential adequacy, and

member checks” (p. 104). This study employs such credibility techniques as triangulation

and deviant-case analysis.

3.6.1.1. Triangulation

The constructionist research perspective presumes that the application of different
methods or theories to the same data, or the replication of the same study by various
scholars inevitably generates different results. Therefore, the positivist method of

triangulation of findings is not helpful in this instance. Nevertheless, the triangulation
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(Denzin, 1970) is still used by constructionists because “understanding inconsistencies in
findings across different kinds of data can be illuminative and important” (Patton, 2015, p.
661). There are many types of triangulation. Patton (2015) explains that it can involve
“gathering and analysing multiple perspectives, using diverse sources of data, and during
analysis, using alternative frameworks” (p. 652) depending on the demands of the research.
This study employs triangulation of sources.

To start with, this study combines two distinct sets of data: interviews with
Australian and Ukrainian gatekeepers. Various cultural perspectives on violence in
picturebooks are compared. Furthermore, there is a triangulation of sources within the
data, as various representations of violence are constantly compared and contrasted and
more than 30 distinct perspectives on violence in picturebooks are gathered through the
interviews. Silverman (2005) refers to this type of triangulation as the constant comparative
method (pp. 213-214) explaining that the research is likely to be more credible if the
researcher is repeatedly moving between different interview transcripts to see if one case
can be supported by others. This QA strategy is in line with the GT methodology and RIM
method as both require constant comparisons within the data.

According to Seale (1999), critics of triangulation claim that the convergence of all
the evidence is not the proof of correctness. What if everyone is wrong? What if all the
methods selected for the study led to false conclusions?

The other potential challenge of triangulation is the incompatibility of data sources,
methods or theories. Bloor (1997) says that this problem arises when the researchers try to

compare “chalk with cheese” (p. 38). It is further elaborated that:

Findings collected by different methods will rarely be of such a character
that they can be readily compared so as to pronounce them to be matched
or mismatched. All research findings are shaped by the circumstances of
their production, so findings collected by different methods will differ in
their form and specificity to a degree that will make their direct

comparison problematic. (Bloor, 1997, p. 39)

Yet another challenge with triangulation is that even if data sources are compatible

and the convergence of findings can provide evidence of trustworthiness, what if the
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findings contradict each other and do create a single picture? This is not a reason for a
concern because according to Patton (2015) “reasonable explanations for differences in
data from divergent sources can contribute significantly to the overall credibility of findings”

(p. 662). Therefore, the triangulation of sources was used in this study.

3.6.1.2. Exceptional and unique cases

In addition, to triangulation, other techniques were used. Whereas, triangulation focused on
similarities and generalisations, exceptional cases technique was concerned with unique
pieces of data. Research cases that contradict the main argument are called the negative
and discrepant (Becker, 1998, pp. 211-212), or deviant (Silverman, 2014, p. 64) cases.
However, because all these terms bear negative connotations and the baggage of cultural
meanings (e.g., deviancy is now often replaced by diversity in sociology to avoid negative
overtones), | use the term exceptional case instead. An analysis of cases that differ from
majority is “a strategy for pursuing explanations that have greater rather than lesser
credibility as good accounts of the social world” (Seale, 1999, p. 82). It requires careful
examination of those instances that stand out and differ significantly from all the other
cases within the data.

This QA technique is a common practice in qualitative research for a number of
reasons. Silverman (2014) explains that exceptional cases can complement the major
findings as they show how context influences the findings. In addition, Seale (1999) states
that exceptional instances can help “to guard against culpable error, arising from too great
an attachment to the personal perspective or values of the individual researcher” (p. 75),
and therefore this technique can demonstrate that the study is not overtly biased.
Moreover, it is said that the qualitative researcher should avoid the temptation to
oversimplify the findings by ignoring the arguments that do not fit, “it is never enough to
illustrate good ideas with supportive examples. The grounding of theory in empirical
evidence requires comprehensive searching and systematic scrutiny” (Coffey & Atkinson,
1996, p. 191). Similarly, Mason (2002) urges the researcher not to exclude the “elements
that might inconveniently counter” (p. 124) the main argument, because those elements

can enrich the findings by illuminating a broader picture.
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Furthermore, the inclusion of contradictory instances “supports multiple
perspectives and polyvocality” (Seale, 1999, p. 73) which is one of the essential features of
constructionist research. Overall, exceptional-case analysis can serve three main purposes:
to support the main findings, to challenge and modify the researcher’s initial assumptions,
and to provide additional explanations about the contexts and situations where the findings
are applicable (Perakyla, 2004; Seale, 1999; Silverman, 2014).

In exceptional cases analysis, the cases that contradict the main categories derived
from the constant comparison of the data must be re-examined with special attention. The
researcher should ask themselves: Why is this case different? What unique feature of the
context influences this case? After the answer is found, the next exceptional case should be
considered. This process continues until “generalization is able to apply to every single
gobbet of relevant data” (Silverman, 2005, p. 215).

The data that can be used for this technique is varied. Seale (1999) states that
examination of exceptional instances can be helpful for analysing interviews as well as text
documents (pp. 75-76). Consequently, this study employs exceptional-case analysis for
ensuring high quality standards for both the interview and picturebook analyses. In the case
of interviews, the diversity of cases is expected because | used maximum variable
(representative) sampling and theoretical (purposive) sampling strategies. The perceptions
of gatekeepers who belong to different genders, cultures, nationalities, ethnicities, age
groups and occupations cannot be the same by default. The aim is to embrace variety,

complexity and a polyphony of voices by examining the differences.

3.6.2. Transferability

The constructionists do not believe in the universality and generalisability of findings, and
accordingly do not support the claim that findings derived in a particular context can be
easily generalised and applied in a different context (Lincoln & Guba, 1985; Patton, 2015).
Instead, qualitative research caters for transferability of the findings to ensure the high
quality and applicability of their work.

Potentially, the readers of this study do not live in Australia or Ukraine and have
never visited a school, a library or a bookstore in those countries. How should they know

then if the findings of this study are going to be applicable in their cultural context? To
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address this potential risk, this study employs a transferability technique called “thick
description” in order to provide readers with plenty of context.

Thick description’ (Geertz, 1973) can be defined as “the salient features of the
context” or as “everything that a reader may need to know in order to understand the
findings” (Lincoln & Guba, 1985, p. 124). Further, it is explained that it is very important to
describe the context of the study in detail, as this allows the reader to make their own
judgements of whether the findings are applicable to their own context. The descriptions
should be “vivid and convincing” enough to assist in the transferability of research findings,
even many years after the study was conducted (Kvale, 1996, p. 234). Seale (1999) claims
that a common way to use thick description is by observation and the profound immersion
of the researcher into the study field (p. 108). In this study, | described the Australian and
Ukrainian contexts in detail (see Section 1.7) and created profiles of the research
participants (see the Appendix). With this information, the reader can visualise the
connection of the findings and the contexts, and decide if the findings can be applied in a
different context. Finally, as this study uses a representative sampling strategy and
examines two very different cultural contexts, it is hoped that many readers will be able to

connect to the study and find the results of this study valuable.

3.6.3. Dependability

Sampling, data collection, data analysis and interpretation are important considerations for
ensuring research dependability. Dependability is a relativist criterion that corresponds to
the positivist term reliability. Reliability “refers to the degree of consistency with which
instances are assigned to the same category by different observers or by the same observer
on different occasions” (Silverman, 2005, p. 224). Moreover, Seale (1999) explains that we
can distinguish internal and external reliability. Internal reliability “refers to the extent to
which different researchers identify similar constructs” (Seale, 1999, p. 42) in the same
manner. External reliability is “the overall replication of research findings” (p. 42) The idea
of reliability is highly problematic in qualitative research. Although the idea of seeking an
external audit is useful (Guba & Lincoln, 1985), the replicability of qualitative research may
be pointless because the replication of a qualitative study will inevitably lead to different

results. Moreover, replication attempts may lead to “painful disputes between researchers,
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and damage|[e] confidence in qualitative social research” (Seale, 1999, p. 142). Despite the
problematic origins of the concept of dependability, it plays a valuable role in ensuring the
consistency, integrity and clarity of the research (Seale, 1999; Guba & Lincoln, 2013).

The problems that might arise, should the researcher ignore dependability
techniques, are: an unreliable sample, unreliable data and, consequently, unreliable
findings. Silverman (2005) warns that anecdotalism, relying on a few random examples or
having unclear criteria for selecting a sample, is as much of a threat to quality of the study
as the unwillingness of a researcher to share the original data with the readers. Both may
lead to a situation where the readers are denied the opportunity to make their own
conclusions. The techniques that can be employed to avoid these two problems are: clear
research design, comprehensive data treatment and inquiry audit.

To communicate complex ideas in a simple way and to assure the audience that they
can rely on the findings, clear research design is imperative. Furthermore, appropriate
methodological choices constitute “the adequacy of the design and the methods used for
the subject matter and purpose of the study” (Kvale, 1996, p. 237). In this study, attention is
dedicated to explaining and justifying decisions on the research paradigm, methodologies,
methods, and sampling. Those decisions are described in detail because they influence the
quality of data and, eventually, the quality of the findings.

The quality of data collected via interviews is circumstanced not only by the research
design, but by the quality of interview questions, recordings and transcriptions. Perakyla
(2004) advocates for peer-review of transcriptions to assure that nothing is omitted. It is
said that “the correction of transcripts” can be useful for having precise, meticulous and
“rich” data that can be simplified later on if need be (p. 289). In my study, | asked three
trusted Australian colleagues to listen to the transcripts and to double check several
passages that | found problematic due to the cultural connotations that | might have
misunderstood. In addition, | asked my colleagues to listen to the transcripts and to fill in
any omissions. Also, | asked one trusted Ukrainian colleague to correct my Ukrainian
transcripts as well as my translations into English to ensure that | did not leave out any
valuable information. In this way, the data quality was checked before analysis occurred.

Comprehensive data treatment (Silverman, 2005, p. 214-215) is also employed. This
technique requires that researchers remain open and honest about the data they use.

Comprehensive data treatment helps to avoid potential misunderstandings and
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misinterpretations between the researcher and the reader, as the reader can see the raw
data for themselves, draw their own conclusions, and, if necessary, challenge the argument
with new data to extend the existing body of knowledge. The data in this study are treated
comprehensively in two ways: 1) transcribing has been done meticulously, and quotes from
the transcripts used to illustrate arguments are long and comprehensive; 2) the discussed
images from all the picturebooks are added to the Appendix. Therefore, the reader is
welcome to judge and make conclusions themselves.

In addition to working with the data systematically, the entire research process
follows a path of reliability that can be confirmed by external auditors. Guba and Lincoln
(1985) compare the inquiry audit with the fiscal audit where the auditor is supposed to
check the process and the product (p. 318). The research process can be checked by
examining how the methodological and other research-related decisions are justified. The
‘research products’ to be audited are “the data, findings, interpretations, and
recommendations” (Guba and Lincoln, 1985, p. 318). Not only is the inquiry audit important
for persuading readers that the study is dependable, it also serves as a foundation for

research confirmability.

3.5.4. Quality Assessment: Conclusions

The QA techniques employed in this study include output- and process-oriented paths of

ensuring research quality. They address a number of questions, including:

Are the theoretical assumptions of the study carefully considered?
Is the research design appropriate (to the aim and scope of the study)?

Is the research process well documented? Are the research decisions justified?

Are the findings credible? Are the findings dependable?

1.
2
3
4. Are the data reliable (collected and presented in a systematic and consistent way)?
5
6. Can the findings remain applicable in a different context?

7

Is the study authentic? Are the voices of both the researcher and research

participants included?
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The criteria for ensuring quality in this study are: credibility, transferability and
dependability. The quality assurance techniques employed include triangulation, deviant-
case analysis, thick description, clear research design, insurance of the adequacy of
transcripts, and comprehensive data treatment. All of these elements provide assurance

that this study is trustworthy.

3.7. The Researcher’s Role: Personal Bias

In the past, researchers used to be secretive about their relationship to the studied
phenomenon or their belonging to the studied community as this would have been seen as
a threat to objectivity and neutrality (Johnson, 2002). However, since authenticity of
research has been recognised as one of the cornerstones of research trustworthiness, the
inclusion of the researcher’s and the research participants’ voices has become normalised.
Rubin & Rubin (2005) explain that “researchers as well as conversational partners are
individuals with emotions, biases, and interests.” (p. 17). Instead of trying to objectify the
findings of this research and trying to eliminate any bias, researchers that follow the
constructionist paradigm should openly discuss their backgrounds.

To reveal the bias that influenced the way | interpreted the collected data, this
section outlines my cultural, linguistic, educational and professional backgrounds, which will
help explain the study’s axiological assumptions. | was born in Ukraine, in the old
multicultural Western Ukrainian city of Lviv. Despite living abroad for the last ten years, |
consider myself Ukrainian and European. My way of thinking is strongly influenced by
Western European culture, literature, and art. At the same time, | have been exposed to
Japanese, Chinese and Indian cultures from early childhood, so Eastern philosophies are not
foreign to me.

| am a multilingual. My mother tongue is Ukrainian, but | am also fluent in English,
Russian and Polish, and have a working language proficiency in Spanish. Certainly, the
languages | speak influence the way | perceive the world. | have been exposed to
picturebooks and illustrated books since early childhood because my mother is an artist and
our family has always had a huge collection of illustrated books (over 1,000 items). My
parents read fictional books to me since | was born. These included Ukrainian fiction,

translations of Western European literature (e.g., books by Brothers Grimm, Charles
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Perrault, Astrid Lindgren, Otfried Preussler, Gianni Rodari etc.) and folktales from all over
the world. After | learned how to read on my own, my parents encouraged me to read, draw
and write my own books.

My first Bachelor of Arts degree was in book illustration. | studied history of book,
history of material culture, art history, and practiced drawing, painting and calligraphy for
four years. This degree taught me to love, respect and appreciate both verbal and visual
narratives and to perceive the writer and illustrator as co-authors. My second degree is in
English language and literature. | obtained this qualification in Poland, where | studied
morphology, phonetics, literature, history of Great Britain and the USA, sociolinguistics,
history of literature, English, Polish and Spanish languages. This experience broadened my
horizons and changed my worldview. One of my BA theses was on CL (tales by Oscar Wilde).
The other thesis was in sociolinguistics. Finally, | obtained MA in Literatures in English at the
VU University Amsterdam, in the Netherlands. During the course of study, | undertook units
on semiotics, narratology, postcolonial and feministic approaches to literature. My MA
thesis explored the role of illustrations in different editions of Alice in Wonderland by Lewis
Carroll using narratology (Bal, 2009) as a framework.

I am a writer and an author of four published books for children of various ages. My
first book is an illustrated collection of tales YHikaneHa KapmonnauHa [Unique Potato]
(2008). My second book is an illustrated novel for children ages 11-12 years, [Todopoxc do
Komawii [Journey to Catland] (2014). The third book is a young adult novel for teenagers at
ages 15-16 years, Hamanrwoli meHe nmawkoto [Draw Me as Though | Was a Bird] (2014). The
last book is a crossover, novel that can be read by teenagers and adults, Amctepaam - Kuis. |
Tpoxu ceaToro Mukonasa [Amsterdam-Kiev. And a Little bit About St Nicolas] (2016). All of
these books are written in Ukrainian. | have well-established relationships with several

Ukrainian public libraries because | gave speeches and workshops there in 2009-2015.

3.8. Ethics

To ensure that this study meets high standards of research integrity and responsible
scholarly conduct, | considered a number of ethical questions. To begin with, | have met the
requirements of the University of Tasmania as my research proposal has been approved by

the HREC (Human Research Ethics Committee). Then, | have obtained approval to conduct
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the interviews with educators from the CET (Catholic Education Tasmania) and IST
(Independent Schools Tasmania). Finally, in my research | have been guided by the
principles of respect, honesty and safety. These principles are necessary to guarantee the
research participants have not been deceived, their reputation has not been harmed and
the information they share has not been misused (Cohen et al., 2011; Creswell & Poth,
2018; Silverman, 2014).

In this research, respect and honesty were manifested through building trust and
reciprocal professional relationships with the research participants before, during and after
the interviews. Prior to each interview, the participants were asked to familiarise
themselves with the Information Sheet (see the Appendix) which clearly explained the
purpose of the study, clarified the ways in which the information could be used and gave
examples of the questions which could be asked. It was explained to participants that their
participation in the study was voluntarily and all the information would be kept anonymous
and non-identifiable (unless they insisted on being identified). In addition, each participant
was asked to sign a consent form (see the Appendix). During the interview, the participants
were treated with respect. They could ask any additional questions, choose not to answer to
the researcher’s questions or stop the interview at any time. After the interview, the
participants were sent the transcripts of the conversations, so they could verify the
information.

Additionally, the safety and welfare of the research participants have been
considered at all times: | ensured that the participants were never at risk, and that their
words were not misused, as these are the common challenges in qualitative research
(Mason, 2002, p. 143). Furthermore, Rubin and Rubin (2005) explain that when discussing
the findings, the researchers must “decide whether the harm they might inflict in what they
report is justified by the increased accuracy” (p. 35). Following this advice, | did not report
any information that may potentially create any uncomfortable situation for the
participants.

The confidentiality of participants was also considered. Because the study explores
the interpretations of violence by CL gatekeepers it can be labelled as “sensitive research”
(Cohen at al., 2011, p. 170). However, Creswell (2012) says that the grounded theory
approach is suitable for research which discusses “sensitive topics” for the findings of the

such a study “develop a general abstraction” (p. 440) and, hence, the privacy of participants
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is protected. Both RIM and TA methods allow for anonymity and non-usage of identifiable
data. Consequently, all the data gathered for the research remains anonymous.

In addition to anonymity, the voluntary nature of the study has been prioritised.
Silverman (2014) explains that observations in public places (e.g., library) imply the consent
to be observed, whereas private conversations such as in-depth interviews require informed
consent. Warren (2002) adds that an oral informed consent can be enough in cases where
interviewees are worried about their anonymity when it is “tape-recorded” (p. 89). In this
study, the research participants were volunteers who agreed to sign an informed consent
form (see the Appendix) and take part in the study at their own discretion and without
coercion. Several participants declined to write their surname, however agreed to sign the
document. Others stated that they wished for their real name to be acknowledged in the
thesis. Because the participants are treated as conversational partners (Rubin & Rubin,
2005), their preferences were taken into account; the participants retained the right to
refuse the use of their direct quotations at any time. However, the general findings of the
research constructed by both the researcher and participants would remain due to their
abstract nature and collaborative nature.

The data from this study consist of MP3 audio recordings in English and Ukrainian,
transcripts of audio-recordings in English and Ukrainian, translations of the Ukrainian
transcripts into English, the archival log, and the file which matches code names with real
names. The personal data were made re-identifiable, therefore all significant identifiers
(e.g., names, names of institutions) were removed and replaced by a code which consisted
of a number of an interview and the first letter of the participant citizenship. For example,
001U can be interpreted as the interview number one, with a Ukrainian research
participant. All documents containing identifiable information are securely stored.

To conclude, this study was guided by the ethical principles of respect, honesty and
concern for the participants’ welfare. The necessary ethical approvals from the HREC, CET
and IST were obtained. The participants were provided with the information sheet, explain
the aims of the study, and they participated in this study voluntarily. All the data are re-

identifiable and the privacy of participants is respected.

3.9. Challenges and Limitations
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There were a number of challenges in this study. These challenges included the time-
consuming nature of a qualitative study requiring transcription, translation and manual
analysis, as well difficulties with recruitment. | also experienced certain institutional
barriers: apparently, at the time when this study was conducted the research topic it
explored was not deemed by the Department of Education to be a priority for Tasmanian
public schools. The Australian teachers working in public schools could therefore not be
approached. This resulted in an unequal number of research participants from both
countries.

Another challenge was to frame each interview question in the careful, yet explicit
way. Questions about the interpretation of violence could not be straightforward or blunt,
as they might have been perceived as disrespectful, judgmental or accusing. For example, it
would have been inappropriate and simplistic to state that the picturebook page we look at
represents violence and then ask, “Do you like it? Would you show it to a child?”. Also, if the
participants preferred to omit certain questions and to talk about other issues, | would
follow the thread of conversation as long as it was relevant, and would attempt to redirect
conversation back to violence if the participants digressed substantially.

As mentioned previously, discussing censorship during audio-recorded interviews
was challenging: the research participants did not want to be perceived as censors. After
several refusals to talk about it on record, | concluded that CL censorship was a sensitive
topic, and obtaining an authentic data might not be feasible in the current circumstances.
Therefore, | decided to be guided by my research participants and modified one of the
research questions. Also, | discovered that a more promising approach was to ask
participants about the age limit they would put on certain books and why, as well as to
inquire about the successful strategies of discussing picturebooks depicting violence in a
classroom.

Qualitative research is a time-consuming and complex approach that requires use of
emergent and dynamic procedures, the acknowledgement of context, equality in the
researcher-participant relationships, careful consideration of potential ethical issues,
lengthy passages to describe the findings, and the creation of complex questions both at the
beginning and at the end of the study (Creswell & Poth, 2018). | have encountered these

challenges; however, the complex and lengthy processes enriched the findings.
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3.10. Chapter Summary

This chapter provided explanation, justification and elaboration on how this study was
conducted. It started from the more general overview of the interpretive framework,
moved toward methodology and methods, and finished with explanations of the human
factor in this research: researcher’s bias, quality assurance and ethical procedures
undertaken. The study is situated within the field of qualitative research. It employs the
constructionist paradigm (Burr, 2015), hence, meaning is co-constructed by a researcher

and the research. The grounded theory approach (Charmaz, 2006) is consulted to collect

and analyse data. The participants, teachers and librarians, are recruited in accordance with

theoretical sampling. They are interviewed in accordance with the RIM method (Rubin &

Rubin, 2005). All the interviews are recorded, transcribed manually and then analysed in

line

with RIM and TA (Braun & Clark, 2012). The Ukrainian citations were translated into English.

The quality is assured by a number of strategies. The research bias and ethical

considerations are taken into account.
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Chapter 4: Findings

This chapter presents findings of the study. It reveals how the main the gatekeepers of
picturebooks in educational settings perceived their roles in Australia and Ukraine, and how
they define violence. Also, in this chapter, | explore three dimensions of the decision-making
process during picturebook selection, namely: child-centred, book-centred and contextual.
Additionally, | present several strategies used by the gatekeeper to curate books and
supervise child’s access to books

Sections of the chapter include many citations from the research participants. To
ensure anonymity, the names of participants are replaced with three digits which
constitutes a number of an interview and a letter referring to the participant citizenship. For
example, 001U should be read as a citation from the interview number one, with a
Ukrainian research participant; 022A are data from the interview number twenty two, with

an Australian research participant.

4.1. Gatekeepers of picturebooks: selecting picturebooks

This section answers the following research questions: Who are the gatekeepers of
picturebooks in educational contexts, and who selects the books for children’s library
collections? The data revealed that while there are many stakeholders in the gatekeeping
process, teachers, librarians and parents are mostly responsible for selecting books for children
and encouraging or discouraging children from reading them in both countries. The data
revealed two cultural differences between the Australian and Ukrainian gatekeeping processes.
First, Australian teachers and librarians believed they had more agency in selecting picturebooks
for library collections in comparisons to what the Ukrainian participants believed about
themselves. Second, the child’s agency in the selection process was exercised differently in
Australia and Ukraine: the Australian participants tended to assume what children like based on
their previous experience, book reviews, and other information; the Ukrainian participants
tended to have one-to-one conversations with the most active readers and ask them about
their preferences.

The interviews indicated that selecting picturebooks for libraries and classroom book

collections was a responsibility of many parties including librarians and teachers. Decisions
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about picturebook selection were sometimes influenced by principals, counsellors, school
psychologists and other staff members, as well as policy makers and curriculum developers.
Furthermore, they were impacted by children who could express their preferences.

In Australia, teachers and librarians were often perceived as the decision makers who
select books for library collections and classroom bookshelves. For example, a librarian,
020A confirmed, “My responsibilities in terms of developing the picturebook collections was
to source the books and make purchasing decisions” (020A). Furthermore, the selection
process was not standardised or centralised; it might look different in each school or library,
depending on which stakeholders participated most actively and on how much agency
children were granted.

Before the Australian Curriculum was introduced in 2010, collaborative decision-making
happened in a relatively spontaneous manner. When asked, who chose the books for the library
collection in the past, 027A explained, “We participated. ... There were fellow-teachers,
librarians that we worked closely with. If | saw something | liked, or something | heard about...
Yes. But there was no system. It was just what happened. | finished [teaching] before we had
the National Curriculum” (027A). At the same time, the picturebooks had to go through
different levels of gatekeeping before they were approved. 027A added, “But we have so many
layers. [Picturebooks] have to go though many tutors... through the head of faculty” (027A).
Consequently, even if the decision-making process was not always documented, it seems that
there was an unspoken system of collegial decision-making and some auditing in place.

After the Australian Curriculum was implemented, some schools adopted written
policies explaining how books should be selected. Here, there was a clear division of
responsibilities between decision-makers and advisors. 024A, an active user of a library
collection development policy, explained that such decisions are made collegially in their school:
in addition to teacher and librarian perspectives, the opinions of a counsellor, a school chaplain
and clinically trained psychologist are considered. The librarian explained that if he was
uncomfortable with a book requested by a teacher he would seek an advice from a counsellor, a
school chaplain, or a psychologist. He reported that, “sometimes, they say, “Oh, no! Don't even
think about that”, but sometimes I've been surprised that people, actually, say, “Yes, that would

be very useful for us” ... So, it’s a collegial process” (024A).
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Other schools followed different patterns. For example, one of the teachers explained,
“Each individual staff member is responsible for the library, all of us are responsible” (025A).

When | asked who was responsible for purchasing books, she elaborated:

The principal chooses... the responsibility ultimately lies with the principals who spend
quite a lot of money on books each year. But also, each staff member can purchase
books as well and add them to the library or their own classroom library. So, anybody,

really. (025A)

In addition, the librarians would collaborate and consult with teachers if the book was
controversial. For instance, 024A said, “When I'm dealing with material which is obviously
controversial ... | consult with teachers in whichever subject department is interested. With
fiction, for example, it would be particularly but not exclusively, with our English department,
English teachers” (024A).

In Ukraine, the librarians and teachers were responsible for selecting books for the
library and school collections too. However, not all teachers and librarians could decide
which books to select. Because the Ukrainian National Curriculum specifies the list of books
that must be purchased and read, individual teachers have limited agency in selecting
books. The teachers interviewed could make suggestions for changing the list of books in
the Ukrainian National Curriculum or to purchase additional books for their classroom
collection if they invested their own money. However, the major decision-makers were
educators who had been developing and adjusting the Ukrainian National Curriculum. The
Ukrainian librarians also had to comply with a hierarchal decision-making process: the major
decision makers were senior librarians from a central division who would gather requests
from the local libraries and then purchase some of those books. 001U, the head of one of
the city public libraries explained, “We can express our wishes, we can request certain
books based on children’s likes and dislikes ... the book acquisition centre would select and
purchase books. | can select books only if we have a sponsor’s money” (001U). The
Ukrainian librarians explained that they had to consider financial obstacles. In some years,
there was little or no money to purchase new books, therefore they would either purchase
books using their own salaries or accept donations. In the case of donations, libraries could

be sponsored by private organisations who gave librarians freedom of choice or they could
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be given printed books by publishing houses, authors and parents. When the interviewed
Ukrainian librarians had an opportunity to choose books themselves, they would read book
reviews, attend book launches and book fairs, follow CL books clubs on social media and talk
to their readers daily to decide which books to purchase.

In Australia and Ukraine, the decisions of adult gatekeepers were influenced by
children. Teachers and librarians considered children’s needs and preferences when
selecting books. First, they could try to predict children’s preferences based on their beliefs

about readers. For example, the Australian participants said:

I, probably, would have just selected the books which were popular at the time;

popular and current at the time, and ones | felt children would enjoy. (029A)

We have books that children talk about, that they are reading at home or love the

sets of or enjoy this author. So, we make sure those books are in the library. (025A)

If it sounds interesting and | think children will enjoy it, or if | think students can
really learn from the text or a book ... | also read reviews of books, and
recommendations. | also take an account of what would be popular with the

students currently. (028A)

Second, the teachers and librarians could anticipate children’s needs by observing
the books children borrowed and listening to children’s responses about books they already
read. For instance, one Ukrainian said, “Children follow fashion for certain books. If some
popular kid read a book; the entire class reads it too. Even if they don’t like reading books,
they do ... much later they shape their preferences: prose or poetry, detective stories,
romances or fantasy” (004U). Furthermore, the Ukrainian participants believed that one-to-
one conversations after the book was returned were essential. These conversations enabled
the librarians to understand if children enjoyed a book or found it boring, or if children were

likely to be frightened or upset by a book. The Ukrainian participants said:
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In my opinion, it is difficult to engage with a vast number of readers; however, the
most effective way to engage with the most active readers is to talk with each child

individually to discuss their likes and dislikes. (003U)

We collect and write down children’s requests demonstrating children’s likes and

dislikes. (001U)

Children share their impressions with us. When they bring a book back, we ask them,

“What did you like? What did you not like?”. (013U)

| always ask readers for their feedback about the books they read, “Did you like
this book? What did you like in this book?” Of course, [I do not ask] if this is just a

part of school curriculum and they have to read it. (008U)

Third, the gatekeepers could be guided by readers’ requests of books they wanted to
read. Children were asked about their preferences in Australia and Ukraine. For example,
028A explained, “I have a clipboard and a sheet where students can recommend books that
they would like to see in the library. So, they have that decision-making tool” (028A).
Similarly, 001U said they had a notebook where they write down readers’ requests. Also,
011U said that children at age 11 or 12 “read a lot... and recommend some books to me... |
thank them and write their recommendations down into a notebook with readers’ requests.
If | have an opportunity, | buy those books” (011U).

It was clear that the child’s participation in the selection process varied from little
agency, where gatekeepers guessed what students might like, to an active participation,
where children told gatekeepers about their preferences directly. The children’s influence
on book selection processes seemed larger in Ukraine because the librarians regularly asked
children for their opinions and did not seem to mind if picturebooks represented
controversial topics. In Australia, children had certain agency too; however, the child’s
willingness to read a book could be challenged: if the book was controversial it had to go
through stages of gatekeeping. 028A explained that if she had doubts about a book, she
would consult her colleagues before purchasing it. She gave an example, saying, “Yes, |

would possibly ask the teacher their opinion first. | did actually have a situation when a child
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said that she wanted to read the Diary of Anne Frank [1947]” (028A). The librarian consulted
with two teachers. One said that the book could be purchased because the parents of the
child would not object. 025A explained that she replied, “I'm not so concerned about her
parents not minding it, it’s more that | don’t want to give a child a book they are not ready
for yet, or have not enough maturity to handle the themes”. And she said, “It’s up to you.
It’s your choice” (025A). Then, the librarian talked to another teacher, who said the novel
could be too traumatising for a young child. Eventually, 025A made the decision to buy a
picturebook about Anne Frank instead of ordering the original novel.

Other influencers in picturebook selection included publishing houses and scholars.
In Australia, the decision to purchase a book could be influenced by the availability of the
teachers’ toolkits provided with some picturebooks. Some publishing houses were more
eager to supplement their books with educational materials. In Ukraine, those decisions
might also be influenced by third parties who could donate books (e.g., publishing houses,
parents). Both in Australia and Ukraine, books promoted in book reviews were more likely
to be purchased.

To summarise, several parties were involved in book selection in schools and
libraries. However, despite the presence of other stakeholders, teachers and librarians were

the major decision-makers in book selection processes in both countries.

4.2. Definitions of violence by gatekeepers

This section compares and contrasts definitions of violence suggested by Australian and
Ukrainian gatekeepers. At the start of each interview, participants were asked to explain how
they understood the concept of violence and to provide examples to illustrate this
understanding. Australian and Ukrainian participants defined violence as something negative,
harmful and unwanted. At the same time, there were some cultural differences in their

perceptions of violence.

4.2.1. Australian definitions of violence: “something that harms”

Australian participants’ definitions of violence were mostly concerned with the harmful

effect of violence, as they almost all mentioned harm as a defining feature. Although the
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physicality of violence was often emphasised, most of the time, Australian gatekeepers
moved beyond the physical dimension of violence, and talked about verbal, psychological
and emotional abuse in their definitions of violence.

The majority of Australian interviewees began by identifying violence as an action, a
physical act of hurting others (e.g., killing, beating, maltreating others). For example, when
asked to define violence in picturebooks, 023A responded by giving examples of kinds of
book where such violence is represented, “An easy thing to say is war books. But there are
books on bullying, domestic violence”. Another definition by 027A was that “violence
involves physical force. It means to hurt, damage, kill someone or something. That’s
straightforward”. Clearly, physical violence was seen by the Australian respondents as the
most obvious type of violence. Furthermore, these participants explained that the act of

violence could be perceived differently by adults and children. 025A noted:

For the four- to eight-year-olds, violence is not so much the act of hurting someone
(as in war or as in the wolf eating Grandma), it is more what relates to them (like as
in Hansel and Gretel). The four- to eight-year-olds didn't seem worried at all that
the wolf ate Grandma, but they were really, really worried that mother and father
would leave the children in the woods ... So, that sort of violence is definitely
something that the younger ones worried about more than the actual act of

violence (025A).

This explanation clearly shows the distinction made between violence as it is
understood by adults (e.g., killing) and the violence children can relate to (e.g., neglect,
abandonment). At the same time, this quote offers insight into how the gatekeepers
construct the image of the child reader in the context of discussing controversial
picturebooks.

The presence of harm was often the defining characteristic. Harmful actions or
speeches were perceived as violent. 027A summarised this by saying, “In my own words, |
suppose, it’s just something that harms”. In addition, 030A said she would define violence as
“an act of aggression against someone. Now, that act of aggression could be verbal; it could
be physical, and often it would cause real hurt”. This definition emphasised that violence

was related to aggression and that the degree of harm caused by violence could vary. Also,
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while previous definitions presented here focused on victims, the definition provided by
030A encompassed both victim and aggressor.

The inclusion of a psychological dimension in addition to physical and verbal harm
was common. 031A defined violence as “anything that is physically, verbally, or
psychologically damaging to someone else or harmful to someone else... So, if a person is
targeting verbal or physical, or some sort of psychological action toward another person
that would harm that person, that's being violent”. Here, the psychological aspect of
violence was emphasised.

In addition, some Australian participants mentioned emotional violence. 029A
reflected upon the topic, saying that violence was “an act against another person, a physical
[act], or [one that] can even be emotional to a certain extent... which provokes a very strong
feeling of fear and distaste” (029A). This definition brings certain subtlety to the discussion
of violence as it points out that harm caused by violence can be emotional and may include

strong emotional responses. Moreover, 026A explained:

We could be speaking of physical violence, which would be where physical harm, |
guess, comes to one or more people. And there is emotional abuse as well as
mental abuse - | think that can also be included in how we think about violence, and
how it impacts people. But usually, | guess, it is very simply harm to another person

or persons, and for violence in most cases it would be intentional (026A).

This definition highlights two aspects of violence not identified by other interviewees: first,
violence can be exercised upon individuals or groups; second, violence can be both
intentional and unintentional. Such a definition excludes accidents, but covers genocide,
discrimination and other types of collective maltreatment. Also, 026A made an important
gualification here. This interviewee believed that personal intention is usually, but not
always, associated with violence. By bringing in the concept of ‘intentionality’, this definition
implied the link to ‘structural’ violence directed at groups of people (e.g., social injustice)
where the intention to harm might be hardly visible.

Overall, Australian research participants defined violence as harmful action or
behaviour against a person or a group of people, explaining that violence can be physical,

verbal or emotional. Many noted that violence is intentional. At the same time, others
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believed that the intention to harm might not be clearly visible. Finally, they claimed that

violence could be perceived differently by adult and child readers.

4.2.2. Ukrainian definitions of violence: “limiting freedom”

Similar to their Australian colleagues, the Ukrainian participants spoke about physical and
emotional dimensions of violence. For example, 003U said, “Violence is an amorphous
category... starting from murder and finishing with crumpling up paper [...] For instance, to
crumple up a piece of paper because of anger is also an act of violence. All the emotions, all
the anger is directed into that piece of paper”. However, while Australian participants
mostly used a term emotional violence, the Ukrainian participants preferred a term
psychological violence. For instance, 004U said, “there are many types of violence. Violence
can be physical and psychological”. This difference could be attributed to the common use
of the concept of emotions throughout the Australian interviews and the common use of
words feelings and psyche in the Ukrainian interviews.

In addition, Ukrainian participants acknowledged the presence of harm as a defining
criterion. 008U defined violence as “situations where harm or pain are caused, like
torturing”. For the same reason, war was often mentioned as an example of violence. 019U
said, “When there is a conflict, an armed military conflict” we could call it violence.

Another similarity between the Australian and Ukrainian definitions is the
mentioning of verbal violence as a subcategory. Ukrainian participants said that “the
abundant use of swear words is violence” (002U) and that “even communication [can be
seen as violence], if you are forced to communicate with someone [and you do not want
to]” (008U). This means that offensive words and forceful communication were also
perceived as harmful and, perhaps, unwanted, therefore violent.

The Australian and Ukrainian definitions of violence acknowledged harm caused by
social structures to a different extent. Australian definitions focused mostly on direct
violence; if they ever implied structural violence, they did so indirectly. By contrast,

Ukrainian participants talked explicitly about structural violence performed on an
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institutional level. They insisted that structural violence co-existed with direct violence.

012U gave an extensive definition of such violence:

What would | categorise as violence? How do | perceive it? Well, violence is derived
from the word force [in Ukrainian], therefore, violence is when a stronger person
forces a weaker one to do something against their will. This is a general definition.
This might be a psychological violence or physical violence. | mean, it is not only
physical abuse, a person can be positioned in such a state of affairs that she or he
will do something she or he would not want to do. If we are talking about verbal
violence (or perhaps, | ought to call it psychological violence), we should also
mention a hidden violence used by the authority. In Ukraine, it is a very common
form of violence executed through [low] salaries. ... When in addition to your job
responsibilities you are forced to do a lot of tasks which you find tedious,
unnecessary and wrong, and when you are forced to do those for free, that is

violence.

This definition shows a clear distinction between direct and structural violence.
Furthermore, it explains how language and culture influence the understanding of an
abstract concept of violence. The English noun violence has a similar root as the verb to
violate, whereas the Ukrainian noun Hacunscmeo [nasylstvo] is derived from the noun cuna
[syla] that can be translated as force and power. This has implications for the ways people
understand and interpret the word. Connotations of the word syla (force, power) are
reflected in several of the Ukrainian responses when defining violence.

The Ukrainian interviews were distinctive in that most participants explicitly defined
violence as imposing one’s opinion on others, limiting one’s freedom and oppressing those
who are weaker. For example, 018U said, “Imposing one’s opinion.... authoritarianism is a
psychological violence. Physical violence also exists. But it is something completely
different... The psychological violence is imposing one’s opinion on others”. She went on to
give a few examples such as how some parents force children to read the books because
they think this is best for their children even if they did not want to read them. During our
conversation, | inquired about the relation between censorship and violence as a follow-up

question:
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H: Does this mean the censorship is form of violence?
018U: Yes, imposing one’s opinion is. Parents do not give the child an opportunity [to
choose the book]. ... He wants to read about butterflies, and they [are saying] “No,

you are going to read about The Ransom of Red Chief [1907]”

Also, 012U observed that contemporary wars often take place in the digital space as
well as the physical world. He said that violence is “imposing one’s opinion on others and
forcing a person to do something. Information warfare is a type of violence too” (012U). In
addition, school violence was described as peer pressure and imposing one’s opinion on
others. 010U said, “It is common among teenagers at home and at school. [They say,] “You
are not dressed the way you should be”; “You are not what you are supposed to be”; “You
do not look at me the way you should” — all of this is violence”. Similarly, 018U reflected,
“Violence... If we remember how we were educated, we will see a lot of violence. [We were
told,] “What would people say? Do as others do!” —this is violence”. The psychological
pressure created by an individual or group was therefore seen as a violation of people’s
freedom of choice.

Perceiving violence as a limitation of one’s freedom was also common. For example,
007U explained, “Violence happens not only when the physical force is applied or when a
[victimised] person feels physical pain. Violence is limiting one’s freedom, limiting one’s
independence”. Similarly, 002U said, “Violence is denying one’s right to safety, to freedom,
to happiness”. This definition seems quite similar to a previous one because the idea of
forcefully imposing one’s opinion on others involves depriving them of freedom to decide
for themselves. However, limiting freedom is a broader idea than forcing others to think in a
certain way.

Furthermore, violence was perceived as oppression. Many Ukrainian participants
defined violence as an oppression, of being forced to do an unwanted action and to accept
an unwanted condition. For example, 002U claimed that “violent acts of entitled people

against a vulnerable individual is the worst form of violence”. In addition, 008U said:

Violence is an oppression, a limitation of one’s freedom. This can be a physical

violence, this can be a psychological violence, this can be moral violence, visual
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violence, audial violence and aesthetic violence. Violence is when something foreign
is imposed on you. You may be against it, you may disagree, but you are forced to

do it anyway. (008U)

Also, 013U said that violence is “oppression; it is cruelty; it is imposing one’s thought
on others. These are the most terrifying forms of violence” (013U). Similarly, 019U explained
that violence does not have to be bloody or include weapons; it can be a more subtle type
of violating someone’s rights by forcing them to take an unwanted action. To illustrate this
type of violence, she told a folktale about a man and a cockroach. The cockroach lived in a
cave, but the man entered the cave and banished the insect. This unjust action was
perceived as violence by some Ukrainian students. In this way, the Ukrainian participants
referred to a wide range of structural violence where oppressing others was a more intense
type of violence compared to limiting one’s freedom and influencing other people’s
opinions. Also, the above responses highlighted that to oppress others was perceived as a
more extreme form of violence than harming them physically.

Another attempt to establish a hierarchy of violence was made by 004U who said,
“psychological violence is sometimes worse than physical because it does not leave scars on
the body, but it leaves traces on the psyche, and it is much more difficult to deal with the
latter...”. This idea could be surprising for some because, in a country suffering from war,
one might expect physical violence to be considered the worst. However, as the findings
demonstrated, the interviewed Ukrainian gatekeepers of children literature paid equal
attention to physical and psychological violence.

Overall, like the Australian gatekeepers, Ukrainian participants defined violence as a
harmful and unwanted force. However, they also defined it as an attempt to impose one’s
opinion on others, limit one’s freedom and oppress others. They also tried to establish a
certain hierarchy among different types of violence. Some emphasised structural violence as
much worse than direct violence; others highlighted how psychological violence could be

more harmful than physical violence.

4.2.3. Cultural differences in definitions of violence
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There were some differences between Australian and Ukrainian perceptions of the term
violence. Australian definitions often focused on how harm can be caused with behaviour,
actions, words, and thoughts of a person or a group of people, whereas the Ukrainian
definitions mostly focused on the victims of violence emphasising that violence involves a
lack of freedom, domination and oppression. Perhaps historical, cultural and linguistic
differences were behind the variety of definitions. This had certain implications for the

further discussion of violence in picturebooks.

4.3. Curating picturebooks: three dimensions

This section presents three dimensions of gatekeepers’ decision-making when deciding if
books are appropriate for children. During the second half of each interview, participants
were presented with and asked to comment on Australian and Ukrainian picturebooks
representing violence. In this way, participants from each country looked at familiar texts
from their own country, as well as those from the other country. In addition, participants
were encouraged to speak about their own examples of picturebooks representing violence.
The aim was to understand how the book curating process worked: why and how the books
representing violence were selected for a school or library collection. The Appendix lists all

guestions that were asked; however, some questions included:

e What is your interpretation of this scene in the picturebook?

e At what age is this picturebook aimed?

e Would you recommend young readers to read this book? Why? Why not?

e Would it be more appropriate for such a book to be read with parents at home or to
discuss it in the classroom with a teacher? Or should the child read it on their own?

Why?

Participants from both countries insisted that each picturebook should be examined
carefully before discussing it with a group of children in a classroom or even read as a
bedtime story by parents. They explained in detail why they found some books more
appropriate than others. Sometimes, when giving their own examples of books representing

violence, the participants spoke about illustrated short stories, comics, graphic novels,
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novelettes, poems and novels representing violence. However, their opinions on violence
were similar to their perceptions of violence in picturebooks. Their decision-making
processes could be understood in relation to three dimensions: child-centred, book-centred
and contextual dimensions.

To begin, there was general agreement that since the picturebooks have been
published by recognised publishing houses and offered for purchase by respectable
bookstores, they should be appropriate. At the same time, there was a range of opinions on
the age at which children should be allowed to read the books. Usually, arguments about
inappropriateness would emphasise the child-centred dimension as participants thought of
children’s levels of maturity, emotional development, readiness to discuss the topic, abilities
to comprehend topics mentally and sensitivity thresholds.

In addition, participants would judge the picturebooks through considerations of
genre, characters, settings, and the amount and purpose of violence in the text. The style of
illustrations was considered also; some illustrations were perceived as more child-friendly
than others. These considerations could be seen as prioritising the book-centred dimension
of the decision-making process.

Furthermore, the context was taken into account. The participants would pay
attention to the previous publications by the same author, the alignment of the book with
school policy and the curriculum, and the presence of an adult during the reading of a
picturebook. After these careful considerations, a verdict would be made — the picturebook
would be recommended to children; however, only after a certain age. This age limit would
differ, ranging from 7 to 15 depending on the cultural background of the participant and
their personal experience of recommending books to children.

To summarise, curating picturebooks representing violence involves complex
processes of selecting picturebooks appropriate for a certain age and recommending them
to readers. In addition, this may include the choice of the optimal mode of reading:
discussing a book in a classroom with a teacher or reading the book at home with parents.
The process of curating picturebooks has three dimensions: child-centred, book-centred and
contextual, and gatekeepers prioritise one, two, or all three dimensions when deciding

which books to select and recommend.
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Figure 2

Dimensions of Decision-making Process in Picturebook Selection
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4.4. The child-centred dimension: constructing the child reader

This section presents gatekeepers’ perceptions of children reading picturebooks
representing violence. It constructs four categories of young readers based on the
gatekeepers’ beliefs about the children. These categories are: naive, scared, troubled and
accomplished young readers. The gatekeepers believed that children respond to violence in
picturebook differently according to their varied levels of maturity and sensitivity.

Children’s maturity corresponded to their age and experience. Very young readers
were often perceived as immature and not yet ready to comprehend nuanced topics and to
cope with emotionally challenging topics. Upper primary school children and older were
mostly seen as mature readers ready to comprehend complex messages, able to understand
the fictionality of the story and to respond without fear to fictional narratives.

Children’s sensitivity was often linked to their personality traits and past traumas.
Children of any age could be perceived as sensitive readers. Very young and sensitive
readers were seen as scared readers who would be afraid of monsters and other fictional
threats. Whereas, upper primary school sensitive readers were seen as troubled readers —

anxious and upset about the events described in the book.
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Figure 3

Maturity and Sensitivity Levels of a Child Reader
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4.4.1. Readers’ maturity

Participants agreed that children’s levels of maturity influenced their decision. Before
recommending any book to a child, the participants would consider the child’s ability to
understand the topic on a cognitive level and their ability to cope with the topic
emotionally. For example, 023A said about The Great Bear (2010), “I think it has to be for
people who are old enough to understand that this sort of thing actually did happen.
Because other than that it would just scare people ... | keep thinking about my [6-year-old]
grandson. | wouldn’t show it to him”. Furthermore, 020A explained, “you can be too young
to be exposed to a book, not because it’s going to scare you or give you nightmares or what
sort of thing, but to really appreciate it: to get the humour or the message in it. Sometimes,
it’s just nice to wait until the kids get a little bit older, so they can really fully appreciate the
book”. The ability to appreciate the book and understand the message was often seen as a
reliable marker for estimating the age of an implied reader. Consequently, abstract themes
linked to violence (e.g., fighting for freedom) seemed too complex, or even overly nuanced
and sophisticated to be properly understood by children who were developing their ability
to think.

The Australian participants mentioned on several occasions that if a book explored
controversial and nuanced themes, it was for older children. Books representing war
seemed to be the most frequently noted for abstract, complex and nuanced ideas. Speaking

about The War that Changed Rondo, three interviewees said the following:
| guess, it can be read on multiple levels, with different complexities... [It might be] too
much of an abstract idea for little people to understand. Would they take it literally?

(028A)

| think it’s not going to be a particularly young child that would pick up these
subtleties. (031A)

I think it sounds like it is quite nuanced. (026A)
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022A explained that My Dog (2001) was not appropriate for young children “because the
subject matter is quite sophisticated. It is quite complex. The story is complex. And there is a
role for that in... for older children” (022A). Therefore, to indicate an appropriate age for
the audience of a given book, the participants assessed the level of abstraction, complexity,
subtlety and sophistication, as well as the mental abilities of children to understand. At the
same time, 028A pondered, “We sometimes don’t give children credit, enough credit, and
think that they can’t think complexly and make those connections, whereas, they probably
can” (028A).

The Ukrainian participants said children must reach a certain level of their mental
development and be able to use abstract thinking before they can read books with difficult
topics, including picturebooks representing violence. For example, 012U explained that, to
read folktales like “Kotyhoroshko”?, children need to understand what sacrifice is. He
explained that children were ready to read this “after they developed some abstract
thinking, after they learnt to understand the concept of sacrifice and that one can sacrifice
their leg, but one can also sacrifice their time, their attention and their positive attitude”
(012U). The main argument of the Ukrainian participants in relation to the lack of abstract
thinking was that if a child was too young it would be impossible to explain the topic to the

child. They said:

Of course, if a child is younger than 5, it would not be possible to explain [The
War That Changed Rondo] to them because they do not have these kinds of

associations. (005U)

This [Australian Gnomes (1979)] is for older children because it is impossible to

explain to young children why this was necessary to do, why to brand. (010U)

Is this [Not Now, Bernard (1980)] for young children? Maybe, this is for big
parents? [laughing] This is horrible! It would be impossible to explain to young
children who become a monster and why... as for me, this book is definitely not

for young readers. (012U)

> Kotyhoroshko cuts up his own calf and gives it to the Gryphon to feed him
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Therefore, the gatekeepers often worried that children might be confused and
perplexed by sophisticated topics, whereas adults would not explain the situation to a
child in a meaningful and helpful manner.

Furthermore, the Ukrainian participants suggested that the ability to comprehend
violence in books depended on a child’s previous reading experience: children were able
to understand more sophisticated themes when they were vicarious readers. Looking at
the illustrations in Australian Gnomes (1979), 010U said, “This book is not for young
children. They will not be able to understand why animals used to be branded” (010U).
012U commented on the same illustration, saying, “My younger daughter who is a grade
3 student [9-year-old] would be able to comprehend this. However, when she was in a
grade 1, | don’t think she would understand. | would say, the more you read to a child,
the faster the child will start to understand” (012U).

It was agreed that recognising the age when a child is mature enough for a given book
is a challenging task because each child develops at their own pace. For example, 017U said,
“Children have different levels of maturity. Some children read more serious books than
others” (017U). In addition, 020A said, “When you are reading to a group, you have to factor
in that you have the whole range of maturity levels in that group. They might have been the
same age, but some are far less experienced than others” (020A). 031A said that measuring
the readiness of children to read a book was often problematic because parents and
teachers or librarians did not always agree on this. 031A concluded, “A lot of parents think,
“but they [the child] can read the words”. Yes, but it’s not just the words. It’s the content”

(031A). A similar example was provided by 023A who said:

| was startled when | had people in a bookshop coming (parents of children at the
grade 3 and 4, 8-9-year-olds) and saying, “Oh, we have just read Hunger Games.
What would you recommend that would be similar?” And | know, that is not a
picturebook, but to me that was totally inappropriate for the child that age. And so,
with the Harry Potter books. | kept saying to the parents, you know, “They came out
once a year and your child should read them once a year, as they grow older”.

Because the books were written for the older children.
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In the Australian interviews, the age limit would start from 7 or 8 [grade 2]. The
participants often suggested that between pre-school age and the primary school age
children would undergo a leap in their understanding of nuanced and complex situations.
For example, 029A commented on Not Now, Bernard (1980), “I think after 7 is fine, when
they are able to rationalise things a little bit more” (029A). Once again, the expected
cognitive development of a child influenced the decision about the age of the reader. The
majority of participants agreed that picturebooks representing violence were more
appropriate for readers who were older than seven or eight (grade 2 upwards). 027A
concluded that readers My Mother’s Eyes (2011) “have to be older than 7 and 8”, and 022A
said that My Dog (2001) could be read by “grade 2 and onwards [7- to 8-year-olds]”. 025A
commented on Yaroslavna’s Lament (2016 [1860]), a historical poem representing a queen

waiting the king to return from war:

Some of the mature eight to sixteen-year-olds would handle that all right. Because
they write that sort of poetry themselves. When children write poetry, it's often
very dark. But | wouldn't read that to the younger ones. This, “My sweetheart has

died, I shall die too!” This part they wouldn't understand. (025A)

In this example the age of intended readership was quite broad: the mature 8- to 16-
year-olds; however, anyone younger than eight was considered not mature enough to
understand the complexity of the dark theme. Other Australian research participants
mentioned the same age in their estimation. 020A said that picturebooks representing
controversial and sophisticated topics could be discussed with “grade 2 upwards, when they
[children] are starting to develop that sense of humour, and starting to develop a
guestioning mind. Whereas, for very little kids... they really don’t need to have them”
(020A). Similarly, 029A said about Roald Dahl’s Revolting Rhymes, “I thought that they all
are going to be just really fun, but... | just remember thinking at the time, “I don’t think this
is appropriate for a 7-year-old”. Although 029A herself found Revolting Rhymes to be funny,
she considered them to be scary and too sophisticated for the children in grade 2.

In some instances, the age limit was higher than 7- to 8-year-olds in Australia.
Australian participants suggested traditional fairy tales and some war narratives should be

read by older children. The presence of visible violence seemed to be a decisive criterion
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here. 026A said, “There are some fairy tales that | don’t think | would use with really young
students. ... In a school library, we usually would not start talking about fairy tales until years
3 and 4. Just because there are some really complicated themes there, and the violence that
is quite violent in many cases”. If the picturebook included explicit representations of
violence in words, in images or both, participants reported they would not recommend
these books to young children; however, the age limit differed depending on the
participant. For example, looking at The War that Change Rondo, 029A said, “Maybe, 13+ to
have a bit of an understanding of the concepts”. Whereas, 026A said about the same book,
“Just looking at the pictures, at the illustrations, I'd, probably, do middle years or secondary
and upper secondary, like young adults” (026A). Also, Australian participants agreed that
the picturebook And the Band Played Waltzing Matilda (2015) was not appropriate reading
for primary school children. For example, 027A said, “You wouldn’t want that book to be
dealt with in the primary years” (027A). Similarly, 023A said, “That’s for older children,
that’s for adults... | wouldn’t think of using it with younger kids at all” (023A). Also, 031A
said, “It's expressing what it was, you know, how it was for those young men, but that's
pretty vivid language for a child to take in” (031A). In addition, the book was based on the
adult song. 020A explained, “The whole book was anti- the Vietham War... You can,
certainly, read it in primary school, like grade 3 upwards, and lots of teachers would read it
to 1s and 2s. Though, |, probably, wouldn’t” (020A). 020A made a valid point here: although
none of the research participants said they would use And the Band Played Waltzing
Matilda (2015) in primary school, | saw the picturebook available in the general CL collection
in the public library (see a photo in the Appendix) and in the library catalogues of some
Tasmanian primary schools.

The age limit set by the Ukrainian participants also took into account levels of
maturity and sensitivity. If the book was expected to be read by children on their own, the
Ukrainian age limit resembled the Australian one; it was 7- or 8-years old. For example, the

Ukrainian participants said about Blossom Possum (2006):

| would not recommend it to very young children. Perhaps, this is for slightly older,

like 7- or 8-year-olds, so that they can understand the situation adequately. (015U)

This tale is for children, for primary and upper-primary schoolchildren. (016U)
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Just looking at the illustrations and the text... Well, | don’t know, perhaps, for 7-year-

olds or 8-year-olds. (017U)

018U explained that children who are 7 or older know how to read; she said, “They
understand what they read. They read very different books, including books about
monsters... However, they never say, “Oh, we are so worried!”. No, they see it as an

adventure” (018U).

However, when the Ukrainian participants were asked about fairy tales, the age limit
would start from five or six [pre-school age]. The participants said that because traditional
folktales, animal tales and other fantasy stories were expected to be read to a child by their

parents, even very young children could read them. The participants said:

Well, these are fairy tales. We read them in primary school, or even at the earlier

age, at the pre-school age. (014U)

Tales differ from each other... | think young children should read fairy tales, but of

course with a correct interpretation [provided by adults]. (007U)

Folktales are read to very young children by parents. (001U)

Consequently, it was believed that very young children could read fairy tales despite
the presence of violence. Parents were seen as guardians and interpreters.

In Ukraine, 12 was generally thought to be the minimum age for reading
picturebooks representing war or suicide and referring to historical events (e.g., And the
Band Played Waltzing Matilda (2015), Waltzing Matilda (2007), Yaroslavna’s Lament
(2016)). 011U said, “Readers of every age have their own literature”. 014U said about And
the Band Played Waltzing Matilda (2015), “I think, starting from grade 6 or 7, they
understand the topic of war. Whereas, in primary and upper-primary school, you would be
too young to comprehend this” (014U). 010U believed the age limit for the same
picturebook should be higher, at least 14 or 15. She said, “I think, if a child is 14 or 15 years
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old, she or he can understand... This is for secondary school when the child can comprehend
the topic. The younger children would be scared” (010U). In the case of Waltzing Matilda
(2007), the participants mostly said that the book could be read from 12. 009U explained
that to understand this book children should have a sound and well-developed moral
judgement. She said they can read it “from 12 onwards because at that age children
understand their consequences of their actions”. Similarly, 014U said, “Colonisation... This
is a difficult topic. This is for secondary school [12-to 18-year-olds]”; she explained that
because the historical context of the story differed so much from the contemporary reality,
it would be too difficult for younger children to understand the choices made by the
swagman. 015U also said that Waltzing Matilda (2007) was a picturebook aimed at the
secondary school students [12-18] who were able to comprehend the idea of the death
penalty. She said, “l don’t know. | think, very young readers will not understand this. It will
be difficult. It will be scary. What is a death penalty? Why is he jumping into the billabong?
Perhaps, for the middle-school age children [12-15]. | don’t know” (015U). | suspected that
the Ukrainian research participants might think that Waltzing Matilda (2007) should be
recommended only to older children because the context was foreign and needed a lot of
unpacking for a non-Australian child. However, when discussing the Yaroslavna’s Lament
(2016), a poem with a familiar historical and cultural background, the Ukrainian participants
insisted that the text was for older children. 017U said, “Even in grade 9 or 10... Despite the
fact that this poem is part of the curriculum and even at the age children learn it at school
[15-16], it might be difficult for the children to understand it. You understand it years later.
When they are 15-16, they just don’t understand. They can read it... but... It passes by...”.
016U explained that the poem explores complex emotions children cannot fully relate to.
He said, “They do not understand the complexity of her feelings: she is afraid her husband
has died, but she hopes he might come back” (016U). 015U also said that because children
lacked experience, it was too difficult for them to understand. She said, “I remember how
we read it in grade 7 or 8. We learned it by heart. We had to get a high grade. But only when
| became an adult did | understand this poem. | understood that | had not understood it
before” (015U).

These findings demonstrated how decisions about the age limit of picturebooks
were influenced by the perceived mental abilities of children to understand the complexity

of situations involving violence and emotional preparedness. Picturebooks representing
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violence were often rated as books aimed at children who are older than 7. Some
picturebooks that described complex situations (e.g., war), or included explicit descriptions,
were rated as appropriate for children older than 12. Moreover, some participants
suggested a higher age limit, namely, 13, 14 or 15. The major difference between Australian
and Ukrainian responses was in estimating the age limit for fairy tales representing violence.
Many Ukrainian participants believed that it was safe to read fairy tales in pre-school age
because this type of narrative was read with parents. Australian participants often
suggested significantly higher age limits (e.g., upper primary school) because they expected

these stories to be discussed in a classroom with a teacher.

4.4.2. Readers’ sensitivity

The terms reader’s sensitivities and sensitive children appeared in both Australian and
Ukrainian data. Participants from both countries agreed that some children can be scared or
upset easier than others, and therefore, those sensitive children should not be

recommended books representing violence, death or other controversial themes. They said:

One child might find this obnoxious and another child might absolutely enjoy it.
(025A)

Some children will not be affected at all, but some children are far more sensitive,

and it does make a difference. (020A)

Perhaps, it depends on a child’s sensitivity. Depending on the child’s personality

traits, each child will perceive this differently. (017U)

| think, there are very delicate children who would react to this... sensitively. (019U)

Sensitivity was seen more as a continuum rather than a separate category of
children. For example, 029A said, “You need to take into account different sensitivities
within that group”. Similarly, 031A explained, “We need to be aware that we have a range

of sensitivities, and | don’t think we should pool those who might react sensitively to this.

138



We need to show our own sensitivity to their sensitivity”. The Ukrainian participants also
gave examples of how children responded to books differently depending on their

sensitivity:

This was the only hated book, Horrid Henry (1994) by Francesca Simon [illustrated by
Tony Ross]. It’s a book about a mischievous boy who likes misbehaving. Some
children read it with pleasure. But other children say, “l won’t read this book! This is
a bad story. | hate the boy. No one should behave like that”. So, this was the only
book like that. (017U)

This is like Uncle Tom’s Cabin... | recall how | read this as an adult just because |
found it interesting. But some people come to us and say their children have cried
reading it. What is the reason for that? Does it depend on the emotional state? Or
on upbringing? We recommend The Cabin of Uncle Sam to some readers, and they
like the story. But we also have readers who do not think that Tom Sawyer is funny.

(018U)

The Australian participants often linked sensitivity to children’s previous experience
and traumas of the past. Consequently, sensitive children could include witnesses of
domestic violence, children who knew others who committed suicide or who were
refugees. Children who experienced significant traumas in their lives were the primary
concern of the teachers and librarians. 025A looked at an illustration where a horse was
kicking a wolf and explained that the majority of children would not relate to the story as
to a plausible realistic narrative; she said, “For a few sensitive children it is [disturbing], but
[for others] it’s not part of their lives at all... They see it as a story. They see it as something
we can discuss” (025A).

In addition to the victims of domestic violence, participants said that children who
lost relatives due to suicide could be perceived as sensitive. 030A said that, before
discussing a book representing suicide (e.g., Waltzing Matilda (2007)), “You need to be
terribly aware of their [children’s] background. You need to know if someone in their
family has committed suicide”. Overall, the teachers and librarians were concerned with

certain cases more than with others. However, instead of simply categorising readers and
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placing them into boxes, the participants perceived sensitivity as a continuum and would
make judgements on a case-by-case basis.

Refugees and children who had lived in the warzone were mentioned too. Discussing
picturebooks representing war, 022A said, “If you have refugees in your class and they had
that experience... it could be very confronting, and it could bring the flashbacks of what’s
been happening in their life, so you’d need to be aware of that”. Moreover, 028A recalled
an example from her own teaching experience: she was reading And the Band Played
Waltzing Matilda (2015) to the class and one the girls with a refugee background became
very upset by the imagery of picturebook. Later, it turned out her sibling died in an accident
on a mine field. Therefore, memories of the traumatic event contributed to her sensitivity
and to her perception of violence.

The Ukrainian participants mostly linked sensitivity to children’s personality traits.
Talking about sensitive or delicate readers, the Ukrainian participants often mentioned the
term psyche. They believed very young children, who were more sensitive by nature, might
be traumatised if they were exposed to fictional violence and if adults did not explain the
purpose of a violent act. For example, 007U said, “There are children with a very sensitive
psyche; their psychological portrait is very gentle and delicate” (007U). 001U explained this
using an example of a Tom and Jerry cartoon. She said, “Perhaps, older children who have a
foundation can watch this, as they have some immunity. But if a child is too young... and if it
is not explained to the child [by adults] that [they must not harm others], [...] then the
child’s psyche is damaged” (001U). Similarly, 009U said about Not Now, Bernard (1980), “I
would not give this book to children because their psyche and their interpretation might be
too sensitive to read this book. | don’t know... In my opinion, this book is for parents only”
(009U). Therefore, the Ukrainian participants thought that some young children might be
very sensitive to fictional violence and should not be exposed to it if the adults were not
able to explain the topic to them.

The Ukrainian participants suggested that many children would not be affected by
picturebooks representing violence; however, some sensitive children might have
difficulties with interpreting fictional violence. For example, 015U said that Ride, Ricardo,
Ride! (2015) “is suitable for children at the grade 3 [9-year-olds]. But it is necessary to
look at the child. Not every child will be able to digest this. Well, every child might
interpret this situation differently” (015U). Similarly, 009U explained that “one child
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might be cool with this [open ending in the Great Bear (2010)] and another may be
encouraged to... to commit suicide or anything else... It’s all about interpretation” (009U).
019U said about Blossom Possum (2006), “I think it should be fine for grade 1 students
[7-year-olds]. But, of course, there are some very sensitive children who would react to
this” (019U). Child’s individual sensitivity, therefore, was seen as an important criterion in
deciding whether a picturebook should be recommended to and read to all children, or
to some children. In conclusion, the participants of the study prioritised the child-centred
dimension when judging the appropriateness of a given book and considered children’s

sensitivity when selecting books.

4.4.3. Scared readers

Fear was among the top emotions taken into account by gatekeepers when deciding a
picturebook’s appropriateness. Often, after being asked whether a picturebook should be
recommended to children (and if yes, what age), participants would start thinking aloud
about whether a child would be scared by a scene in the book. Although | never asked,
“Would children be frightened?”, this was a natural, intuitive way of judging picturebooks
representing violence. For example, looking at the scene from “Sirko” (2015), 031A said,
“The wolf doesn't look threatening” (031A), and then she asked herself, “Would they [a
child] fear being abducted by a wolf? I’'m thinking of a certain age... | don't know...” (031A).
This showed that the decision-making process started from imagining a potential child-
reader and measuring the risk of the child becoming frightened. Another example of this
was a brief excerpt of conversation with 029A during the discussion of the Ukrainian folktale

“Kyrylo Kozhumiaka” (2013):

H: And [after killing a dragon] the man returns to his home village, and lives a simple
life. And after he dies, his countrymen put a big stone on the riverbank to
commemorate his great deed.

029A: Right, | see. And do | find it scary? No, | don’t find this scary.

H: No. | mean, should we discuss it with children?
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Both examples showed that semantically my questions, “Would you recommend the
book to children?” and “Would you discuss the book with children?” were often understood
as synonymous to “Do you find this book scary? Are children going to be scared?”.
Consequently, it could be concluded that one of the reasons adults were unwilling to
recommend or discuss certain picturebooks representing violence was that they believed
these books might frighten children.

The belief that children could be scared of a violent scene in a book often derived
from their professional experience. This belief was shared by both Australian and Ukrainian
participants. 020A remembered how she was reading a story about a goose girl to young
children when she just commenced her career. Because she had never read this book
before, she did not expect that the horse was going to be beheaded. Moreover, the horse’s
head was put on the gate and this was depicted on the illustration. She recalled the

situation:

020A: | got to the last page and there was that and | got caught up badly because |
was reading it to the young class.

H: What did you do? Did you change the ending?

020A: Well, it was a picturebook, and | was showing them pictures. And | sort of
turned the page, and the kids, all, saw the picture.

H: Oh! Was that on the picture? Was it depicted? His head?

020A: Mmm... [nodding] I'm trying to remember because it was many-many years

ago... the kids were horrified.

The effect on the children was clear here: they were horrified. However, even more
clearly the story emphasised that the responsibility of dealing with situation (horrified
children) was on an adult guardian. Not surprisingly, the research participants were
preoccupied with scary stories. For example, 028A (a librarian who had started her career
not long time ago) focused on scary elements in several books. She pointed at the
illustration from Cat on the Island (2008) and commented on the cat’s face covered with
bird’s blood, “That is a scary little cat!” (028A), she said about the scene in the Blossom
Possum (2006), “Oh, they look scary! Are they fighting?” (028A), she said about “Kyrylo

Kozhumiaka” (2013), “The dragon has big teeth, and big claws, and looks very scary” (028A)
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and she expressed her opinion about “Ivasyk-Telesyk”, “The snake looks scary, and gory”
(028A). Therefore, a scale of scariness was often considered when judging picturebooks.

The process of measuring scariness was not straightforward. The participants often
emphasised that characters and objects they themselves saw as innocent might have been
perceived as scary by children. 023A explained that when her son was 5, they were reading
a picturebook depicting a mouldy sausage. “He was terribly frightened... this just really
surprised me”, 023A recalled. The little boy said the mouldy sausage reminded him of the
soldiers wearing camouflage he saw on TV, and he found them scary. 029A expressed a very
similar idea, saying, “It's only when you start reading to children and get their reaction;
perhaps, you realise something might be a bit disturbing. Because as an adult you don’t
really worry about scary stuff” (029A). Therefore, one challenge in measuring fear
mentioned by the Australian participants was that adults and children had different
opinions on the matter.

The other challenge was that various adults often disagreed on what should be
labelled as scary. The differences could be noticed even within cultures. For instance, the
majority of Australian participants concluded that The Great Bear (2010) by Armin Greder
looked frightening; however, all the other picturebooks evoked a great range of responses
from not frightening at all to very frightening. For example, some Australian participants
found Hansel and Gretel to be “a very scary story” (024A). Others called it quite scary. 029A
said that “those old Grimm’s brother’s fairy tales, we talked about earlier, you know, when
children were popped into ovens... Terrifying things! Yes, so | think, that might be quite
scary” (029A). However, 022A disagreed, saying, “l can’t remember the situation where a
child was actually being scared of a story of Hansel and Gretel”. Similarly, 025A said that
folktales like Hansel and Gretel would not scare young children. She commented on the
Ukrainian tale “lvasyk-Telesyk” (2013), “When they are 13, it might come back to haunt
them [laughing], but it wouldn't go with them at 4 or 5 or 6 or 7... it's actually very similar to
pushing the witch to save Hansel and Gretel” (025A). Whereas, 031A looked at the
illustration to the same Ukrainian tale and said, “Some of these images could be, for some
children, quite scary”. Consequently, it was said that more sensitive children might find
illustrated folktales scary, whereas other would not. Therefore, the participants with similar

cultural backgrounds were likely measure the scariness of folktales differently.
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The comparison of Australian and Ukrainian responses presented even greater
difference in what was considered by adults as too scary for children. This might be linked to
taboos shaped by history and culture that were unique for each country. The most
prominent representation of violence that acted as taboo for Ukrainian participants was any
mentioning of eating children. When | asked the Ukrainian participants to think about some
examples of picturebooks representing violence, two of them told me that the scariest tale
they had ever read was Wolf and Seven Kids. Although they referred to different versions of
the same fairy tale, the shared feature was that a wolf ate seven little goat kids. One

participant said:

011U: As for me, the only scary tale is one about a goat and seven kids.

H: Why?

011U: The moment when the wolf’s belly is cut, the kids are taken out and the
stones are placed into the wolf’s belly [is scary]... Then the wolf walks toward a well
and because all the stones in his belly he drowns... This is the scariest Ukrainian

folktale...

Another participant recalled:

012U: | am still extremely terrified when | think of the Belarusian version of Wolf and
Seven Kids.

H: Was it with a wolf with the stones in his belly?

012U: Not really... No, this is a different one. A wolf ate all the kids. Their mother
came home, saw it and cried for a while. Then she ground their bones into a flour,

made cookies and joined the wolf at their funeral.

The other very scary story according to the Ukrainian gatekeepers was Not Now,
Bernard (1980), where “a monster ate Bernard up, each and every bit of him” (McKee, 2005,
no page). The act of eating a boy was seen by many Ukrainian participants as horrifying and

extremely violent. They said:
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It's a terrible book! ... You know, | would not recommend this book to children,
honestly. This is an extreme form of violence! When the monster eats... No... This is a

book of horrors! (017U)

What did the author mean? What is the moral of the story? Children must have it
explained to them [by adults]. Because if a child read this on their own, it becomes

spooky. (011U)

006U: ... the illustrations could be changed.
H: What would you change in these illustrations?
006U: The monster is rather scary. | don’t know... Someone could be afraid of this

monster.

Well, this monster is not scary. But the fact that he ate Bernard is horrible ... It’s like
we scare children with Babay®. Although, | never scared my children with Babay. My

parents never scared me. So, | am not sure how it works [laughing]” (001U).

005U had a slightly different response to Not Now, Bernard (1980) than other
Ukrainian participants. She compared the picturebook with the popular animation
Monsters, Inc. (2001), referring to the high level of fictionality of both narratives. At the
same time, while acknowledging that the story was scary and that children would be scared
by it, she thought they would also be delighted by it. “It’s a well-known fact that children
will be scared — and they will love it. There is a whole philosophy behind this” (005U), she
said. Overall, the Ukrainian participants believed children would be scared of Not Now,
Bernard.

Although the Australian participants were not familiar with Wolf and Seven Kids,
they reacted differently than the Ukrainian participants to a scene where a boy was eaten

by a monster in Not Now, Bernard. While the Ukrainian gatekeepers were horrified and

6 Some Ukrainian parents tell their children that if they keep misbehaving, Babay, a scary magical
creature will come and take them away.
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disgusted with Not Now, Bernard, the Australian participants thought the picturebook was

funny. For example, they said:

It’s tongue in cheek, and that’s a laugh at parents, and kids love it. And that’s fine.
Violent? These illustrations ... convey humour, not scariness ... If | was reading it, |
probably wouldn’t read it to kinders and preps, but I'd certainly read it to grade 1
upwards. Yes, because they laugh uproariously, they thought the thing was hilarious.

Especially, when | say: “Not now”, they would say: “Bernard! Bernard!”. (020A)

[laughing] | mean, | see where there is violence with that, but | think it is being used
as a pretty simple tool of illustrating the point [laughing] ... But it is more about

humour, even if it is depicting something violent. (026A)

| think it has that touch of humour in it. So, the story which you are trying to give to

kids is made stronger, and it is made palatable. (027A)

But if | would be reading this with a young person, like my grandson, I’d be getting
them to laugh first of all at the monster, and at the fact that the monster doesn’t

exist, and this is, actually, just being written by the author. (030A)

One exception to perceiving Not Now, Bernard as funny was expressed by 029A who
explained that very young children might not realise this story is fictional, and therefore,
might be scared. She said, “There is a certain stage when little children are growing up, that
they are terrified of monsters, and if they learn that monsters have the capacity to eat you,
well | think that’s particularly scary and disturbing” (029A).

Another difference between the two cultures lay in judgements of scary stories.
Australian participants often wanted to avoid evoking fear in children and disliked the idea
of reading a picturebook to children if the picturebook was perceived as scary. For example,
029A said, “Sometimes, | suppose, something that worried me [was] that things might have
been a little bit scary, and | don’t like scaring children”. Ukrainian participants, however,
believed that some children enjoyed being scared by a fictional story and therefore they

thought that scary books should be offered to children. They said:
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Some children ask for detective stories. Others also ask for scary stories, for scary

stories with humour in them. (007U)

Nowadays, children of all ages like scary stories. There is a culture of telling each
other scary stories. It’s still there. Like, there is this story about a granny who killed
someone with an axe, made dumplings out of them and fed those dumplings to
others. This is scary and violent. ... Also, on a subconscious level, such a story is
psychotherapeutic. On one hand, the story is horrible. On the other hand, it reveals
social dangers. Some of these themes are irrelevant today. But the tales about

dangerous strangers who end up being Bluebeards are very useful nowadays. (008U)

If we look at children’s creative writing or at their games, we will find a lot of
violence there. It's not that they are fighting, but they play “zombie attacks” or
something like that. Also, | have been teaching creative writing to children, and they
often write [about violence]. Once they even wrote about sausages made of

unicorns [laughing]. (019U)

One participant referred to her own childhood experience to explain how children

might want to read scary stories. She said:

Back then, | remember my grandpa was telling us a tale we loved... it was one of
those oral folktales... We loved when our grandpa would get to the [scary] moment
and say, “O-0-0-0... In the attic...” At this moment, we would become frightened;

but we would always ask him to tell us this story. (001U)

At the same time, some Ukrainian participants explained that not all children wanted
to read scary stories and this should be acknowledged. For instance, one of them said,
“Recently, one reader [age 10] came to me and said they wanted to read a book with

adventures, but something that is not scary” (007U). Similar, 018U made an assumption
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about children based on her experience of working with readers in the library; she said,
“Children are kind; they like something nice and light. If something is scary, it should be just
a little bit scary. If it is just one episode, that is fine. But if the entire book is like that then
children become frightened” (018U). Therefore, she assumed that children were kind and
innocent and could not cope with very scary stories.

Some young readers were perceived by the research participants as easily
frightened; the projection of scared readers was established. This construct was based both
on the professional experience of working with children and the belief that children were
innocent and should be protected from negative emotions. There were two major
distinctions in the Australian and Ukrainian responses. First, the theme of monsters eating
children was perceived by Ukrainian participants as taboo and therefore very scary, but as
humorous and funny by Australian participants. Second, if a book was perceived as
potentially scary, Ukrainian participants were more likely to offer it to children than their
Australian colleagues because Ukrainian participants believed children enjoyed being

scared, and that reading scary books was safe for most children.
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4.4 4. Naive readers

Not all children were seen as potentially scared when reading picturebooks representing
violence. Children who lacked knowledge and had no exposure to violence were perceived
as less sensitive and less likely to be scared than other children. The construct of a naive
reader appeared in many interviews: participants claimed that children would not see the
discussed scene as being violent. To notice the violence, the person must have been aware
of what violence was and how it could be manifested. Often, children would be blissfully
ignorant about the presence of violence in books simply because they did not have well-
developed critical thinking skills to analyse the situation and realise it was actually violent.
Using the words of 022A, “The other thing with violence is young children don’t get it. They
don’t see it”. Elaborating on this idea, 022A mentioned, “Reading on their own, they don’t
get it. Like, they need someone to interpret it for them, to look at it in different ways”
(022A). Also, 023A said, “Most children wouldn’t see it, they wouldn’t get that meaning”.
017U concluded, “The child who is listening to a tale will not focus on violence. Well,
perhaps, some children will notice. There are children with a predisposition to violence...
But other children will not even pay attention to violence here” (017U).

The naivety of young readers manifested itself in child readers not reacting to the
tales adults perceived as very scary. 004U explained, “Children and adults perceive folktales
differently. As an adult you ponder about the tale and become terrified, but as a child, you
react calmly” (004U). The proof of this idea could be seen in the reaction of adult to the
picturebook Not Now, Bernard described above. While Ukrainian participants, who had
never seen this book before, were terrified by the story, Australian participants who
previously read this picturebook to children explained, “You can read it to the young
children, they wouldn’t understand the horror of this, they would just see it as something
funny” (027A).

The participants would often say that since the majority of children did not have
exposure to violence in real life, they would not recognise fictional violence in picturebooks.
022A explained, “As a child you only see what means something to you. You don’t have that
worldly concept of what it means to be violent”. In addition, 020A offered a detailed
explanation of why children would not see violence, saying, “Children are bringing to their

reading experiences what they already know. So, if you’ve experienced tragedy like suicide
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or death, you are more likely to pick up the nuances of the story, the text and the
illustrations than if you haven’t” (020A). Looking at the fight scene in the Possum Blossom
(2006), 017U said, “There is violence here. But | don’t think children will be shocked that
someone stepped on someone’s foot [or tail]...” (017U).

Suicide was among the top examples of violence that would not be recognised by
children according to the Australian research participants. Discussing The Great Bear (2010)
and Waltzing Matilda (2007), the Australian participants would often refer to their
experiences reading the books to children to explain that violence here was unnoticed by
young readers. 020A said about The Great Bear (2010), “Most kids [pause] wouldn’t really
understand that it was a suicide. They would just see it as a release. They wouldn’t actually
think about it as suicide”. She had a similar opinion about the Waltzing Matilda (2007), as
she said, “They sing the words, and they don’t really realise that the guy jumped into the
billabong to drown himself, nor that he died, and that he deliberately had taken his own life.
And | think this book [The Great Bear (2010)] is much the same as that” (020A). Similarly,
022A looked at the Waltzing Matilda (2007) and said, “You are right, there is a suicide in
there [pause]. So, would a child, would early childhood people read them? Some of them,
like prep or kindergarden, would they pick up the fact that this is suicide? | don’t think so”.
Here, the participants were convinced that a child had to already know a concept in order to
notice it in a story; and as long as such a concept was absent from the young mind, it was
safe to read the book to a child.

War was another topic mentioned by the participants in relation to children’s blissful
ignorance. Looking at the picturebooks representing war, Australian participant 025A said,
“It might have more meaning for older children, who as I've said really realise what war is.
But for the younger (from four to eight), no, | think they would do that with any anxiety at
all”, meaning that it was safe to read the books to young children. Ukrainian participants
held very similar views about the interpretation of war by very young children. One of them
said, “I think, starting from grade 6 or 7, children understand the theme of war. If we look at
the primary school, | think they are just too young to comprehend the idea” (014U).
Similarly, 017U said, “l don’t think a very young child understands the word “war” or has any
associations with it...” (017U). Furthermore, Australian participant 029A and Ukrainian
participant 002U had almost identical views on the matter when shown Ride, Ricardo, Ride!

(2015):
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| don’t think the child would understand what is depicted... | don’t think shadows
would mean anything to a child. My generation, perhaps, with the knowledge of the
war... We know exactly what the shadows [of soldiers] mean and what the shadows
depict: the soldiers and the bayonets. But to a child that, probably, wouldn’t be so
scary. (029A)

If a child saw this image, | do not know if he or she would understand what’s
happening here. She or he would see the walking soldiers and a boy with his bicycle.
But | don’t think a child would see violence in this image. Adults would get it straight

away. (002U)

Furthermore, it appeared that the term naive readers could be applied to children of
a pre-school age who were younger than six. 018U shared her experience of observing
primary school children drawing war. She explained that, perhaps, up until children reached
school age, they would not understand an idea of war; however, after six, children were not

that naive anymore. She said:

Children draw war this way. For example, they wrote, “Kick Putin’s ass”. | took
photos of these pictures. Children in grade 1 [6-7-year-olds] drew German planes;
the Ukrainian planes were shooting at them 7 — “Bah! Bah!” — with lots of smoke
and darkness. It looked horrifying. But this is how they drew it. This is how children
understand war. They understand that this is the enemy. | think they understand
that this is violence. They understand that the war is going on. On one image, the
man was depicted in blue and yellow [colours of Ukrainian flag]; his leg was injured,
the blood was dripping. This is how children depict war. They are not frightened by
those images. This is their interpretation of war. | have many images like that. | took

photographs of them (018U).

" Due to the Second World War narratives present in media or in films (e.g., Wonder Woman), some children
might perceive Germans as “the enemy”.
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In this example, it was clear that children were not afraid of exploring the theme of
war. They understood the idea of war their own way. They might not understand the
complexity of war or fully realise the consequences of war for an entire society; they might
have anachronistically inherited the image of the German as the enemy from Soviet times;
however, they seemed to be ready to transition from naive to accomplished readers.

Consequently, very young children who did not have much knowledge and had not
been exposed to violence were sometimes perceived as naive readers. It was said the naive
readers would not be frightened by fictional monsters. Also, it was believed war or suicide
were too complex and abstract ideas for young children to understand; therefore, young

children would not be able to notice them or to respond to them with fear.
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Figure 5
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4.4.5. Troubled readers

Anxiety was another emotional state considered by the gatekeepers. As a result, predicting
a child’s emotional response often was an important element of the decision-making
process for selecting or recommending books. For example, 025A drew on her experience of
working with young children to anticipate what might worry them. Fantasy books were
dismissed straight away; it was believed they would not cause much anxiety or sadness.
025A said about the Ukrainian folktale “lvasyk-Telesyk” (2013), “I think the tragedy would
be that this little boy was there at the first place. But the story itself, once he got there, |
don’t think would cause them grief” (025A), meaning that children might empathise with
the main character while he was in danger of being eaten; however, once the conflict was
resolved, the emotional tension would dissipate. Realistic books (either drawing style, or
text, or both) were seen as less safe in comparison to fictional ones. “I wouldn't share it with
the younger ones”, 025A said about And the Band Played Waltzing Matilda (2015). “They
would be stressed by that line of dads and granddads going up the hill. And they also would
be stressed by this”, 025A explained, pointing at the text of the poem, “We were butchered
as lambs at the slaughter” (Bogle & Whatley, 2015 [1971], p. 9). Finally, according to 025A,
children would be most anxious and worried if the story was realistic and children could
easily relate to it. She gave an example of a story about a trapped little bird young readers

could identify with:

It worries them more, perhaps, when... There was a little robin in one story that was
caught up. And that worried them more... this little bird, little red robin... And this
ghastly war was there all the time, but they had more feeling for the robin than for
all that went on in the war because they could relate to that. They could relate to
that one little bird in this. But the field of war was too much for them to even, |
don't know, to picture it in their own mind, to make a picture of that. It was very
difficult. But they could picture a bird stuck in there, and hope that it got out and

worried that it wouldn’t get out. (025A)

There was a similar tendency for predicting a child’s response to Not Now, Bernard

(1980). As mentioned before, the majority of Australian participants thought the book was
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funny because it was fictional and full of humour. However, some disagreed. 030A
commented on the book, saying, “l would be afraid that the message to a child would be,
“You can’t trust your mother and father, and they are not even going to notice... [if you
disappear]”. That’s a very disturbing message. And that’s what | would call “psychologically
violent” ...  don’t think it’s funny. I think, it really could be quite disturbing” (030A). Because
030A saw the main message of the story (parents ignoring their child) as relatable and
realistic, she was concerned that children would identify with Bernard and would become
anxious. Therefore, the level of fictionality and relatability to the story were among
commonly used criteria for predicting if the book may cause anxiety.

In addition to anxiety-provoking narratives, picturebooks deemed disturbing
included unpleasant and disgusting stories. One prominent example from the Australian
data was provided by 028A. She mentioned a picturebook dealing with self-harm in which a
boy ate himself. The process of devouring one’s body was explicitly described in words and
depicted in images. Even though, at the end of the book, the act of self-harm turned out to
be just a dream and the book had an educational message (children should eat more
vegetables), the participant found the book appalling and disgusting. Describing the book to

me and explaining her reasons for not liking it, 028A said:

It talks about swallowing, and chewing, and chomping, and nibbling, and
swallowing... And, it’s just... made me feel sick because he is eating himself. And,
after reading it, | felt... | don’t know if | want to read it again or | don’t know if the
child really wants to read that. And, what a silly way to get the message across!

(028A)

The example clearly demonstrated that the starting point of judging the picturebook
was the participant’s emotional response to the book (she felt disgust). Then, the next stage
was the anticipation that the child would feel the same way and would not want to read the
book. Finally, it was concluded that that despite the educational message the picturebook

was not appropriate due to its content.

8 The book The Boy Who Ate Himself (2012) was not discussed with other research participants. More research
iS necessary to see a clearer connection between the violence and disgust in picturebooks.
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The Ukrainian data revealed other aspects of troubled readers. While Australian
participants predicted if a book may cause anxiety to children, Ukrainian participants
recalled several cases of children being upset by stories and crying. The first cause of child’s
sadness was individual sensitivity. 019U recalled how she was reading a tale Black

Cockroach to 8-year-old children. She said:

The plot was the following: a man entered a cave and expelled a black cockroach
who has lived there. One boy who was really sensitive about nature issues said that
this was very unfair. He said, “I don’t like this tale. | am very sad because this was

cockroach’s home... (019U)

Another example of a troubled reader caused by sensitivity to emotional violence
was given by 018U. She reported that a boy refused to read a book called Horrid Henry
because the words on the first pages were saying that Henry was such a horrible child that

even his own mother did not love him. She said:

My colleagues recommended this book to one boy. He started reading it; but then
he stopped and cried. He was 6 years old. He said, “I don’t want to read this book”
llI

... This was his response. We observed him. He threw the book away and said

don’t want to read this book. | won’t read it”. (018U)

This case showed that Ukrainian gatekeepers were willing to give access to various
books to children, and that the children had agency read or reject the book. Because
Ukrainian librarians generally dedicated substantial time to communicating with readers,
they could recommend books and observe and manage reader responses.

Referring to texts written for children a long time ago, some research participants
noted that cultural changes had altered the way in which children responded to particular
themes. Both the Australian and the Ukrainian data recorded instances of sadness and
anxiety experienced by children after encounters with controversial topics such as death
and the cruel treatment of animals, where earlier generations might have reacted
differently. 027A shared an example of such a cultural shift that took place while she was

teaching English at high school in Australia. She used to teach a poem describing life on a
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farm (e.g., “Up in the early morning, pumping water and filling the milk cans, which were
metal milk cans...” 027A). In addition to describing everyday routines, the poem also

mentioned drowned kittens as an element of farm life in the 20t" century. 027A explained:

| mean, nowadays, today, we know about all the other things you could do. But this
was back before that. This was part of what the world was like. It's developed from
there. So, they [children] needed to know that, but it got to [the stage] when they
had no understanding of it, and it caused anxiety to the one beautiful... | can see
this girl sitting in the class. She was a wonderful kid, and she did not want to be
upsetting me. But | was upsetting her... There were a few things like that and |

thought: “l cannot use this poem anymore”. (027A)

This example shows how the response to the poem had changed. Previously, readers
would see kittens as a part of an everyday scene; the narrative would be very sad, yet
predictable. However, with the cultural shift, the story was perceived from a new
perspective. Readers could no longer relate to it; now, young readers would be more likely
to perceive kittens as characters, to identify and empathise with them. Another valuable
point brought up by this example was the complexity required to understand readers’
emotional responses: participants would predict the child’s emotional response to the story
relying on their own emotional reaction; however, with the cultural shift, the adult
guardians could no longer trust their predictions and had to develop new strategies for
choosing and discussing texts representing violence.

In addition, a couple of Ukrainian examples involved children having anxious
responses to death and cruel treatment of humans and animals in realistic stories written
more than 50 years ago. One example was a reader’s response to a short story: Fate of a

Man by Mikhail Sholokhov, written in 1956:

Recently, a girl came to our library and said, “I was reading Fate of a Man by Mikhail
Sholokhov and | was crying... | was weeping! | had to read it because the teacher
demanded that we do. But | did not want to read it. How can anyone read

something as sad as this story? (008U).
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Also, 008U recalled another case of a crying child who read White Bim Black Ear
(1971) by Gavril Troyepolsky. She said, “A child came to our library and said, “I hate this
book. | will not finish reading it. | was crying... Never in my life have | cried so badly. Writers
must not write like that. Full stop” (008U). Not only did these examples show that children
were upset by similar types of stories, but also that children perceived librarians as trusted
guardians with whom they could share their impressions and emotions. The child’s agency
could also be observed here. In the first case, the child felt an external pressure (her teacher
forced her to read the story) and she submitted to the authority. In the second case, the
child also had to read the story, since White Bim Black Ear was part of the curriculum.
However, the child decided to ignore the authority and not to read the book.

Finally, the data revealed that the Ukrainian gatekeepers had different opinions
about recommending sad stories to children or not based on the image of an implied child
reader. 017U suggested that sad stories should probably not be recommended to all
children because this was not a type of reading children enjoyed. She said, “Frankly
speaking, children do not like sad stories. They enjoy reading cheerful books. They often
come to us and ask, “Can you give us something fun and cool?” (017U). However, 010U
explained that children did not mind sad stories; they hated boring stories. She said that if
the ending was sad and tragic, “children feel compassion; however, | can’t remember
anyone saying, “The book was boring because the ending was sad”. The child will just say he
or she was not interested in the book. So, children would read the first 10 pages, bring the
book back and say, “I will not read it because it was boring”” (010U). It was believed that
librarians should recommend that children read various types of stories because had

enough agency to decide if they wanted to continue reading the recommended book or not.
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4.4.6. Accomplished readers

Accomplished young readers were seen as children who were mature enough to read
picturebooks depicting complex, nuanced and sophisticated topics, and who were able to
manage their sensitivity to fictional violence. Scared, naive and troubled readers could
transform into accomplished readers with increased age, experience, mental and emotional
intelligence and resilience. The role of adults in this transformation was perceived slightly
differently by Australian and Ukrainian participants. The Australian participants mostly
believed children needed their protection and guardianship up until they stopped being
frightened, troubled or upset by disturbing topics in picturebooks. The Ukrainian
participants had polarised views about young readers’ protection. The majority believed
that even if children found certain topics uncomfortable, they still had to read the stories
because these stories reflected reality. They believed that children had to learn about the
harsh truth and become more resilient, wise and emotionally intelligent.

Most Australian participants believed children should be protected from any
uncomfortable truth displayed in picturebooks. They used the argument that the merit of
telling the truth about real life was not worth the risk of upsetting children. “I don’t think it’s
bad to shelter them [young children]” 031A said. Her argument was: “Let’s protect them for
a while, and then when they are exposed to it [violence in books], hopefully, they are going
have a little bit more mature sensitivity to it” (031A). 020A used a similar argument, saying,
“I think I, probably, have a slightly protective response to the really young. | think... even
though some young children do suffer from depression, | don’t know if that needs to be put
out there for general reading” (020A), meaning that very young children should not be
exposed to some controversial topics, including self-directed violence (e.g., depression).
Therefore, there was an assumption that up until a certain age, all children were sensitive
and should be protected. Furthermore, some Australian participants admitted there was a
fine line between protection and restriction; however, they still insisted that books which

might upset children should not be recommended to them. One Australian participant said:

You listen to the kids. You care for them. You love them. They matter. ... If they're

sensitive, then those are the kids you have to be more careful with because you
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don’t want to be offending them... harming them... or adding to their insecurity or

their sadness. (027A)

However, several Australian participants believed that after children had reached a
certain level of maturity and sensitivity, and became accomplished readers, adults should
not overprotect them from disturbing topics. They said children had to learn what real life
was and that violence existed. They claimed that picturebooks could be a great tool for the
purpose. 023A said, “You need that to show children what real life is like... Although some
topics may not be the things | would want children to know about... Sometimes they need
to know about them”. 026A, an Australian participant with an American background,
mentioned, “There are topics that are hard to discuss, and it is hard to start that
conversation. Especially, with small children, but | think in the world that we live in that is...
we need to be having these conversations when appropriate. Especially if we are doing it in
schools and libraries” (026A). Also, she explained children would benefit from discussing
difficult topics in a safe and supportive environment; she said: “We have to be having these
conversations with children because they are going to be exposed to it at certain point, and
... if we want to be a part of that conversation with them, I think we have to be the ones
who start it” (026A). Similarly, 025A said about And the Band Played Waltzing Matilda
(2015), “I would read that to the eight to fourteen-year-olds ... they would be distressed ...
They have to have it. I'm sorry, this is life. Yes. This is life and it does happen. So ... that sort
of literature needs to be shared” (025A). Therefore, the Australian participants were willing
to discuss picturebooks representing violence with accomplished readers. Sensitive and
immature readers were expected to be protected.

Ukrainian participants expressed a range of opinions on the topic of protection too.
The majority believed that naive and accomplished readers should read the book and know
the truth even if it was upsetting. Excessive protection was perceived as restriction. For
example, one Ukrainian participant said, “I believe, we should not impose limitations on
children, and to show them only nice and good things... because then a child grows up and
faces different types of violence, and becomes helpless” (017U). Furthermore, the Ukrainian
participants said the truth should be represented realistically to the accomplished readers.
For instance, 019U said, “Many children become victims of bullying. | think that... | think if

we portray this [bullying] realistically and write explicitly about it, we should not just skip

162



uncomfortable moments. Because if we discuss this issue, we should discuss it properly.

Otherwise, what is the point?” (019U). Bullying was not the only type of violence recognised

to be as worth discussing by Ukrainian participants. Another topic seen as important to talk

about even if it was upsetting was the cruel treatment of animals in circuses. It was said

that:

| think we should show this picturebook [The Great Bear (2010)] to children. They
have to read it because they visit circus without knowing the reality. How is the bear
dancing? How is he walking on a tightrope? How is he ride a bicycle? Children must
know that a bear is forced to do this. This is why this tale is for children of any age.

(002U)
| must admit that | would, probably, recommend this [The Great Bear (2010)]
picturebook to children. Because children have to know. They should learn to choose

the circus without animals. (004U)

The Ukrainian participants believed that books with upsetting and frightening word

passages and images should be read to children and then discussed with them. One reason

was the thought that upsetting scenes reflect reality, and children have to eventually

become accomplished readers and learn the harsh truth of life. It was said that:

This illustration [in The War that Changed Rondo] is very upsetting, frightening and
aggressive. But, | have read this book and | can tell that other illustrations are
cheerful and positive. It is a necessary reading. | am sure that this is our social life
nowadays. We have nowhere to escape from it. It is great that this book aimed at

young readers exits. (003U)

| don’t think we should not prevent children from learning about uncomfortable
truth and about the current issues. Because if we teach them to be blind and to see
everything through pink glasses, they will not perceive reality adequately. After their
parents stop protecting them (perhaps, in a teenage age), they will see the world in a

new light. Because they will find more profound ways to explore reality. We will not
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be able to control them all the time. If they want to do something, they will find their

way around to trick you. | don’t think we should stop reading these stories. (014U)

According to the Ukrainian gatekeepers, the other reason why children should read
books with challenging topics was that these books were supposed to improve children’s

emotional intelligence. The following dialogue is one example:

H: What if children get upset?... | mean, will the moral of the story be upsetting to
them?

011U: Yes, it will be. But children cannot just have fun all the time. They have to
experience different feelings... If their happiness is not compared to sadness,
everything will be the same. A child should understand that the boy [Bernard] was
sad because no one paid attention to him and that he was eaten by monster, and
that monster was ignored too... They have to understand that one should not

behave like his parents did, not with children, nor with adults.

Another example was offered by 001U who said, “There are many [parents] who do
not realise that feelings should be trained ... Also, the parents underestimate the power of
books in such training. The book can teach children; however, at first children have to be
taught to like reading when they are little” (001U). Therefore, she implied that picturebooks
depicting violence might improve emotional intelligence.

Some participants also said that stories and picturebooks with controversial topics
can teach accomplished readers empathy and compassion. The most vivid example was
given by a Ukrainian literature teacher who recalled how he used a short novel, At Korsun
(1919) by Adrian Kashchenko, to work with such themes as empathy and compassion. He

said:

When she [a woman called Prisia] was imprisoned in a dungeon, she found a needle
and injured her face [to make sure the master loses his sexual interest in her].
Children [at the age 13-14] felt a lot of compassion toward her. The heroine, Prisia
proved that she was loyal to her husband. She was faithful to him. However, when

her husband saw her injured face, he did not hug or kiss her; he just said, “Poor you.
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Time cures. You’'ll be fine”. So, he addressed her like an injured dog. Children

understood. (016U)

In summary, accomplished readers were children who gained enough knowledge
and life experience, and who reached a sufficient level of maturity to understand complex
and controversial topics. Usually, they were older than 7-8. Participants from both countries
believed there was merit in discussing picturebooks representing violence with
accomplished readers, even if the themes were somewhat disturbing or upsetting. The
Australian participants seemed to be more overprotective than those from Ukraine;
however, this might be explained by the Australian’s referencing of pre-school children (e.g.,
naive and scared readers), while Ukrainian participants talked about children in general, of
any age. Some Ukrainian participants insisted that children should read books that foster
emotional intelligence, compassion and empathy even if the content of the book was
upsetting. Australian participants had more reserved views on this; often they were
preoccupied with upsetting readers. However, they also agreed that picturebooks

representing violence are worth discussing with accomplished readers.
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Figure 7
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4.4.7. Conclusions: children reading books representing violence

When judging the appropriateness of picturebooks representing violence, it was clear that
the research participants often priorities the child-centred dimension. To decide if a book
was appropriate, participants looked at children’s levels of maturity and sensitivity. The
maturity corresponded to the child’s ability to understand complex abstract ideas. If a
picturebook scene seemed to be too nuanced and sophisticated to be comprehended by all
child readers, many gatekeepers said an age limit should be imposed. Generally, if
representations of violence were perceived as safe, the recommended age was 7 or older.
Children younger than 7, the gatekeepers believed, should not have access to such material.
If the discussed picturebook featured explicit representations of violence (e.g., war, suicide),
the age limit should rise to 12 or higher. In Ukraine, the age limit for reading picturebooks
about controversial topics often was higher than in Australia if the books belonged to
realistic or historical fiction; Ukrainian participants said those books could be read after
children turned 13, 14 or even 15. At the same time, if the illustrated book was written in a
fairy tale genre, the Ukrainian participants lowered the age limit to 5 or 6, or even younger
in some cases, whereas the Australian participants suggested fairy tales should be read by 9-
or 10-year-olds.

In addition to maturity, a child’s sensitivity was taken into account. Participants
often tried to predict a child’s emotional response to a book based on previous experience
of working with children. The emotions they anticipated included fear, anxiety, sadness and
disgust. Moreover, participants from both countries were aware of different sensitivities
among a homogenous group of the same age children (e.g., classmates). The Australian
participants believed past traumas were a major cause of a child’s sensitivity; whereas
Ukrainian participants usually linked sensitivity to personality traits.

The children’s age, maturity and sensitivity became cornerstones in gatekeepers’
construction of four child reader categories engaging with picturebooks representing
violence (i.e., scared, naive, troubled and accomplished). Scared readers were immature
and oversensitive readers, usually older than 6, who were likely to be frightened by fictional
stories and images. Naive readers were immature children who usually would not notice
violence in the story and would therefore not be scared. Troubled readers were mature

children with a high level of sensitivity; often they were older than 6 and younger than 12.
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However, participants had different opinions about the age at which a particular child could
be regarded as a troubled reader. Accomplished readers were mature child readers who
could comprehend complex ideas and cope with emotionally challenging topics. Often, the
accomplished readers were older than 6; however, in several cases they were also older
than 12. Overall, the age boundaries for each category were rather fluid and suggestive.
Also, the four categories were not mutually exclusive in real life; instead, these were ideal
types in which real individual child readers may be seen as approximations.

The Australian and Ukrainian research participants perceived their gatekeeping roles
slightly differently. Australian participants who believed children should be protected
perceived themselves as guardians responsible for protecting children from emotional
discomfort. Ukrainian participants who believed children should know uncomfortable truth
about life and be ready to encounter reality believed they were guides who directed
children toward a greater emotional awareness and a more complex perception of reality.
Participants from both countries agreed that after children reached a certain age, level of
maturity and level of sensitivity, and become accomplished readers, they would benefit

from discussing picturebooks representing violence with adults.
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Figure 8

Young Readers who Read Picturebooks Representing Violence
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4.5. The book-centred dimension: violence in texts and illustrations

This section explains how verbal and visual representations of violence were interpreted by
the gatekeepers. First, | explore gatekeepers’ interpretations of verbal representations
(text); second, | study their interpretations of visual representations (illustrations); third, |
recognise how they judged violence in both words and pictures. To reveal how various
features of text are assessed by gatekeepers when deciding on a book’s appropriateness, |
examine several genres, types of characters and settings which offer different levels of
fictionality. | explain how the differences in the levels of fictionality impact gatekeepers’
judgements about the representations of violence. In addition to studying how gatekeepers
interpret texts, | examine how they interpret visual representations of violence in
picturebooks. Here, | define child friendly and mature illustrations and explain how the
styles of drawing and other aesthetic features of illustrations influence the interpretations
of violence in picturebooks. Then, | explore the influence of amount, intensity and purpose
of violence represented in text and illustrations on the decision-making process. Finally, |
draw conclusions about fictional violence in picturebooks, where | demonstrate how

different types of fictional violence were constructed by the research participants.

4.5.1. Gatekeepers’ responses to violence and levels of fictionality in picturebook texts

Participant judgements of representations of violence in picturebooks were connected to
literary genre and level of fictionality. If a genre described unlikely events happening to
fictional characters in unrealistic settings (e.g., fairy tales, legends), representations of
violence were perceived as palatable, or as unseen and invisible to young readers. If a genre
combined features of realism and fantasy, some representations of violence were seen as
justified or righteous. However, if a picturebook contained a realistic story with explicit
details, representations of violence were seen as inappropriate. Hence, a literary genre, a
character and a setting constructed a certain level of fictionality, and the level of fictionality

impacted how violence was perceived by the gatekeepers.
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Figure 9

The Representation of Levels of Fictionality in Picturebooks
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4.5.1.1. High level of fictionality: fairy tales, myths and legends

Fairy tales, myths and legends — literary genres which derive from oral tradition — were
perceived as suitable for young children, even if they contained certain representations of
violence. The main feature of these genres enabling this attitude toward fictional violence
was the high level of fictionality. Story events were often unlikely to happen in real life;
endings were always happy (or at least hopeful); characters were clearly imaginary and the
settings were otherworldly or some other fantastic world. Participants agreed that because
reader expectations of the fantasy genres, violence in fairy tales, legends and myths was
less noticeable than in other genres, and treated in a softer manner. 025A explained that
children should be able to understand the fictionality of the Ukrainian tale about the horse
and the wolf, saying children “see it as a story. They see it as something we can discuss”
(025A). 023A expressed a similar idea about tale “Ivasyk-Telesyk” (2013), saying, “Because
it's a fable kind of story, if you were reading a series of those stories and the children were
getting used to that genre, then | wouldn't say there is any issue at all” (023A). In the
interviews, fairy tales, legends and myths were seen as formulaic stories with a predictable
plot, good versus evil struggle, imaginary characters, a moral message, and a happy ending.
Consequently, even if the texts contained some elements of violence (e.g., a hero killing a
dragon) they were perceived as safe reading for children who were 6 and sometimes even
younger.

To justify the presence of violence in a story, the participants often searched for the
the good overcoming evil idea: villains (e.g., dragons, witches, giants, snake-people, wolves
etc.) were expected to be injured or killed; the main characters (often children) were
expected to survive and thrive; the moral order of the universe was to be restored. To
explain this, Australian participants would often refer to Hansel and Gretel. It was important
for the participants that the witch was killed and the children were saved, and not the other
way around. 029A mentioned that if goodness triumphs over evil, violence in the story was
palatable. Similar, 020A expressed the idea that a hero should face danger in the
convention of a fairy tale or a legend since “most children, by the time they come to schoal,
have an understanding and expectation of tales with good characters who are going to be
put into some form of threat, and they are quite happy with that” on the condition that the

protagonists win at the end. Interestingly, the main character, or the hero, did not need to
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be an extremely good person for the formula good overcoming evil to work. 031A explained
the difference between goodness and evil in tales saying, “It’s this idea that there is a
righteous side, and the unjust side. And, as long as you're on the righteous side, it's OK”
(031A). Ukrainian participants had similar thoughts on the topic. They expected the good to
triumph over evil in fairy tales, legends and myths; and they believed the features of fantasy
genres increased the palatability of picturebooks representing violence. For example, 015U
said, “l wouldn’t say there is violence in [the Ukrainian fairy tale] “Kotyhoroshko”, well, the
violence we have in real life. This is just good overcoming evil” (015U). In addition, 013U
said, “In my opinion, our old tales... They contain no violence. They are good because the
good always triumphs over evil. They can be read to children” (013U). 019U expressed
similar genre expectations of the tale Cat and Rooster saying that the scene where Fox
abducted Rooster was bearable because “this is a tale. We all know what a folktale is: there
is some threat; however, good always wins over evil” (019U). She elaborated her ideas
saying, “When we talk about fairytales, we mean another reality” (019U) and added that
children’s games often involved violence; however, because these were just games
happening in some other reality, no one would see them as a real threat. This way, fairy
tales could be compared to children’s games as both adults and children understood that
these were just fruits of imagination. 001U explained that as a child she “perceived a tale as
something unreal and imaginary. Because it was just a tale, just make-believe, | [she] never
thought this could happen in real life. This was just a tale” (001U). This way, similar to the
Australian research participants, the Ukrainian participants thought violence in fairy tales
and similar fantasy genres was palatable since good would triumph over evil, and the entire
story was perceived as fiction by adults and children.

Furthermore, fictional violence seemed to be bearable if the ending was happy.
020A explained, “Because of the fairy tale’s structure here, we know there’s going to be a
good outcome, so that the violence is sort of safe violence”. 017U said that the majority of
tales can be read to young children “as long as the ending is happy” (017U). 010U believed
the Australian tale Blossom Possum (2006) “can be read to any age, even to very young.
Because of friendship... Because of the happy ending ... Children can be told that the main
characters survived and returned home happily” (010U). Discussing the Ukrainian tale
“Ivasyk-Telesyk” (2013), participants concluded that the tale could be read to young

children because “it has a happy ending” (031A) and even though the snake-maiden is being
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baked alive, “the fact that the child [Ilvasyk-Telesyk] is rescued kind of makes it OK” (031A).
As 029A explained, “The snake lady going into the fire is, probably, not what you remember
so much as the outcome of the story which is really exciting because the child escapes”,
pointing out that the happy ending softens the harsh elements of the story. 023A explained
that “even though there is violence in them [stories], there is a resolution”. 030A agreed
saying, “I’'m sure, children would, probably, say, you know, “It is wonderful that he gets
saved””. She elaborated, “As the story unfolds and he becomes the victor, really, the
children would then embrace the story, and they would not go away from that fearful ...
because this little boy manages to come out on top to be the winner of this particular
episode against the snake people ... They [4- to 8-year-olds] do like happy endings” (025A).
Ukrainian participant 011U said, “But there is a happy ending. Our [Ukrainian] folktales end
with happy endings. Our tales can be read to children. | would recommend all of them to
children” (011U). 017U explained that, based on her experience, children “can read sad
stories about animals ... For example, [they can read] about a dog’s adventures and
tribulations. But it must end with a happy ending” (017U). It was clear that the research
participants mostly expected the ending of a fairy tale to be happy; and they believed that if
the ending was happy, some violent episodes against villains would be forgiven and
forgotten. The reader, it was explained, would remember the end of the story; therefore, it
is important that the overall take home message was positive.

A high level of fictionality could also be created in picturebooks by the presence of
fantastic characters. Imaginary characters would contribute to the sense of fictionality and
the impossibility of the described events in real life. 030A said that Not Now, Bernard (1980)
“is a nonsense book because monsters don't come and eat children ... There are no
monsters in this world. The monsters don't exist” (030A). Nevertheless, 004U argued that
even monsters could be perceived as a real threat if children are very young and understand
the book literally: children younger than 6 might not know monsters are imaginary.
Commenting on Not Now, Bernard (1980), 019U said that because it is a tale, it takes place
in an imaginary world and features a monster as an antagonist, it is suitable reading for
children; she explained, “Children enjoy constructing dynamic plots with monsters
themselves ... [Not Now, Bernard] is a safe story” (019U). Although the participants had
different thoughts about the picturebooks representing monsters eating children, many

agreed that the fictional nature of monsters softens the violence in tales. Monsters were
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not the only characters that could make violent tales suitable for young readers. Among
other imaginary characters there were witches, snake-people and dragons. The topic of the
dragon deserves special attention.

Dragons, or any other mythical creatures presented as antagonists, rarely evoked
pity on the part of the participants. By contrast, in many cases, the expectation was that the
dragon must be killed. Both Australian and Ukrainian participants agreed on this. The lack of
compassion toward mythical creatures could be encapsulated in the following words:
“Fighting these mythical creatures is nothing really... not a big deal” (028A), and “Somehow,
beheading a dragon is not perceived as violence. It is normalised. Children think, “It’s a
monster! The monster deserved it”. But it is a living creature; not to mention that it’s a rare
species” (012U). There are several reasons why dragons must die in fairy tales. Most
importantly, readers expected this to happen for there had been a long-lasting tradition to
represent dragons as inherently evil. 020A suggested that “because a dragon is presented as
something evil it’s always the dragon that dies, because that is the way we judge things”
(020A). Tradition, therefore, was not in the dragon’s favour. Another justification for killing
dragons might derive from an unconscious desire to protect the tribe of humans if they are
attacked by any non-human individuals. 028A said, “Because we are humans, we probably
hope that the human will survive over the dragon because the dragon is an animal, and the
dragon has big teeth, and big claws, and looks very scary ... It’s like you are wanting the
human to win over the dragon” (028A). Consequently, dragon was almost a synonym of
scary and evil in traditional tales, and therefore it was expected to be overcome by good as
the genre convention demanded.

Unlike dragons, which were expected to be killed, wolves had a chance to survive in
fairy tales without reader disapproval. Yet, it was still anticipated that wolves were
punished for bad behaviour; and corporal punishment was seen as acceptable. 020A
explained, “The wolf is always the bad guy ... The kids just accept it that the wolf’s going be
battered. It’s part of their literary culture”. 031A commented on the illustration where the
wolf was kicked by the horse, justifying: “But, you see, that’s OK, because wolves are bad...
[laughing] They aren’t, of course. They aren’t strictly bad. That’s the characterisation”. 029A
agreed that wolves are “always portrayed as a baddy; we all know that the wolf is bad”.
Discussing the same illustration, 028A said, “I guess the wolf is given a bad rap [reputation]

in general in stories. So, just by looking at the picture of it we think that the wolf is evil
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because that’s how he is portrayed in other stories, like “Little Red Riding Hood”, or other
tales. So, it seems OK... Because it’s just what we expect” and “Because it’s a wolf being
kicked, it makes it seem like it’s OK for him to be violently treated”. Wolves, therefore did
not have a positive reputation in traditional tales and readers often thought it was fair for
them to be punished, pushed, kicked or harmed.

The list of villain-characters whose rights could be easily violated in tales depended
on culture to which the stories belonged. Whereas traditional Western European fairy tales
represented dragons and wolves (not to mention witches, giants and others) as bad
characters who deserve almost no compassion, the Australian tales would use dingos
instead of wolves, and the Ukrainian tales would replace dragons and witches with snake-
people. Discussing a tale where a dingo was being beaten by two kangaroos, 028A said: “I
guess, again, the dingo here is, probably, an equivalent to a wolf in the Australian kingdom”
meaning that the reader would not feel sorry for him, since he was a bad character who had
to be overcome by the good. Ukrainian participants agreed that snake-people were
expected to be killed by a good hero.

Also, the participants explained how some representations of violence may be made
more palatable by unrealistic settings. Neither adults nor children would see a story as real
if the place, time and clothes of the characters were imaginary. Looking at the illustration of
“Three Little Pigs” (2013), A27A said, “l don’t see any harm in that... All kids can see that
even though there is violence ... it is said as a story, that is not real. | mean, wolves don’t
wear clothes [pointing at the illustration]. So, yes, that’s a silly story. And, pigs don’t wear
hats” (A27A). Similarly, 019U said about the Ukrainian tale “Sirko” (2015), “Because people
are wearing national costumes and the events are taking place in the country in some
distant past, it looks like a mythical reality” (019U) where the time and place were very
different from the reader’s current circumstances.

Fairy tales, myths and legends representing fictional reality were perceived as
palatable or safe despite the presence of some representations of violence. These texts had
a high level of fictionality because they described unrealistic events, featured fantastic
characters (e.g., dragons, snake-humans, monsters) and portrayed fictional settings; they
were seen as pure fiction and often compared to games children play. The participants
usually saw fairy tales as appropriate because, in this genre, goodness triumphed and evil

was punished; the happy ending was almost always inevitable. The fantasy genre, therefore,
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was a predictor of whether a story representing violence would be eagerly read to young

children.

4.5.1.2. Medium level of fictionality: historical fiction, songs and poems

Fictional violence was considered justifiable in picturebooks that described historical events
either in prose or in poetry. These included picturebooks representing wars of the past in
prose (e.g., My Dog (2001), My Mother’s Eyes (2011)) and in poetry (e.g., Yaroslavna’s
Lament (2016), And the Band Played Waltzing Matilda (2015)) as well as poems
representing events from the colonial past (e.g., Waltzing Matilda (2007)). Participants
perceived the representations of the First World War and the Second World War in
picturebooks as having the right to exist because the scenes referred to significant and well-
known historical events. It was agreed that there was little merit of hiding the truth from
children. For example, 003U said, “If these are historical events, if they really took place...
After all, we study the First and the Second World War...” (003U). At the same time, it was
believed that children younger than 6 would not understand the historical context and
should not be given books that describe war. Some implicit representations of war (e.g.,
Ride, Ricardo, Ride! (2015)) were seen as suitable for readers between 6 and 12. However,
other representations (e.g., And the Band Played Waltzing Matilda (2015)) were considered
appropriate only for readers older than 12. The connection to history, therefore, was seen
as a marker of appropriateness since it the historical events described could not be avoided
or changed; even if they were violent, they had to be accepted.

Moreover, participants were likely to justify fictional violence in picturebooks if it
was a part of the national myth. This was true for narratives describing colonial past. 020A
said, she would use Waltzing Matilda (2007) in the classroom despite its controversial
guality “because it’s part of our national heritage” (020A). Similarly, a Ukrainian teacher

said:

There are not too many texts about violence in our [Ukrainian] literature ... There

are texts describing the struggle for independence and the struggle for a better life.

Yes. Children read those books and they understand the history of our Motherland,
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they see that it has consisted of the struggle for freedom, the struggle for

independence and the struggle against oppression. (016U)

To support his claim, 016U gave an example from a classical short story taught at
high school where a serf had escaped from his master and the master was threatening to
torture the man as soon as he was found; the teacher explained, “This is violence ... Children
can see that the master chooses to treat the man cruelly. Is this because the man is a
peasant? Is this because he is a serf? Clearly, we are talking about the 1930s here...” (016U).
However, the teacher also explained that children older than 12 do not identify with the
characters of historical fiction. They empathise with them; however, they perceive them as
imaginary figures and see the story as a fiction. Similar, Australian participants agreed that if
the characters of a historical fiction were adults, children were not likely to identify with
them, but rather perceive them as heroes of a national myth or legend.

Not only events and characters influenced reader perceptions; historical settings
played their role too. 005U explained that in historical fiction, “violence is justified by the
historical context to a child. Reading it, everyone thinks, “We are very lucky to live in
present”. It is much more difficult for a young person to read a contemporary book
describing the present reality”. Another participant, 014U, offered an example of a
Ukrainian story with a historical setting and realistic characters and events: Fedko-
Khalamydnyk by Volodymyr Vynnychenko, written in 1902 and published as an illustrated
book in 1991. The text represented emotional violence (humiliation) and physical violence
(corporal punishment) against a boy called Fedko. 014U explained that the story explored
socio-economic inequality. She said, “The text has it all: there is psychological and moral
violence inflicted by Fedko’s parents and, of course, there is physical violence as Fedko’s
father punishes him for his behaviour which was seen as inappropriate at the time because
their family lived in the house of their master” (014U). While Fedko was punished for his
misbehaviour, the master’s son was not. The story ended with Fedko’s death as a
consequence of this inequality. 014U concluded that this story was used in the classroom to
teach children that inequality, corporal punishment and domestic violence are
unacceptable. The story was realistic enough to evoke a strong emotional response;
however, the reality described there was rather distant for young contemporary readers

and therefore a safe space was offered; children did not associate violence in the book with
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their own life. 014U said, “Regarding children’s emotional state, they are deeply worried
because nowadays the situation where children are beaten is hardly relatable ... They all
agree that violence should not be present — not among family members, nor among
classmates” (014U). Therefore, stories set in the past were perceived as distant and unlikely
to happen today.

Picturebooks based on historical songs were considered suitable for children too
because they referred to the distant past and were perceived as an inevitable part of a
collective memory. Discussing Waltzing Matilda (2007), 025A said, “No, | don't think that
would concern any child at all. Even though, that is a real person and we have a real
billabong here ... That is part of our history, and it would have to be looked at as it
happened long ago in our colonial past” (025A). Also, 019U said, “If | was discussing this
book [with a group of children], | would talk about things in general: imagine how life looked
in the past, how it differed from our life; their laws differed, human behaviour differed and
they would make different choices...” (019U). She explained that in Ukraine, “We also have
similar historical songs ... They reflect some mythical reality of gods and heroes and we
expect gods and heroes to be at war all the time ... This is just a historical reality, reality of
the past” (019U). This means the events described in historical songs could not be related to
a child’s everyday life; they were seen as distant and therefore safe to discuss. At the same
time, some participants wondered whether children would understand a reality that is very
different from contemporary times. 014U said about Waltzing Matilda (2007), “It’s suitable
for high school students because ... it will be difficult for children to understand the
historical background, and the hardships of the man ... Also, he [the swagman] is an adult.
It’s suitable for children at the age of 14 or 15 (grade 9)” (014U). The Australian participants
had a very different perspective on the same historical song. They said, “We’ve all grown up
with this song that we almost don’t think about it” (031A) and “We used to sing this song
from the beginning till the end [in primary school] ... it’s almost like a national anthem,
really”. This example demonstrated that while historical narratives representing violence
were seen as reading suitable for 12-year-olds and older, historical songs which became
part of a culture were perceived as suitable for any age. The reason might be that such
historical songs work on a symbolic level and establish a national myth. A similar role can be

attributed to war narratives referring to the wars of the past and published as picturebooks.
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Unlike in fairy tales, the traditional happy ending was often absent in the
picturebooks representing war. The books were still perceived as suitable for children if they
offered the readers some space for hope. The theme of hope was prominent in the
interviews. Listening to my description of one of the Ukrainian stories, 031A asked, “Is there
a chance of hope there?” 023A said, “There are quite a few children’s picturebooks where
bad guys are doing bad things, but there is always hope at the end”. Similarly, 025A said, “It
would be the story of hope that one would always, no matter what circumstances, would
always hope for a good outcome” and “That story has a wonderful ending because it shows
once again hope” (025A). Representations of hope appeared to be an antidote to

representations of violence, including those depicted in picturebooks about war.

4.5.1.3. Low level of fictionality: realistic stories in contemporary settings

Picturebooks with realistic representations were perceived as suitable for readers at the age
of 12 or older due to the complex themes they presented. They were seen as valuable tools
to discuss contemporary issues. The example of an Australian picturebook describing

realistic events and characters is Cat on the Island (2008). The settings are unknown, just an
island; however, it would be possible to imagine a similar story happening in a real location.

The Australian participants said about Cat on the Island (2008):

The double paged spread with the cat ... was brilliant, absolutely fantastic, scary, but

it captured the damage that cats can do to native wildlife really effectively. (020A)

It communicated the understanding of the impact of the introduced species ... you
could ask: “Is this right or wrong? What do you think ethically? Is it OK to kill an
animal if there are too many of them or if they are killing species that are special to

our place?” (028A)

This is a wonderful story because nothing comes back when it’s extinct ... It has a
wonderful message! “Look after our world, please!” You'd go on to discuss things
that have become extinct, and why they have become extinct, and how can we help

them not become extinct? (025A)
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In addition to discussing the picturebook themes in general, participants suggested
making connections to the local context and familiar situations for the students. The
participants referred to some relevant local issues that could be discussed alongside Cat on

the Island (2008) themes. They said:

We could discuss the example of the cane toad in Queensland, and how that became
a pest. And | think in New Zealand as well possums became a big issue. So, they were
giving possums contraceptives or they were also hunting the possums; so, they were

giving people money for killing the possums. (028A)

When such a thing happens, this is what you get. | mean, we’ve got this happening in
Westbury at the moment. We've got our little Eastern Barred Bandicoots and we

find them dead on the road because the cats attack them. (031A)

Consequently, it was believed that picturebooks with realistic representations of
violence against animals could be used to discuss both global and local ecological problems.
The Ukrainian participants did not see the discussed example because | only became aware
of this picturebook after conducting the Ukrainian interviews. The Ukrainian participants
mostly referred to contemporary young adult novels when discussing violence in realistic CL.
Contemporary picturebooks were not mentioned. More research is needed about realistic

Ukrainian picturebooks representing violence.

4.5.1.4. Levels of fictionality: its impact on interpreting fictional violence

The interviews with Australian and Ukrainian participants demonstrated how the level of
fictionality in a story influenced the interpretation of fictional violence. The main
contributing factors were genre, character and settings. Violence in highly fictional genres
(e.g., fairy tales) that featured unlikely events in fantastic settings was perceived differently
than violence in less fictional genres (e.g., a short story) exploring contemporary issues and
representing realistic events, characters and settings. It was evident that higher levels of

fictionality might soften the representations of violence in a picturebook. Whereas stories
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with lower levels of fictionality might scare readers. Alternatively, they may also help the
reader empathise with the characters. 019U said, “In my opinion, it is the most traumatic
when it is realistic. If this [event from Not Now, Bernard (1980)] happened in my reality, I'd
be horrified. But as long as it is an imaginary, symbolic, fictional reality, like Neverland, then,
you know...” At the same time, if the scary story was realistic, but the reader was
emotionally ready to comprehend it, such a story would be memorable and useful for
discussing significant and controversial themes in the classroom. 014U said about Fedko-
Khalamydnyk (1906), “They read stories like that eagerly. They want to know how the story
will end. This theme interests them” (014U).

Although more research is required about realistic picturebooks representing
violence, it is clear that violence in the books with higher levels of fictionality was perceived
as suitable for children who were 6 or older; stories with lower levels of fictionality were
suitable for readers who were 12 or older. The books featuring historical events or historical
settings were considered suitable for children between 6 and 12 if the context was familiar.
However, if the historical books represented war, the age limit would depend both on the
explicitness of descriptions and readers’ familiarity with the cultural context. The
comparison of cross-cultural interpretations of stories representing violence with various
levels of fictionality lead to the conclusion that levels of fictionality in stories influence

perceptions of violence.

4.5.2. Gatekeepers’ interpretations of fictional violence in illustrations

The research participants often talked about the importance of illustrations in children’s
books and the advantage of picturebooks (or illustrated books) over books with no
illustrations. Some illustrations were perceived as child-friendly, others were perceived as
mature illustrations, and all of them were perceived as important when deciding if the book
is appropriate. 027A explained that the power of illustrations is in their approachability: the
reader can relate to them, understand them, respond to them sometimes even better than
to words. “What | am teaching is the cleverness of how that message is communicated”,
027A said, and then continued, “The strength of the message comes through not so much
from words (although, the words are just as powerful as the pictures), but the strength of

those pictures hits you. It’s very effective as a text, and you can respond to it” (027A).
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Similarly, 031A said, “The illustrations support that theme in a powerful way. So, | think you
just have to be careful with how you use those, but they can certainly exaggerate the
impression and the message”.

In this way, the Australian participants mostly agreed that the illustrations could
enrich and elaborate the meanings expressed in words. This is why the illustrations should
be accounted for in the process of book selection. The Ukrainian participants shared very

similar views. They said:

Children like entertainment, and when we ask them what they paid attention to
[in the book], they [reply that] they pay attention to illustrations. Always. The
book-cover. (001U)

Illustrations are extremely important for the younger readers; sometimes, even
more important than text; because they process information with their eyes first,
and only afterwards do they process the information with their ears and mind.

(007U)

We always discuss books with our readers. If a book has illustrations, we pay
attention to the illustrations. Because illustration is, perhaps, one of the most
important features of the book: the book cover and the illustrations inside. There
are books with horrible illustrations. The book is awesome; the text, themes, plot,
ending — everything is perfect, but illustrations are so bad that you want to cover

them with something and change them. (002U)

Younger children, for instance, love illustrations. They want a book to be illustrated.
However, their tastes vary. Sometimes, they look at the illustrations, and they do not
like them. The book is interesting, but the illustrations are average. Some children
would refuse to read it, some would read it and say, “Great book! But the
illustrations are average”. Children love illustrations. They like beautiful illustrations.

Parents pay attention to illustrations too. (006U)
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| would not borrow a book like this for my grandchildren because they judge the

books by illustrations. Illustrations mean a lot to them. (009U)

The illustrations clearly impacted the gatekeepers’ opinion about the
appropriateness of books. The features of illustrations which were the most significant
when judging representations of violence were: the style of drawing (naturalistic or
abstract), the explicitness of the representation (explicit or implicit), the perceived beauty
(beautiful, unpleasant or ugly) and the colours (bright, vivid, intense, or dark, faded and
dull).

The drawing style influenced gatekeepers’ judgments about the acceptability of the
violence shown: more abstract representations were seen as more appropriate. The amount
of detail mattered too. The illustrations with less details and less explicitness were seen as
more palatable. The perceived beauty of a book could impact on the willingness of adults to
share the book with children too. In some cases, the adults were more likely to tolerate the
scene of violence if the pictures were beautiful. Finally, colourful and bright illustrations
were seen as more suitable for young children than dull and dark illustrations.
Consequently, books that depicted a scene of violence in dark colours were less likely to be

approved by gatekeepers.

4.5.2.1. Drawing style and the gatekeepers’ interpretations of violence

The style of drawing was often considered during the interviews. Violence in illustrations
drawn in minimalistic or generic style with a small number of details was seen as more
fictional and therefore less dangerous. If the style was cartoonish and unrealistic,
participants were more likely to dismiss representations of violence. Both Australian and

Ukrainian participants agreed on this. For example, 025A said:

The cartoony drawings do extinguish a lot of the anxiety because they're not real
people and the children know it. If they were real people, the children would get
really worried. That’s why the author wouldn’t put real people there. That would be
hideous, but, no. Well, when the drawings are like that, they tend to take it as the

thing that is meant to be a comedy, a humorous story, not to be anxious or worried
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about, but something that is entirely something which meant to be a fun thing.

(025A)

In line with this, 019U said that abstract representations of violence are better than
naturalistic; she said about Not Now, Bernard (1980), “These illustrations are very fairy-tale-
like, very cute and not realistic ... | think it is an entirely different world, entirely different”
(019U). In addition, cartoonish and comic representations of violence were seen as softer

than naturalistic ones. After mentioning a comic book about Ivan Franko, 002U said:

There is war and revolution [in this comic book] and children know there are
victims, death and, | beg your pardon, dead bodies. However, in a comic book it is
represented differently. It is shown in a cartoonish style, it is slightly deformed, it is
not realistic, and perhaps, it is not perceived by a child in such a painful way. It [the

representation of violence] is softened. (002U)

In addition, 003U said about the scene from “Horse and Wolf” (2015) where the
horse kicks the wolf, “In my opinion, this illustration is cheerful [laughing], well, at least for a
fairy tale”. Thus, similar to the text, the fictionality of illustrations influenced the
gatekeepers’ perceptions of violence. Furthermore, the fictionality in visual text was
perceived as a protective mechanism for preventing children to see things they have not
seen before. 001U said, “Abstractness enhances a child’s imagination. Therefore, each child
has their own way of seeing. There is no need to use a naturalistic style of drawing” (001U).
Meaning that, if a child is not ready to see the violent scene, their imagination can offer
them a softer interpretation. This was true for the representations of war.

The majority of participants agreed that realistic and naturalistic illustrations
representing war were more suitable for older children. Indeed, 011U even said, in
reference to And the Band Played Waltzing Matilda (2015), “I would not
recommend this book to children. | reckon, this particular book is an authentic book
about war, and children should not read it”. 019U said this book could be suitable
for children older than 12 because “these illustrations remind... of course they
would not be so arty... but they remind me of illustrations in history textbooks when

soldiers are depicted with weapons and in historically accurate clothes”. Realistic
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representations of war were seen as open to a narrow interpretation only; the
presence of violence was inevitable.

There were different views about abstract representations of war among the
Ukrainian participants. Some participants said the abstract portrayal of war is much
better than naturalistic; others said that even abstract representations of war can be
damaging for the mental wellbeing of a reader. Discussing The War that Changed Rondo,
005U said, “l am not sure if it is possible to represent war aggression without blood or
physiological details in a more incredible way than here. There are black flowers (as
Ukrainians say weeds) which give no hope, one of the heroes is wounded, the star has its
edges burnt...” (005U). Whereas 012U said about the same book, “l don’t think children
should read this. There is a lot of symbolism, too many sharp lines. Even little boys do not
draw war like this. The tanks here are made of paper, but they look way too realistic. |
find these illustrations depressing” (012U). Perhaps, the difference in the two responses
can be explained in that 005U perceived the style as abstract and fictional, whereas 012U
thought that, despite their overall abstractness, the images look too realistic. Taking into
account all participant views, it was clear that the style of drawing influenced how
representations of violence were perceived by the gatekeepers: the cartoonish style
softened the perception; the naturalistic and realistic styles created a certain resistance
to sharing the discussed books with young children.

In addition to style, the participants were concerned with the explicitness of
represented violence. Explicit representations of violence (i.e., those with plenty of detail)
were perceived as illustrations aimed at older children, and more implicit representations
were perceived as suitable for younger children. Australian participants described some
representations as too graphic or too explicit. 024A explained, “We’d look at the treatment
of the subject by the author and the illustrator ... how graphic and explicit it is”. 027A agreed
that “it’s all about how it is communicated”. 020A expressed a similar opinion, saying, “It’s
how graphic they make that description, and whether there is a purpose for being that
graphic”.

If a representation of fictional violence was implicit, the illustrations were perceived
as palatable. This was true for the picturebooks representing the Second World War. For
instance, one Ukrainian participant said about Ride, Ricardo, Ride! (2015), “I think this

illustration is perfect because we can see the darkness ... We look at the sharp shapes, we
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understand this is a weapon; however, the presence of a weapon is not explicit here”

(005U). In addition, an Australian participant said:

If you want to impart the horror, you have to have some detail about how horrible
it was. But how much detail, | think, depends on the age of your audience. And |
think you have to be very mindful of that. The most stunning book | have ever seen
on the Holocaust is Rose Blanche [1983] ... It has the most amazing illustrations that
convey the horror without graphic detail. Very sensitive book! But aimed at primary
and upwards. There is no way it can be aimed at little kids. So, my idea of violence
is... It comes down to how graphic and detailed it is. Whether graphic illustrations or
descriptions, so do the students really need to know that after you got punched in
the nose, there was blood dripping and going all over the floor; how much is left to

their imagination? (020A)

Overly detailed and explicit depictions of violence were seen as unnecessary by the
Ukrainian participants too. For example, visual representations of war in And the Band
Played Waltzing Matilda (2015) were perceived by Ukrainian gatekeepers as too explicit and

inappropriate for young children. They said:

| don’t think they [children] should read about war. They need to know from history
books that the war happened. But do we really need to show them all the details?... |

think, there is no need to represent it explicitly. (011U)

| think this [book] is for adults. It is not for children. Of course, children should know
facts, they should know that the war happened. But the details are so cruel here... |
think, [it should be read] when children are able to make a conscious decision on

their own and to decide if they want to read it. (004U)

Definitely, I'd say no more likely than yes. Because the wasteland is depicted

explicitly and with all honesty. (009U)
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The age limit was different in Australia and Ukraine. In Australia, explicit
representations of violence were mostly accepted at the age of 8 and older if other criteria
were met (e.g., the book was culturally significant), whereas in Ukraine, explicit
representations of violence were seen as palatable at the age of 12 and older if other traits
of appropriateness were present. Overall, the lack of explicit depictions and the absence of
too many details in illustrations were seen as preferable ways to represent violence in
picturebooks.

If visual representations of violence were implicit or absent, the fictional violence in
picturebook was seen as palatable because more than one interpretation of the scene was
possible. For example, 030A said about Yaroslavna’s Lament (2016), “l don’t think that the
picture shows that she wants to die. | think that really does show a loss”. Because the
suicidal thoughts were not shown in the illustration, the image could have been interpreted
in many ways, and an uncomfortable topic could be avoided. As a result, the picturebook
was seen as appropriate. The other example is the scene in the picturebook Not Now,
Bernard (1980), where “...the monster ate Bernard up. Each and every bit of him”.

Australian participants said:

That’s a good illustration! | like the shoe. It’s all what’s left. (029A) (meaning that the

scene of murder was left outside the picturebook spreads)

It’s funny, if the words weren’t there, | wouldn’t have thought that a boy has been
eaten. | would have just thought that a monster is playing with a shoe... It looks

extremely innocent! (028A)

Referring to idea of invisibility of violence in the illustrations, 022A said: “In terms of
violence, | don’t know any picturebook in which there is overt violence”. Later, 022A

expanded this idea using The Great Bear (2010) picturebook as an example:
| do not know if we actually see that the bear has actually been beaten. You don’t

actually see it. We just see the pictures of angry people and again large bodies.

And we get that the bear is severely, you know, maltreated. But... We don’t see
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the violence. | can’t think of a picturebook where we actually see that somebody is

beaten... (022A)

4.5.2.2. The impact of beauty on gatekeepers’ interpretations of violence

The participants were more likely to recommend books to readers and discuss them in the
classroom if they thought the illustrations were beautiful. The level of attractiveness
seemed to be related to the overall palatability of picturebooks. One of the arguments
would often be that the picturebook should be discussed with children because, “this story
... is beautifully illustrated” (023A), “it is a beautiful book” (027A), “that’s a fascinatingly

III

looking book!” (029A). Some Australian participants said, “l think these illustrations [in
Australian Gnomes (1979)] are beautiful ... not even thinking about the content of the
illustrations. But [despite the presence of violence] they are beautifully done illustrations”
(031A), and “That's a beautiful image, isn’t it? [pointing at the book illustration in “lvasyk-
Telesyk” (2013)]. It's a very gentle image: he’s going to fly away” (030A).

It is important to mention that the illustrations were seen as beautiful if the visual
representations of violence were absent or if this was a socially acceptable violence (e.g., a
cat catching a bird with his teeth, animals fighting) and present on just one or two pages of
the entire book. The presence of violence in words, however, would not diminish the
picturebooks' beauty: even when the words described an act of violence, the beautiful
illustrations would soften their effect on the adult reader. Discussing the Ukrainian poem
Yaroslavna’s Lament (2016), where a protagonist expressed a deep sorrow and despair
because she thought her husband was killed at war, 020A said: “Brilliant picture! Yes, | think,
it would have a place, certainly in the secondary school, in an English class that would be
fantastic!”

Similarly, the Ukrainian participants were more likely to recommend a picturebook to

children if the illustrations were beautiful, even if the book dealt with controversial topics.

They said about Yaroslavna’s Lament (2016):

Books like this are very beautiful. There are vivid colours and familiar images. Even if
she is crying... she does not evoke pity... well, she is just crying, she is not weeping. It

is a beautiful book. (018U)
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The illustration itself is very beautiful. We can see that this is just a sorrowful woman

who awaits her husband and who has no certainty if he will return. (008U)

At the same time the beauty of illustration could not override the moral judgement
about the representation of violence. 012U said about Waltzing Matilda (2007), “If you just
look at the illustration, his deeds seem to be worthy: he was poor, he stole the sheep, and
he committed suicide. Someone might like it. It is depicted beautifully. In reality, this is not
the case. There is no such thing as a beautiful suicide”. 022A said about the same book, “I
would not read that story, having realised that there is a gun in it. Absolutely, not to an early
childhood class. So, that is not happening” (022A). As a consequence, if the representation
of violence was perceived by a gatekeeper as palatable (e.g., a fight scene among animals),
beautiful illustrations could soften the interpretation of violence; however, if the scene of
violence was morally condemned (e.g., suicide), the beauty had little impact on the
appropriateness of the picturebook.

Of course, beauty was a subjective criterion influenced by the participants' tastes,
culture and educational backgrounds. This could be seen in the discussion of Blossom
Possum (2006) and The Great Bear (2010). While the majority of Ukrainian participants
found the fight scene in Blossom Possum (2006) to be ugly and inaesthetic, the Australian
participants either did not comment on it or said the book as a whole was beautiful. The
reason for such a division was culture and certain aesthetic expectations of picturebook
illustrations. The situation was more complex with The Great Bear (2010). Some participants
disliked the illustrations greatly, whereas others loved them; their attitude, in fact,
influenced their willingness to discuss the book with children. For example, an Australian
participant who grew up in Australia, said about The Great Bear (2010), “These illustrations
are beautiful. | would definitely share that with four- to eight-year-olds. Because it is the
most beautiful book, and these are the most beautiful illustrations” (025A). An Australian

participant who grew up in the USA had the opposite response to the same picturebook:

H: You have, probably, heard about it. It’s called The Great Bear (2010). It’s a book
about, basically, a travelling circus in which there is a bear who is severely abused by

people...
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031A: I've had this book in our library, and | have to say | just hated it.

H: Really? Why?

031A: I just... | don’t like the illustrations. | find it so dark! And I just... | can't see how
a child would even enjoy that book.

H: And did teachers use it in the classroom?

031A: 1 don’t remember seeing it being used much at all. No.

It is difficult to say if culture was the major determinant in judging the beauty of the
book; more data would be needed for this. However, it was clear that if the illustrations
were seen as beautiful, the book was said to be worthy of discussion with students.

Furthermore, if the illustrations were perceived as ugly and unattractive, discussing a
book representing violence was seen as an unnecessary burden: the book was less likely to
be recommended or discussed. This was clear from the responses of the Ukrainian
participants. While the Australian participants rarely called a book ugly or unattractive, the
Ukrainian participants very often used ugliness and unpleasantness as a metric for judging a

picturebook. For example, they said about the fight scene in Blossom Possum (2006):

| think, it is somewhat antiaesthetic. The emu is nice. But this [kangaroo]... (001U)

The kangaroos’ muzzles are rather unpleasant. Overall, this image is not pleasant,
although the illustration is alright... Well, | just don’t like it... These muzzles do not

resemble a kangaroo, they look like a rat (003U)

| don’t like these illustrations. | would never buy a book like this for my own child. If
| saw this illustration, | would not buy a book for the library collection ... If we talk
about emotions triggered by this illustration, it is... If | was about to buy the book,

and saw this illustration... it is repulsive (005U)

018U: Well, I would not give this book to a child. | find these illustrations unpleasant,
really unpleasant.

H: What makes them unpleasant?
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018U: They are hairy. This one [a kangaroo] is showing his tongue, and that one is
jumping. They are unpleasant to look at. Children like beautiful images. | find it

unpleasant to look at them. | would not recommend this book.

This book is unpleasant for children too. (011U)

I would not recommend this book just because the images are very unpleasant. |
mean, | find them unpleasant... As for the kids... Perhaps, | would not recommend

this book to them. (004U)

4.5.2.3. Child-friendly illustrations

If the illustrations were perceived as child-friendly, the presence of violence in the book was
often mitigated. The major marker of a child-friendly book was the use of colour. Intense,
vivid, light and bright colours in the illustrations were perceived as beautiful and child-

friendly by Australian and Ukrainian gatekeepers. The participants said:

| think this could, certainly, come into a primary school. | think the colours soften it

as well. (030A)

Some kids would think that was a pretty picture because it is so colourful and bright.

(020A)

Because this tale is aimed at young children, the colours should be vivid. (003U)

Nowadays, children do not choose old books, | mean books with old, grey and faded
illustrations. A child would rather choose a bright book. We might think the [old]

book is more interesting, but the child will still go for more vivid illustrations. (001U)

Vivid, bright and light illustrations were seen as child-friendly even if some
controversial themes were present in the books. This became evident when Blossom

Possum (2006) was considered. As stated previously, the majority of Ukrainian participants
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thought that the fight scene in this picturebook was ugly and unpleasant. Despite this, they
perceived the illustrations as child-friendly due to the colours used on the book’s cover and

other illustrations. They said:

Looking at the illustrations, the book can be recommended to younger readers.

(007U)

Judging the illustrations, this book is for young children. (017U)

| prefer illustrations like this [pointing at Blossom Possum (2006)]: with fluffy
animals, with vivid and intense colours. The other books you are showing me are
kind of greyish and beige. | prefer the brighter and more child-friendly illustrations.
(003U)

Even if the illustrations were considered child-friendly, but the representation of
violence in the text was seen as inappropriate, participants were unlikely to recommend
such a book to the children. For example, 007U said about Not Now, Bernard (1980), “The
illustrations, the size of the images and the appearance of the main character look like a
book for young children at first glance, but | know it will be psychologically difficult for
children to read this text”. A monster eating a child was culturally unacceptable for
Ukrainian participants; therefore, the colours of the illustrations did not influence their
decisions about the book.

In some cases, however, colour was claimed to be used effectively to communicate
uncomfortable truths. For example, 027A commented on the book Cat on the Island (2008),
“The cleverness of just using that colour... Would | use it in the classroom? | would. Because
it’s there, and they’ve got it on the library shelves”. This citation showed that the colour
palette could be an additional criterion in the decision-making process, often linked to more
pragmatic arguments (e.g., the book was already present in the library collection).

Finally, the genre of the story influenced perceptions of visual representations of

violence. 005U said about Ride, Ricardo, Ride! (2015):
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We can understand, this is the Second World War; but even the images of soldiers
can be interpreted in many ways. When a child looks at these illustrations, she or he
understands a threat, but the threat is in the past; now these are just shadows. |
think this illustration can be used in group discussions and present in public

libraries; it is for children who are 5 and older. (005U)

4.5.2.4. Mature illustrations

Unlike child-friendly illustrations, mature illustrations had more detail; they usually were
dark or faded; often drawn in a naturalistic style. Faces of the main characters in mature
illustrations would either exhibit negative facial expressions or would be hidden. 020A used
the term mature illustrations to describe illustrations that were suitable for older children
only. Looking at “lvasyk-Telesyk” (2013), she concluded, “The illustrations are quite mature.
So, | wouldn’t sit down and read it to the kindergarden class” (020A). Ukrainian participants
did not perceive the same illustration as mature, possibly, because they were familiar with
the story. In addition, 031A said about The Cat on the Island (2008), “I think it's not
appropriate for younger kids... some of the illustrations are pretty confronting”.

The darkness of illustrations often impacted participants’ decision on whether to
recommend a picturebook representing violence to children of a certain age. For example,
one Australian participant said she would not read My Mother’s Eyes (2011) to her 6-year-
old grandson because the illustrations were “too dark” (023A). A Ukrainian participant said
about Cat and Rooster, “In my opinion, there is not enough, not enough vivid colours... |
wish the fox was really orange; and | wish the mushroom was redder; | wish the colours
were brighter if this book is for children” (003U). The dark and faded colours, therefore,
were seen as targeted at older children.

In general, Australian research participants did not favour the use of dark colours in
illustrations. Some participants associated dark and mature illustrations with books focused
on the Second World War or other military events which took place in Europe. 023A said
about My Dog (2001), “This looks like a European setting to me. And, therefore, | am
psychologically more likely to think that this is going to be a story with more... aimed at an
older child, and... more likely to feature more sombre things” (023A). 029A used a similar

argument to comment on My Dog (2001), “No, even the colours are very grim, aren’t they?
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Grey and black, and... men with guns” (029A). The visual representation of guns and dark
colours increased the age limit for the book. In addition, 023A recalled how she saw a
picturebook display at the international conference. Her impression was that “the European
ones were very dark. You see Australian, you see British, and they are bright and colourful.
Even if there isn't much of that at the beginning of the story, there is at the end. Whereas,
European books are dark...” (023A). Picturebooks created by Armin Greder (e.g., The Great
Bear (2010)), an author who was born in Switzerland and started his career there, were
often perceived as too dark and not suitable for young children by Australian participants.

For example:

H: Have you ever used...
028A: The Island [2007]?
H: Yes, books like The Island [2007], or The Great Bear [2010] in the classroom.
028A: No, | haven’t. No. | find that the illustrations are very-very harsh, and the

expressions can be a bit frightening.

Other Australian participants agreed that Greder’s books were aimed at older
readers. 031A said about The Great Bear (2010), “To me, the whole book is dark, the whole
book is kind of depressing”. This brief dialogue demonstrates that a visual language of these
dark illustrations might have been culturally alien for some gatekeepers. Gatekeepers did
not want children to read books with dark illustrations evoking unpleasant emotions.

In addition to darkness, some Australian participants were concerned with the
characters’ facial expressions. Facial expressions of anger were perceived as evil and
menacing, and the hidden faces were seen as sinister. For example, one of the Australian
participants said that The Great Bear (2010) is not suitable for young children because of
“the darkness of the illustrations and the facial expressions and the behaviour of the crowd.
It is not aimed at primary school kids, and certainly not at little kids” (020A). In addition, she
compared another Australian picturebook about the maltreatment of animals in a circus

with The Great Bear (2010), saying:

That [Australian picturebook] was on the same topics: bears and bears in circuses,

that was just as tragic, but probably not quite as dark in its colours, in the use of
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colours, and in the evil expressions of the characters. And | know a number of
teachers that paired the books together for conversations, probably, from grade 4
upwards. | know a grade 4 teacher who used those books. My feeling was that it
would be more appropriate for grade 6 upwards, as a fantastic stimulus in the

secondary school (020A).

It can be concluded that 020A perceived colourful books with positive facial
expressions as more suitable for young children than picturebooks with dark illustrations
depicting negative facial expressions. 030A also thought the illustration in The Great Bear
(2010) were menacing because of the characters’ facial expressions. She said, “The drawings
here... and this menacing shadow of the bear... and the menacing look in their eyes” (030A).
In some cases, a hidden face was also seen as an element of mature illustrations. 029A
looked at the Ukrainian national folktale representing a fox who carried away a stolen
chicken in a sack and said, “There is possibly something sinister about not seeing the face”.
The fox in the illustration could be seen only from behind, and because the facial expression
could not be identified, the character looked sinister.

The Ukrainian participants had similar views on dark illustrations. However, the way
they measured darkness differed. While the Australian participants believed The Great Bear
(2010), The Island (2007) and My Dog (2001) were too dark, the Ukrainian participants
believed that the majority of discussed picturebooks were too dark. Curiously, Australian
picturebooks such as And the Band Played Waltzing Matilda (2015) and Waltzing Matilda
(2007) were perceived by the Ukrainian gatekeepers as too dark also. For example, they said

about And the Band Played Waltzing Matilda (2015):

Well, this [book] is for older children. | would say, this is for older, for teenagers,
because of the illustrations. If this book was to be borrowed by a teenager, | would

not dare to recommend a book with an illustration like this. (005U)
Even though there is not much text, this book is for young adults (12-13-year-

olds). This book resembles a documentary. It lacks brightness which is required

for younger children. (007U)
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In addition to the different perceptions of darkness among Ukrainian and Australian
participants, there were different interpretations of darkness among the Ukrainian
participants. For instance, they had polarised opinions about the two very dark book-
spreads representing war in The War That Changed Rondo. Some said that if a book
contained any mature illustrations at all, it was for older children. For example, 018U said,
“One could do a better job of telling a story about war. | don’t like these black colours at all.
Even if the war is represented [visually], there is no need for this red and black. It would be
better to make it all brighter. Because when you look at these illustrations, you feel
alienation” (018U). Others said that if the majority of illustrations were child-friendly, and
violence and darkness were present only on one or two pages, they were likely to
recommend the book to children. For example, they said about The War That Changed

Rondo:

Before and after [the scene of war], the illustrations are not painted in particularly

intense colours, but they are light and bright. | think this is perfect. (005U)

This looks very colourful, interesting and bright to me. Because it is very colourful
overall, these [dark] illustrations have not scared me at all; they are balanced by

other illustrations. (019U)

Hence, the colours and facial expressions of the characters were among the main

predictors of the children to whom the picturebook would be recommended.

4.5.3. Characteristics of fictional violence in text and illustrations

The research participants often stated that their decisions about appropriateness were
based not only on the amount and intensity of violence, but also on the purpose of violence.

These features could be attributed to verbal representations, visual representations or both.

4.5.3.1. Peripheral violence
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The participants said that they would be likely to discuss picturebooks representing violence
with children as long as violence was not the main theme and its place in the story was
modest. Violence in picturebooks, therefore, was accepted only if on periphery.
Furthermore, Australian and Ukrainian participants said that if a picturebook is discussed in
the classroom, the focus of the discussion was supposed to be on something other than
violence. For example, 027A explained, “l wouldn’t be talking about violence for violence’s
sake. Violence to me is a part of human behaviour. So, the focus is not on violence” (027A).
026A explained that, to discuss picturebooks representing violence, the teachers would
have “a conversation that is larger than the violence in this picture per se”. Similarly, 031A
commented on Blossom Possum (2006), saying, “I don’t have a problem with this
[illustration], because it’s not [about] the violence... So, you call this “the page with
violence” [pointing at the illustration with a dingo and two kangaroos], it is not the constant
focus”. Also, 030A said, “It wouldn’t be just about violence. It would be about trickery. And
should we always tell the truth? And, you know, you go off at different tangents, don't you?
Honesty. Truthfulness”.

In the Ukrainian interviews, fictional violence was also perceived as palatable if it
was not the main theme. For example, the participants expressed the following opinions

about violence in fairy tales:

We would bring readers’ attention to the fact that geese rescued him [lvasyk-
Telesyk]; we would not focus on his tribulations. The violence there... If we do not
focus on it, it will pass by unnoticed and that’s it. Only if we start analysing and

interpreting, then we understand how things are. (017U)

The focus should be on collaboration. The means of achieving the goal are
secondary. At the same time, the act of abduction must be condemned. | think the

grade 5 students will be able to understand the situation. (014U)
In some tales, there are acts of violence. But | think children do not focus on them.

They look at the plot and anticipate a happy ending, where good triumphs over evil. |

would recommend the book for the primary school students. (017U)
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If we talk about this particular tale [“Sirko” (2015)], the cartoon managed to
prioritise the themes correctly. There are no explicit victims and there are no
explicit perpetrators. Everybody changes their roles very quickly and eagerly there.

(005U)

The perception of violence in poetry was similar to fairy tales. If an element of
violence was seen as a tool of figurative language, and if the central theme was other than
violence, the participants would say they do not see the need to discuss violence in this
poem. For example, even though the events in Yaroslavna’s Lament (2016) are linked to war
and the main character expresses, arguably, suicidal thoughts, it was said that Yaroslavna’s

Lament (2016) was not a story about violence, it was about tragic romantic love:

| do not see the theme of violence here. We see black ravens, symbols of death;
they are flying over the battlefield covered with the bodies of dead warriors. She is
addressing the Sun and asking the Sun to return her husband from war or to burn
her, but this is just figurative language to describe the tragedy... The ravens came
from war. Their presence is the only piece of news she has about her beloved

husband. (008U)

Both Australian and Ukrainian participants believed that the case of suicide in
Waltzing Matilda (2007) should not be discussed in the classroom. If violence was not the

central theme, it could be silenced. They said:

It’s not like you are bringing it there to advocate for suicide. That would be terrible.
Clearly, that would be an issue. But, yes, if you are using it as a means for discussing
some of those larger themes at the age-appropriate levels, well, | don’t see why not.

(026A)

Perhaps, it would be better not to draw attention to this, so that the theme could
pass unnoticed. [Adults ought] to show children what would happen if he did not
die; it would be much better and more meaningful [to keep living] than just end

his life without leaving a trace. (009U)
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In conclusion, the place of violence within selected picturebooks was important. The
participants were more likely to recommend a book if the central theme was other than
violence, and if violence was present only in small amount (i.e., in the background). Also, the
participants stated they would discuss picturebooks representing violence with children;
however, they were likely to focus on other themes and not to mention violence during the

book discussion.

4.5.3.2. Explicit and implicit representations of violence

The participants concluded that fictional violence in picturebooks could be tolerated if
explicit descriptions of violence were absent. This was often true for the historical narratives
featuring war. Implicit representations of war were perceived more like myths and legends
than like historical narratives. For example, 019U described the representation of war in
Ride, Ricardo, Ride! (2015) as “indirect and metaphorical; there is a metaphor of shadows
here... A weapon cannot be seen explicitly ... It's more like a legend... | think this is a safer
way to talk about violence. | think even primary school children (6- to 8-year-olds) could
cope with this” (019U). Other participants agreed that because the story had only implicit
descriptions of war and not much detail, it was suitable for children aged 6 and above. On
the contrary, historical fiction that contained explicit descriptions of the events, characters
and settings was perceived as being aimed at older readers.

Explicit representations of war in historical fiction were perceived as appropriate
only for children older than 8. However, the suggested age depended on the readers’
familiarity with a particular context. The picturebook that generated substantial
disagreement on the age limit was And the Band Played Waltzing Matilda (2015). Everybody
agreed that the book was targeted for children older than 8; however, some Australian
participants said the book could be read by some children who are 8-9 years old, others said
by those who are 10-11 years old, and yet others said it is aimed at 14- to 15-year-olds or
older. The Ukrainian participants said the book could be read by the children who are 12 to
13; some said that it could be read by 13 or 14-year-olds, and by 14- to 15-year-olds or
older. For example, 024A confirmed that the book was present in their junior school library

collection targeted at children at the from 8 to 10. 028A mentioned they discussed the book
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with 10- to 11-year-olds at one of the library lessons in connection with ANZAC Day. Other

Australian research participants said the following:

That’s for older children, that’s for adults. That’s the great anti-war book, | reckon.
For some children, [at the age of] 8 or 9, you could start using picturebooks like that,
because it is introducing them to the real things, and the things that they see on the
television, you know, war and fighting, and whatever, and trying to put a context

around that. | wouldn’t think of using it with younger kids at all. (023A)

I'd prefer that to be read, certainly, in the classroom. | would hope that that would
not come into a classroom until probably years 4 or 5 [9- to 10-year-olds] where

children have the cognitive skills to think through that situation. (030A)

It's something that, | think should only be done with year 9 students, so 14-year-
olds. Because by the 9th grade, they need to look at what the world has in front of
them, and to look at history, and to think more about what’s happening and not just:

“We’re going to shoot people” without thinking about what that means. (027A)

Probably, that one will be fine in the classroom, if you are reading it to an older age
group. Because they need to have some sort of understanding of Sulva Bay, and that

it was war time, and all of that... (029A)

It’s a very misinterpreted book. The song was written against the Vietnam War, not
World War 1... The whole book was anti- the Vietnam War. But it has been taken and
reinterpreted into an ANZAC Day text. And just because of the exposure our kids
have to ANZAC Day and everything to do with it... You can, certainly, read it in
primary school, like grade 3 upwards, and lots of teachers would read it to 1s and 2s.
Though, I, probably, wouldn’t... The words are really-really explicit. But it’s in a
context that our kids are exposed to in so much depth and so often. Like every year

we do ANZAC Day. (020A)
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The explanation by 020A made it clear why violence in And the Band Played Waltzing
Matilda (2015) was perceived differently in Australia and Ukraine. The historical context was
more familiar to an Australian than to a Ukrainian because of the exposure to the ANZAC
narrative. Ukrainian participants were not immersed in the Australian culture and had not
heard this song before, and so perceived the explicit descriptions and visual depictions of
violence in the picturebook as disturbing and very controversial. For instance, 019U said
that And the Band Played Waltzing Matilda (2015) “can be read by children who study
history... | mean, grade 5 or 6 [10- to 12-year-olds]. That’s when they might be able to
process “how our blood stained the sand and the water” and things like that (019U); she
added, however, the text might be too difficult to comprehend and emotionally respond to

for children younger than 12. Other Ukrainian participants said:

Well, perhaps, grade 7 or 8 [12- to 14-year-olds]. Because children younger than that
would have too many questions, and too little understanding. Well... of course they

have to know; it’s history. (015U)

| think, this is for children who are 14- to 15-year-olds, and not younger than that.

(017U)

Violence here is explicit. Who can we recommend this book to?... Highschool
students, year 10-11 [16- to 18-year-olds]. Well, it can be year 9 [14- to 15-years-
olds], of course. (016U)

Not only printed text was judged against the criterion of explicit descriptions. The
scale of explicitness in illustrations was also taken into account. The participants explained
that if a violent image was just a small detail in the background or a blurred figure in the
foreground, such an image was appropriate. For instance, 027A said about The War that
Changed Rondo, “Here it’s a bit more graphic: the house has been on fire. But it’s only a
little thing on the bottom [of the page], and it’s not big and black. This book would have
been harder to cope with, if that had been up there, and all you had was the tanks going this

way. You're able to take it further, you're able to look at it”. Pointing at the image from Cat
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on the Island (2008), 027A explained, “It is OK for a kid’s picturebook because they blurred
it. That’s just colours...”.

Ukrainian participants preferred illustrations with implicit or absent representations
of violence. Some participants preferred picturebooks with zero violence in the illustrations.
For example, looking at the Ukrainian tale Cat and Fox, 006U said, “It is better not to show
illustrations like this to children... [this scene] can be without illustration at all” (006U).
Similarly, when 001U saw the fight scene in the Australian tale Blossom Possum (2006), she

said:

001U: Well, you could just describe it. There is no need to show it in pictures. Just
to say “boxed his ears” is enough.
H: Would it be better if there was the text and no image for this scene?

001U: Yes, it would.

In addition, 001U gave an example of a Ukrainian picturebook representing war
called Nezlamni Murashi [Adamant Ants] by Larysa Nicoy and explained that this book
represented war in an appropriate way because there were no explicit depictions of

violence and the theme of death was avoided:

So, this book does not show explicit violence. It tells the story of war: the anteaters
have attacked the anthill and destroyed it. Everything is clear. | think this is a
perfect way to represent war in a children’s book. Because even very young
children can understand what it means to become homeless. So, the results of ants’
hard work were ruined. There is no need to show violence explicitly... | don’t think
death was ever mentioned there either. It is just said that the ants were attacked

and their home was destroyed (001U).

By contrast, the Australian participants believed the absence of explicit physical

violence combined with the sense of an evil threat might have evoked even greater fear

203



than a scene representing direct violence, and therefore such a book should not be
recommended to children. For instance, 020A commented on The Girl in Red by Roberto

Innocenti and Aaron Frisch:

It’s a very interesting one. You know it creates the seeds of an evil threat... | actually
think, it’s more threatening than the physical violence. It’s the foreboding and the
sense of evil, or threat — that’s what makes kids scared. It’s like something under
the bed, it’s not explicitly what it is, and | think that’s scarier than something that is

explicit violence (020A).

One more example of implicit violence with a threatening image was in My Dog
(2001). 029A explained, “I think for a child this would be a scary picture: that the adults are
leaving the child, and the child is running after them”. Indeed, the young reader could easily
identify with the protagonist and become anxious or afraid imagining themselves in a similar
situation. An uncertain, unpredictable and unclear ending seemed to be too much to bear.
Offering the readers omissions and subtle hints about what might have happened, the
books left plenty of space for the readers’ imagination to complement already frightening
images with their own fears. Many Australian participants felt books like these were not
appropriate for young readers. At the same time, not all Australian participants agreed.
Discussing Ride, Ricardo, Ride! (2015), 028A said, “l would say you could possibly show it to
the younger audience. It'd not be an issue. Because it’s not explicitly showing anything
gory...”.

To summarise, the Ukrainian participants thought that if a picturebook was aimed at
children of all ages, representations of violence should either be absent or implicit. Some
Australian participants agreed with their Ukrainian colleagues; however, others thought
that even implicit representations of violence might evoke emotional discomfort and

therefore should not be shown to very young children.

4.6.3.3. The purpose of violence: justifiable cases

The purpose of fictional violence was seen by the participants as crucial in their decision-

making process. The book was perceived to be appropriate only if violence was not
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romanticised, not promoted, not glorified and, preferably, condemned. 027A asked, “Why
do they have to be so graphic? Is there a reason? If it has to be really graphic, I'd question
why it is there and what is the purpose of it?”. Unlike in adult literature where violence
might reside for the sake of entertainment or attention grabbing, in CL, violence was
expected to serve more sophisticated purposes and to maintain a modest place within the
story. For example, referring to the Waltzing Matilda (2007), 026A said, “l think we
[librarians] are respectful and mindful, and we are not looking to use it for just the sake of
glorifying violence, but if we use it to educate — | think there is a difference there”.
Similarly, 031A explained, “l don't have a problem with that because it's not promoting
violence, necessarily. It's more an observation of violence and history”. The educational
purpose, therefore, was crucial for accepting fictional violence in picturebooks.

The Ukrainian participants agreed with their Australian colleagues that violence in
picturebooks should be condemned and not glorified. However, if the picturebook was
exploring the theme of war, Ukrainian participants expressed rather polarised views on the
matter. For example, some took a pacifistic stand and said, “I think the book should be
written in a way that makes it clear: war is bad; one should not go on war. To be friends is
right; to love each other is right; to fight is wrong” (002U). Also, they highlighted that in
their opinion war must not be glorified, saying, “When it comes to heroes... the people who
were killed... those people were killed and | cannot see anything good about it. Although |
feel very sad that they died, | do not perceive them as heroes. | just see them as people who
died for nothing” (011U). Others expressed their concerns about overtly pacifistic approach

at the time of war and said:

| did not have positive associations with this [The War that Changed Rondo]. |
understand what this book is about but... | mean there are many adults who think
the same way these days [they think you can win the war without fighting]. | don’t
think... | am not against this opinion but... | mean, if you support the army, you
support violence; but if there will be no army, there will be no Ukraine. Those two

thoughts are not linked in this book. (004U)

Some held a patriotic perspective saying, “I think, books like this [Letters on War

(2015)] should be shown to children because they foster patriotism” (017U). Yet, others
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were looking for a middle path that would allow for a compromise between pacifism and

patriotism:

To me this [The War that Changed Rondo] is a perfect book for discussing war. In
my opinion we should read books like this because of the situation we are living in.
The two worst-case scenarios would be either “fanatical patriotism” where all
children are standing and performing a Nazi salute or if no one says anything about
it [war], pretending that we [civilians and soldiers] are living in two different states,
even though we all live under the blue-and-yellow [Ukrainian] flag. This is why
[reading this book] is the least traumatic way to create the smallest number of
guestions... We have this book [in our library] and | use it. Many children have read

it. (005U)

Consequently, although everybody agreed that violence should not be glorified in
picturebooks, the question of representing war was perceived as complex and nuanced.
War was not the only type of violence that generated a range of complex interpretations.

Certain cases where fictional characters were harmed or killed were perceived as
bearable if the situation seemed to be just and fair or, in the case of animals, alighed with
the laws of nature. However, the idea of justice differed in the two cultural contexts. To
begin, when some characters had malicious intentions, violence against them was
perceived as punishment for their wrongdoing and not as violence. The picturebook that
triggered the most conversations about violence and justice was the Australian tale
Blossom Possum (2006) where a dingo was trying to eat small animals and was stopped by
two kangaroos who attacked him. Australian participants mostly agreed with punishing the
dingo for his attempt to eat the Blossom Possum and her friends. The dingo’s intention to
kill others was perceived as a big enough misdeed for which to be punished; and his
behaviour was seen as socially unacceptable. For instance, 027A said that the dingo “has
just gone against the group, and the group has said, “We’ve had enough of that, and you
know, wake up to it”, and boxed his ears”. 022A commented on the same story, saying, “he
does look a bit unhappy but this [scene] is not particularly confronting... What a child
would get from there is, “Oh, he was naughty, and he’s got his desserts”. It would fit in

their worldview and so it will not be confronting to them” (022A). 030A explained how she
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would discuss the idea of justice in the tale with young children, saying, “If he is going to
eat them, then, | would probably be asking my young fellow, my 4-year-old, to come up
with his view. “Do you think that's acceptable? Or do you think they're being a bit mean to
him? Or has the Dingo, in fact, been very mean here by trying to trick them in the first
place?” (030A).

When it came to justice and punishment, the Ukrainian participants disagreed with
each other about the purpose of violence in Blossom Possum (2006). Some held an opinion
similar to their Australian colleagues, thinking that the dingo should be punished; the
purpose of violence would be to show that malicious intentions lead to bad outcomes. For
example, 019U said, “If we were reading this in a group, we could discuss that the dingo was
wrong. He had bad intentions. What were the ways to stop him? Well, he was warned”
(019U). However, other participants said that because the dingo is a carnivore, he should
not be punished for wanting to eat small rodents, for he has no choice. It would be unfair to
punish him for being what he is. The purpose of violence in this case would be to show that
the world could be unjust to some individuals. For example, 008U concluded that the dingo
was treated unfairly because it was his nature to eat other animals; she said, “He is a baddy
because he wants to eat and to feed his family. It sounds like a joke” (008U).

The theme of carnivorous animals was very prominent in the Ukrainian interviews.
The participants said that fictional violence in picturebooks was justified if the scene
portrayed a predator and prey, for this was the law of nature. As a result, Ukrainian
participants concluded that animal tales featuring carnivorous animals were demonstrating

the complexity of the world and were appropriate for discussing with children. They said:

The horse is punishing the wolf, but the wolf cannot survive without a horse or a

lamb... The wolf will die without them. You know, the coin has two sides. (003U)

This is natural. There is nothing unnatural here. Everything makes sense. We
understand the roles of a wolf and a horse in nature. This situation is highly likely
to happen. This is survival of the fittest, after all. It makes sense to show this to a

child. (005U)

This is obvious that Fox wants to eat [Rooster]. (012U)
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Often, a child encounters the world of animals through picturebooks. A fox is a
red baddy there because she eats chicken. Well, of course, she does! This is her

nature. Only humans can choose [whether to eat meat]. (005U)

002U: It depends on a tale. All children eat chicken. They go to a supermarket and
buy the chicken; they eat it happily afterwards. If the tale is about a fox who was
hungry... Well, he has no chance to buy it, there are no supermarkets in nature,
and so the fox is...

H: ...a carnivorous animal.

002U: Yes, he eats chicken. There is nothing special about that. But if a hen is
described as a picturebook character, if she has her family, her chicks (so, she is

basically like a human) then we would interpret the illustration differently.

Furthermore, if an anticipated fictional violence was absent, there was a cognitive
dissonance. The Ukrainian participants often believed that children should know the truth
and that there is no need to protect them from knowledge about real, authentic and

complex reality. For example, one Ukrainian participant said:

| read a picturebook Everyone Has a Grandma by Halyna Pahutiak. | have
had some doubts about this book because, in my opinion, this book
encourages children to hold unrealistic beliefs. | mean, when a person
believes that a cat is a bird’s friend and a dog is a cat’s friend, they will
have a cognitive dissonance after facing the real world and realising that

things work differently, and everything is not so straightforward... (004U)

Australian participants perceived situations where carnivores ate herbivores to be
palatable too. However, in contrast to the Ukrainian interviews, this argument was used
very rarely in the Australian interviews. While the Ukrainians often mentioned wolves,

foxes, dogs and dingoes, the Australians mainly talked about cats and dingoes. For example:
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I mean, the cat has got a story too! This is the way cat lives. This is the cat’s life.

(027A)

[The dingo] just does what dingoes do naturally: eats other animals. (029A)

Consequently, in scenes where characters followed the laws of nature, and
carnivores ate herbivores, this was perceived as non-violent and appropriate for children of
any age.

Another theme that often emerged and re-emerged in both Australian and Ukrainian
interviews was self-defence. This included a narrow definition of self-defence, defending
once’s life, and its broad definition, defending one’s country. The participants would often
say that they could not see violence in the discussed scene, because this was a case of self-
defence and self-defence is not violence. The appropriateness of the scene where the horse

was kicking the wolf was justified by similar arguments in Australia and Ukraine:

| think, sometimes there is a time when it's OK to defend yourself... Is violence
acceptable there? | think that would open up an interesting discussion, but | think

most kids would say, “Yes, it is because he's preserving his own life”. (030A)

The horse is trying to... It’s using its wits to survive and that's OK... | think younger
children can deal with this. There’s a lot of messages in it: the messages of being
coaxed into something... in a dangerous situation... there’s a discussion for sticking
up for yourself, | guess. (031A)

The horse was defending himself. This is a natural thing. (006U)

If we are talking about our cruel world, we can use this as a metaphor: you have

to be able to defend yourself. (005U)

| have read the tale and | don’t think there is anything [inappropriate] here. He

survived. He used his wit to survive. (011U)
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| remember this tale. | did not like it much. But, overall... you need to look at in a

context of self-defence... (004U)

It is a case of self-defence... If in those books [we discussed previously] there are
many aspects that are not appropriate today... The self-defence is appropriate even

nowadays. (019U)

010U: I don’t think there is violence here.

H: Well, see, the horse is kicking the wolf...

010U: Yes, he’s kicking. But if he didn’t, the wolf would eat him. He defending
himself. You know, every child should know how to defend themselves. Perhaps,
kicking is not the best way, and other methods should be used. Yes, he kicked him,
and the poor wolf... Yes, but every child must be able to protect themselves. Even if
their self-defence will be verbal and not physical. Otherwise, others will bully the

child.

Consequently, the benefits of teaching children that they should be able to defend
themselves in a life-threatening situation outweighed the discomfort of discussing the
scenes where the characters may be harmed or injured. Usually, Ukrainian participants
believed that the presence of fictional violence is justifiable in the case of self-defence and if

the book portrayed fighting one-on-one. For example:

What can we see here? This is a one-on-one situation. This is a counteraction to a
physical violence. Fight or flight. If you are able to defend yourself than you should
protect your life. So, as for me, this is a normal and adequate illustration, suitable for
a child of any age if the child likes fairy tales because this tale teaches that one must

protect themself. (008U)

When it comes to “Ilvasyk-Telesyk”, he put her [a snake-maiden] on the shovel when
she was still alive [and burnt her]. Even though she was quite terrible, she was quite
evil, there was no need to cook [kill] her like that. On the other hand, this saved his

life. (011U)
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This is a fight with a snake-human [dragon]. A human is protecting their life from a

monster. | don’t see anything horrible here. (008U)

While the Ukrainian participants would often talk about one-on-one cases of self-
defence, Australian participants often mentioned situations where characters had to fight as
a group to protect their family, village, city or country; all these cases were perceived as
appropriate. 031A explained that if “you are, actually, in danger, you have to stick up for
yourself: as a person, and as a group” (031A). Commenting of the scene in the Ukrainian
legend “Kyrylo Kozhumiaka” (2013), where the hero kills a snake-man, 027A said, “What you
are teaching is that you need to be brave and look after the village, and to be a good leader
or a good parent as an adult — that’s the role for the men [pointing at the illustration]”. In a
more modern context, representations of soldiers at war were often connected to the idea
of justifiable violence because the soldiers were protecting their country’s citizens and
defending their mother land. For example, 027A said, “It’s war, and you cannot avoid that...
Violence is there, and there is a reason and a purpose. As a teacher, you need to work with
it because it’'s human behaviour” (027A). At the same time, 030A said that if she was
discussing picturebooks representing war with students, she “would be talking to them
about whether they thought there was ever a situation that this kind of behaviour is
justifiable” (030A), suggesting that the status quo of the soldiers could be questioned and
implying the pacifist versus patriot dichotomy mentioned earlier.

Despite the overall agreement on the palatability of fictional violence in the case of
self-defence among Australian and Ukrainian participants, one crucial difference between
two cultures could be seen in interpreting Blossom Possum (2006) when two kangaroos beat
a dingo to protect the possum and her friends. The Ukrainian participants had conflicting
views on whether the discussed scenes of self-defence should be shown to children, and

expressed ambiguous feelings about the tale:

This is a way to protect oneself: self-defence. (003U)

On the one hand, they clearly protect themselves. However, this illustration shows

an explicit cruelty. (008U)
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It is good that this is self-defence; however, they beat him so horribly... ... They are
almost crucifying the poor dingo... At least, that’s how | see it. Well, the fact they are

protecting other animals is good. (006U)

This picture would be scary if one did not know the story... First, the background is
dark. Second, the kangaroos look angry and aggressive. | mean, if they had noble
faces, the situation would be the same, but... [pause] | don’t know. This image simply

evokes negative emotions in me. (012U)

One possible explanation for why the Ukrainian participants had ambiguous views
on this tale could be that, unlike other tales featuring one-on-one fighting, this tale
portrayed two animals attacking a single animal; this might have been seen as culturally
inappropriate. The other likely explanation is that the Ukrainian participants might associate
the visual representations of violence in this scene with the cruel treatment of some
peaceful demonstrators in Ukraine. Visually the scene might resemble an event where
Ukrainian students were cruelly beaten by police at night in 2013, or an event where
peaceful people who protested against injustice were beaten by police during the
Revolution of Dignity in 2014 (see the Appendices). Comparing the discussed illustration
from Blossom Possum (2006) and famous photographs from the Revolution of Dignity
demonstrates a number of similarities: the background is very dark, as the beating often
happened at night; both kangaroos and the policemen were expected to protect others;
however, they exhibited cruelty and mercilessness. Furthermore, in both cases, there was
one victim and two or more attackers. In 2014, there were cases when some policemen
would grab one person at a time, drag them outside of the crowd and then beat them. This
was often documented in photos and video-footage and then shown to Ukrainian citizens
online and in the news. The Australian research participants who might not have a similar
collective memory, perceived the illustrations as appropriate and did not see violence,
cruelty or ambiguity in them.

To summarise, the participants often linked violence to justice in the discussed
picturebooks. If the behaviour of one of the characters was seen as socially unacceptable

(e.g., a character threatened the safety of a group), it was believed that such a behaviour
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should be punished, and violence was justified. At the same time, if the potentially violent
behaviour of a fictional character was aimed at defending the group (e.g., soldiers at war) or
perceived as acceptable (carnivorous animals), such violence was justified and was claimed
to be worth discussing. Therefore, the intentions of the main characters played significant

role.

4.5.3.4. Gratuitous violence: crossing the red lines of appropriateness

In some cases, representations of violence seemed to serve a certain purpose in the story,
while in others, violence appeared to be unnecessary and gratuitous. Commenting on the
picturebook And the Band Played Waltzing Matilda (2015), 027A said, “That to me is
violence for violence’s sake. That’s the only violence that should not be there” (027A). The
comment suggested that if violence was depicted in the book for no good reason, such a
representation would not be appropriate for a picturebook. Similarly, 024A agreed that
“there are lots of ways you can use violence, but violence for violence’s sake is no help to
anyone” (024A). This comment suggested that some representations of violence might be
used for educational purposes; however, all the parties (authors, teachers, parents and
young readers) should have a clear understanding of why violence was present.

Furthermore, if the purpose of violence was just to shock, the appropriateness of the
book would be questioned. 020A admitted, “I have a thing about needless or senseless
violence, so when violence has been added just to add impact, or to catch attention, and it
is not actually relevant to the story” (020A). She explained that if a fight, a murder or other
violent event was present in a picturebooks, there must be a reason and “a purpose for
being that graphic” (020A). Simply drawing the reader’s attention was not seen as a
sufficient reason.

Meaningless and gratuitous violence was considered highly inappropriate in books
for children. 023A said, “Where | find... [the picturebooks inappropriate] is when there's no
resolution or where the violence is just a continual violence, gratuitous violence, and if you
can't see any end in sight. And that to me is definitely adult’s stuff” (023A). The idea of
understanding the role and purpose of violence in a book was further elaborated by 024A
who asked, “Is it done to shock or to demonstrate some other emotion?” (024A). In addition

to just catching the reader’s attention and shocking the reader, simply entertaining the
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reader was perceived as an insufficient reason to have violence in a book too. 026A
explained, “Some of those really violent graphic novels that are about, you know,
superheroes and other things which... Yes, there is a purpose, it is moving the story along,
but for younger ages it is not appropriate because there is no underlying lesson there”
(026A). Consequently, having violence in words and pictures just to entertain the reader
while not providing any moral lesson was seen as inappropriate in picturebooks aimed at

young readers.

Figure 10

Features of Picturebooks Representing Violence according to CL Gatekeepers
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4.5.4. Conclusions: fictional violence in picturebooks

This section explored picturebook features that the Australian and Ukrainian participants

considered when judging fictional violence in picturebooks. It was clear that the participants
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linked text appropriateness to levels of fictionality. If the genre, characters and settings
were seen as fictional, fantastic or simply unrealistic, violence was perceived as safe. If the
events, characters and settings were portrayed in a realistic manner, fictional violence was
not seen as appropriate for young children. The participants also had certain expectations of
book illustrations. Those painted in bright, light, vivid colours or in a more abstract style
were seen as child-friendly; whereas, dark faded illustrations where characters had either
hidden faces or negative face expressions were seen as mature illustrations. Usually,
fictional violence was perceived as more palatable in child-friendly illustrations.

The amount, intensity, explicitness and purpose of violence played roles too. It was
agreed that fictional violence could remain in books if there were other central themes and
if violence was silenced in the process of reading the book. Fictional violence was also
perceived as bearable if the representations were implicit and violence rather than glorified.
In addition, fictional violence could be justifiable or righteous if its educational purpose was
clear, and the characters adhered to socially appropriate behaviour. For example, fictional
violence was seen as righteous if performed by carnivorous animals who wanted to feed
their family, or by characters who were protecting their own lives, or by warriors and
soldiers defending their land. Finally, if the purpose of violence in the story was unclear, or if
the only purpose was to entertain or shock readers, such fictional violence was claimed to

be gratuitous.

4.6. The contextual dimension

This section describes how the context surrounding picturebooks representing violence
influenced decisions about appropriateness. It explored three different aspects: cultural
context, personal context, and media and institutional context. The cultural context focuses
on the impact of culture, tradition and folklore on gatekeepers’ perceptions of books. The
personal context examines how familiarity of and relatability to the context encourages or
discourages gatekeepers from recommending books. Finally, the context shaped by media,
educational institutions and the general public shows how the printed and spoken
information about a picturebook influences gatekeeper opinions about the book’s
appropriateness. Here, the Australian and Ukrainian media and institutional contexts are

examined separately.
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4.6.1. Cultural context

Violence in songs and traditional stories was often perceived as palatable because these
narratives were seen as a part of a particular culture, and violence in them was
interpreted as an inseparable element of folklore. Australian participants would say that
the discussed stories and illustrations were appropriate “because it is a part of a culture”
(026A), because “that reflects the culture of that time” (022A) and because “this is
Australia. This is the picture people have in Australia” (027A). Similarly, the Ukrainian
participants regularly mentioned culture to justify their selection of books. They said, “It
all depends on culture... if a child is used to this...” (004U) and “Personally, | do not
interpret this tale [“Sirko” (2015)] as violence. We read it [as children], we saw the
cartoon. Because of this experience, because of our culture, there is nothing scary in this
tale... But, of course, one should read the entire story to understand the context” (009U).
Therefore, if a story and images in a picturebook were closely related to well-known
narratives, participants were more likely to approve them.

In the interviews, it was clear that if representations of violence were very familiar to
participants, violence could become hardly noticeable. The invisibility of violence in
culturally accepted stories was apparent in discussions of the illustrated version of the song
Waltzing Matilda, which is, arguably, a significant artefact of Australian culture. 020A said,
“We sing it, and we all know it” and “l would use it with younger children, but | would want
to be a part of the conversation because it’s part of our national heritage” (020A). 025A
agreed that the song has been perceived as an anthem, saying, “That’s almost like a national
anthem, really” (025A). Also, she elaborated on this, saying, “I don't think that would worry
them [children] at all. It is our famous song, and there are lots and lots of books on that”
(025A), suggesting that since the song is a part of culture, no one would question its
appropriateness. 026A explicitly said, “I think historically this [song] has just been a part of
the culture without even people thinking about it” (026A) and “It is just something that is so
entrenched in the culture that from an early age people are just... yes it seems like
everybody’s familiar with that” (026A). After | asked 031A about her opinion on Waltzing
Matilda (2007) and the suicidal death of the main character, they answered, “I’'m kind of a

little lost for words on this one because, like | said, we’re so used to this song, and we’re so
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used to the story that we, probably, don't think of it in terms of violence” (031A). Also, she
added, “It's a fresh perspective, | have to say. We’ve so grown up with this song that we
almost don’t think about it. There's the sensitivity issue, | suppose®” (031A). Whereas, the
Ukrainian participants, who did not grow up signing the song or being familiar with
Australian history and culture, said they would only recommend the book to older children.
The majority of Ukrainian gatekeepers said children should be older than 12 to read the

book. One of them said about the picturebook:

017U: Frankly speaking, this is a horrible story...
H: Well, it was in the 19t century...
017U: Well, it’s a horrible story!

Another Ukrainian participant explained, “But when he is sentenced to death and he
drowns... This is for older children because the younger psyche will not be able to cope with
this... Children will cry. Also, a child might remember those scary episodes... | think this is for
grade 9 when children are 14, 15 or 16” (010U). This shows that, unlike Australian
participants, who knew the story very well and were likely not to interpret story literally, the
Ukrainian participants were unwilling to discuss the story with younger readers.

One more example of surprise related to words of a culturally significant song was
offered by 031A who said, “l was in a choir a number of years ago, and we sang the Welsh
national anthem. It was the first time I've ever seen the words. | can't even remember what
they were, but | remember being absolutely horrified” (031A). This example showed how
invisible violence became apparent to a person who belonged to a different culture and was
not accustomed to a particular narrative.

The illustrated songs and poems were not the only picturebooks where violence
seemed invisible and accepted without questioning. The same was true for traditional
stories — myths, legends, folk and fairy tales — which were passed on from generation to

generation crafting the patchwork of culture. Both Australian and Ukrainian participants

° The text does not explicitly say the man committed suicide, and as one of the participants explained to me,
the swagman could have been hoping to jump into a billabong as a way to escape the police without realising
he would die. However, because the song was created for an adult audience, there was no reason to avoid the
case of self-inflicted violence.
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explained that they were not shocked or surprised by the selected examples of picturebooks
because many stories which could be seen as violent today had been told to children for
centuries. This was a long-lasting tradition — the participants from Australia and Ukraine
agreed. 026A said, “When | was a child, they used to use Aesop’s fables”. 023A expressed
similar thought, saying, “l grew up with this kind of staff, and | made sure my children had,
you know, fairy tales and Aesop’s fables”. In addition, 018U explained, “Grandmas read and
tell folktales to children because they remember them [from their grandmother’s stories]”
(018U). 019U said, “It is difficult for me to judge this folktale in isolation from our culture.
The Tale about the Cat and the Rooster was read to me countless times [when | was a child].
The scene [of abduction] has never evoked any...” (019U). Therefore, Australian and
Ukrainian interviewees perceived traditional stories as appropriate to read to children
because they read them themselves when they were children.

The participants from both countries believed that belonging to folklore could justify
some elements of violence in a story. It was claimed that these stories had stood the test of

time. The participants said:

| think it’s very important to discuss legends, stories that have been handed down

for generations ... | think, it’s essential [that] the tradition continues. (028A)

Since these are [Ukrainian] folktales, everybody reads them. (006U)

This [fairy tale] can be read by anyone. Any culture could know this. We also have

many scary things [in Ukrainian fairy tales]. (018U)

I think children should read fairy tales, of course, with the right interpretation.

(007U)

Each tale was seen as a type of the story deeply rooted into a national folklore, not
as a unique entity. The participants would often compare the discussed fairy tales with fairy
tales with which they were familiar (even though | never asked them to make such
comparisons). For example, 031A said, “It’s kind of based loosely on the story about Chicken

Licken, isn’t it?”. Likewise, 028A looked at the illustrations of the contemporary Ukrainian
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picturebook representing war and said, “It, sort of, reminds me of Sleeping Beauty and the
thorns, like the castle”. Moreover, the similarity with other stories including violence would
make violence normalised and palatable in the eyes of participants. For example, 025A
explained that the part of the tale where a snake-maiden was baked alive (allowing the
main character to escape) would not impact young readers much, saying: “It wouldn't affect
themat4 or 5or 6 or 7. | don’t think so because... As you started, | thought, “Oh, | don't
think I'd tell that”, but it's actually very similar to pushing the witch to save Hansel and
Gretel. Yes, it is very, very much along the same line”. Another participant who heard the
same story concluded, “OK. Like Hansel and Gretel. Lovely! ... See, that’s the same as Hansel
and Gretel and those sorts of things” (027A). Apparently, if the same violent event
reoccurred in many tales, it was perceived as normalised.

The noticeable difference between Ukrainian and Australian responses lay in the
perceived invisibility of violence. The Ukrainian participants believed that violence in
traditional stories was hardly noticeable or invisible to children and adults and therefore the

stories were safe to read. They said:

Our tales differ from theirs [Australian]... | don’t understand them [the Australian
tales]. Our tales teach people how to survive, they teach people how to be sharp [sly
and clever]. | do not perceive our [Ukrainian] tales as those that contain aggression

or violence. (011U)

These are our tales. We grew up reading them. | don’t see any violence in them. The
wolf must know its place. Children can read them. In my opinion, there is nothing

[inappropriate] in the tale. (013U)
Of course, we could have a long discussion about violent elements in fairy tales, like
an attempt to eat Ivasyk-Telesyk. We just don’t think too much about these

elements; we create other associations with the fairy tales. (014U)

We read them when we were growing up and we read them to our children. Clearly,

we did not think this was violence. (018U)
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Those who were read traditional stories as children were likely to read them to their
children. Also, children did not notice the presence of violence until they were told that the
scene was violent by adults. Yet, the overarching message was that traditional stories must
be read not because of violence, but despite the presence of violence in them, because their
safety had been tested over many generations.

The only exception among the Ukrainian responses was an opinion expressed by
002U who said, “Recently, | have noticed that there is a lot of violence in Ukrainian folktales.
There is death, one gobbled another, one hit the other and killed them... My colleagues and
| talked about this and we just couldn’t reach an agreement on why this is the case” (002U).
This quotation suggested that violence in fairy tales was most likely invisible to 002U until
recently. This supported the idea that if violence was represented in traditional stories that
were a part of culture, fictional violence was invisible to the majority of members of the
culture.

Although the Australian participants agreed that the traditional stories had been
shared with children for many years and became an important part of culture, the invisibility
of violence in traditional stories was often questioned. For example, 023A said, “I suspect
that there is a group of people who would be shocked by this story, because they haven’t
read it [as children]” (023A). Furthermore, 031A challenged the widespread fascination with
old traditional stories saying, “On the one hand, because of the tradition, they’ve been
around for hundreds of years and everybody grows up learning them; somehow we should
promote them with children. On the other hand, I’'m thinking, “This is really quite ghastly!”
[laughing], so if... | don't think I, personally, would promote this to a child” (031A). 022A
added that the story, which could be easily accepted within one culture, might not be seen
as appropriate in the other culture. Therefore, the invisibility of violence depended on how
deeply the story was rooted into the culture. He explained, “In Eastern Europe, you’ve got
things like Grimm’s fairy stories. And the originals are grim, like they are dark. And you've
got a tradition in Northern Europe of dark stories... They understood that there is evil in the
world, there are dark things in the world, and you have to be ready for it. Our culture
doesn’t do dark very well, you know”. Consequently, not all Australian participants agreed
that violence in traditional stories was invisible. The comparison of Ukrainian and Australian
responses showed that the invisibility of violence in traditional stories should be seen as a

continuum with almost invisible, hardly noticeable and safe fictional violence on one side,
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surprising, disturbing, striking, and ghastly on the other, and many others in between. Also,
it became clear that when an adult encountered a traditional story from another culture,
violence became visible.

There was some disagreement between parents, teachers and librarians about
whether young children should read fairy tales. The gatekeepers from both countries saw
some educational value in discussing traditional stories even if they represented violence;

however, they also mentioned that parents did not always shared these views:

Most of the parents want sanitised fairy tales, you know, with happy endings. But if
you gave them the original Grimm’s tales or some of the Hans Christian Andersen’s
ones... they want the Disney version. Not the real version that shows that, you know,
half of the time, Little Girl with Matches did die and that sort of thing. They wouldn’t
like it. (023A)

Nowadays, parent see a lot of violence in fairy tales. They are against violence and
they do not want their children to read fairy tales that promote violence. However, |
believe fairy tales are full of folk wisdom; they were developed over decades and

centuries. (007U)

Furthermore, the data showed that teachers and librarians from Australia were likely
to treat fairy tales with caution. Because they were aware that parents were dissatisfied
with their children reading traditional stories, their decision-making might have been
influenced by this. Alternatively, the Ukrainian teachers and librarians mostly agreed that
because fairy tales were a deeply ingrained part of Ukrainian culture, folklore and tradition,

they were safe to read to children.

4.6.2. Personal context

Picturebooks representing violence were seen as suitable for children if the described
context was relatable or familiar to a child reader. 027A said, “It has to be relevant, it has to
suit the context of the reader”. 022A added, “All stories are written for the generation. That

is why each new generation needs new stories”, meaning that the context of the story

222



should be familiar. 028A commented on the example of Blossom Possum (2006), saying, “I
think this is something children could relate to because they probably have inflicted
violence on another child or another person previously. Yes, it’s really not nice to think
about it, is it?” Similarly, 020A said the picturebook “could certainly be used in the primarily
school. It has a context, and a context that our students can connect to”. The Ukrainian
participants highlighted the important of context too, as they said, “We should always pay
attention to the context” (008U) and “The context is crucial here” (009U). Therefore, the
familiar context of the story was perceived as one criterion for judging picturebooks
representing violence.

Moreover, the Australian participants believed that if children could relate their life
experiences to the fictional violence in a picturebook, this might have a therapeutic effect
on children. 031A said, “Children do often experience these horrible things. For those
children, | would say that there would be picturebooks that are both relevant and,
hopefully, helpful to them that | wouldn’t show to other children of the same age” (031A).
025A mentioned that children could gain a sense of agency if they could relate to
confronting events and believe they could make a difference. She said, “The children will
relate to that very much because that is the sort of thing [singing] they would hope that
they could do. They could change things by singing with friends, by doing something, by
giving and all of those sorts of things. So, they would be very intent listening to that story”
(025A). Therefore, it was believed that the relatability of the story was a positive trait for a
fiction depicting violence but which had a happy ending.

The Ukrainian participants had slightly different views on the matter. Instead of
judging whether readers can relate to the context, they were mostly preoccupied with
whether readers could identify with the characters and therefore relate to the story. An
example was given by 014U. She referred to the illustrated short story Fedko-Khalamydnyk
(1906) by Volodymyr Vynnychenko to explain how children relate to the story. Clearly, the

context was foreign to them; nevertheless, according to 014U, they managed to relate:

H: How do children respond to the fact that Fedko died?

014U: They cry.
H: Do they?
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014U: Yes, they cry, because they feel compassion toward Fedko. They are the same
age as the main character. They imagine that this could happen to them, or their
classmate, or their friend. They are very emotional and oversensitive. Literally, half
of the class cries. | really liked how one boy said once, “Let’s not read the ending
aloud. Let’s just skip it”. | said, “Sure, let’s skip it” because | knew they have read it at

home anyway.

The relatability to the story was perceived as desirable in most cases. At the same
time, it was clear that some stories were less relatable than others. If the picturebook
represented events children could not relate to (e.g., 19th century everyday life or war in a
foreign country), children could still relate to the characters.

Apart from relatability to violence, the participants also talked about familiarity with
the context. The example of war was the most prominent for exploring the participants’
perceptions of familiarity. Familiarity was understood in a broad sense (e.g., readers learnt
about war from history lessons) or in a narrow sense (e.g., readers were affected by war).
This is why there were significant differences in the Australian and the Ukrainian
perceptions of picturebooks about war.

In Australia, the argument was: children would not be shocked or surprised to see
representations of war in a picturebook because war was a familiar concept. War was
perceived as a concept known from history lessons, history-textbooks and because of the
regular First World War commemorations. 020A said about And the Band Played Waltzing
Matilda (2015), “The words are really-really explicit. But it’s in a context that our kids are
exposed to in so much depth and so often. Like every year we do ANZAC Day”. Hence, the
picturebook representing Gallipoli was perceived as a part of larger discourse including
annual commemorations, films, songs, history textbooks, and others. Discussing the legend
where the main character was commemorated after his death, 025A said, “That would be
something that they [the children] would relate to, such as things like our commemoration
services (which all children have from 3 or 4 and older). They know that heroes, warriors are
commemorated and remembered” (025A). Consequently, if a picturebook depicted well-
known historical events, the representation of violence in the story was seen as familiar.
028A pointed out that children from countries with no military conflicts were still aware of

war; she said, “l guess, children from the age when they come to school, they already know
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that the war happens, and particularly boys (you know, with the toy figurine army soldier).
They are aware of shooting and tanks, and all sorts of things. They tend to have a
fascination with the army and war, and it doesn’t necessarily show anything gory” (028A).

The decision-making process about books representing war was complex: both risks
and benefits were estimated simultaneously. Usually, the topic was seen as too difficult to
digest by primary school students; therefore, it was thought many war picturebooks were
not appropriate for younger children. For example, 026A said about The War that Changed
Rondo, “I think in the school context, I'd probably be very careful with how to use
something like this. | don’t know whether they’d have it available to the primary students.
Just because it is... it is dealing with the topic like war. And even though it seems that parts
of the illustrations are quite colourful, it’s still a very difficult topic” (026A). When | asked
the participants about parental perspectives, outside of the school context, the response
was similar. For instance, | asked 023A if parents ever complained about any picturebooks in
the bookstore. She told me that picturebooks on war would generate many complaints;
however, she added, “They would complain... if the story was about the Holocaust, if the
story was about the bombing of children in war. But their focus was extremely narrow.
Whereas some of the books about refugees are even more harrowing, really” (023A). This
guote showed that war was a topic that teachers nor librarians, nor parents wanted to
discuss with children.

The majority of Australian participants tended to take a rather cautious position
when it came to reading books about war. For example, 031A said, “At some point, it’s
important for all Australians to understand the [military] conflicts that other people in the
world face, for sure. I’'m not sure that at a particularly early age that’s helpful, for an
Australian child” (031A) 029A said, “It’s quite brutal, isn’t it? It’s just a depiction of war,
that’s all it is. [pause] | don’t know if | would favour too much of that sort of literature, even
at war time” (029A). In contrast, an Australian participant who was born and educated in
the USA said that the Australian students “have been very fortunate [not to be] directly
impacted by a lot of the complex issues going on in the world... [however] they need to be
having those conversations and thinking about things that are going on outside of the
bubble” (026A). The views differed because 031A and 029A thought it would be better to
avoid discussing the theme of war until children were older, while 026A believed that as

long as adults were discussing the topic carefully, children could explore the theme.
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The Australian pacifistic attitude toward warfare was often evident in discussions of
picturebooks representing war. Looking at the Ukrainian picturebook Letter on the War,
020A said, “l probably wouldn’t add it to the library unless a teacher asked me to simply
because | couldn’t see how it could be used, or the main purpose. And part of that might be
cultural in that we tend to, as a nation, be more pacifists. There would be a lot of parents
that would not think soldiers were heroes” (020A). In line with this argument, 031A
expressed a similar opinion about books representing war, “Unfortunately, globally, we’ve
got young children who actually experience this [war]... But that doesn't mean we need our
young children to experience it even visually if they don’t have to” (031A). Both examples
demonstrated that in the context of Australian historical experience, the topic of war was
sometimes seen as inappropriate for discussion in primary schools by Australian participants
who preferred the protective approach and tended to have a pacifistic worldview.

In Ukrainian interviews, war was perceived as a mostly familiar concept too.
However, instead of referring to World War One or World War Two, the Ukrainian
participants were more likely to refer to the current war in the East of Ukraine. When
children saw representations of war in a picturebook, the argument was, the children would
not be surprised, because, unfortunately, the concept of war had become familiar after the
military conflict with Russia began in 2014.

The Ukrainian participants had polarised views on whether young Ukrainian readers
should be recommended picturebooks representing war. Some participants said that
children already knew that war existed. Therefore, they perceived discussions of
picturebooks representing war as an opportunity to explain to children what war was. Also,
they believed the truth should not be hidden from children because they would learn about
war any way. For example, 015U said that The War that Changed Rondo can be
recommended “to upper-primary school. Here, everything is clear. Nowadays, when we
have the war in the East of Ukraine, children understand all the consequences of war. They
watch TV. They watch the news. Sometimes, adults do not even realise how much primary
school children know about the war. So, they have to know. We cannot escape reality”
(015U). In addition, 003U said, “Only babies do not know what war is. Also, very old people
might ignore war because they choose to self-isolate. | think we must educate children

[about war] and show them [picturebooks about war]” (003U). The participants believed
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that Ukrainian children had the right to know about war at any age because the concept had

been familiar to them. They said:

| think this picturebook [Ride, Ricardo, Ride! (2015)] can be read by anyone,
especially, nowadays. Today, we perceive it, well, | would not say in a positive way,
but with understanding. It [war] is understood in a kindergarten and in school. This

[book theme] shifts from negative to positive. Also, the illustration is fine. (018U)

| don’t know how it is in Australia, but we are living in the reality of war. | think, yes
[children should read picturebooks about war]: about the Second World War, and

about our war in the East of Ukraine. Children should know. You see, it’s like telling
children that bread does not exist, or milk does not exist... | think they should know.

This is life. (003U)

At the same time, it was believed that not all Ukrainian children were aware of the
war. The teachers and librarians often felt uncomfortable discussing the theme of war with
children because they did not know how parents explained the current Ukrainian events to
them, and if the parents allowed children to learn about those events at all. For example,
010U said, “I think, perhaps, when children are 11 or 12 and older, they can understand
books about war. It is important to explain to children what war this was; first, parents
should do this at home; then, librarians can offer a discussion in the library to explain that

war is something bad” (010U). In addition, 013U said:

This [Ride, Ricardo, Ride! (2015)] can be read by children in grade 5 or 6 [11-, 12- or
13-year-olds] because younger children do not understand war yet. They have been
living in their own world. Their parents have been protecting them. The world out
there is a foreign domain for them; they only see what is happening at home and at
school. At home, they are protected by parents; at school, they are protected by

teachers. This is more suitable for grade 5 or 6 (013U).

Furthermore, some Ukrainian participants thought that precisely because children

knew about the war in the East of Ukraine, they should not read picturebooks exploring the
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theme of war because they might find them upsetting. 011U said, “Children are a part of
society, they hear the word war on TV and in conversations... Frankly speaking, if it is about
war, | don’t think children should read it. | think they should just be aware that war is a
horror” (011U). This idea corresponded with the concept of troubled readers. Also, some
participants explained that they did not feel ready to explain the theme to children in the

most helpful way. 019U said:

When it comes to war... [| remember] | was teaching grade 2 when this book [The
War that Changed Rondo] was published and when the war [in Ukraine] began. | did
not want to [discuss this book with children]... because if you talk about war in a
country where there is peace, this is one story, but if you discuss the same book in a
country where there is war... You know, at the time, this was a hot phase of the
war; someone lost their dad at war... | avoided discussing topics like this and | did
not use this book in the classroom because this was a very traumatising time. | think
for countries that are not in a state of war, this book is safe. Because the dark cloud
goes away. Yes, the city is partially destroyed, but it is also rebuilt. There is nothing

overtly tragic in this book. (019U)

In addition, 009U explained, “We used to recommend this book [The War that
Changed Rondo] to 7-year-olds. However, nowadays, it seems to be more suitable for 9- to
10-year-olds. These days, they are mature enough in that age” (009U). Consequently,
although in some cases the Ukrainian participants believed children should read and discuss
picturebooks about war, in other cases, the age for recommending books about war

increased after the beginning of war in Ukraine in 2014.

4.6.3. Media and institutional context

In addition to being impacted by culture, gatekeeper decisions were influenced by media
and institutional context. The impactful institutions, types of policies and public opinion
influencers differed in Australia and Ukraine. In Australia, participants often said their
willingness to use picturebooks representing violence with children depended on book

reviews, interviews with picturebook author and school policies. In Ukraine, participants
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also mentioned book reviews; however, they were more likely to be guided by the school
curriculum, and public and parental opinion about the book when deciding whether they
should recommend a book to children. Also, the Ukrainian teachers and librarians often felt
the ultimate responsibility for deciding to read a given picturebook was on parents and

children themselves.

4.6.3.1. Gatekeepers’ expectations of certain authors and publishers in Australia

Participant expectations of picturebooks were often influenced by the authors. It was
believed that authors and illustrators tended to create picturebooks of the same type: if
previous books featured controversial or complex topics, their other publications were
expected to be similarly controversial. For instance, 020A said, “Anthony Browne’s books, |
think, are targeting a slightly older audience”, referring to the fact that Browne’s
picturebooks often explore gender inequality and domestic violence. Also, 023A looked at
My Dog (2001) and said, “I'm biased because | have read John Heffernan before”. When |
asked her if she expected themes like that to be present, she replied, “Yes, because of the
author” (023A).

It was clear that gatekeepers associated certain authors and illustrators with
complex and nuanced themes, mature illustrations and less child-friendly representations.
Among them were Armin Greder, Mark Wilson and Shaun Tan. Australian participants
explained that these author’s and illustrator’s picturebooks were simply aimed at older
audiences (teenagers and adults), and the possible reason the books might have been in
primary school library collections was that picturebooks were often not treated seriously.
For example, 020A said about The Great Bear (2010), “It’s just not written for children. As
I’'m sure it was written and illustrated as a personal expression by the author and the
illustrator” (020A). Similarly, 023A looked at The Great Bear [2010] and said, “This
gentleman who wrote The Mediterranean [2018]... It is dark, very very dark ... whenever |

nn

see his books | think, “It’s going to be dark in theme”” (023A). Clearly, the experienced
librarians and teachers expected Armin Greder’s picturebooks to include dark and grim
representations.

In addition to Armin Greder, Mark Wilson was perceived as an author of

picturebooks for older children. 020A said about him, “Ah, Mark Wilson! I’'ve got his books
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listed as Senior picturebooks... open to pretty much grade 5 upwards. But younger kids who
would come to me, | would let them borrow either one of those [pointing at the discussed
picturebooks], probably. This guy is brilliant” (020A). The recommended age was grade 5
upwards; however, the age limit was soft. 023A also perceived Mark Wilson as an author for
older children. She said that My Mother’s Eyes (2011) would be a great read for middle
school and secondary school because of the author and her expectations based on his
previous picturebooks.

One more Australian author of clever and controversial picturebooks often
mentioned in the interviews was Shaun Tan. 020A believed that Shaun Tan’s books are
sometimes misunderstood; she explained that his picturebooks “deal with depression and
loneliness, death and those sorts of things. And they are usually just put into a primary
school collection without a lot of thought” (020A). When | asked why she thought teachers
were so keen to use Tan’s books, but not books by other authors on similar topics, 020A
replied, “There is, usually, teacher resource kits that are developed and put out there as
well. So often the book [written by an author like Tan] comes with an enormous ready to
use teaching package to go with it, and, you know, teachers are aware of these authors”
(020A). As an English teacher with many years of experience, 027A confirmed that they
often used Tan’s books in the classroom despite the difficult topics he wrote about. The

primary reason was the cleverness of representations. 027A explained:

Tan was very popular, and very effective, and very clever. So, he was a superb person
to have there for kids in the classroom. You could do so much with so little. So, |
guess, we were quite open to have him. And, to have Marsden and Tan together was

good. In fact, it had been done so cleverly, that invasion story. (027A)

The discussed examples of three Australian authors showed the continuum of
opinions with appropriate on one side and inappropriate on the other. While Greder’s books
were perceived as mostly for older children, Wilson’s books were mostly recommended for
teenagers, but sometimes suitable for children, and Tan’s picturebooks were seen as clever
enough (and, perhaps, colourful enough) to be read by readers of any age, despite

representing difficult topics.
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4.6.3.2. Parental guardianship in Australia

While decisions about picturebook selection would be mostly made by teachers and
librarians, decisions about enabling children to read those books could be influenced by
teachers, librarians and parents. In fact, if a book was controversial, the teachers and
librarians might seek parental approval before giving or discussing it with a child. The
Australian participants gave several examples of situations where they shared the

responsibility with parents:

Sometimes the child would insist. And if we really had concerns, then what we
decided (because | worked as a part of the team, of course, with the teacher
librarian) was, “Look, | don't think | can let you borrow that, but if you want... If you
think your mum’s OK with that (or dad) | need them to write me a note, and say you
are allowed to borrow it. When | get the note, I'll let you to take it home”. But |

didn’t have too many of these situations. (031A)

Parents reading to their children, hopefully, will be very aware of what’s going to be

appropriate for their own child. (031A)

As a librarian, well, you've got certain responsibilities, but you still can never

override the parent. (031A)

You would, maybe, even ask parents’ permission to share that with them. (025A)

We used to start classes in year 7 and sometimes in year 8 with silence so they could
read. There was one time when | objected, | couldn’t... The child was reading the
book of somebody who had killed someone and went to jail, here in Tasmania. And
then all these media outlets started writing these stories, and that child was reading
this. So, | said my views, but | did not say: “You cannot read it”, because that came

from home. (027A)
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These examples demonstrated that even though decisions about which books to
select and purchase for library collections were made by teachers and librarians, decisions
about which books to give children were a joint responsibility of teachers, librarians and
parents. Furthermore, parental approval was perceived as more significant than opinions of
a teacher or librarian. The research participants described several cases where parents
requested that certain books were not shown to their children.

Upset or angry parents were another common concern. The teachers and librarians
were aware that if children were at risk of becoming upset or worried, this would trigger an
emotional response by their parents. 020A said, “Some parents do get upset when the kid
comes up with a book and says: “Look, | was reading this book and got to the end, and look,
my God, he’s dead!” Yes, that’s a bit hard, you know”. In addition, 031A mentioned a case
when parents were upset with the topic and deeply unsatisfied with the teacher’s choice of
the book and the treatment of the subject. This led to the parental decision to remove the

child from that school:

031A: Oh! I've had conversations with other parents, actually. And not just about
things like suicide, things like rape.

H: Yes, there are lots of these [in teenage novels].

031A: That is a violent act, and to subject somebody to reading about that,
particularly with... | mean, I've heard a very concerning slant about a piece of
literature one teacher made. And as a result of it... She assigned the book to be
read, and then the assignment she gave to students was really concerning... | mean,
a parent related this to me...

H: And what did the parent say? How did they react?

031A: They objected, and | think they ended up taking their child out of that school
as a matter of fact.

H: Oh, really?

031A: And they had to find another school because they couldn't reach... They
didn’t feel... They went to the teacher first.

H: Yes.

031A: And they didn't have satisfaction with the... like, obviously, there were very

different ideas about that.
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This example of parental guardianship demonstrated that children’s emotional
responses to books could have serious consequences, and that the ability to reach a
compromise between parents and teachers could lead to decisions beyond the English
classroom. For this reason, teachers would attempt to avoid upsetting both children and
parents. Consequently, teachers and librarians may have decided not to recommend certain

picturebooks representing violence to very young children to avoid a possibly backlash.

4.6.3.3. Alignment of a book with school policy in Australia

Decisions on the appropriateness of a picturebook for children could be made by individual
adults such as parents, teachers and librarians. However, they could be also made collegially
by staff members at a given school, or by a professional network consisting of teachers and
librarians from different institutions. Although this research mostly focused on
interpretations of individual teachers and librarians, systemic influences should not be
ignored.

School policy would influence decisions of school staff. If senior staff members would
not allow the presence of certain books on school premises, a single teacher or a librarian
would not be able to do much about it. To summarise the idea, 020A used an example of a
picturebook about bath time representing two young naked children. She explained, “As
educators we tend to play safe now. So, we don’t want to get the flag from senior staff... |
know of principals and assistant principals who actually pulled that book off the library
shelves in several schools, because the kids were naked” (020A). If the book represented
violence, the school could use a similar approach; apparently, both violence and nakedness
fall into the category of controversial picturebooks. 020A commented on the fight scene in

Blossom Possum (2006):

| know there would be senior teachers, like senior staff in the school that would pull
this book based on that picture, because it doesn’t align with the anti-bullying and
anti-violence policy of the school. | wouldn’t. 99% of parents wouldn’t blink an eye on

it, they would laugh. Because that is what you’re meant to do. You’re meant to laugh.
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And that’s what worries me, we sometimes just take things a bit too seriously. Yes, it

would certainly be questioned by a lot of people. (020A)

Australian teachers and librarians participating in this study considered school policy
when deciding on book suitability. When asked about the appropriateness of Waltzing
Matilda (2007) for classroom discussion, 022A said, “Maybe, if | was doing a unit on suicide,
which is unlikely, because a lot of schools don’t allow that topic to be taught. That’s very
common. You can’t.” This suggested that the individual decisions of gatekeepers of CL
usually had to align with institutional visions and policies.

In addition to unwritten policies, schools and libraries might have policy documents
clearly stating how a library collection should be developed; and briefly describe which
materials were considered appropriate. The detailed analysis of such policies was beyond
the scope of this research; however, one research participant kindly shared their written
library development policy with me and commented on it. See the Appendix. 024A
explained, “In the centre of this policy, these two pages with the major criteria for [accessing
books; they show] how we go about the materials, whether it’s fiction or non-fiction”
(024A). Further, 024A explained that the policy was based on the well-established policies
used by other schools; however, over the period of 20 years, the policy document was
expanded, corrected and adjusted by librarians and teachers. Clearly, policy development
was a collective effort influenced by formal and informal conversations. When | asked how
the policy was used to judge a new book that might join a library collection, 024A said, “You
look at this on a case-by-case basis and [in the context of our] library policy. And you assess
it in terms of the selection guidelines — you know, “Does it meet criteria?”. Also, 024A
admitted that the informal decision-making process would take place in addition to checking
if the book met the criteria described in the policy document: teachers and librarians would
discuss cases of controversial books in the staffroom or during other meetings. “You build
up, | suppose, an intellectual databank in your brain and that sort of thing. And other people
test it, which is good. That's what you need”, 024A explained, implying an active cooperation
between teachers and librarians. Consequently, the school policy criteria, informal
conversations between teachers and librarians, and personal judgements would lead to

individual decisions made by a person in charge.
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One consequence of having a written policy describing procedures for selecting
picturebooks for library collections was trust in the institution. Common approval (or
disapproval) of a book by several gatekeepers was important to the participants. In the case
of common approval, a teacher was more likely to rely on the communal decision instead of
going through a long and challenging process of accessing the book using all the criteria of
appropriateness described above (sections 4.3.1, 4.3.2 and 4.3.3.). For instance, 027A said,
“Would | do it in the classroom? | would. Because it’s there, and they’ve got it on the library
shelves”, meaning that because the book had been approved by other experts of CL, there
would be no reason to worry. The teachers and librarians would usually trust opinions of
school principals, reviewers of book-oriented magazines (e.g., Magpie) and the juries of
prestigious book awards (e.g., Children’s Book Council of Australia abbreviated as CBCA).

Yet, the experience of some research participants showed that even if a book was
approved by one person or one institution, it might still be perceived as inappropriate by
others. This was true for some award-winning books. A few picturebooks that won
international book awards for their outstanding aesthetic features may not be perceived as
suitable for children by educators. One example was My Dog (2001), which won the CBCA
Picturebook of the Year Award in 2002. According to 028A, many educators were upset that
the title and the book-cover did not match the controversial content of the book. The other
example was The Great Bear (2010) which was short-listed for the CBCA Picture Book of the
Year Award and won of the prestigious Bologna Ragazzi Award, in the category: Fiction for
Infants in 2000. Trusting that the awarded book should be suitable for children, “Lots of
schools bought it, even though, you can tell explicitly from the cover that it’s not going to be
a happy story and that it’s not targeting younger children, and many primary schools were
confronted by it” (020A). These examples showed that despite trusting the institutions,
schools and individual educators had agency to make their own decisions on the
appropriateness of books. Another example of how librarians might disagree with teachers

on book appropriateness for classroom discussion was provided by 031A:

A group of library technicians meet regularly, once a month. And one of them works
in a high school without a teacher librarian there. So, she's on her own in the
library. She said, “I'm just so concerned about the assigned reading we're giving to

these secondary students.” And she had the books there to show us. | mean, one
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was involving suicide. | can't remember [the title]... There was a lot of violence. And
she said, “l just... | did not expect...” You, know, your job is to prepare the books and
have them for an English teacher. But she said, “I'm really concerned what we’re

feeding our children”. (031A)

Moreover, institutional decisions on appropriateness could be reviewed and
changed. 024A mentioned that sometimes they would re-consider their decision about a
book. If the book was actively used in the classroom, they would re-examine it and ask
themselves, “Why didn’t we put that in the senior fiction [section] in the first place?” (024A)
or, conversely, they would ask if this book really belonged in the general collection. 024A
recalled, “We had somebody asking about a particular book that had some unhealthy
language. And we looked at it, and we realised, “Oh, we had intended that to be a senior
fiction, and for some error, it has come through the system”. That does not happen often.
That is quite a rare case” (024A). In addition, 024A explained that while deciding on book
appropriateness, the librarian would consult with a school counsellor and other school staff.
Therefore, although teachers and librarians had agency to decide, those decisions were
often made collegially.

There was little information about the influence of policies on the decision-making
of Ukrainian gatekeepers. 001U and 009U mentioned that those policies existed; however,
they were rather outdated. Instead of referring to policies and rules, Ukrainian participants
often referred to the school curriculum, explaining that it influences the selection of books

and recommending them to children.

4.6.3.4. The impact of curricula on decision-making in Ukraine

The Ukrainian participants often based their decision on the appropriateness of a book on
its belonging to a school curriculum. The gatekeepers were aware that books in the
curriculum sometimes represented violence. For example, 002U said, “Many books included
in the curriculum represent violence, different types of violence. They are present in both
Ukrainian and world literature” (002U). These books were accepted by the majority of the

participants and criticised by some.
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If a story was a compulsory reading and was recognised as a Ukrainian classic, the
Ukrainian teachers and librarians were likely to accept such a book as appropriate despite

the presence of violence. The participants said:

| don’t think this [a graphic novel] book [Hero unwillingly (2014)] depicts anything
scary. | mean, it’s reality. This book was written by lvan Franko, and it is a part of the

curriculum. It’s about war and revolution [in the 19t" century]. (002U)

Shevchenko is a classic author; it is a part of the school curriculum; it is our national
identity. We have to know it. Perhaps, our literature reflects our [sad] history. We

have to learn it. Yaroslavna’s Lament [2016] should be taught at school. (003U)

This is a classic. It should be taught. It should be known. | know... | read the poem
[Yaroslavna’s Lament (2016 [1860]) by Shevchenko], but it is taught in year 9... not in
year 1. (004U)

At the same time, one participant disagreed with the idea, and said that she would

not want children to read a certain story even if it was a classic or a part of curriculum:

017U: What if the only thing a child remembers is “died”, “will die”, “burnt”, “burn”?
It is way too pessimistic. | would not recommend this even though it is a classic.

H: It is also a part of the curriculum. Children learn it in year 9 or 10.

017U: Yes, in year 9 or 10... Despite being part of the curriculum, stories like this are

difficult to understand.

Furthermore, not only classics included in the curriculum were questioned. Fairy
tales also evoked somewhat polarised responses. Although 017U was against teaching
Yaroslavna’s Lament (2016), she supported the idea of teaching fairy tales at school. She
said, “This is a tale. We read it when we were children, and it is a part of the school
curriculum. | think, to a certain extent, it is appropriate to recommend this tale to children
because it is a part of the school curriculum” (017U). On the contrary, 005U claimed that

some fairy tales taught at school were difficult to work with. She said, “As an adult, | would
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not feel comfortable working with some of the authentic tales included in the school
curriculum, unless | worked with a biblio-therapist or with a psychiatrist” (005U). Therefore,
participants mostly agreed that the texts included in the curriculum were appropriate for
children; however, some texts were claimed to be difficult to work with.

Finally, there was some disagreement about the appropriateness of old realistic
short stories representing violence. The commonly mentioned example was Fedko-
Khalamydnyk (1906) by Volodymyr Vynnychenko. 014U explained, “This story represents
emotional and moral violence inflicted by Fedko’s father and physical violence”; however,
children had to read it as part of the school curriculum. Some Ukrainian participants said
that even if the story was included in the school curriculum, it was not appropriate for
young readers. They described Fedko-Khalamydnyk (1906) as “a terrible book” (017U) and
“shocking!” (018U). Furthermore, 018U gave an example that showed how parental

authority was greater than the authority of the school curriculum. She said:

Once, a mother came to a library. She said, “I came to school and said to a teacher
not to read this [Fedko-Khalamydnyk] because | forbade my child to read it... In my
family, no one hurts children. After we read this, the son asked, “Why do they beat
him? Why does he do it?” The mother read the book and said, “That’s it. My child

will not read it. Our family is not like this. He learns from books. He should be older

to read this”. So, she had forbidden him to read it. (018U)

Not only did this example show the hierarchy between different gatekeepers, it
showed that some gatekeepers were against children reading certain books because they
believed the book could negatively influence a child’s moral judgement and felt incapable of
answering uncomfortable questions asked by children.

Consequently, if an illustrated text was included in the school curriculum, this might
be used by some Ukrainian participants as a justification for reading a book representing
violence. After all, specialists who created the curriculum also acted as gatekeepers
selecting books. At the same time, some Ukrainian teachers, librarians and parents

disagreed. Many said they were not comfortable discussing the books with children.
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4.6.3.5. The perceived role of parental involvement in Ukraine

The role of parents was perceived as paramount by the Ukrainian participants when
deciding on the appropriateness of a picturebook. During the interviews, | asked if the
discussed picturebooks were more suitable for reading with parents, reading and discussing
in a classroom or reading by children on their own? The most common Australian response
was that the books could be used effectively during classroom discussions or elsewhere.
Whereas, the Ukrainian participants usually said the books should be read with parents.
Furthermore, they claimed that if books were read with parents, the harmful effect of
violence on a young reader could be minimised. Consequently, the influence of parental
involvement on deciding if a book was suitable was greater in Ukraine.

The Ukrainian participants said that if a picturebook was read to children by their
parents, children had an opportunity to ask clarifying questions and, consequently, parents
could explain unclear moments. This mitigated the risk of upsetting or frightening the child
and the picturebook representing violence was perceived as acceptable. The participants

said:

Ride, Ricardo, Ride! [2015] should be read with parents. No, | would not
recommend that [6-year-olds] read this book on their own... The child will want to
ask, “What is going on here?” If the child is asking this question to parents, it is a

great opportunity to explain [the situation]. (012U)

Of course, this book [Ride, Ricardo, Ride! (2015)] must be read with parents. Parents
should explain to children who these shadows are because the child should be afraid
not of the shadows and of the darkness. This [book] should play a different role.

(008U)

| would recommend this [Ride, Ricardo, Ride! (2015)] for older children [older than
10]. When it comes to younger children, they should read this with their parents
only because their parents can explain it to them that this is not OK... Overall, |

would not recommend this book to younger readers. (011U)
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The Ukrainian participants often talked about the correct interpretation of a book.
They said if the topic is difficult (e.g., war) and a context is unfamiliar (e.g., historical fiction),
the parents’ role was to explain the situation to their children and interpret the book
together. For instance, 007U said, “I think this illustration and this book is more suitable for
family reading. Because, if the theme is related to war and history, children usually need
comments of adults: comments of their parents. Children do not understand what is going
on, they cannot comprehend what war is” (007U). Similarly, 009U explained, “This is more
suitable for reading with parents because parents can explain the context so that it is clear
and interpreted properly” (009U). Furthermore, 018U added, “I think, books like these are
read with parents. The child will always ask questions. Children usually ask; those children
who read books ask questions” (018U). The teachers were sometimes mentioned too;
however, parents were given preference. 013U said, “I think it would be better to read this
with parents or at school. Because a child may express their thoughts, and an adult can
reject or approve the thought, or give a piece of advice on how to behave in this situation.
Because the child might shut down and have some wrong ideas about similar situations”
(013U).

Parents were perceived as responsible for reading books to young children,
interpreting and explaining complex themes and catering for their emotional wellbeing. It
was believed that parents knew their children’s maturity and sensitivity and could therefore

choose the most appropriate interpretation. The participants said:

If parents are taking care of their children, the children will not be scared. They

might say, “Oh, this is scary!” and mum will explain. (018U)

| think, a child will have many questions about this book The Great Bear [2010]. First
of all, “What happened to the bear?” This will depend on parents because the child
will not understand what happened to the bear. The interpretation depends on
parents. Well, | would say that the bear died and now he is in Heaven. There are
parents who would say that the bear escaped or... | doubt there are parents who

would say he committed suicide. (012U)
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It is necessary to discuss books like these with children. For example, if a story is
about one person hurting another, it is necessary to explain the situation to a child.
Well, every mother knows her child: she knows which words to choose and how to
explain it. If a child is very sensitive, the words can be soft; but if a child is like...
[laughing] then the words can be strong so that the child understands. It is necessary

to read books with children. (001U)

Furthermore, it was believed that the tone and intonation parents use to read
picturebooks aloud also influenced children’s responses to representations of violence. The
participants suggested that if a picturebook representing violence was read by parents in a
soft and kind voice, the violence could be made more palatable. For example, 011U said,
“Perhaps, if you read the same text with a different intonation, you could read it to
children... It is very important how you read the book... Parents would read this in a soft

voice” (011U). Later, she used the same argument to judge a picturebook. She said:

Perhaps, this is for family reading. As | said, it can be read in a soft voice, with calm
intonation, with no aggression. How you read it plays a big role. But | would not
recommend children to read this book on their own, only with parents. When they

read it with parents, they can read it even at the age of 5 or 6. (011U)

Similarly, 018U explained that, in her opinion, contemporary cartoons were more
violent than traditional fairy tales because rhythm and intonation differed in these types of
narratives. She suggested that tales had a calming rhythm; she said, “In fairy tales, | like
rhythm. When you read it, there is this la-la-la, la-la-la, la-la... It sounds smooth, it flows”
(018U). In addition, 018U explained that she never thought about violence in “Ivasyk-
Telesyk” (2013) because her grandma read the tale to her in a soft melodious voice.
Consequently, the intonation of the storyteller influenced her interpretation of the story.
She said, “There is this rhythm, each word... | remember how my granny used to read this to
me [softly] “Geese, my lovely geese, take me on your wings!” So, no one would even think
about Baba Yaga [the evil character] when you read a tale like this to a very young children;
they use the rhythm, children seem to be mesmerised. Of course, [not] if you read it

[harshly]: “The wolf captured this naked child!” No need to do that. The way children
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interpret the story depends on the emphasis the adults make” (018U). The Ukrainian
interviews made this clear: the intonation of a storyteller impacted interpretations of
violence.

While the Australian colleagues agreed that parents were important decision-
makers in the process of approving books, Ukrainian participants often mentioned the
significance of parental influence on the child’s interpretation of a book. The reason
might be that the Ukrainian participants attributed more power to oral storytelling and
believed that even sensitive children who read books representing violence could cope
with sophisticated ideas and emotionally disturbing topics if parents read the texts
with soft intonation, explained the complexities to a child and comforted them. It can
be concluded that the Ukrainian participants recognised parental involvement as
significant when deciding about the appropriateness of a picturebooks representing

violence.

4.6.4. Conclusions: context matters

To summarise, culture clearly influenced gatekeeper perceptions of fictional violence. Often

violence in songs and fairy tales was so deeply anchored in cultural tradition that it was

almost invisible. In addition, familiarity with context was considered. If a representation of

violence in a picturebook was relatable or familiar to children, the gatekeepers said that

there was merit in discussing it with children. However, they agreed that such discussions

should be conducted in a helpful manner because there was a high risk of frightening or

upsetting children. Australian participants mostly disliked the idea of discussing

picturebooks about war with children, although there were different views on the matter.

Ukrainian participants had polarised opinions about whether Ukrainian children should read

and discuss picturebooks about war. Some said these discussions were unavoidable; others

said such discussions should be avoided because they would be too painful for children and

gatekeepers. Lastly, the Australians were often guided by school policy on library collection

development and influenced by the author’s reputation. The judgements of Ukrainian

participants were influenced by school curricula and parental involvement in reading.
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4.7. Strategies for curating picturebooks representing violence

This section maps tendencies in curating picturebooks representing violence after books
have been selected and purchased for a collection. It answers the research questions: How
are the picturebooks representing violence curated by the gatekeepers? Namely, it explores
how books representing violence are offered to readers and discussed with them in

Australia and Ukraine. In addition, the roles of gatekeepers are considered.

4.7.1. Offering picturebooks to children

The participants reported several ways to curate controversial picturebooks in library
collections. First, children could have open, limited and supervised access to picturebooks.
This could be achieved by both shelving and tagging books. In addition, children and parents
could be warned about the presence of violence in picturebooks; this would allow readers
to decide if they wanted to read them. Finally, teachers and librarians could guide young
readers by recommending certain books and discouraging others.

The Australian participants believed picturebooks representing violence could be
physically separated from the general collection and placed on shelves with limited access.
In addition, picturebooks could be tagged as senior. This way, librarians would be informed
when a child intended to borrow a picturebook with controversial or complex themes and
could warn them. Also, the concept of supervised access was discussed. If picturebooks
representing violence were placed on open access shelves and not tagged as senior, the
teachers would escort students and supervise their access to the books to ensure the
children chose age-appropriate texts.

The Ukrainian participants would not recommend books representing violence to
children and would warn children and their parents interested in such books that they might
be disturbing. However, the books would often remain on the open access shelves. The
participants did not mention tagging picturebooks as senior; however, in their responses,
they implied that books in library collections were categorised in accordance with
recommended ages, and they suggested that supervised access and sometimes limited
access were practised in Ukraine too. The main difference between the countries was that

Australian teachers and librarians believed they were responsible for supervising children’s
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access to library books; whereas, Ukrainian parents were expected to be the primary

gatekeepers, and teachers and librarians saw their role as recommending books to both

children and parents.

4.7.1.1. Access to picturebooks: limited, supervised and open

One way to curate picturebooks was to physically separate those containing controversial

themes from books for all ages sections. As a result, most books were placed on open access

bookshelves, and some books were assigned to shelves with limited and supervised access.

One secondary school librarian explained:

Wherever possible, we try to have it [the book] on the open shelves. Not always.
With some more explicit material that we've been asked to get, for usually pre-
tertiary work, which would not be suitable on the open shelves, that would be in
our stockroom, which is closed access... It’s available through our catalogue. You
can see it. So, it is not hidden from you in that sense. But it does mean that there is

a controlled, supervised access to it. (024A)

Supervised access meant that a child had to talk to teachers and librarians before

borrowing the book from the library collection. This way, the teachers and librarians
could see if the book was suitable for the particular child. 024A gave an example of a

situation where a student requested a book targeted for older children:

So, they come in and say, “Oh, you’ve got that! Can | have it?” We had one boy who
particularly wanted senior fiction, and he was in year 8. And | said, “Yes, you can have
that [pause] when you're in grade 9... If you are particularly interested in this, you are

most welcome to talk to your English teacher about it”. So, we let them know the

pathway that is available for them always. (024A)

Therefore, teachers and librarians curated the books and supervised children’s choices

of literature by placing certain books onto supervised shelves, so that the child reader would

have to request the book and, consequently, have a conversation with a librarian and a

244



teacher about the selected reading. The shelves were not necessarily hidden. Sometimes, it
was enough to place the picturebooks representing mature themes on a separate shelf, so
that toddlers would not find them in the picturebook section. For example, some
picturebooks and graphic novels were placed among teenage novels. An Australian librarian,

031A, shared her experience of such a physical separation of picturebooks in a library:

The way we organised it was: picturebooks in one section in the library... What we

called older picturebooks were with the older fiction altogether in another section.
And then non-fiction was in the third section. So, let’s say, up to grade 2 we always
directed them to the younger picturebooks. And then, you know, gradually, they

would move to the older books. (031A)

According to some Australian participants, teachers could escort children in the
library during library lessons, and in this way supervise their choices. One teacher who

taught in a primary school explained:

There is a selection of books within each school room (e.g., 50, 60, 70 books)...
books that children of that age can cope with. Then, there is an extensive library
where children themselves go and select their books... That is guided by the teacher

who is with the children in the library at the time. (025A)

This meant that if a child was very sensitive, the teacher could warn them about
potentially disturbing content. If the child was an accomplished reader eager to read any
book, the teacher could allow access to a wider range of books. In addition, Australian
children younger than 12 often visited school libraries with parents or other caregivers. It
could be assumed that parents would supervise and guide their children to help them select
suitable books. However, none of the Australian participants talked in any detail of parental
supervision of children in a library.

Unlike their Australian colleagues, Ukrainian participants seemed less likely to use
limited access shelves for separating picturebooks representing violence. Open access
shelves and shelves with a supervised access were common arrangements in Ukrainian

libraries. The participants tended to offer a wide range of books, including picturebooks
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representing violence. The argument was that children’s freedom should not be restricted:
sensitive children should be protected; however, this should not be achieved at the expense
of other children who might enjoy reading scary or sad stories. 018U argued, “To say, “You
are not allowed to [read this]” means to impose your own will on someone. Children at the
age of 9, 10 or 11 already have some understanding” (018U) and, “Overall, we should allow
children to read all picturebooks” (018U). She elaborated, saying that picturebooks with
ugly illustrations or scary scenes should be available to children because they might have
different aesthetic tastes than adults. She said she would not recommend the book Blossom
Possum (2006) to readers, but she would place it on the open access shelves in case

someone was interested. She explained:

Sometimes, one child laughs and another cries while reading the same book...
Usually, primary school children come to the library with their parents. Their
parents might say, “No, | don’t want to take this”, and | am against this because
nothing should be forbidden. Children should have a look at those books... Children

themselves draw bizarre pictures. Maybe, they like illustrations like that. (018U)

In addition, 017U explained, “We have open access shelves because children differ.
Some children choose books on their own, some children need recommendations”.
Therefore, it was assumed that children who knew how to read and preferred to choose
books independently should be given this opportunity; whereas, children who preferred to
be recommended books could be guided by a librarian or by parents when choosing books.

The only case when controversial picturebooks would be placed onto limited access
shelves but still be available on request was where it encountered public disapproval. 009U
said that they moved a picturebook featuring the death of a butterfly from the open access
shelves onto the limited access shelves because parents were unhappy with the book.
Parent claimed that the book cover and illustrations were child-friendly, bright and
colourful; however, the text was grim and not suitable for children. Furthermore, the visuals
did not warn readers that the book explored the theme of death. 001U shared a similar

story about an illustrated collection of folktales which included a tale representing violence:
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001U: So, there is this tale about a monkey who injured a man with a razor... So,
there was a discussion on whether this book could be given to children? Many
people wrote: who selects tales like this? How can one give it to children? So, there
were plenty of negative opinions; the response was very negative.

H: Parental response?

001U: These were parents and journalists. | think, there was a discussion of this
issue in the [newspaper] Vysoky Zamok... in the 2000s. We have this book in our
library. [The librarian showed me the book which they stored in a separate room
filled with other books that were borrowed less often].

H: Have children ever asked for this book?

001U: These are folktales. Children ask for books like that only if it is part of the
curriculum. Also, if these are folktales, they are usually read to children by their
parents when children are very young. | noticed children do not choose to read

folktales now.

As explained previously, Ukrainian participants expected parents to be actively
involved in the process of selecting books. Also, fairy tales were expected to be read to
children by parents. Therefore, Ukrainian teachers and librarians often believed that parents

should be the primary gatekeepers offering such books to their children.

4.7.1.2. Senior picturebooks

In addition to different types of physical access to picturebooks, there was also a digital
strategy to supervise a child’s access to controversial books used in Australia. Picturebooks
representing violence could be segregated from others with a tag senior on a book spine
and in a digital catalogue. This strategy could be used side-by-side with the already
mentioned placement of books on hidden or supervised shelves. When 031A looked at
picturebooks representing war during the interview, she said, “I can tell you we’ve got all
three of these books in the library I’'m working in. And they are in what we call the senior
picturebook section” (031A). 024A said, “A picturebook can be tagged as senior fiction” and

explained:
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We have a senior fiction tag for material, which is probably aimed at an older
readership... And the students from the younger grades can look at it, but they can't
take it home, they can't take it out of the building unless their English teacher has a
conversation with me. And they can’t just say, “Oh, Mrs So-and-so sent me down to
get this book”. No. So we have a conversation with a teacher and we discuss it, and
find out what is happening there, and support the teacher at whatever they wanted

to do with that. (024A)

Furthermore, even if books were available in an open access collection, librarians
and teachers could track who borrowed those books, limit access to age-inappropriate
books (if necessary) and guide parents of very young children. 020A gave a thorough

explanation of how the system works:

| believe one needs some sort of guidance in terms of how they [books about war]
are borrowed. So, the library system allows that in that you can actually send the
loan so that younger children cannot access certain books. And I've always had a
category where I've put like SP [senior picturebooks] on the barcode in the
cataloguing. | shelved them separately, so only the upper primary kids and high
school kids went to those shelves. It was a huge collection. But if a younger kid got
one of those books and brought it up and wanted to borrow it, it would set up an

alert saying: Senior picturebook. (020A)

Consequently, tagging some picturebooks in this way in the library catalogue played
a similar role to the physical separation of books onto different shelves because once the
computer showed the red flag of the senior tag, the librarian would be notified. This way
the librarian could talk to a child, to a parent or to a teacher about the book. 020A explained
this with reference to Mark Wilson’s picturebook My Mother’s Eyes (2011), saying, “I think |
had that in the Senior picturebooks... which was open to pretty much the grade 5s upwards”
(020A). She also mentioned if a younger child wanted to borrow the picturebook, they
would have to talk to her.

The process of deciding whether a picturebook should be tagged as senior is

exemplified in 031A’s response to my interview question:
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H: Would you place it [Yaroslavna’s Lament (2016)] among senior picturebooks or
among younger picturebooks, if this book was in the library?

031A: | will definitely put it as a senior picturebook. Because you’re talking about
deep... about fear and grief about what has happened. How is she going to react to
that? This is quite confronting. | don’t think | would want to share it with a young

child.

As explained previously, the emotional response of the reader and the complexity of
the themes would drive the gatekeepers’ decision-making process. Decisions on the
appropriateness of picturebooks for certain ages would consequently influence the decision
to separate books physically onto special shelves or tag them as senior.

Not all Australian libraries used the senior picturebook tag. For example, 025A
indicated that her school had no librarians, and all the books were selected, organised and
curated by teachers. When | asked her, “Do you have any special tags saying something like
Senior book or something like that?”, she replied, “No, we don’t because some [children]
absolutely love them [picturebooks representing violence], and others cringe when they
read them” (025A). This approach resembled the Ukrainian way of supervising children’s

access to books representing violence.

4.7.1.3. Recommending picturebooks to children

In addition to tagging books, the gatekeeping of picturebooks included several other
strategies. The Australian and Ukrainian gatekeepers could encourage children to read safe
books by actively recommending them and could warn the young readers if a book was
perceived as possibly disturbing. Also, Ukrainian participants mentioned the strategy of
silencing books by never mentioning their existence to children.

Librarians had a substantial influence on reader choices in both countries. The
Australian librarians agreed that very young children rarely used digital catalogues and
would listen to librarians’ advice. The digital catalogue in Ukrainian libraries was often not
available to visitors and children, so parents had to choose the book from open access

shelves or request them from book storage through a face-to-face conversation with a
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librarian. In Ukraine, when children were old enough to read themselves (approximately 7)
and could visit a library on their own (8 and older), children often asked the Ukrainian
librarians for their recommendation. For example, 010U said, “Often, children don’t know
which book to choose. They look at a book, they find it attractive but they often cannot
choose and ask us to recommend a book for them” (010U). 008U explained that librarians
recommended books according to the genres readers liked. She said, “Readers trust you.
You ask, “Would you like to read something historical? Or something fantastic? Perhaps,
something melodramatic? Something else? Over time, you learn about readers’ genre
preferences, and that’s great” (008U). Similarly, 006U said, “Some children like adventures,
some children like horror and some like romance. You need to read those books yourself to
know which books to recommend to a particular child. Everybody has their preferences”
(006U). Also, 008U explained that sometimes librarians could recommend a book aimed at

helping children cope with personal problems. She said:

Often, children tell librarians something they are afraid to say to their parents. This
is a big responsibility. One should be able to understand a child and give a gentle
piece of advice, to support a child not so much with words, but with a book. The
book can help the child by boosting their mood or by describing a similar problem.

(008U)

Substantial parental authority in selecting books for children was evident in
Ukraine. 009U explained that, in the primary school library section, the books were
borrowed by families. She said, “The child comes to the library with parents and parents
decide, “Yes, we will take this book. Yes, we have had a look at it and we will read it””
(009U). The librarians often recommended children’s books to parents as well as to
children. 008U said parents often asked librarians on behalf of their children to

recommend a book to read. They would say, “Could you recommend a book to read [for

my child]? | trust your opinion” (008U). 017U agreed:

Often, we recommend books to parents too. Adults come to our library, grab a book
for themselves and say, “My child does not read at all”, or “My child likes reading

about this and that”; then they ask you to recommend a book. You ask them about
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the child’s age; you ask them if it is a girl or a boy; you ask about their child’s
hobbies and interests. Then you take into account all the data and recommend

some books to them. (017U)

Librarians also mentioned that some Ukrainian parents had conservative views. They
wanted their children to read books they read as children despite potentially unfamiliar
contexts. For instance, 012U explained how he recommended to his children books he liked
as a child; however, he admitted his children did not always read the books eagerly. Other

participants said:

Some parents recommended their children read books which they liked as children.
Sometimes | would try to persuade them, saying, “You see, we live in a different
time; children have different interests. | doubt your children will find these books

interesting”. (007U)

At first, parents perceive literature aggressively because they think it is necessary
for children to read what they read as children. They insist, “If | read Haidar, my
child should read Haidar too”. Never mind that the child might not like it. The child
will not be able to comprehend the meaning of the story because he or she will not
understand the symbols and the context of the story. Unless parents explain

everything to a child, the child will not be interested. (008U)

H: What about parents? Have parents asked you not to give certain books to their
children when they come to the library with them?

006U: They ask us to give them something nice; something that cultivates
kindness... something where good triumphs over evil, something that has nothing

scary in it.

In addition to recommending books to children, some Ukrainian parents would
forbid their child to read controversial books. However, violence was not among main
reasons for denying access to a book by parents. Usually, the book was forbidden if it

contained sexually explicit content or mentioned magic. The participants said:

251



Sometimes you recommend a book [to parents]; they look at it and say, “No! It’s too

early for my child to read this. It's about romantic love. We will not take it”. (017U)

Some children will read Harry Potter five times or more; some children will say, “No,

we cannot; our parents wouldn’t let us read Harry Potter. (006U)

The librarians could encourage children to read some books and discourage them
from reading others. For example, Australian participant 028A shared her experience of
gently discouraging a child from reading a book representing a case of self-directed

violence:

Well, | was just putting books away, and | said to her, “Oh, | saw the weirdest book
yesterday!” | did not show it to her. She was in year 6. And, | said, “It’s about a boy
who eats himself, and he talks about the process he goes through as he eats

himself” and | said, “It was disgusting!” And she was like, “Ew! No! | wouldn’t want

to read that. It doesn’t sound very nice at all! (028A)

Similarly, Ukrainian participant 011U explained how she would discourage readers
from reading books if she thought the content was inappropriate, but the reader was
accomplished. She said about Australian Gnomes (1979), “Is this just one illustration? Well,
if the text is alright, | would say, “Perhaps, you would find this book boring; it has some cruel
scenes. However, it’s up to you”. | would say this to an older reader. If this was a very young
child, I would not give them this book at all” (011U).

For the Ukrainian participants, if a book featured controversial themes and they
were aware of this, they would always warn young readers. For example, 013U said, “This
book ... can be read by young children. But then... When we recommend this book to
children, we should tell them what this book is about. We should warn them. We should
always warn the child because some readers will be fine with this; other readers need to be
protected” (013U). Similarly, 011U explained, “I warn them [children] if the book is not a
good fit for them. They say, “No, we can read. We read adult books”. | say, “You will not

comprehend it”. Next day, the child comes to our library and says, “You were right. This
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book is for older people. It’s boring. | have read it, but you were right, | should have not read
it” (011U). The argument here was that if the book was not suitable for children, children
would not enjoy reading it because it would be too complex, inaccessible or boring. The
librarians acknowledged the child’s agency in selecting books to read. At the same time,
they thought warning children about potentially disturbing content was their responsibility.
Not only did the Ukrainian librarians warn children, they would also warn parents.
Parents were expected to familiarise themselves with a book and approve or disapprove
it. Clearly, the gatekeeping role of parents in curating books was significant in Ukraine.

The participants said:

If a book contains something like this [an illustration depicting branding of animals],
we warn parents that this type of illustration is present in the book. We would also
warn a child [if the child came to the library without parents] to prevent any
emotional distress. We would just explain that things used to be this way in the past.

(010U)

| would warn parents that the book includes scenes of violence and overt cruelty
against an animal. I'd say you could borrow this book, but please [before giving it to

children] read it yourself and think if you want your child to read this. (008U)

We have books with horrible illustrations [in our library collection]. Well, it’s not that
the illustrations evoke horror... But they are drawn horribly [they are ugly]. In this
case, we offer parents the opportunity to have a look at the book first. For example,
poems written by Oster are funny and wonderful; but the illustrations are
monstrous. So, we say to parents, “Will your child be fine with these illustrations?
Perhaps, we show them one or two images, and if it’s fine... Or just read the book
aloud without looking at the illustrations. Because these illustrations are drawn in a

way that... they look evil and spooky. (008U)

Apart from warning children, the Ukrainian librarians sometimes used a strategy of
silencing picturebooks. Not recommending some picturebooks to children could have even

stronger effect than physically hiding the books or tagging them. A vast number of books in
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the library and no access to a digital catalogue meant that readers often relied on librarian
recommendations; they might not notice certain books even if they were available on the
open access shelves. Besides, if those books were not tagged or marked, they would just
blend in with other books and not evoke any special interest, as forbidden books might have

done. 017U said about The War that Changed Rondo:

We have got this book; it looks a bit too dark to me. We had it on the open access
shelves. | did not recommend it to children. | was prejudiced against this book. It

was available on the open access shelves because we always place the new books
there to give children an opportunity to have a look... And you know, no child ever

chose this book. Somehow no one was interested. (017U)

A case of not recommending books to parents was mentioned by 006U who reported
that some parents refused to borrow books like The Vampire Sisters [2013] or Harry Potter
[1997] for their children because of religious views, saying that “the story is about
something devilish, about magic” (006U). As a result, the librarian stopped recommending
books with titles like these to children and parents. She decided she would give these books

to readers only if they requested them.

4.7.2. Discussing picturebooks with children

Discussing picturebooks with children was seen to be as important as supervising a child’s
access to the picturebooks representing violence in library. The participants of both countries
had almost identical views on the matter. As explained previously, the participants found talking
about violence with children quite challenging but necessary, and picturebooks could be a
helpful tool for this. 008U said Waltzing Matilda (2007) “must be discussed, so that it does not
remain in a child’s subconsciousness as something scary, as an unjust human deed” (008U).

029A explained:

The main thing that fictional violence does is open up a dialogue, doesn’t it?
Especially with picturebooks, it’s an easy way of coming to a discussion about the

problem that is dealt with within the book. Most people are not going just to stand
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up and talk about [violence]... It’s always good to have a soft leverage into

discussing something like that. (029A)

Discussing picturebooks representing violence in the classroom was seen as a better
option than children reading such picturebooks on their own. To start with, the discussion
could provide children with guidance when interpreting challenging topics they may
struggle to understand independently. 027A said, “We can read the same words and have
totally different understandings of them. And, with the pictures it is the same” (027A),
therefore, it was important to unpack some complex ideas as a group and acknowledge a
range of perspectives on the issue. Also, discussing certain traumatic topics in a group might
have had a therapeutic effect on students. Looking at My Dog (2001) and Ride, Ricardo,
Ride! (2015) picturebooks, 025A explained, “If you let children talk afterwards, it turns out
to be a rewarding experience instead of a damaging one” (025A). Furthermore, the group
discussion of topics like violence was seen as a better approach than one-to-one

conversations. For example, 024A suggested:

This [discussion] can be helpful in a group situation. A child [might] not be strong
enough to deal with this [issue] emotionally, perhaps because it's too sensitive, on a
one-on-one basis. But they might be prepared to listen to how others in a group talk

about it in class (024A).

The Ukrainian participants also thought a group discussion of a picturebook
representing violence could potentially have a therapeutic effect on children. 008U said

about The War that Changed Rondo:

This book is perfect for family reading and for a class discussion. It is very touching
and very therapeutic because it shows how to come back to life after the war. The
[discussed] illustrations represent what happens when the war comes and the
consequences of war. However, this book also tells its readers about the restoration

(008U).
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The participants believed picturebooks were more useful for discussing
representations of violence in the classroom than novels. The main reason given was that
the picturebook could be read and looked at quickly. This would leave more time for the
discussion. For instance, 027A said that children “can read the story without having [to read]

a whole novel on it” (027A). Similarly, 022A explained:

| use picturebooks in grade 10 as a sample of an allegory. So, it’s 300 words,
something like 300 words, so | can read it in 10 minutes, and then they will read a
3,000 words critical analysis of that text looking at, you know, structure and imagery
and vocabulary... they are tempted to think about the picturebooks as being
[intended] for early childhood, and in the main they are, but that [Feathers and

fools (1996)] is not. (022A)

Furthermore, some participants believed representations of violence in picturebooks
are safer than in novels because they are less detailed and explicit due to the short format
and target audience. For instance, when deciding whether to purchase a novel or a

picturebook about Anne Frank for 7- to 8-year-old child, she said:

| read it [the picturebook] during the holidays before | decided whether to include it
or not [in the library collection] and whether to give it to this child. | read it, and |
felt comfortable with myself. It didn’t talk too much about Hitler and the Nazis, or
war... It was more about her as a child, and | felt fine giving it to her. And she ended

up really liking it and enjoying it (028A).

4.7.2.1. The teacher’s role in the discussion

The Australian participants often stressed the importance of the teacher’s role in discussing
picturebooks representing violence with children. The teacher was expected to create a safe
and empathetic environment for discussing sensitive topics, provide children with prompt
guestions encouraging further exploration, and decide on the depth of discussion. The

participants highlighted the importance of the teacher in guiding the discussion by saying:
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It depends on how teachers want to use it [a picturebook]. (024A)

It's kind of: what are you discussing with students? Why are you discussing those

themes? And how are you addressing it? (026A)

That might be very powerful for them to actually read the story and discuss it in the
safety of their classroom. But you know, that requires some sensitivity on the part of

the teacher. (022A)

Creating a safe space to discuss representations of violence in picturebooks was seen
as an essential task for teachers. One way to create a safe and supportive environment was
to identify students who might be sensitive about the issue and ask if they were

comfortable with the discussion about the topic. 030A gave an example of how she did this:

I'm perfectly happy for it [a picturebook representing war] to be in the classroom,
as long as | know that the classroom situation is empathetic to the various different
needs of the children and their backgrounds. For example, when | was teaching
Schindler's List in year 10, | had a German exchange student in my class, and |
spoke to him first about that because | wanted to understand whether he was
comfortable or uncomfortable. As it turned out, it was terrific because he was very
open to joining in the discussion, and it was very helpful for all my student and,

probably, quite helpful for him too to be able to share his thoughts (030A).

Another example was shared by 028A. The librarian and schoolchildren were
discussing And the Band Played Waltzing Matilda (2015), depicting bomb explosions and
injured soldiers, when she realised that one of her students became upset with the topic.
The student was originally from Africa, and as it turned out, one of her siblings died from a
mine incident. To manage the situation, 028A said to her student, “Would you like to go and

read something else? Maybe, with a friend, go and sit somewhere else”. She also added:

10 The participant is using an example of a film discussion; however, in this particular case, this could have
been a discussion of a picturebook about the Second World War and the Holocaust.
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The rest of the class were very interested in this topic. So, this other friend was able
to cheer her up, and make her feel a bit better. And, | apologised after reading this
book to her because | did not realise that that would come, and that that was an
issue for her. But, in the future, if | was planning on reading a book with those kinds
of scenes in it, and she was in the classroom, | would, probably, give her a bit of the

warning, and give her a decision whether she wants to listen or not. (028A)

Some participants suggested that even if students in the classroom were not
particularly sensitive about an issue, the safe and empathetic environment was still
required. If the discussion took place in primary school, parental permission was seen as
desirable. Talking about And the Band Played Waltzing Matilda (2015) at school, 025A said,
“They would be stressed... It would have to be a special sort of sharing” (025A). She added,
“It needs to be shared very carefully, and you need to know the children you're sharing it
with, and might even ask the permission of the parents to share this sort of literature”
(025A). 008U also said that “children a priori believe they and their parents are immortal.
This is why the theme of death should be handled carefully” (008U).

Necessary actions for creating a safe and empathetic environment included
understanding students’ needs and vulnerabilities, identifying potentially sensitive students,
asking students if they were comfortable with discussing the issue. If the students were very
young, a teacher was expected to seek parental permission to discuss the representation of
violence in picturebooks at school. After the safe and empathetic environment was created,
the teacher’s role was to guide the discussion and ask appropriate prompt questions which
would enable children to explore the issue in a helpful manner. For example, 025A said
scaffolding and prompt questions were essential for discussing picturebooks representing
war: “You wouldn't just share that! You do work beforehand. You'd share the book, and you
do the work after. So, the book would have the greatest meaning for the children and
wasn't just a story” (025A). Also, 022A explained that the prompt questions must be open to

encourage children to think independently, even if the topic was challenging. He said:

As a teacher when | ask a question, | normally want to ask an open-ended question.

So, | would never say: “Did you like that book?” - “No, | didn’t”. When | read a book,
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I say, “So...”, and just look at them ... And the other thing | do in terms of

guestioning technique is | don’t give the answers (022A).

Also, 022A said his use of open-ended questions would be very broad. He suggested,
“You can start asking: “What is the meaning of this?” (022A) and explained, “I'll read that,
and then | will just look at them: “So [pause] what?” [pause] and wait. And they are starting
a dialogue. So, I’'m not imposing my preconceived notions, I’'m saying: “What do you
reckon? What do you think?” And if they can’t say anything, that’s fine, let’s move on”
(022A). This questioning technique demonstrated teachers might give plenty of agency to
students in terms of interpreting picturebooks. A similar example was provided by 029A,
who explained that if she discussed The Great Bear (2010) with students, she would ask
them, “What has happened? What do you feel has happened to the bear?” Also, she
affirmed that she would “be led by their answers” (029A) rather than offer them her own
interpretation. It was clear that teachers gave children agency in interpreting the discussed
picturebooks and their guiding questions aimed to support and encourage them to think
independently.

In addition to creating empathetic environment and supporting children with guiding
questions, the teachers believed they needed to regulate the depth of the discussion.
Consequently, they had to decide which themes to focus on and how detailed the discussion
should be. The extent of the discussion was largely dependent on the teacher. The

participants said:

You can read it in many ways... It would be: what issues are in there and how are

they communicated? (027A)

| guess, it can be read on multiple levels, with different complexities. (028A)

That is kind of the beauty of picturebooks, especially, when it is targeted toward
appropriate ages, that you can use it for those sorts of discussions of war, that’s
being handled in years 5 and 6, as well as, on up to the middle and early secondary
years as a way of kind of nicely illustrating... the impact [of war]... and look at the

appropriate discussions. (026A)
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The depth of analysis for such a discussion would vary. 030A explained that if she
was discussing And the Band Played Waltzing Matilda (2015) with her own grandson at
home this would be a very different conversation in comparison to the discussion held with

year 9 in the classroom. She said:

If | were talking to my 4-year-old about this, | would be just looking at basically
man's inhumanity to man, and how cruel we can be towards one another... in
particular circumstances, or for particular reasons. But | would also want him to
understand that, really, there is no reason to ever butcher people, to ever kill
people for the... in a war ... [If the book is discussed with year 9], you would
probably favour the theme of mateship. And | would be talking to them about
whether they thought there was ever a situation that this kind of behaviour is

justifiable. (030A)

Here, it was very clear that although the teacher was encouraging the young readers
to explore and interpret history using the picturebook, in the conversation with a small child
the teacher did all the interpretive work, and in the classroom discussion with teenagers,
the teacher was asking the students to think about the complex moral dilemma associated
with war, guiding the discussion and giving them freedom to interpret the picturebooks in
their own ways.

The role of the teacher in similar discussions was perceived somewhat differently by
the Ukrainian participants. There was not enough data to make comprehensive conclusions;
however, it seemed that a teacher was expected to provide students with a correct
interpretation. For example, 009U said, “They have to learn this [Yaroslavna’s Lament
(2016)] at school anyway. So that it is extremely important that the teacher positions the
emphases correctly” (009U). Furthermore, a correct interpretation was often a non-violent
one. For instance, 018U said, “Children will interpret everything the way they are taught to

interpret by adults. If we say to a child, “This is cruel”, the child will think it is cruel” (018U).
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4.7.2.2. Benefits of family reading

The Ukrainian participants often talked about the benefits of family reading. They suggested
parents and children could have one-to-one conversations, and therefore the parents could
tailor their interpretation in accordance with the child’s sensitivity. 008U said unlike a classroom
discussion, which is concerned with the structural features of the text, a family discussion of the
book allowed children to explore the text on an emotional level: children and parents could
discuss the emotions and feelings evoked by the story. She said about Ride, Ricardo, Ride!

(2015):

It would be difficult for children to read this on their own. Themes like this should
be discussed. It is very sad that parents do not discuss the books from the school
curriculum with children at home. There are lots of themes that need to be
discussed with families because at school... the focus is on characters, on authors,
on the historical context. However, it is necessary to discuss the feelings and

emotions the book evokes (008U).

The idea of having one-to-one conversations rather than group discussions seemed to be

appealing to the Ukrainian participants. For example, 019U said:

This would be an appropriate reading for the majority of year 1 students. Of course,
there is always some percentage of very sensitive children, but then parents should

choose the books. Every mother knows their child. The same is true with teachers. It
is necessary for the teacher to be ready to have individual conversations with

[sensitive] children and to comfort them if required (019U).

Another benefit of family reading mentioned in the Ukrainian interviews was the
potential educational value of reading picturebooks on controversial topics for the entire family.
For example, 015U said, Not Now, Bernard (1980) “can be read by young children, but only with
parents. So that the parents evaluate their own behaviour too. Because there are parents who
say things like, “Not now”, “Go back to your room to play there”. That is why it is important that

parents read it. Everyone will learn something” (015U). Moreover, 005U explained “Books are
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the cheapest and most effective tools for organising a meaningful quality time for a family ... the

most emotionally satisfying tool (005U), highlighting multiple benefits of family reading.

To summarise, it was said that family reading could take into account the psychological
portrait of each child; therefore, the Ukrainian participants favoured family reading as well as
one-to-one discussions of a parent and a child. The Australian participants acknowledged the
important role of parents in gatekeeping of CL; however, they often preferred classroom

reading and group discussion to other types of discussions.

4.7.3. Conclusions: curating books

The participants reported different strategies for curating picturebooks representing
violence in library collections. The Australian participants mentioned several strategies for
managing the books, including physically separating picturebooks and tagging certain
picturebooks as senior. Furthermore, they highlighted the importance of supervising young
children when they access picturebooks representing complex and controversial topics.
Ukrainian participants preferred having open access to all books. However, they also placed
books that aroused public disapproval onto limited access shelves. They often talked about
recommending appropriate books to children and not recommending books they found
dark and disturbing. Also, they highlighted the important roles of parents in supervising
children’s access to books in the library and at school.

In addition to managing the book collections, the teachers and librarians had a
number of strategies for guiding young readers. Discussing picturebooks representing
violence was an important strategy for gatekeeping. Picturebooks were seen as useful tools
for starting conversations about violence because of their affordability and brevity, leaving
plenty of time for discussion. Australian participants said the main roles of teachers in the
discussion were creating a safe and empathetic environment, guiding the discussion
through open-ended prompt questions, and regulating the depth of discussion. Ukrainian
participants focused on parent-child discussions and named several benefits of family
reading; they concluded that many picturebooks representing violence should be discussed
with parents who know their children’s sensitivities and can create safe and supportive

environments for the discussion. Therefore, the Australian participants tended to attribute a
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gatekeeping role in book discussions to teachers, and the Ukrainian participants tended to

prescribe a similar gatekeeping role to parents.

Figure 11

Curating Picturebooks Representing Violence in Australia
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Figure 12

Curating Picturebooks Representing Violence in Ukraine
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Chapter 5. Discussion

The main aim of this study is to gain a better understanding of how gatekeepers of CL in an
educational context, who belong to different cultural backgrounds, curate picturebooks that
represent violence and how they supervise young readers who have access to these books.
To achieve this goal, | explore gatekeepers’ perceptions of children who read picturebooks
representing violence. Also, | look at how levels of fictionality created by genre, characters
and settings influence the borders of appropriateness set by the gatekeepers. In addition, |
explore the roles of culture in the process of interpreting fictional violence in the Australian
and Ukrainian picturebooks. The Discussion Chapter discusses the implications of the
study’s findings in relation to the extant literature to address the five research questions.
The main question is: how do gatekeepers of CL in educational settings, who belong to
different national cultures, perceive fictional violence, curate picturebooks representing

violence and guide young readers? This research question includes the following queries:

1) Who are the gatekeepers of children’s literature in educational settings in Australia and

Ukraine?

2) What categories of ideal child readers are constructed by gatekeepers of children’s

literature in the context of reading picturebooks representing violence?

3) What are the defining features of a picturebook representing violence that influence

gatekeepers’ decisions about its age-appropriateness?
4) What are the differences and similarities between gatekeepers’ perceptions of fictional

violence in picturebooks in Australia and Ukraine? What is the role of culture when judging

violence in picturebooks?
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5.1. Gatekeeping and Guardianship in Children’s Literature

RQ: Who are the gatekeepers of children’s literature in educational settings in Australia and

Ukraine?

There are several key players in CL gatekeeping. Deciding on age-appropriateness of a
picturebook is a complex process involving more than one camp. Beckett (2012) notes that
contemporary authors and illustrators often aim at creating picturebooks that “can address
any or all age groups” (p. 3), whereas publishers usually try to define the specific age group
recommended for a particular book. Yet, apparently, the publishers are not alone in their
urge to construct age limits for picturebook readership. This study demonstrates that
teachers, librarians and parents also act both as guardians and gatekeepers in educational
settings. The finding confirms Townsend’s (1971) belief that parents, teachers or librarians
are major stakeholders who decide what children should or should not read. This work
resonates with Hollindale’s (1974) conclusion that “children come across books in a
relatively small number of places: in public libraries, at school and at home ... many children
come across books only at school” (p. 26). Hollindale suggests that teachers are the primary
guides for children into the world of literature. This belief has been confirmed by the
Australian participants of this study who also thought that teachers play a major role in
gatekeeping CL through recommending age-appropriate books to children and helping them
to interpret meanings in those books using group discussions. Furthermore, the Australian
teachers often were expected to ask children if they were comfortable discussing a
picturebook featuring violence (e.g., war). At the same time, the responses of Ukrainian
participants often contradicted Hollindale’s findings. Parental authority to select and
interpret books for children seemed to be particularly strong in Ukraine where parents were
expected to decide if their children are going to be comfortable with reading a book.
Librarians play a significant role in the gatekeeping of children literature.
Bottigheimer (2010) says that similar to other stakeholders, “the librarians who admit and
welcome young readers [are] also acting as influential gatekeepers in the process” (p. 260).
The status of librarians was similar in both countries: they were perceived as gatekeepers,

guardians, and advisers; however, their power was limited to a certain extent by parental
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authority. In Australia, librarians would generally ask a child to provide them with oral or
written parental approval if a child wanted to borrow a controversial picturebook. In
Ukraine, librarians would recommend books to parents and warn them if the books were
controversial, as parents were often expected to supervise children’s choice of books. In
both countries, librarians have to follow guidelines and are supported by library
associations: ALIA in Australia, and ULA in Ukraine.

Interviewed teachers, librarians and parents perceived themselves as guardians of
child readers in both countries. Some of them believed that it was their duty to protect
children from unpleasant truths. Indeed, as (Nodelman (2008) explains, “adults commonly
believed children need ... protection, both from knowledge and from experience. From this
point of view CL exists in order to offer children this protection, to exclude things they ought
not to know about” (p. 158). The Australian perspective on gatekeeping often resembled
the view discussed in the English academic literature, namely, “why show things as they
actually exist, some adults will ask; the adult role is not at all to show children what actually
exists, but to protect children and their presumed innocence from that reality for as long as
possible” (Mercier, 2011, p. 201). Consequently, Australian participants generally perceived
themselves as guardians — protectors responsible for a child’s emotional comfort — whose
role was to ensure that children are not scared or upset. The Ukrainian participants agreed
with their Australian counterpart and said that, indeed, adults must protect children.
However, their views on what children should be protected from differed. The majority of
Ukrainian participants were convinced that children must know the truth even if the truth is
upsetting, and that children should be protected from ignorance, not from truth. Indeed, as
Nodelman & Reimer (2003) say “in trying to protect children, however, these
[overprotective] adults may well be doing more harm than good ... ignorance is always likely
to do more harm than knowledge can” (p. 102). Thus, the Ukrainian participants perceived
themselves, in general, as guardians of child readers who care about the child’s social, moral
and emotional development. One of the possible explanations is that the Ukrainian
participants favoured family reading over classroom discussions. As a result, the argument
for them would be that if certain scenes in a book upset children, their parents would be
there to comfort and console them as well as to tailor the interpretation of fictional violence
in accordance with the children’s sensitivity. However, the parents or other guardians were

also expected to explain to a child why a particular scene is significant from the socio-
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cultural or ethical point of view. This is understandable if one takes into account that “the
significance deduced from a text — its theme, moral, insight into behaviour and so on — is
never without an ideological dimension or connotation” (Stephens, 1992, p. 2).
Consequently, books written for children often contain both obvious and “less obvious
social and ethical ideologies” (Stephens 1992, p. 3). The picturebooks representing violence
might convey more nuanced and less obvious ideologies and require more interpretive work
from the readers; however, it seems that the Ukrainian gatekeepers believed it was
important to explain those nuanced messages even to young children. This finding is
important because it challenges the common belief that adult gatekeepers simply limit the
child’s access to certain books; it demonstrates that actually gatekeepers act in more subtle
and complex ways and that the ways in which they protect children strongly depend on
culture. Also, this finding suggests that Ukrainian and Australian gatekeepers have different
views about the responsibilities of schools and of families when it comes to reading
controversial picturebooks.

The interviewed gatekeepers described a number of strategies they used to curate
books and supervise children’s access to books. In Australia, picturebooks representing
violence were tagged as senior and sometimes placed on shelves with limited access or on
hidden shelves. In Ukraine, picturebooks representing violence were available on open
access shelves. However, these books were moved to limited access shelves if they
triggered public disapproval. Gatekeepers from both countries claimed they would give a
controversial picturebook to a young child only with explicit parental permission. However,
the Australian participants seemed to be slightly more protective and would require
parental permission even for upper-primary- school children, while the Ukrainian teachers
and librarians would not. The reason for this might be that in countries like Australia,
librarians may be fired because of parent complaints (Booth, 2011). In Australia, the books
were expected to be discussed with a group of children in a classroom. Several Australian
participants said that a safe and empathetic environment is essential for such discussions. In
Ukraine, one-to-one conversations with children were preferred to group discussions.
Parents were expected to help children to choose books, to discuss books with children and
to ensure children could cope with the topic mentally and emotionally.

The participants from Australia and Ukraine interviewed for the study did not

perceive themselves as censors. They explained that they simply supervised a child’s access
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to books and curated books. Most often they would not limit access to books entirely. The
Australian participants generally claimed that due to school policies, topics like suicide could
be avoided in the recommended reading lists and would not be discussed in a classroom;
however, books on this topic and other sensitive topics were still available on limited access
shelves and given on request. Although the Australians did not like the idea of censorship,
some of the research participants said they sometimes had to censor picturebooks with
disturbing topics to protect children.

In Ukraine, censorship or limiting a child’s access to books was often perceived as
unwanted structural violence. This cultural difference can be explained by historical and
political reasons. The Ukrainian participants were likely to perceive censorship as structural
violence and as an extremely negative phenomenon due to the Ukrainian history (see
Valuev Circular and Ems Decree in Section 1.7.2.) and because “censorship is forbidden”
[“ueH3ypa 3abopoHeHa”] (Ukrainian Constitution. art. | § 15) by the Ukrainian Constitution.
For this reason, the word censorship is highly likely to be associated with political censorship
in Ukraine. Therefore, even if the Ukrainian participants limited children’s access to
controversial picturebooks in exceptional cases, they were not likely to use the terms censor
or censorship to refer to their actions.

To conclude, the study showed that the interviewed teachers and librarians acted as
the main gatekeepers of CL and the guardians of child readers in educational settings. They
decided on the age-appropriateness of a book, curated books, supervised children’s access
to books, read to children, and facilitated the discussion of controversial books with
children. In Australia, the interviewed teachers and librarians were responsible for selecting
books for the library collection and for curating books; however, they believed that they
shared their guardianship responsibilities with parents and parental approval was sought if a
child wanted to borrow a picturebook representing violence. When reading books to and
with children, the Australian teachers and librarians perceived their role as guides and
facilitators of group discussion. They also felt they were responsible for ensuring that
children were comfortable with the content.

In Ukraine, the interviewed teachers and librarians also perceived themselves as
book selectors, curators, gatekeepers and young readers’ guardians. In addition, the
librarians believed that their major role was to recommend books to both children and

parents. The parental role in selecting appropriate reading for their children and explaining
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any controversial moments was seen as paramount. Finally, most Ukrainian research
participants believed that their role was to explain the moral of the story to children and
interpret violence for them. In contrast to Australia, one-to-one conversations were
favoured over group discussions. The novelty of these findings is in showing that the
gatekeepers’ roles are complex and unique for each cultural context. Not only do
gatekeepers want to protect children; they also consider a wide range of risks and benefits
when selecting books. Their aim is to ensure that children are safe, but also educated and
well-informed, as well as morally and emotionally developed.

Gatekeepers in both countries employed a complex process of decision making to
select picturebooks suitable for young readers. The process included three dimensions:
child-centred, book-centred and contextual elements. The three dimensions complemented
each other and usually a gatekeeper considered all three dimensions when deciding on an
age-appropriateness of a picturebooks. However, individual gatekeepers paid attention to

slightly different aspects within each dimension.

5.2. Thinking of the Young Readers: Frightening and Upsetting

Fictional Violence

RQ: What categories of ideal child readers are constructed by gatekeepers of children’s

literature in the context of reading picturebooks representing violence?

The Child-centred dimension is one of the three dimensions in a decision-making process
undertaken by gatekeepers to select appropriate and useful books for children. To follow a
child-oriented approach is a well-established practice in education. Dewey believed that a
teacher must know children well before teaching them anything (Mooney, 2000). This idea
can be translated into the relationship between the young readers and the gatekeepers: the
gatekeeper should know a child before recommending or reading them a book.

Picturebook selection at schools and public libraries is a process driven by a
gatekeeper’s desire to attend to the educational needs, interests and emotional wellbeing

of young readers in accordance with their age. The research participants believed that, up
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until a certain age, young children are not ready to comprehend certain topics mentally and
emotionally. This belief resonates with extensive research on the stages of a child’s physical,
mental and moral development (Coles, 2000; Erikson, 1950; Forman, 1983; Piaget, 1950,
1955). In fact, the age groups indicated by the participants are rather similar to those
described by Erikson and Piaget. The current study confirms that traditional beliefs about
children’s development have remained strong in Australia and Ukraine. Furthermore,
previous research in the field of librarianship states that the criteria for selecting books and
developing children’s and youth library collections are “age, ability, educational needs, and
reading interests” (Rothbauer et al., 2010, p. 137). The current study reveals that
gatekeepers in both countries generally take not only their own educational values, but also
readers’ preferences into account. Where controversial CL is concerned, the two defining
criteria that gatekeepers apply are the maturity and sensitivity of the child readers.
Maturity is a concept used by participants to refer to a child’s age, experience and
mental ability to comprehend complex matters. Most research participants believed that
picturebooks representing violence often included abstract and complex ideas, and
consequently, young readers were expected to be mature enough to understand the
meanings conveyed by words and images. Indeed, as Heins (2007) pinpoints, children are
believed to be “insufficiently mature or socialised to understand and resist the ideas that a
majority of adults think are not good for them” (p. 12). By contrast, Evans (2015) claims that
“the maturity shown by children as they read, think about and respond to challenging texts
is often quite amazing; they can cope with and respond to both real-life and picturebook
problems in a manner that adults frequently have found almost unbelievable” (p. 7). It
should be noted, however, that Evans did her research with children who were 9 years old.
The majority of Australian and Ukrainian participants in this research generally believed
children to be mature enough to understand complex ideas at the age of 8 and older.
Children’s sensitivity was another marker for deciding whether books were
appropriate for readers. Teachers and librarians were concerned about the emotional
responses of young readers to picturebooks. Many reported that, before recommending a
particular book, they would want to know if the child possessed the resilience and
emotional intelligence skills to cope with challenging topics. In Ukraine, a child’s sensitivity
was seen as an aspect of the child’s personality. As a result, gatekeepers believed that some

children enjoy being scared by horror books and should have the right to access these books
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once they were mature enough (often at the age of 7, when the abstract thinking skills were

developed or at the older age).

Ukrainian participants also believed that children must know the truth about reality,
even if reality was upsetting. They implied that picturebooks representing violence could be
used to teach emotional intelligence, empathy and compassion. Their views were in line
with those of Kokkola (2018), who states that learning to read characters’ emotions by
looking at their face expressions, body posture, words and actions allows reader to practice
emotional intelligence skills safely. After all, readers may use fictional characters “to
practice new emotional situations” (Vermeule, 2012, p. xii). Furthermore, when a reader
observes the emotional states of fictional characters, emotional literacy is being developed
and empathy is being trained; in this case, empathy refers to “the ability to understand and
respect other people’s feelings” (Nikolajeva, 2018, p. 83).

In Australia, it was believed that sensitive readers are children who experienced
trauma or other upsetting events in the past. Trauma is a psychological response to an
event which “results from an event that an individual interprets as severely threatening or
harmful to her or her emotional or physical well-being that produces persistent
impairments” (Simon, 2020 et al., p. 3) Consequently, the research participants often
explained that it was better to protect all children from disturbing topics up until a certain
age, and to keep protecting the sensitive readers for as long as necessary. Although the
Australian participants generally believed that children should not be upset, they agreed
that picturebooks representing violence could be used to teach empathy and compassion.

Children’s levels of maturity and sensitivity were used as the cornerstones to
construct four categories of ideal children who read picturebooks representing violence:
naive, scared, troubled, and accomplished readers. Although the participants did not
explicitly say they categorised children in this way, their beliefs and opinions about children
could be conceptualised as these types of readers. Naive and accomplished readers were
less sensitive about reading picturebooks representing violence than scared and troubled
readers. Troubled and accomplished readers were perceived as more mature. The age limits
were flexible. Naive readers were likely to be less than 7 years old; scared readers were
usually younger than 12; troubled readers were likely to be more than 7, and accomplished

readers were often older than 12. However, the borders between age categories were
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flexible; each induvial child had their own levels of maturity and sensitivity. Furthermore,
the same child could act as a scared or troubled reader when reading one book and as a
naive or accomplished reader when reading another. These categories are useful for
explaining how gatekeepers perceived young readers and how they wanted to guide and
supervise those readers in accordance with their perceptions.

Very young children who were willing to read scary or controversial stories, but were
unlikely to be affected by them, were perceived by gatekeepers as naive readers. Some
Australian participants said in some cases such children would not even notice the violence
in the story; if they did notice it, they would not understand its meaning and the scene
would not give them nightmares. Likewise, some Ukrainian participants emphasised that
not only did some children have no fear of scary tales, but they actually enjoyed the
frightening elements in the narratives. The majority of Australian and Ukrainian participants
believed that if children did not have enough knowledge or experience to understand a
situation, they would not see it as violent; therefore, it would be appropriate to show the
book to children. The children would be blissfully ignorant and unaffected by the story.
Similar reasoning can be found in academic literature. Evans (2015) claims that lack of
personal experience actually makes it easier for young readers to cope with difficult
problems described in picturebooks. She gives an example of a 9-year-old girl and an 89-
year-old veteran reading the same picturebook about the Holocaust and responding to it
differently. At the same time, the alternative view was also present. Some Australian and
Ukrainian participants believed that naive readers have to be protected precisely because
they are ignorant and innocent. Their argument was as follows: if children do not possess
enough knowledge and experience to understand the situation, they should not be shown
the book; they are not ready for this material yet. The idea of protecting immature youth
can be traced back to the 17t century. Heins (2007) follows Ariés’s landmark work Centuries
of Childhood (1962) in pointing out that approaches to child-rearing and education changed
dramatically from the 17t century onward. Children started to be perceived as sexually
innocent and in need for protection. For example, the statutory ages of sexual consent
changed from 10 or 12 to 14, 16, 18, or 21 in certain states of the USA by the end of the 19t
century (Heins 2007, p. 26). Although Heins’s research is concerned with censoring sexually
explicit material, and not with violence, it is clear that there is a connection. The change in

perceiving children and childhood has had implications for beliefs concerning what children
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should and should not read. One way to protect immature minds is, arguably, to take care
of a child’s emotional wellbeing by controlling what they do and do not read.

Scared readers can be perceived as sensitive and vulnerable counterparts of naive
readers. The concept can be compared and contrasted with Jean-Jacques Rousseau’s idea of
the natural child. Booth (2011) explains that because the natural child was expected to be
innocent and vulnerable, censorship in CL takes its beginning precisely when adults start to
believe that books can be harmful and children need to be protected. The participants in the
present study explained that if the child was afraid of the story, they would protect them by
altering events in the story or by stopping reading the book. It was believed that very young
children might not be able to understand the difference between reality and fiction.
Therefore, if some characters were harming others or being harmed themselves, the child-
reader was likely to be scared. Current research shows that children older than 3
understand the difference between reality and fiction and if they are not encouraged by
adults to believe in fictional characters (e.g., Santa Claus), most probably they will not
(Carick & Quas, 2006; Sharon & Wooley, 2004). Furthermore, if the story present events
which evoke negative emotions, young children are more likely to believe that the entire
story is fictional and it never took place in reality. It is said that “when the fantasy elicits fear
or negative arousal, [3 to 5 years old] children shift their attention back to the information’s
origin to remind themselves that the information is not real. Such attentional shifting serves
to reduce children’s arousal” (Carick & Quas, 2006, p. 1258). Meanwhile, the fear of
frightening little children when reading a book is a well-documented phenomenon; such
fear may lead to more careful book selection or even censorship. For example, Stephan
Prickett described the reading experience of British poet Samuel Taylor Coleridge, born in

1772, like this:

At six years old he had read Robinson Crusoe and turned to the Arabian Nights,
which so frightened him that he was, he tells us, “haunted by spectres”
whenever he was alone in the dark. His father was so alarmed by the effects of
this precocious reading that he confiscated all his son’s books of fairy-stories and

burned them. (Prickett, 2004, p. 174)
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Another account of censoring a book for the reason that it might frighten a young
reader is described by Lurie (1990) who noted that Where the Wild Things Are by Maurice
Sendak, a picturebook implying emotional violence, was perceived by adults as too
frightening. Lurie askes, “frightening for whom?” (p. 14). Her question remains relevant.
Evans (2015) attempts to answer it by stating that “responding to challenging and
controversial picture books is not something that children are afraid of. It is more likely to
be adults - parents, teachers and carers - who are unwilling, indeed incapable of making
relevant, mature responses” (p. xi). The current study confirms that some adults might feel
unprepared to read scary tales to very young children. This is understandable. As mentioned
earlier, children of the same age might response to the same book differently depending on
their personality: some will act as naive readers and will not be affected, others will be
frightened. Furthermore, the same child might respond to picturebooks representing
distinct types of violence differently depending on their personal experience with violence.

Troubled readers were another category of child-readers who appeared to be in
need for protection. Most of the time, it was believed that children who are 7-8 years old or
older were ready to comprehend abstract ideas and to emotionally cope with fictional acts
of violence (e.g., one character killing another). However, if the individual level of sensitivity
to certain topics was high, it was believed the readers could be worried, distressed or
troubled by reading a picturebook representing violence. To decide if the reader is sensitive
or not, the participants would consider readers’ personality traits (the majority of Ukrainian
participants) and their experiences with violence (the majority of Australian participants). A
few participants suggested that reading and discussing picturebooks representing violence
might serve as a strategy for overcoming traumatic experience and could be beneficial for
troubled readers. The experience of using picturebooks representing violence to work with
trauma is comparatively new. However, there is some evidence in literature that
professionals successfully use folk and fairy tales during therapy sessions with traumatised
children (Aleksandr Mendoza, 2018; Fernandes et al., 2020; Walters, 2017). Picturebooks
representing violence may be used for the same purpose. For instance, Bjorvand (2010)
describes the case of Angry Man (2003), a Norwegian picturebook representing domestic
violence, which was written by the family counselor Oivind Aschjem as a part of a project
titled “Alternative to Violence”. The scholar explains that the book is suitable for therapy

with children who experience domestic violence and for their families.
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One more category of young readers of picturebooks representing violence is that of
accomplished readers. Accomplished readers are mature enough, able to manage emotions
without external help and to absorb socio-cultural values through reading complex and
challenging stories. Readers may become accomplished by engaging with CL which gradually

prepares them for more challenging and ambiguous topics. Hintz (2020) explains that:

The history of children’s literature reflects this ongoing tension between
children’s books preserving and promoting a ‘childlike’ quality, and
children’s books as a way to push children towards adulthood. There has
always been a strand of children’s literature that does not seek to enable the
child ‘to be a child’ but to move him or her as quickly as possible into a state

of maturity. (Hintz, 2020, p. 44)

Books promoting childlike traits are, presumably, picturebooks accompanied by
child-friendly illustrations and portraying no death, violence or sex, whereas, books that
guide children into a state of maturity are those that explore controversial and challenging
topics. Folktales can be a good example of the latter. Stephens (2010b) claims that folktales
can prepare children for adult life; characters who engage in questionable behaviour,
including violence and deception, may be a metaphor for people whom the child will

encounter later in life:

The hero’s journey, whether physical or symbolic, is a rite of passage through
which the self may evolve. [In the Jack and the Beanstalk,] Jack’s three trips to
the ogre’s castle, for example, may be seen as symbolic indicators of
maturation: on the first, he steals a bag of gold to meet an immediate need; on
the second, he steals a suitable investment, the hen that lays golden eggs, and
on the third visit, inspired more by curiosity than need, he steals a cultural
artefact, the golden harp. Thus, the plenitude which is the expected outcome of
a folktale hero’s adventure seems to be shaped as a developmental process.

(177-178)
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Unlike scared readers who could be afraid of the giant, or troubled readers who
might read the text literally and feel sorry for the giant who was robbed and murdered,
accomplished readers would be able to understand the metaphorical layer of the story.
Listening to texts like Jack and the Beanstalk children develop an ability to recognise the
metaphors, allegories and other figurative language used in tales, poetry and other genres
adopted by picturebooks. Despite the potential benefits gained from developing abstract
thinking skills, some visual and verbal representations of violence are still perceived by
gatekeepers as inappropriate for children; however, such decision is a complex interpretive
act, not a prohibition.

When making the observations that enabled me to see them as constructing four
categories of ideal reader, the gatekeepers mostly focused on such emotions as fear,
anxiety and sadness. This partially reflects the views found in academic literature. Booth
(2011) explains that teachers and librarians “censor material to avoid frightening or
saddening children, or to avoid introducing controversy into their classroom” (p. 28).
Although the participants of the study mostly disagreed with the idea that they were
censoring, they certainly linked controversial topics in books to the emergence of negative
emotions in readers. The risk of scaring or upsetting a young reader was a common concern,
and it was found across both of the discussed cultures. However, the responses of the
Australian and Ukrainian gatekeepers differed. The Australian participants usually preferred
to avoid evoking negative emotions at any cost. Indeed, scholars suggest that readers may
identify with a traumatising event as a result of seeing its representation in art, literature
and mass media (Kaplan, 2005; Weissman, 2004), and this might have been a concern for
the Australian participants. The Ukrainian participants, on the other hand, believed that
some children might enjoy reading scary stories for the same reasons adults do: to
experience the pleasure of the sublime where “the pain of terror is lost in amazement ...
[and where] the terrible [is] joined with the marvellous” (Aikin, 2004 [1773], p. 32-33).
Furthermore, some Ukrainian participants believed that the benefits of gaining new
knowledge and fostering emotional intelligence outweighed the risk of upsetting children.

Landsberg (2003) says that although it is possible to form prosthetic memories of
traumatic events which a person has not lived through by watching movies, reading books
or engaging with other types of mass media, the prosthetic memories actually may “help to

condition how an individual thinks about the world, and might be instrumental in generating
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empathy and articulating an ethical relation to the other” (p. 149). Therefore, reading about
characters going through challenging events might have a positive outcome. Coats (2004)
reminds us that “the only way we come to make sense of the world is through the stories
we are told. They pattern the world we have fallen into, effectively replacing its terrors and
inconsistencies with structured images that assure us of its manageability” (p. 1). Therefore,
child readers who feel upset about a character’s tribulations might learn how to empathise
and might gain a better understanding of the world.

Not only children’s emotions influenced gatekeepers’ decisions. Their own emotions
impacted the decision-making process too. Whereas fear and sadness were perceived as
emotions experienced by children reading disturbing picturebooks, disgust and anger were
emotions sometimes experienced by the gatekeepers. One Australian participant said she
would not recommend a book describing a boy eating himself (self-inflicted violence)
because she found it disgusting. In addition, some Ukrainian participants said that the
illustration representing a fight scene in Blossom Possum (2006) was ugly, unpleasant and
repulsive. Previous research shows that disgust intensifies the amplitude of moral
judgement; consequently, people who feel disgust are more likely to condemn the morally
ambiguous behaviour which evokes that sensation (lvan, 2015; Schnall et al., 2008). The
research also shows that if a situation involves harm and injustice, the observer’s moral
judgement is influenced by anger (Cannon et al., 2011; Hutcherson & Gross, 2011). Indeed,
the Australian and the Ukrainian participants mentioned that some picturebooks
representing violence caused parents to feel anger, and to object against their children
reading the picturebooks. Disgust and anger lead to different results. Hutcherson and Gross
(2011) explained that anger usually motivates people to take an action (to stop the offender
and to protect the victim), whereas disgust often results in withdrawal from the offensive
situation and avoidance of it. Moreover, the effect of anger could be mitigated by apologies,
whereas the effect of moral disgust was often long-lasting and could influence a person’s
moral judgement irreversibly. These studies have implications for my research: gatekeepers
of CL were preoccupied with the emotional response of child readers; however, they
themselves were influenced by such emotions as disgust and anger when judging

picturebooks representing violence.
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5.3. Magic of Words and Pictures: Safe, Justified and Gratuitous

Fictional Violence

RQ: What are the defining features of a picturebook representing violence that influence

gatekeepers’ decisions about its age-appropriateness?

The book-centred dimension of the decision-making process accompanying gatekeepers’
choices of books for children complemented the child-centred dimension. To select
appropriate picturebooks, the interviewed teachers and librarians paid attention to such
picturebook features as genre, characters, settings and illustrations — all of which possessed
a certain level of fictionality. In addition to these features, the gatekeepers evaluated the
amount and purpose of violence in the picturebooks under consideration. Finally, the
presence or absence of a happy ending also influenced the gatekeepers’ perceptions:
fictional violence was seen as palatable if the story left room for hope and conveyed an
important moral message.

The level of fictionality was among the major factors influencing the decision about
the palatability of a picturebook representing violence. If participants believed that the story
might be perceived by child readers as entirely fictional, unreal and impossible, the violence
in the story would be seen as palatable. After all, if the entire story is a fiction, then violence
is a fantasy as well. Fictionality would manifest itself through styles of writing and drawing
as well as through the choice of genre, characters, settings and the connection to
contemporary or historical events. Picturebooks representing violence were more likely to
be seen as a useful reading if they depicted a fictional reality with imaginary settings and
characters. For example, fictional adventures with colourful dragons, magical castles, poetic
language and elements of violence could be seen as acceptable by gatekeepers, whereas
realistic books about war with bleak and naturalistic illustrations would usually by
considered to be inappropriate for young readers. Hollindale (1974) explains that realistic
books depicting violence are much more harmful for young readers than entirely fictional
books. To support his claim, he uses examples of such war novels for adults as The Scourge

of the Swastika and The Knights of Bushido by Lord Russell and says:
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The boys | taught who had read these books were chiefly interested in the
details of near-naked figures being whipped or racked or otherwise tortured
and mutilated. Far from being indignant about it all, they were intrigued and
stimulated by the sub-human behaviour these exhibited. It is perfectly
common for adolescent boys to indulge in fantasies of violence, and for most
boys such books provide a harmless if gruesome excitement which will soon
give place to more innocent and practical carnalities. For a few, however, they
are an experience of sado-masochistic relish which may lastingly inhibit sexual

and emotional growth. (Hollindale, 1974, pp. 20-21)

Moreover, Hollindale contrasts these two novels with the James Bond series by lan
Fleming, claiming that the latter would not be harmful. He explains, “The difference is that
Fleming’s amiable folk tales are fiction: they take place in a meticulously documented
nowhere which existed only in Fleming’s curious imagination. | would not recommend the
James Bond books, but | would not proscribe them either” (Hollindale, 1974, p. 21). His
explanation is also an example of adult’s response to violence in books: realistic and explicit
representations of violence are censored, and fictional violence may be silenced.

The level of fictionality in illustrations was considered too. The participants paid
attention to the style of drawing, the visual representation of settings and the appearance
of characters — factors which could create a sense of familiarity or alienation in the reader.
For example, an abstract character positioned on white space with hardly any setting would
look more fictional than realistically drawn characters within detailed naturalistic settings
representing a concrete time and place. If the illustration looks very abstract or minimalistic,
the level of alienation is usually higher (Painter et al., 2013), which means the reader is less
likely to treat characters as real individuals and feel empathy toward them. Consequently,
an act of violence against an abstract and highly fictional character seems to be more
palatable than the same act against a realistic character.

Although several participants thought young children are incapable of understanding
metaphor, research says that the opposite is true. “Symbolic language is something that a
young child seems to understand almost viscerally; metaphoric speech is the child’s own
speech” (p. 18), says Yolen (1981), referring to the fact that children themselves play games

in which reality is constantly transformed by their imagination while they know the
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difference between the two. Similarly, Nikolajeva (2002) says, “children’s fiction is basically
about play. It can be serious and dangerous play, involving killing dragons in a faraway
mythical world, but young characters are inevitably brought back to the security of home
and the protection of adults” (p. 206). Current research in psychology confirms that
children, indeed, understand that reality and fiction (e.g., games, fairy tale characters) have
different properties in comparison to reality. In fact, children start noticing a distinction
between fiction and reality as early as at the age of 3 despite the old belief that this
happens for most children around the age of 12 (Wooley & Ghossainy, 2013). Therefore,
even if children choose to play games and pretend they believe in their fantasy creations,
they usually understand that fiction and reality are not the same.

Genre expectations influence the perception of violence too. The genres of CL that
work with highly fictional and imaginary reality (e.g., fairy tales) usually can afford a greater
scale of violence than more realistic genres (e.g., realistic novels). The majority of Australian
and Ukrainian participants agreed that fictional violence appears to be safer in picturebooks
with stories written in genres like fantasy, fairy tales, legends or myths in contrast to
fictional violence in picturebooks with lower levels of fictionality such as realistic stories.
Stories depicting the historical past tend to be treated as mostly realistic stories that have a
medium level of fictionality. On the one hand, historical events were perceived as distant; it
was impossible that they should happen today; they were therefore safe. On the other
hand, picturebooks representing historical events often had dark and gloomy illustrations
drawn in a naturalistic style. Furthermore, their realistic plots could seem to be believable
and therefore frightening or upsetting. Australian participants expected fairy tales to be
brutal and violent. However, such fictional violence in fairy tales still did not look extremely
horrifying to the majority of participants.

The fictional reality of fairy tales might look safer to some gatekeepers because
ethical and moral problems usually have a single clear solution in the imaginary world: there
is good and there is evil; nothing exists between good and evil; good must triumph and evil
must be punished. Realistic literature presents its readers with a more complex, ambiguous
and unpredictable world where right and wrong are contextual. Indeed, recognising a non-
binary nature of the world with its ambiguity and complexity is a marker of maturity. As a
result, the binary frame makes fictional violence to be more suitable for mature readers. As

Mercier (2011) notes, the idea that a young reader must accept the ambiguity of realistic

281



characters, none of whom deserve triumph or punishment, “troubles some gatekeepers—
and delights others—as readers of realistic fiction move out of adult mediation, away from
protection, away from innocence” (p. 201). Consequently, any fictional work where reality is
simplified to good versus evil seems to be tolerated by gatekeepers even if this work
represents violence.

Often the contrast between good and evil is represented through typical
antagonists. In Western literature these may, for example, be a wolf and a dragon: a wolf in
fairy tales is often expected to be punished for being bad, and a dragon in myths and
legends is expected to be killed by a human hero. Reading about violence against the wolf
or the dragon can be considered to be therapeutic rather than traumatising. The act of
punishing the wolf for his wrongdoing is an act of justice, and, at the same time, it signals
the narrative’s disapproval of characteristics which the wolf represents. Ghosh (2015) notes
that the wolf in Western fairy tales has been an embodiment of cruelty, deception, “fear,
threat and danger” (p. 205). The Australian participants of this study confirmed that adults
and children expect a wolf to be a baddy and to be punished, abused or even killed. The
Ukrainian participants often said they felt pity for the wolf because he is a carnivorous
animal and it is unfair to punish him for who he is. Killing a dragon, on the other hand, was
approved by both Australian and Ukrainian participants. It was perceived as a symbolic act
of gaining freedom from oppression and an opportunity for a hero to face some danger.
Cashdan (1999) explains that the witch, or any similar character, must die to empower
children and to help them to develop their moral compass. It is said that often fairy tales
encourage children to overcome such vices as vanity, envy, greed, deceit, greed and others
by the symbolic act of killing a negative character representing those traits. Therefore, the
act of killing a dragon could be interpreted as a victory of courage and humanity over greed
and other vices associated with negative characters.

Furthermore, the purpose that was served by the fictional violence played a role in
determining gatekeepers’ judgement of it. If an act of violence served to defend one’s life,
one’s land or one’s community, it was perceived as justifiable. Hamby (2017) argues that an
act can be perceived as violent only if it is harmful, unwanted, intentional and nonessential.
Likewise, what gatekeepers saw as an essential act of self-defence was seldom seen as
violence (or, at least, unnecessary violence) by the research participants. By contrast,

violence for violence’s sake was seen as gratuitous and inappropriate.
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Many participants stated that visual and verbal representations of violence were
equally important when deciding if the picturebook should be read by a child. Seeing words
and pictures as equally valuable for interpreting the story has been a recognised practice in
CL criticism (Arizpe & Styles, 2016; Nikolajeva & Scott, 2006; Nikolajeva, 2010; Nodelman et
al., 2017; Pantaleo, 2008). The illustrations were perceived by the participants as very
important because they could convey their meanings to the reader immediately. It has been
argued that to interpret an illustration, one should consider a number of its features,
including the representations of characters, their actions and the settings, as well as colours,
shadows, lines, shapes, sizes, perspective, frames and text blocks (De Silva & Gaudin, 2011;
Painter et al., 2013). When looking at illustrations representing violence in picturebooks, the
research participants commented on only some elements of the visual representations. The
defining features which would allow them to distinguish child-friendly illustrations from
others were colour, style of drawing, settings and the appearance of the characters,
especially their body position and face expressions. In some cases, the participants would
comment on the illustrator’s use of light and shadow, and on the size of the characters. An
extremely realistic style of drawing was seen as too difficult to digest for young child
readers. Painter et al. (2013) confirm this idea, explaining that very young children are
better at comprehending a minimalist style of drawing (e.g., Dr Seuss) than a naturalistic
style (e.g., My Mother’s Eyes (2011)). By naturalistic is meant a style of drawing that is
three-dimensional, involves the depiction of shadow and represents the complex emotions
of characters. The colours, shadows, body positions and face expressions of the characters,
clearly, set the mood in the picturebooks discussed.

The participants seemed to be rather troubled if an illustration depicting violence
was painted in dark, grim and pessimistic colours, with many shadows, and if it showed
characters displaying aggressive body language. These features were perceived as suitable
only for mature readers. The term mature illustrations was coined by the participants to
describe dark, unpleasant or even ugly images drawn in realistic style that featured negative
face expressions of the characters. Conversely, illustrations drawn in a cartoonish style
utilising light, vivid and bright colours and featuring smiling characters were perceived as
child-friendly. Salisbury and Styles (2012) also note that publishers believe bright and vivid

illustrations to be the most suitable for children; however, there is no empirical evidence to
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support this claim (p. 113). At the same time, the observation that gatekeepers perceive
dark and realistic illustrations as not very suitable for children is novel.

Finally, one of the prominent themes that emerged from the data was gatekeepers’
belief that CL should give hope, and that if a story finishes with a happy ending, then the
presence of violence is no longer an issue. In genres like fairy tales, the endings are usually
happy because everyone’s happiness depends on one single condition (Chesterton, 1908).
For example, a princess has to guess a name of a little dwarf, and then all the unhappiness
can be easily eliminated by one action such as killing a dragon. Furthermore, Nodelman
explains that happy ending is an expected feature of CL, and “since a happy ending
inevitably implies an optimistic view of reality, children’s literature is characteristically
hopeful and optimistic in tone” (Nodelman, 2008, p. 216). This way hope and happy endings
are closely related in children’s fiction; this study shows that both hope and happy ending

were perceived as antidotes against fictional violence.

5.4. Power of Context: Invisible and Horrifying Fictional Violence

RQ: What are the differences and similarities between gatekeepers’ perceptions of fictional
violence in picturebooks in Australia and Ukraine? What is the role of culture when judging

violence in picturebooks?

The child-centred and book-centred dimensions of gatekeepers’ decision-making processes
as they select books is complemented by a contextual dimension, because gatekeepers’
decisions are also influenced by culturally specific contexts as well as the contexts where
books are created, read and discussed. The research project brought to light two important
ways in which culture influences perceptions of violence in children’s picturebooks. First, if
the stories representing violence are a part of folklore, violence can appear to be invisible.
Second, if the stories touch upon culturally specific taboos, fictional violence can appear as
horrifying and unacceptable. In addition to cultural influence, the contextual elements
include book reviews, book awards, interviews, school policies, curricula, parental

involvement and others.
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The visibility of violence in the story was considered to be important by research
participants. If violence was invisible, hidden or implicit, the majority of participants would
not object to reading the book to children. The Ukrainian participants often believed that
violence in fairy tales was invisible. The Australian participants held similar views about
some picturebooks which can be regarded as British and Australian classics. However, when
| presented the Ukrainian participants with a classical British picturebook loved by
Australian participants (Not Now, Bernard), and the Australian participants with some
Ukrainian fairy tales (“Kotyhoroshko”), many of them were horrified by the examples from
the other culture. These two cases require some discussion.

Not Now, Bernard (1980) by David McKee, a British picturebook well known in
Australia, was seen as hilarious in Australia and as horrifying and highly inappropriate in
Ukraine. The difference in the Australian and the Ukrainian in responses can be explained as
a consequence of the different historical memories of the two cultural communities. The
Ukrainian participants were likely to inherit a memoryscape (Starovoyt, 2015) or collective
memory of the Holodomor, also known as the Ukrainian Great Famine of 1932-1933, the
artificial hunger caused by Soviet Union governmental policies and leading to mass
starvation of Ukrainian peasants (Plokhy, 2015-2016). In 1933, peasants were deprived of
food and of any opportunity to leave their village to search food elsewhere; as a result,
millions starved to death (Marples, 2012). In some cases, starving people would eat grass,
rats or animals which had died of disease (Melnychuk, 2012); in some exceptional cases,
they would eat dead human bodies (Stasiuk, 2021). This historical event is described as the
time when “the Ukrainians faced a slow, painful death and witnessed loved ones
undergoing the same agonising deterioration. Survivors spoke of watching loved ones die
and knowing they face the same fate. It was terrifying” (Melnychuk, 2012, p. 46). Thus, the
extremely negative response of the Ukrainian participants to Not Now, Bernard (1980) could
be attributed to the collective trauma (Starovoyt, 2015). The act of the monster eating
Bernard could be seen to resemble the actions of desperate or mentally ill people who ate
human flesh in 1932-1933. The Australian participants had mostly neutral or positive
responses because for them Not Now, Bernard followed a familiar genre convention of
stories about monsters. Perhaps the Australians associated the episode where Bernard was

eaten by a monster with Roald Dahl’s stories about monsters eating children, or other
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similar fictional tales. The interpretation of this literary motif has been explained in the

following way:

Roald Dahl describes all the creatures that eat children. In this he touches that
exciting, mythical world of fairy story in which people like to be frightened, up to
the point, frightened for pleasure, for fear of reality. Eating is both a motif and a
device ... For the first few pages of The Enormous Crocodile he [Dahl] goes on
about how children are 'juicy and yummy, luscious and muschious’ ... And the
more he goes on, the more secure is the reader’s sense that it’s just a story.

(Cullingford, 1998, p. 214)

Because the Australian participants thought that monsters could exist in fiction only,
they did not have the same emotional response as their Ukrainian colleagues. Instead, many
Australian participants thought the story was funny because of its absurdity and fictionality.
Very few Ukrainian participants perceived the story in the same way.

Fairy tales were perceived by the Ukrainian participants as safe and suitable for very
young readers; elements of fictional violence in such cases appeared to be invisible. By
contrast, when presented with some Ukrainian fairy tales, most Australian participants said
they would recommend them only to 9 or 10 year and older readers. A vivid example of this
difference was the evaluation of the Ukrainian fairy tale “Kotyhoroshko” (2013), where the
main character kills an evil dragon to save his siblings and sacrifices his calf to feed a magical
bird who rescues him from dying; despite being betrayed by his closest friends and siblings,
he returns home and forgives his wrongdoers. The Ukrainian participants said they had
heard this tale many times and therefore had stopped noticing any violence in it, if there
was any violence in it at all. One participant said it was important to explain children the
importance of sacrificing one’s time, attention, or goods for the benefit of others (see
Section 4.5.1.). By contrast to Not Now, Bernard (1980) which could trigger the unconscious
collective memory of the traumatic past, “Kotyhoroshko” (2013) was more likely to be read
by Ukrainians in light of the “second-generation memory” (Ulanowicz, 2013), which can be
defined as “a form of collective memory that involves an individual’s conscious
incorporation of her elders’ memories of a traumatic past within her own mnemonic

repertoire” (p. 4). Therefore, the oppression, and physical violence against oneself and
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others, all of which were aimed at gaining freedom, could be tolerated by the Ukrainian
gatekeepers due to the Ukrainian history. The Australian participants did not object the act
of killing the dragon; however, they were slightly shocked by all the betrayals and by the
scene where the hero cuts up his calf to feed the bird. This can be explained by the fact that
the Australian participants encounter this story for the first time.

In addition to national culture, the important elements of contextual influence
included school policies, school curricula and library collection development policies. Bucher
and Hinton (2010) list a number of “strategies for selecting quality literature” for young
readers. They state that teachers and librarians judge the appropriateness of the books by
consulting book reviews, checking information about book awards and book lists, using their
own judgement of the books’ literary elements (e.g., plot, characters, settings, theme, point
of view and style) and their knowledge of literary theory (gender and postcolonial issues).
Indeed, similar contextual elements seemed to be significant to my informants when
evaluating picturebooks representing violence in the process of book selection.

Furthermore, when selecting books for children, several participants suggested that
the negative impact of some representations of violence could be mitigated in the process
of reading. First, if parents are reading books to their children, they can use soft and
comforting intonation (see Section 4.7.3.5.). Second, parents, teachers or librarians can help
children to interpret the story by explaining any disturbing moments and answering
children’s questions. Finally, both strategies (soft intonation and discussing the book when
reading) were seen as ways of teaching children empathy and compassion through reading

a picturebook representing violence.

5.5. Summary

This section has discussed the major findings of the study. Several cultural differences
between the Australian and Ukrainian perceptions can be identified. To begin with, the
gatekeeping role of parents and teachers is perceived somewhat differently in Australia and
Ukraine. Gatekeepers from both counties believe they should act as guardians of child
readers and protect young readers. However, in Australia it is generally believed children
should be protected from uncomfortable truths up until certain age, whereas in Ukraine,

the gatekeepers have somewhat contradictory opinions. Some agree with the Australian
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way of protecting child readers, while others say that children should be protected from
ignorance, not from the truth of life. These differences can be linked to the expectation of
the Ukrainian gatekeepers that parents should help teachers and librarians to discuss books
with children. Some participants of the study believed that it is a parental responsibility to
ensure that the child absorbs socio-cultural and moral values from books without feeling
negative emotions: they expected parents to explain the significance of the story to their
children and to comfort them if they become scared or upset.

Furthermore, the Australian and Ukrainian participants had different views on how
to deal with picturebooks which might cause fear or sadness in children. First, the
perception of picturebooks with potentially frightening content differed in Australia and
Ukraine. In Australia, if a book was perceived as potentially evoking fear, the book was
unlikely to be recommended in a library or to be read to children at school. In Ukraine, most
librarians believed that just as adults enjoy reading horrors, some children might like really
scary stories too. Consequently, the librarians were likely to recommend potentially scary
stories to children if they saw that the particular children had a cheerful and resilient
personalities (not anxious and sensitive). In addition, the risk of evoking sadness by reading
a book was handled differently in Australia and Ukraine. The Australian research
participants often said they would avoid upsetting children at all costs and would not
recommend or read a book to a child if they thought the book might upset the child. By
contrast, some Ukrainian participants said children should develop their emotional
intelligence skills; they should learn how to feel sadness, empathy and compassion, and
picturebooks evoking sadness can be a useful tool for this.

Genre expectations of picturebooks representing violence were also different in
Australia and Ukraine. The most significant difference concerned fairy tales and realistic
picturebooks representing war. Fairy tales were generally seen as safe and valuable by
Ukrainian participants because they were believed to be a part of the country’s culture;
violence in fairy tales was often claimed to be invisible. By contrast, many Australian
participants suggested a higher age limit for fairy tale readers, saying that fairy tales are
often brutal and horrifying and that only sanitised versions of fairy tales are suitable for
children. On the other hand, in Australia realistic narratives representing war were said to
be a part of the conventional historic-cultural discourse and therefore generally acceptable

in picturebooks, whereas in Ukraine they were considered to be potentially traumatising.
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Consequently, the age limit for realistic narratives representing war was somewhat lower in
Australian than in Ukraine. Moreover, some Australian participants said they are against
reading those books because of their pacifistic views, and some Ukrainian participants said
they were unlikely to recommend those books to, or read them with children because they
were not sure how the child readers were affected by the contemporary war (e.g., if their
parent had been killed or injured) or what parents had told their children about war.

The interpretation of violence by gatekeepers depended on a number of factors: the
intended readership; levels of fictionality established by genres, characters, settings and
illustrations; the amount, visibility and purpose of the violence represented; the context of
reading; and the cultural backgrounds of the gatekeepers assessing the picturebook. The
palatability of fictional violence can be seen as a continuum with rather appropriate
representations on one end and highly inappropriate ones on the other. More or less
palatable representations of violence include invisible, justifiable (or righteous) and tamed
violence. Representations of violence in picturebooks which gatekeepers judged as
inappropriate often encompassed horrifying, glorified and gratuitous fictional violence.

The novelty of this empirical study is in its exploration of the complex decision-
making process necessary for selecting controversial picturebooks. This study may influence
future research on children reading and discussing picturebooks representing violence.
Furthermore, this study is able to show some significant differences between the ways in
which representatives of Australian and Ukrainian cultures perceive the processes of book

selection, gatekeeping and guardianship in CL.
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Chapter 6: Conclusions

This chapter summarises the major findings of the study, explains how the findings
contribute to the theory of CL research and presents the implications for professional
practice in education. Additionally, the limitations of the study are discussed and the
possibilities for further research are presented. The last section of the chapter is a very brief
overview of the entire study which reiterates the aims, the methods and methodology, the

research questions as well as the conclusions.

6.1. The Major Research Findings

There are six major findings of the study. The first finding focuses on the gatekeepers of CL
in educational settings — teachers, librarians and parents — and reveals some cross-cultural
differences between the Australian and Ukrainian cultures. The second finding explains how
the gatekeepers make their decisions on the age-appropriateness of picturebooks
representing violence. It presents three dimensions of the decision-making process: child-
centred, book-centred and contextual. The third finding explores categories of child readers
constructed by the gatekeepers as they make their decisions. The fourth finding is
concerned with the representations of violence in picturebooks. It shows the features of the
book the gatekeepers pay attention to in the process of selecting useful and appropriate
books for the library, school or home book collections. The fifth finding demonstrates how
context influenced the research participants’ perceptions of fictional violence. The sixth

finding demonstrates subtle differences in picturebook curation in Australia and Ukraine.

6.1.1. Finding 1: Gatekeeping and Guardianship in Educational Settings

The research shows that teachers, librarians and parents act as the main gatekeepers of
picturebooks and the guardians of young readers in educational settings. They make
decisions about the age-appropriateness of books and they curate the picturebooks to
which children have access. Although there are other professionals involved in the process

of gatekeeping (e.g., principals, psychologists, scholars), this study focuses on teachers,
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librarians and parents. The amount of authority each party possesses and the perceived
roles of gatekeepers depend on the cultural context.

The Australian research participants claimed that teachers should select and
recommend books to children because they know their students, they have the necessary
skills to judge the books, and they know how to discuss the story in a helpful manner. They
also believed that the librarians have the power to curate books: children may have open,
limited or supervised assess to bookshelves. In Australia, parental approval is often sought
by both teachers and librarians when working with books representing violence. However,
there is no expectation that parents should discuss those books with children.

The Ukrainian research participants believed that librarians know their readers well
enough to recommend suitable and appropriate books. Furthermore, the role of librarians
in Ukraine often includes recommending books to both children and their parents because
the parents want to actively participate in the process of selecting books. Moreover, the
Ukrainian parents are expected to be the main gatekeepers —to select books and to read
them with children. The librarians said they always warn parents if a picturebook contains a
representation of violence they were aware of. In addition, the librarians mentioned several
cases of parents objecting to their children reading a particular book portraying violence.
Such objections often resulted in removing books from public display in a library. It seems
that teachers’ role in gatekeeping is bigger in Australia, and parental authority, although
present in Australia, might be higher in Ukraine. The data indicates that the librarians are
equally powerful in both contexts, even though their roles differ slightly.

In both cultures, teachers and librarians are perceived as experienced gatekeepers
who have the right to decide on the appropriateness of a picturebook for a certain age. In
Ukraine, many librarians interviewed for the study believed those decisions must be
reviewed by psychologists and counsellors; whereas in Australia, the research participants
often said that a collegial decision can be made simply by involving more teachers or
librarians in the decision-making process. Only a few participants said they regularly consult
the written policy for library collection development. They claimed that such policy is an

ongoing project requiring continuous revisions and improvements.
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6.1.2. Finding 2: Three Dimensions of the Decision-making Process in Selecting Books

Selection of appropriate and useful readings for children is a complex and multi-dimensional
decision-making process. It has at least three dimensions: child-centred, book-centred and
contextual. All these dimensions complement each other; usually a decision about book
appropriateness involves all three dimensions as the gatekeepers take into account their
readers, the book and the context (See Figure 2). Furthermore, each dimension contains
different aspects. This study examines various manifestations of each dimension and its
aspects across Ukrainian and Australian cultures.

The child-centred dimension is manifested through considering the needs and
preferences of an individual reader when selecting and recommending books for young
readers. The choice of picturebook is expected to be suitable for a particular reader or a
group of readers with regards to their unique level of maturity and sensitivity. When
deciding on the age-appropriateness of picturebooks, the participants in both countries
were concerned with children’s emotional wellbeing, as well as with their mental, emotional
and moral development. In addition, the gatekeepers assess potential risks and benefits of
each book for their readers.

The book-centred dimension is concerned with judging text and illustrations. The
ways in which violence is represented impacts the decisions about the appropriateness of
picturebooks for young readers. Picturebooks with dark and mature illustrations are often
not recommended for children younger than 7 by the majority of gatekeepers. The level of
fictionality is important too. Fantasy genres, settings and characters are perceived as safer
and less frightening than realistic picturebooks representing violence. In addition, the
amount, intensity and purpose of the violence are considered. For example, the acts of
violence aimed at protecting one’s life, one’s family or one’s country are perceived as
justifiable. By contrast, violence can be seen as gratuitous if it does not play any important
role in a story.

The contextual dimension includes all the contexts surrounding the child and the
book that influence the decision-making process. First, the gatekeepers consider if the story,
settings and the main characters in a picturebook are familiar and relatable to a child; and if
the harmed, injured and killed characters are someone the child would not associate with (a

dragon, a wolf, or an old wizard). Additionally, the teachers and librarians may consult
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trustworthy sources to learn about the book, they consider the reputation of the author and

the illustrator in the media (e.g., book reviews, book awards) and they make sure their

decisions are aligned with school policies and school curriculum. Finally, culture influences

the ways in which violence is perceived. Violence may be invisible if a story is deeply rooted

in culture; but it can also be horrifying if a story contains culturally specific taboo topics.

To present my findings, | created a set of questions encompassing the three

dimensions of the decision-making process. Table 3 represents what types of thoughts,

feelings, and doubts the interviewed gatekeepers of CL might have when selecting

picturebooks for children. The table demonstrates the complexity of the decision-making

process and shows how all three dimensions of the process work together. Potentially,

these questions can be used by teachers, librarians and parents when evaluating

picturebooks representing violence.

Table 3

The Questions for Judging a Picturebook Representing Violence

child-centred
dimension
(reader)

book-centred
dimension
(text)

contextual
dimension
(context)

picturebook

Can the words or
pictures upset and

distress young

Are the words or
pictures scary,

unpleasant or

What do the book
reviews say about the

illustrations and the

colourful enough for

young children? Is the

illustrations look? Are
they pleasant to look

at?

readers? disgusting? text of the
picturebook?
illustrations Are the pictures How do the What is the reputation

of the book

illustrator? How do
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drawing style

accessible?

their previous works

look?

visual
representations of

Will children perceive

the depicted scene as

Do the illustrations

explicitly depict the

Have there been

complaints about the

violence
violent? act of violence? book illustrations?
character Will children be able Who are the Are the characters
to connect to the characters? Are the part of a national
story and to the main | characters fictional mythology and
characters? (e.g., monsters, cultural heritage (e.g.,
witches)? What is the | ANZACs in Ukraine
age of the characters? | and Cossacks in
Ukraine)?
story Will children be able What are the themes | Has this text been

to comprehend
abstract ideas
communicated by

words?

explored in the story?
What are the settings?
How does the story

end?

traditionally read to
children? Is this text
part of the
curriculum? Does the
book convey
significant cultural

values?

the use of words

Is the choice of words
suitable for the child’s
levels of maturity and

sensitivity?

Is the story ‘softened’
by humour, implicit
descriptions, rhythm

and rhyme?

Who is reading the
text to the reader?
What intonation do

they use?
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levels of fictionality

Do children
understand this is
fiction? Are children
able to separate the
story from their

personal experiences?

Isit a fantasy or a
realistic text? Is it a
historical fiction?
What is the style of
drawing (e.g., realistic,

abstract)?

Does the book
represent significant
historical events? Is
the story a part of
folklore? Do children
know the story from
elsewhere (e.g.,
history lessons,

cartoons)?

violence

Has the child been
exposed to violence
(e.g., domestic
violence, war
violence)? Is the child
mature enough to talk
about violence? Is the
child sensitive about
certain topics (e.g.,
cruelty against

animals)?

Are the descriptions
and depictions of
violence implicit or
explicit? Is the
violence the main
theme or a minor
episode? What role
does violence play in
the story? Can the
story exist without the
violent scene? Is the
presence of violence
necessary to convey

the moral?

Is the violence
condemned? Is the
violence glorified? Is
this a case of self-
defence? Is violence in
the story related to
the important
contemporary issues?
Can the scene of
violence be used in
education to teach
children empathy and

kindness?

6.1.3. Finding 3: Four Categories of Child-Readers: Naive, Scared, Troubled and

Accomplished

Children’s emotional response to the book, children’s level of maturity and children’s

individual sensitivity are among the primary concerns of the gatekeepers of CL. Often, the

teachers and librarians want to protect a child reader from unpleasant emotions — fear,

anxiety or sadness — and they try to anticipate the child’s reaction to the book, acting as
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guardians. Also, they are concerned that young children might not understand the nuances
and complexities of situations represented in the picturebooks with violence, and that the
book might cause nightmares. At the same time, the participants of this study agreed that
not all children are the same: some children are more sensitive than others; therefore, an
individual approach to each child reader is required.

The responses of the interviewed teachers and librarians served as the basis for
constructing categories of ideal child readers applied in the book selection process. These
categories are: naive reader, scared reader, troubled reader and accomplished reader (See
Figure 8). The immature readers are usually younger than 7; they can be seen as scared
readers if they are rather sensitive, or as naive readers if their sensitivity level is low. Young
readers in the process of maturation between 7 and 12 can be perceived as naive, scared,
troubled or accomplished depending on an individual child’s development and experience.
Mature readers, usually older than 12, can be seen as either troubled or accomplished. If
they are sensitive about topics related to violence, they are perceived as troubled; if they
can cope with negative emotions evoked by the scenes of violence in picturebooks, they are
perceived as accomplished readers of controversial picturebooks. These categories are
representations of ideal readers. Real children would shift from one category to another as
they grow and gain experience in reading fiction. Furthermore, the same child may belong
to more than one category depending on a book. Therefore, to only consider the child is not

enough: it is also necessary to judge the book.

6.1.4. Finding 4: Levels of Fictionality in Picturebooks

Visual and verbal representations of violence are evaluated by the gatekeepers of CL in the
process of book selection (See Figure 10). Certain visual representations are perceived as
mature illustrations: they are considered to be dark, overly realistic and unpleasant. If those
features are combined with an explicit portrayal of violence, an illustration was considered
inappropriate for children younger than 12 according to some participants and for children
younger than 8 according to others. Verbal representations of violence perceived as
inappropriate included explicit descriptions of violence, gratuitous violence and taboo topics

such as cruelty against animals, killing humans, suicide, cannibalism and others.
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Levels of fictionality in words and pictures influenced the interpretations of violence
in picturebooks by the gatekeepers of CL too. Parents, teachers and librarians pay attention
to characters, settings, genre and style of drawing. They are concerned with who the
characters are, what the settings look like, and whether the text belongs to a realistic,
fantastic or historical genre. If the story is set up in an imaginary world, the children-
protagonists survive and the violence is directed at villains, then the violence seem to be
righteous. Many tales fall into this category. If the settings, characters and events refer to
the historical past and portray significant historical moments involving violence (e.g., a
famous battle), the representation of violence are considered to be justified. Often
picturebooks about the First and the Second World War represent this type of violence;
many gatekeepers regard such stories to be palatable. However, if the settings are realistic
and relatable, the child-protagonist is harmed or killed, or the purpose of violence is not
clear, the picturebook is generally said to be highly inappropriate for children. There are
almost no picturebooks like this, however.

The style of drawing is also considered. The more abstract and less detailed styles
are preferred by the Ukrainian participants if the book represents violence. Negative facial
expressions or characters who turn their back on the reader in the illustration are seen as
sinister and too frightening for young children by the Australian gatekeepers. Also, if the
illustrations were perceived as beautiful, they were judged as more appropriate in
comparison to ugly illustrations in both countries, even though the ideas of what constitutes
beautiful differed.

Finally, the gatekeepers cared about the amount, intensity and purpose of violence
in the text. Based on the beliefs about the appropriateness of the picturebook to certain
ages and the levels of fictionality in the studied picturebooks, violence in picturebooks can
be perceived as invisible, tamed, safe, palatable, justified, or gratuitous. Violence may
appear to be invisible if the story has been deeply rooted in culture. However, it may be

perceived as horrifying if it evokes memory of traumatic historical events.

6.1.5. Finding 5: The Preferred Modes of Reading Controversial Picturebooks

The decisions on appropriateness of picturebooks for children are influenced by the

selected modes of reading too, as the book can be read aloud with parents at home, read
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silently as a solitary reading experience in the library, or discussed with a teacher at school.
The preference for a certain mode of reading appears to be correlated with the cultural
background of the decision-maker and, accordingly, with the perception of the gatekeeper’s
role discussed in Section 6.1.1. The Australian participants believed that almost any
picturebook representing violence can be discussed in a classroom because skilful teachers
can create an empathetic and supportive environment, and offer children suitable
interpretations of the story. The Australian teachers described situations where they
warned students about the uncomfortable theme they were going to discuss in advance.
This would give children a chance to choose if they want to be present at discussion and if
so to mentally prepare for it. By contrast, the Ukrainian participants seemed to prefer family
reading and one-to-one conversations over group discussions. They said this mode of
reading has plenty of benefits: it strengthens the emotional connection between a child and
parents; parents know their child well enough to know how to tailor the story for their
child’s level of sensitivity; and the child benefits from asking questions and discussing the
controversial topic during one-to-one conversation with parents. One possible explanation
of this difference is that the gatekeepers often try to mitigate any potential risks associated
with reading frightening or upsetting stories representing violence. In Ukraine, parents are
perceived as the primary guardians of child readers who can use intonation and
explanations to ensure children feel safe. In Australia, teachers are perceived as able to be

the guardians of child readers.

6.1.6. Finding 6: Curating Picturebooks

Depending on how violence is perceived, teachers and librarians employ different strategies
for curating picturebooks representing violence. These include hiding books, silencing books
by never recommending them, tagging some books as senior picturebooks, supervising
children when they choose picturebooks and discussing the picturebooks with children.
There are subtle differences in Australian and Ukrainian book curation (See Figures 11 and
12). The Australian gatekeepers are likely to use limited access shelves for controversial
picturebooks. Books that contain realistic settings and characters, naturalistic illustrations,
and gratuitous violence have a high chance of being among those controversial books. Such

books are not recommended to children; however, they are used in education to discuss
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complex and nuanced issues during a class discussion. Participants claimed these
picturebooks are useful for raising children’s awareness about history, contemporary issues
and other important issues.

In Ukraine, parents often actively participate in the book curation process: librarians
recommend books to parents as well as to children, and parents often read books to
children and with children. The inappropriate representations of violence in picturebooks
include explicit representations linked to taboo topics, violence which results in the death of
the main character and some realistic stories situated in the 20t century context. Ways to
curate books in Ukraine include having one-to-one conversations with a child about a
picturebook, explaining the theme to a child and interpreting the book together, and being
guided by a child’s personality traits when deciding if a child will enjoy scary stories. Some
Ukrainian participants said that if child readers are very young, parents should use soft and
gentle intonation to soften any disturbing descriptions. Once child readers reach school age,
the Ukrainian participants believed, they should know the truth about real world, and they
should develop their emotional intelligence skills and empathy by reading controversial

picturebooks.

6.1.7. Summary: Interpreting Violence in Picturebooks

Overall, there are many ways to access the risks and benefits of a picturebook representing
violence. To decide if a book is appropriate for young children, the participants of this study
relied on their observations of individual readers, their own professional experience of
working with readers, their personal beliefs about violence in CL, children and childhood;
they would take into account the book reviews, book awards and library collection
development policies and they would use the support of their colleagues when making a
decision on the appropriateness of a picturebook. In addition, culture influences the process
of decision-making as teachers, librarian and parents have slightly different roles and
choose different modes of reading in the two discussed cultures. Consequently, several
strategies for curating picturebooks are employed in Australia and Ukraine. These strategies
include supervising child’s access to books, tagging picturebooks as senior, explaining the

meaning of the story to children during one-to-one conversations and group discussions.
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6.2. Contribution to Children’s Literature Research

The contribution of this thesis to CL research manifests in a deeper understanding of how CL
gatekeepers perceive the portrayal of violence in picturebooks, and how gatekeepers curate
controversial picturebooks in Australia and Ukraine at the beginning of the 21st century.
The study confirms that many adults in these countries expect CL to be innocent and
violence free. Child readers are often believed to be in need of protection from harmful
topics, especially in Australia. Picturebooks with dark, realistic illustrations representing
negative facial expressions are perceived as not suitable for very young children. Realistic
books representing violence are perceived as more upsetting than fantasy books. These
beliefs and practices establish a basis for further explorations in the fields of CL and
education.

Beyond that, the research on controversial and challenging CL is enriched by this
study. Because the study aims at theorizing the ways in which fictional violence is perceived,
it contributes new insights that go beyond those generated by existing studies on
controversial picturebooks. It reveals that depending on the genre, setting and characters,
which shape levels of fictionality, violence may be perceived as safe or tame; depending on
the purpose of violence it can be seen as justified or gratuitous; and depending on the
cultural background of a gatekeeper, it may be invisible. The findings of the study
demonstrate that certain cases of violence in picturebooks are perceived as palatable by
gatekeepers. For example, if a victim happens to be a dragon, a wolf or a dingo, violence
against them is not seen as frightening. In some cases, fictional violence may be acceptable
under a number of conditions, whereas other violence is perceived as inappropriate until a
child reaches teenage age. For example, if the events take place in an imaginary world and
the story finishes with a happy ending, violence is more likely to be overlooked. However, if
settings and characters are realistic; the harmed characters are children or little animals, or
the purpose of violence is unclear, the story is likely to be seen as unsuitable for children. As
a result, picturebooks representing realistic settings and characters, featuring some taboo
topics and mature illustrations are seen as inappropriate. These books are hidden and
silenced.

Furthermore, the study broadens the existing understanding of fictional violence

across cultures. In Australia, the gatekeepers believe that fairy tales featuring violence can
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be read by children who are older that 9 or 10. In Ukraine, traditional fairy tales enjoy the
privilege of being read to young children even if they are frightening, violent or upsetting,
because of their high level of fictionality and symbolism, and because they are part of a
culture passed on from generation to generation. In Australia, picturebooks about war are
regarded as acceptable if violence is not glorified; whereas in Ukraine, there are conflicting
views on whether children should read picturebooks representing war. The majority of
Ukrainian participants explained that representations of war should not be explicit and that
not all adults are ready to work with those books. It is believed that the danger of upsetting
children associated with fictional violence can be mitigated during classroom discussions in
Australia and during one-to-one conversations with parents in Ukraine. Through these
findings, the study maps the landscape of appropriateness in CL.

Consequently, the study responds to the increasing interest in the roles of violence
may play in CL and fosters greater awareness about the ways in which controversial books
are selected for children and used with children in two socio-cultural contexts. Overall, this
study makes an original contribution to contemporary research on picturebooks and
guardianship in CL. Furthermore, the theoretical contribution can be useful for scholars in

educational research.

6.3. Implications for Professional Practice in Education

The study is beneficial for the participants of this study and for the broader educational
community. It can help to raise gatekeepers’ awareness of the factors at play when they
make decisions about the selection of picturebooks and their use in the education of
particular children. Furthermore, the findings can be useful for Australian and Ukrainian
teachers, librarians, and parents in several ways.

The findings of this study can inform librarians’ decisions as they review their
collection development policies. One of the challenges of assessing fictional violence is that
it is often hardly noticeable. This research sheds light on the problem and shows that
librarians can become more aware of the fact that fictional violence is present in
picturebooks, and that there is a place for books representing violence in the library. To

increase the awareness of how to curate controversial picturebooks, library collection
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development policies should explain why CL representing violence should be present in
library collections, and how to select books representing bullying, fighting, domestic
violence, war, and other types of violence which would best suit the age of readership. Also,
it is suggested that library collection development policies inform their users that librarians
often act as gatekeepers of CL, while gatekeepers should be aware of their power and
responsibilities. Library collection development policies should also explicitly encourage
librarians to avoid self-censorship (e.g., hiding books from child-readers), to actively invite
children to participate in the book selection process by creating wish lists, and simply to
communicate with readers. Australian librarians can apply the insights obtained through this
research in their practice by updating their library collection development policies, and by
considering ways in which they can discuss child-readers’ book preferences on a regular
basis. Ukrainian librarians, who already regularly discuss readers’ choices and preferences
with children, can take into consideration the findings of this research when updating and
improving their library collection development policies.

This study has implications not only for librarians. Knowledge generated through this
research can be useful for teachers too. By becoming more aware of how and why
picturebooks are selected, teachers will be in a position to make more informed choices
when deciding which books to read and discuss in the classroom. Educators can use Table 3
presented in this study as a guide for selecting picturebooks. The findings of this study might
increase teachers’ awareness of which books they tend to avoid, how they perceive readers
of controversial picturebooks, how they can include children more into the decision-making
process, and how they might create empathetic environments for their students.

Policy makers can use the findings for reviewing the school curriculum and the texts
recommended for school reading. In Australia, school policies could inform teachers about
the risk of self-censorship and its negative consequences. In Ukraine, a possible change,
which could be implemented by the Ministry of Education, would be to increase the agency
of teachers and students in choosing books. As mentioned previously, in many Ukrainian
schools, teachers have to follow the national curriculum and to work with compulsory
reading lists. It would be better if Ukrainian teachers had the power to choose which books
to read because, if this were the case, they could discuss book suggestions with children (as

Ukrainian librarians do) and choose books relevant to the local child readers.
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The findings concerned with gatekeeping in CL can be of interest to parents, too.
After learning about the main results of this study from my future web-publications, parents
might consider their roles in gatekeeping: how they select, evaluate, and read with children.
Also, parents might become more conscious of the potential benefits of family reading.

Lastly, the authors of picturebooks and CL may benefit from this study too. By
understanding the expectations of teachers, librarians and parents toward picturebooks
aimed at certain ages, they might be better informed about the desired choices or about
ways for finding a compromise. As the study shows, some authors dare to challenge
common beliefs about representing violence in picturebooks; however, they still follow
certain rules within certain cultural context.

Furthermore, the findings of this research might attract the interest of librarians,
teachers, policy-makers, parents, and authors from other countries. They may be
encouraged to examine their beliefs and practices, and to compare and contrast their
experience of book selection with that of their international colleagues. The knowledge
generated in this study is transferable and applicable in new research contexts. First, the
study suggests that formal strategies of book selection can be improved. Sections on why
and how to select picturebooks representing violence should be added to library collection
development policies, as well as definitions of fictional violence and self-censorship and
descriptions of risks associated with self-censorship. Second, dissemination of the research
findings may lead to a better understanding of gatekeeping and guardianship in CL among
librarians, teachers, and parents: they can make more informed choices when selecting and
curating controversial books in different cultural contexts. Third, the study encourages
stakeholders from both countries to acknowledge the models of child readers which adults
often construct when selecting books, and to consider if these ideal abstract constructs
actually match real child readers. Consequently, the results of the cross-cultural comparison
described in this thesis can be expanded beyond Australia and Ukraine, and be beneficial for

stakeholders from other socio-cultural contexts.

6.4. Limitations of the Study
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This study is an exploration of contemporary views and beliefs about the representations of
violence in picturebooks held by stakeholders involved in children’s education and
upbringing. Although the study aims are ambitious and versatile, this research project has
faced a number of limitations. The limitations include a modest scope of the study and a
narrow focus on picturebooks. Also, the number of research methods was limited to two.

To start with, the scale of the research is comparatively small. This study falls under
gualitative research, and consequently it included 30 participants. Also, the study focuses
on gatekeepers’ perceptions only. This means that adults (not children) were participants of
this study. Furthermore, the Australian participants were mostly from Tasmania; to the best
of my knowledge, no Aboriginal or Torres Strait Islander Peoples participated in this study.
The Ukrainian participants were from the West, the East and the central regions of Ukraine.
This means that the findings of this study are indicative of views and attitudes presentin a
sample of the groups under consideration. They do not establish the degree to which these
views and attitudes are representative.

In addition, the focus on this study was mostly on picturebooks. Although the
discussed examples also included illustrated collections of tales and some participants used
novels and other genres to illustrate their ideas about fictional violence, the main subject of
study was violence in picturebooks. In addition, picturebooks representing Aboriginal myths
and legends were not discussed in this thesis — such a topic deserves a separate study.

Further research can address these limitations.

6.5. Directions for Future Research

This study has answered five research questions and created a dozen new queries. Findings
presented in this study have derived from the interviews with Australian and Ukrainian
teachers and librarians, and represent their points of view. Further research may choose to
continue exploring the use of picturebooks representing violence in the classroom, in the
library and at home. One direction to follow is to conduct similar interviews across cultures
other than Australia and Ukraine. Another direction is to work with the Australian and
Ukrainian gatekeepers, but to move a step further. First, as mentioned above, the majority

of Australian participants were from Tasmania and not all regions of Ukraine were
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represented in this study. Further research would be necessary to compare data collected
from different Australian states, to look at Aboriginal perceptions of violence in different
narratives, or to see the perceptions of Ukrainian gatekeepers in different Ukrainian regions.
It is also possible to examine whether the results would be the same with a larger number
of participants. Second, subsequent studies on the topic could test the suggested theory
using such research methods as observation, interviews and written accounts in the form of
teacher’s diary. The focus of such studies could be on how gatekeepers perceive themselves
in the decision-making process and what roles picturebooks representing violence play in
education.

In addition, follow-up research could explore the perspective of young readers.
Guided by insights reached in this thesis into how teachers and librarians feel about
discussing controversial picturebooks with children, it would be valuable to learn what
children think about picturebooks representing violence. Also, child agency in the process
could be studied. The research methods for such study might include observations, video-
recording, and interviewing students.

Finally, one of the limitations was that the study was mostly focused on a single type
of CL, the picturebook. Further research could address this limitation by exploring other
genres in detail, for example, studying violence in teenage novels. Also, scholars might
consider looking at a larger number of picturebooks and illustrated books to see if the
findings of this study are generalisable.

Overall, the current study builds a foundation for further research by demonstrating
the complexity and multi-dimensionality of the book selection process. Although this study
explores gatekeepers’ perspectives on the representation of violence in picturebooks only,
it plants the seed for larger scale research which may include a bigger number of
participants, more cultures, child participants, other types of CL and data research methods.
Furthermore, the study raises an awareness of how the gatekeepers of CL perceive violence
in CL and may lead to research on why and how educators use these picturebooks in their

classrooms.

6.6. In Conclusion
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This study has aimed at exploring the interpretations of violence in CL by the gatekeepers of
CL. The research questions have investigated how the gatekeepers in educational settings
perceive verbal and visual representations of violence and their potential impact on young
readers. The proliferation of academic literature on related topics suggests that the
exploration of these research questions is relevant and timely.

The study belongs to qualitative research. It is underpinned by the social
constructionist paradigm; it is informed by grounded theory. As a result, theoretical
sampling to recruit participants was employed. The methods used to collect and analyse
data are Responsive Interviewing Method and Thematic Analysis. These methods
complement one another and are aligned with the social constructionist paradigm. Also, the
study employed visual methodology because picturebooks and illustrated collections of
tales were used to assist in conducting interviews.

The findings of the study show that the main gatekeepers of CL in educational
settings are teachers, librarians and parents. To select age-appropriate picturebooks
representing violence, gatekeepers follow a complex decision-making process which
consists of three dimensions: child-centred, book-centred and contextual. In addition, they
construct four categories of ideal child readers based on children’s levels of maturity and
sensitivity; these are: naive, scared, troubled and accomplished readers. Furthermore,
verbal and visual representations of violence in picturebooks are considered. First, genre,
character and setting play a role. Second, the amount, intensity and purpose of fictional
violence are taken into account. Finally, context influences gatekeepers’ perceptions of
violence in picturebooks. Such contexts include personal, media and cultural contexts
surrounding a picturebook and its reader. The strategies for curating picturebooks
representing violence include supervised access to picturebooks, tagged picturebooks and
discussions of controversial picturebooks with children. The study offers a glimpse into a
landscape of gatekeepers’ beliefs about child readers, various types of fictional violence,
and about the roles of adults in curating children’s books as well as supervising young

readers.
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I'A [Malkovych, I. (Ed.) (2017 [2013]) [The best Ukrainian folktales illustrsated by
recognised artists. 1-3 volumes. A- BA-BA-HA-LA-MA-HA].

MNasnuwwun, . (2006). YHikanbHa kapmonauHa. FpaHi-T [Pavlyshyn, H. (2006). Unique
potato. Grani-T].

Puc, I'. (2014). Hamanoli meHe nmawkoto [Rys, H. (2014). Draw me as though | was a bird.
Discursus].

Puc, I. (2014). lModopox do KomawHii. ApT-Apea [Rys, H. (2014). Journey to Catland. Art-
Area].

Puc, . (2016). Amcmepdam-Kuis. | mpoxu ceamozao Mukonasa. Anckypcyc [Rys, H. (2016).
Amsterdam-Kyiv. And a little bit about St Nicolas. Discursus].

PomanuuwuH, P., & Nlecis, A. (2015). BiliHa, wo 3miHuna Pondo. BC/1 [Romanyshyn, R., &
Lesiv, A. (2015). The war which changed Rondo. VLS].

TumoweHko, M., & FopiwHui, K. (2014). lepoli noHegoni. leononb [Tymoshenko, M. &
Horishny, K. (2014). Hero unwillingly. Leopol].

LWeBueHko, T., & MuxannowwuHa, M. (2016). Jumsyuii Ko63ap. BCN [Shevchenko, T., &
Mykhayloshyna, M. (2016). Kobzar for children. VLS].

333



Appendices

Appendix 1. Questions for Semi-structures Interviews in English

1. Thank you for finding time for this interview! Could you please tell me about your
experiences with picturebooks as a librarian? What are your responsibilities? How
often do you need to choose books for the library collection? Are you expected to
recommend books to schoolchildren?

2. Let us move to the controversial topics in picturebooks. Do you remember any
picturebooks which surprised you with challenging or controversial content? What
was the most surprising in those picturebooks?

3. Do you remember any cases when parents felt unhappy with the newly released
picturebook aimed at children? Why? What was the reason for their concern?

4. Moving on, we are going to discuss a few examples of picturebooks representing
violence. First of all, could you please tell me how you would define violence?

5. Could you name a few contemporary picturebooks which represent violence?

6. What is your opinion about presence of violence in children’s literature?

7. Have you ever read a picturebook which represents a violent scene or event to
children? What was their reaction?

8. Now, | will show you a few examples of both Ukrainian and Australian picturebooks
representing violence (e.g., war, fights, suicide). Then, | will briefly explain what the
story is about. After this | would like to hear your thoughts about each example:

v" What do you think about the images? What messages would they communicate?

v' What is your interpretation of this scene? What age of children this picturebook can
aim at? Would it be more appropriate to read such a book with parents at home or
to discuss it in the classroom with a teacher? Why?

v" Would you recommend young readers to read this book? Why? Why not?
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Appendix 2. Questions for Semi-structures Interviews in Ukrainian

1. [akyto, Wo norogmnmca Ha Lo po3mosy. byab nacka, po3kaxite npo cebe. 3Biaku Bu
pogom? XTo Bu 3a ocBiTo0? Byab nacka, KOPOTKO ONULWITL CBOKO TenepilwHo poboTy.

2. Ymyacto AoBOAMTbLCA NPALOBATH 3 AiTbMM Ta PEKOMEHAYBATU iM KHUTU? Ta um
[0BOAMTBLCA Bam unMTaTh iNtOCTPOBAHI KHUIMM pa3om 3 AiTbMU? AK 4acTo 06roBoproeTe
iIOCTPOBaHI KHUMM 3 FOHUMMK YNTAYAMN?

3. Ak 6u BU3HauMAM HacmnbcTBo? LLlo BXxoanTb A0 Ui€i KaTeropii?

4. Ywu BBarkaeTe “BiliHY” Ta “camorybcTBo” pisHoBUAaMM HacunbCTBa? Yum BigHoCUTE
NlalinnBi CnoBa A0 Pi3HOBMAIB HAacU1bCTBA?

5. Yum 3ycTpiyannca Bam KHUMM gna gitei, B AKX 6ynm 6 onmcaHi cueHn HacuabcTea’?

6. 4u 3ycTpivyanuncs Bam intoctpauy,ii, B AkMx 6yno 6 306parkeHo HaCUNbCTBO?

7. Yu mornm 6 By Ha3BaTK KinbKa KHUT, HANUCaHUX Cy4aCHMMM aBTopamm abo
NPOINOCTPOBAHMX CYHACHMMM XYAO0KHUKaMUM-iNtoCTpaTopamm, aKi 6 306 paxkyBanm
HACUNbCTBO?

8. fka Bawa gymKa wono 306parKeHHA HAaCUIbCTBA B KHUMax ANA AiTein?

9. Yu pgo Bawwmx cnyxb6o8mx 0608’A3KiB BXOAUTD Biabip KHUI? AKMMKM KpuTepiamm
KopuCTyeTecs? YM NpuCyTHICTb/BiACYTHICTb HACUIbCTBA BXOAMUTb A0 LIUX KpUTEpIiB?

10. Yu Bam KoNMN-HeBYAb AOBOAMNOCA YATATU AITAM KHUTY, B Kl Byno 6 306pakeHe
HaCcUNbCTBO (HanpuKnag, BiiHa)? AKLLO Tak, 6yAb Nacka, PO3KaXiTb NPO Le AeTabHille.
fkoto byna peakuia aiten? Axkoto byna Bawa peakuin?

11. byab nacka, NPOKOMEHTYMTE Ui aBCTPaNiNCbKi Ta YKPAiHCbKi i1FOCTPOBaHI KHUTK
[nokasyto 3pa3km mantoHKiB]. AK Bu BBaXKaeTe, ANA KOro CTBOPEHI Ui KHUra? AKwo ana
AiTen, To AKOoro BiKy?

12. Ha Bawy AymKy, TaKi KHUIM Kpalle YMTaTM CaMOCTIAHO YmM 3 BaTbKammn? Yu BapTo
BMUBYATM Lii KHUTU Y LUKOAI? AKLLO TaK TO B AKOMY BiLli 1 Yomy?

13. [MoKa3yo KOpOTKMiM 3pa3ok Tekcty]. LLlo Bu aymaeTte npo uei ypnBok?
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Appendix 3. Profiles of Research Participants

001U:

Citizenship: Ukrainian

Occupation: Librarian with 40+ years of work experience
Educational background: BEd, MA (Librarianship)
Responsibilities: Head of a children’s literature library in Lviv
Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female

002U:

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience, and musician

Educational background: BA, MA (Music)

Responsibilities: Manages art section of the library; conducts weekly workshops for children
Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female

003U:

Citizenship: Ukrainian

Occupation: Librarian with 15+ years of work experience

Educational background: BA, MA (Philology), MA (Law)

Responsibilities: Works in the central library for youth in Lviv; recommend books for children
Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female
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004U:
Citizenship: Ukrainian
Occupation: Librarian with 15+ years of work experience

Educational background: BA, MA (Philology)

Responsibilities: Works in the central library for youth in Lviv; conducts weekly workshops

for children (including discussions about picturebooks representing war)
Place of origin: Ukraine
Place of residence: Lviv (Western Ukraine)

Gender: Female

005U:

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience

Educational background: BA, MA (Philology)

Responsibilities: Head of the central library for youth in Lviv. In charge of selecting new
books to be bought and planning 5-7 events per week

Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female

006U:

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience

Educational background: BEd, MEd (Education)

Responsibilities: Works in children’s library. Recommend books for children
Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female

337



007U:

Citizenship: Ukrainian

Occupation: Librarian with 13+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works in the central library for youth in Kyiv. Conducts weekly workshops
for children (including discussions about picturebooks representing war)

Place of origin: Armenia

Place of residence: Kyiv (Capital, Central Ukraine)

Gender: Female

008U:

Citizenship: Ukrainian

Occupation: Librarian with 10+ years of work experience, and creative writer
Educational background: BA, MA (Philology)

Responsibilities: Works in a library for children and youth in Kyiv. Recommend books for
children on the everyday basis, and discusses books with children

Place of origin: Ukraine

Place of residence: Kyiv (Capital, Central Ukraine)

Gender: Female

009U:

Citizenship: Ukrainian

Occupation: Librarian with 30+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works in the biggest National children library of Ukraine. Makes selection
of the books for all the children’s libraries in Ukraine (1000 + libraries)

Place of origin: Ukraine

Place of residence: Kyiv (Capital, Central Ukraine)

Gender: Female
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010U:

Citizenship: Ukrainian

Occupation: Librarian with 30+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Head of the children’s literature library in Lviv. Organises 1-2 workshops
every week. Makes selections of the books to be bought. Recommend books for children
Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female

011U:

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works at the school library of a secondary school, recommending books for
children on the everyday basis, and organising book-related events

Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Female

012U:

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Head of the University library, selecting books to purchase for the library,
and books to read for his daughters

Place of origin: Ukraine

Place of residence: Ostrog (Central Ukraine)

Gender: Male
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013U:

Citizenship: Ukrainian

Occupation: Teacher with 10+ years of work experience

Educational background: BA, MA (Philology)

Responsibilities: Teaches Ukrainian Literature at a secondary school (grades 5-11),
recommending books for children on the everyday basis

Place of origin: Ukraine

Place of residence: Ostrog (Central Ukraine)

Gender: Female

014U

Citizenship: Ukrainian

Occupation: Librarian with 40+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works at a school library, recommending books for children
Place of origin: Ukraine (was deported to Syberia as a child)

Place of residence: Ostrog (Central Ukraine)

Gender: Female

015U

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works at a city children’s literature library, recommend books for children
Place of origin: Ukraine

Place of residence: Ostrog (Central Ukraine)

Gender: Female
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016U:

Citizenship: Ukrainian

Occupation: Teacher with 40+ years of work experience

Educational background: BA, MA (Philology)

Responsibilities: Teaches Ukrainian Literature at a secondary school (grades 8-11)
Place of origin: Ukraine

Place of residence: Lviv (Western Ukraine)

Gender: Male

017U:

Citizenship: Ukrainian

Occupation: Librarian with 30+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works at a city children’s literature library, recommending books for
children on the everyday basis

Place of origin: Ukraine

Place of residence: Zaporizhia (Eastern Ukraine)

Gender: Female

018U:

Citizenship: Ukrainian

Occupation: Librarian with 20+ years of work experience

Educational background: BA, MA (Philology)

Responsibilities: Works at a city children’s literature library, recommending books for
children on the everyday basis

Place of origin: Ukraine

Place of residence: Zaporizhia (Eastern Ukraine)

Gender: Female
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019U:

Citizenship: Ukrainian

Occupation: Teacher with 5+ years of work experience, and creative writer
Educational background: BA, MA (Philology)

Responsibilities: Teaches Ukrainian Literature at private primary school (grades 1-6),
recommending books for children on the everyday basis; writes creative fiction and
educational books for children; conducts storytelling workshops with children

Place of origin: Ukraine

Place of residence: Kyiv (Capital, Central Ukraine)

Gender: Female

020A:

Citizenship: Australian

Occupation: Librarian with 30+ years of work experience

Educational background: BEd, MA (Children’s Literature), PhD (Education)
Responsibilities: Teaches children’s literature at University; uses picturebooks at work.
Member of the Australian Children’s Books Council

Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female

022A:

Citizenship: Australian

Occupation: Teacher and teacher-librarian 30+ years of work experience.

Educational background: BA, Med (Education)

Responsibilities: Taught English in Australian International School, using picturebooks with
secondary school students; was a bookstore owner for many years

Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Male
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023A:

Citizenship: Australian

Occupation: Librarian with 30+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Had a lot of experience of using picturebooks at work
Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female

024A:

Citizenship: Australian

Occupation: Librarian with 15+ years of work experience

Educational background: BA, BEd, GradDip (Librarianship), GradCert (Education)
Responsibilities: In charge of library for secondary school, and library collections
development. Works in a library of one of the secondary schools

Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Male

025A:

Citizenship: Australian

Occupation: Teacher and principle with 50+ years of work experience
Educational background: BEd (Education)

Responsibilities: Works in primary school, often uses picturebooks
Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female
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026A:

Citizenship: Australian

Occupation: Librarian with 15+ years of work experience

Educational background: BA, MA (Librarianship)

Responsibilities: Works at the University library; manages library collection for pre-service
teachers, including picturebooks

Place of origin: the USA

Place of residence: Melbourne, Australia

Gender: Female

027A:

Citizenship: Australian

Occupation: Teacher with 27 years of work experience

Educational background: BA (English), GradDip (Education)

Responsibilities: Worked in independent schools, taught English from the year 7 till 12
Occasionally used picturebooks if they could be used alongside novels

Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female

028A:

Citizenship: Australian

Occupation: Librarian with 5+ years of work experience;

Educational background: BEd, MEd (Education and Librarianship)

Responsibilities: Works in independent and catholic schools. Recommends books for
children on the everyday basis; discusses picturebooks with children

Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female
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029A:

Citizenship: Australian

Occupation: Teacher with 15+ years of work experience

Educational background: BA (English), GradDip (Education)

Responsibilities: Worked in primary and secondary schools; taught English, English for
children with special needs children, and English as a second language in Hong Kong
Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female

030A:

Citizenship: Australian

Occupation: Librarian with 20+ years of work experience

Educational background: BA, Honours (English), GradDip (Education)

Responsibilities: Worked in Scotland, and in independents schools in Tasmania. Taught
English, and used picturebooks for discussions

Place of origin: Australia

Place of residence: Tasmania, Australia

Gender: Female

031U:

Citizenship: Australian

Occupation: Librarian with 25+ years of work experience

Educational background: BA (Librarianship)

Responsibilities: Worked as a library technician in primary school libraries, processing,
cataloguing books and sourcing materials for teachers. Recommend books for children
Place of origin: the USA

Place of residence: Tasmania, Australia

Gender: Female
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Appendix 4. List of Picturebooks from Australia Used during Interviews
1) And the Band Played Waltzing Matilda

Bogle, E., & Whatley, B. (2015). And the band played Waltzing Matilda. Allen & Unwin.

2) Australian Gnomes
Ingpen, R. (1990 [1979]). Australian Gnomes. Rigby Lim.

3) Blossom Possum

Newton, G., & Niland, K. (2006). Blossom Possum: The Sky Is Falling. Scholastic Australia.

4) Cat on the Island

Crew, G. & Warden, G. (2017 [2008]). Cat on the island. Angus & Robertson.

5) My Dog

Heffernan, J., & McLean, A. (2001). My Dog. Hunter’s Hill.

6) Not Now, Bernard

McKee, D. (2005 [1980]). Not now, Bernard. Andersen Press.

7) Ride, Ricardo, Ride!

Cummings, P., & Devries, S. (2015). Ride, Ricardo, Ride! Scholastic Australia.

8) The Great Bear

Gleason, L., & Greder, A. (2010). The Great Bear. Walker Books Australia.

9) Waltzing Matilda

Paterson, A.B., & Blackwood, F. (2007). Waltzing Matilda. Scholastic Australia.
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Appendix 5. List of Picturebooks and lllustrated Books from Ukrainian Interviews
1) “Horse and Wolf” [KiHb i BoBK]

Antypova, M. (2015) Ukrainian fairytales. Kraina Mriy.

2) “Ivasyk-Telesyk” [IBacuk-Tenecuk]

Malkovych, 1. (Ed.) (2017 [2013]) [The best Ukrainian folktales illustrated by recognised
artists. 1-3 volumes. A- BA-BA-HA-LA-MA-HA.

3) “Kotyhoroshko” [Koturopowko]

Malkovych, 1. (Ed.) (2017 [2013]) [The best Ukrainian folktales illustrated by recognised
artists. 1-3 volumes. A- BA-BA-HA-LA-MA-HA.

4) “Kyrylo Kozhumiaka” [Kyrylo Kozhumiaka]

Malkovych, I. (Ed.) (2017 [2013]) [The best Ukrainian folktales illustrated by recognised
artists. 1-3 volumes. A- BA-BA-HA-LA-MA-HA.

5) Letters on the War [/lucmu Ha giliHy]

Lushchevska, O., Naydan, M., & Staranchuk, O. (2015). Letters on the war. Bratske
6) “Sirko” [Cipko]

Antypova, M. (2015) Ukrainian fairytales. Kraina Mriy.

7) The War Which Changed Rondo [BiiiHa, w0 3miHuna PoHdo]

Romanyshyn, R., & Lesiv, A. (2015). The War Which Changed Rondo. VLS.

8) “Vixen, the Sister” [JlIucnuka-Cecrpuukal

Antypova, M. (2015) Ukrainian fairytales. Kraina Mriy.

9) “Yaroslavna’s Lament” [Mnhau ipocnasHu]

Shevchenko, T., & Mykhayloshyna, M. (2016). Kobzar for children. VLS.
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Appendix 24. Picturebooks on the Shelves for Older Readers in an Australian Library

From private collection of Halyna Pavlyshyn
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Appendix 25. Example of a School Policy from an Australian School Library
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Appendix 26. Representation of Revolution of Dignity in Mass Media

Kuzmenko (2020) [KysbmeHKo, B. (2020)]
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Appendix 27. Information Sheet for Participants of the Study in English

The interpretation of violence represented in Australian and Ukrainian picturebooks by
the gatekeepers of children’s literature

[The Participant Information Sheet is aimed at gatekeepers of children’s literature including:
publishers, editors, librarians and teachers of secondary school who work with picturebooks]

Invitation

You are invited to participate in the research study exploring the potential roles played by
violence in Australian and Ukrainian picturebooks and express your opinion on
representations of violence in words and images of picturebooks.
The research team for this study includes:

e Dr Angela Thomas, (Chief Investigator), Lecturer, Faculty of Education, UTAS

e Prof Michael Corbett, Lecturer, Faculty of Education, UTAS

e Halyna Pavlyshyn, PhD Candidate, Faculty of Education, UTAS

The research project is conducted in partial fulfilment of Halyna Pavlyshyn’s PhD degree
under the supervision of Dr Angela Thomas and Prof Michael Corbett.

What is the purpose of this study?

The main aim of the research is to explore the potential roles which violence (or its absence)
plays in picturebooks, as well as to see what types of violence prevail in contemporary
picturebooks and why. The research is conducted in order to identify violent/non-violent
tendencies in Australian and Ukrainian picturebooks published in the last 30 years, to explore
the perceptions of gatekeepers of children’s literature on fictional violence, and to define the
implications. The comparison of books created in these two countries may help to better
understand the cultural influence on the current situation in the publishing and disseminating
of children’s books representing controversial topics.

Why have | been invited to participate?

You have been invited to participate in this research study because you are an expert in
children’s literature who work with picturebooks on a regular basis. This may mean that you
might be involved in the decision making process of which books recommend, approve,
disapprove for children’s reading and, therefore, you are very likely to act as a gatekeeper of
children’s literature in your institution, local community, region or country.

The choice of the participants was primarily based on the link between your institution (e.g.
publishing house, school, library etc.) and the use of picturebooks by children. Additionally,
you have been asked to participate in the research because your colleagues recommended you
as a knowledgeable and influential person in the field of children’s literature.

The participation in the study is voluntary and anonymous. We value your opinion and
your help in conducting the project. At the same time, we care about the information
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protection as an obligatory component of an ethical research. Therefore, we are going to
ensure that all the information you are offering cannot be identified or used for any other
purposes than the described research. If you wish to do so you may withdraw from the
research study by writing an e-mail to the student investigator and informing her about your
decision at any time. Such a decision would not have any consequences and would not affect
your relationships with the University of Tasmania in any way.

What will | be asked to do?

In the research study, you will be asked to answer open ended questions related to the
depiction of violence in picturebooks. Additionally, you will be familiarized with a few
examples of both Australian and Ukrainian picturebooks representing violence prior to the
interview and then asked to comment on them. All the responses are to be audio-recorded.
You will have an opportunity to review and correct a transcript and its translation (if the
interview is conducted in Ukrainian). The transcript of the recording is to be sent to your e-
mail for your approval and adjustments if required. You are kindly asked to make all the
necessary adjustments within 2 months after receiving the transcript (and translation).

In case you prefer not to be audio-recorded, the main theses of your argument are to be
written down by the student investigator. These theses are to be typed and send to you for
your approval and adjustments if required.

The interview would last around half an hour and take place at the premises of your
choice (classroom, office, library room, cafeé etc.).

If you would prefer to communicate via e-mail and to provide the researchers with your
written responses to all of the questions, this option is also possible. In this case, the PDF
documents of 2 discussed books will be sent to you by e-mail. The PDF should be used for
the research purposes only and should not be sent to any third parties.

The examples of the questions which are going to be asked during the interview are:

1. What is your opinion about these passages depicting violence?

[you are provided with a short text passage from the picturebook]
2. What do you think about these images representing violence?

[you are provided with an image from the picturebook]
3. What would be the age group of the readers to whom this book could be recommend?
Why?
Are there any possible benefits from participation in this study?

Your contribution to the research is highly valued and appreciated!
The potential benefits of the study for society are:

e ldentifying the types of violence present in contemporary picturebooks
e Understanding of contemporary perceptions of violence in children’s literature
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e Better understanding of what roles violence play in picturebooks and how this
knowledge can be used by publishing houses, libraries, schools

Are there any possible risks from participation in this study?

There are no potential risks of this research, however in the unlikely event of a minor
psychological discomfort triggered by words or images from picturebooks you are most
welcome to contact free of charge counselling services, using the following phone numbers:
e Lifeline Crisis Counselling Hotline: 13 11 14 (24/7 free telephone counselling service
in Australia)
e “Stavropegion” 15 58 (24/7 free telephone counselling service in Western Ukraine)
e Lifeline Crisis Counselling Hotline: 705 04 69 (24/7 free telephone counselling
service in Eastern Ukraine)

In addition, consultancy for Ukrainian citizens from any region is available by e-mail:
kyiv@dovira.info

What if I change my mind during or after the study?

You are free to withdraw from the study at any time. Should you decide not to participate in
the research, please send an e-mail to the student investigator providing a short explanation.
Your identity will not be revealed at any time. All the quotations will be attributed to the
fictional name and will never be traced back to you. However, in case you choose not to give
permission for using direct quotes, please, specify this during the interview.

What will happen to the information when this study is over?

All the audio-recordings will be destroyed as soon as the transcripts are corrected and
approved by you. All the identifiable information will be codified and stored in the safe
space. This way all the data is non-identifiable.

The transcripts with the fictional names in the document titles will be kept on the personal
computer of the student investigator until the day of the theses submission. Later on, the data
will be stored at the servers of the University of Tasmania for 5 years from the date of the
thesis submission. In case, the researcher would like to use the data for any other other
research project you will be asked permission to re-use the data.

All the research data will be treated in a confidential manner. There is no chance your
identity can be traced through the information you provide the researcher with. Your name,
surname and the full title of your institution will not be mentioned in any publications.

How will the results of the study be published?

The research findings will be disseminated by:
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e PhD thesis submission (in English);

e Publications in academic journals (in English, and in Ukrainian);

e Publications on the online platforms, e.g. Medium (in English, and in Ukrainian);
e Presentation of the findings at conferences (in English, and in Ukrainian);

e Public discussions of the findings (in Ukrainian).

As mentioned previously, your identity will be disguised and never revealed, unless you state
explicitly in the written form that you insist on mentioning of your name/institution.

What if I have questions about this study?

Should you have any questions about the research study please do not hesitate to contact a
student investigator or other members of the research team by e-mail:
halyna.pavlyshyn@utas.edu.au

angela.thomas@utas.edu.au

michel.corbett@utas.edu.au

or using the following contact details:

Postal Address: Locked Bag 1307, Launceston,
Tasmania 7250, Australia

Faculty of Education Enquiries (non-student related): 1800 061 512 (within Australia)
+61 3 6324 3265 (outside Australia), Fax: +61 3 6324 3048

This study has been approved by the Tasmanian Social Sciences Human Research Ethics
Committee. If you have concerns or complaints about the conduct of this study, please
contact the Executive Officer of the HREC (Tasmania) Network on +61 3 6226 6254 or
email human.ethics@utas.edu.au. The Executive Officer is the person nominated to receive
complaints from research participants. Please quote ethics reference number [Hxxxxx].”

Thank you for taking the time to consider this study.
If you wish to take part in it, please sign the attached consent form.
This information sheet is for you to keep.

374


mailto:halyna.pavlyshyn@utas.edu.au
mailto:angela.thomas@utas.edu.au
mailto:michel.corbett@utas.edu.au
mailto:human.ethics@utas.edu.au

Appendix 28. Information Sheet for Participants of the Study in Ukrainian

BauyeHHsl HACKMJIBLCTBA B aBCTPANINCHbKHUX H YKPATHCBKUX
UIIOCTPOBAHMX KHUTAX JJIA iTeil: MepcrneKTuBa 3HABLIB AUTAY01 JiTepaTypu

[Tadopmartis ipo JocmimkeHHs — 1€ po3’SICHEHHS IIbOTO AOCIPKEHHS IS 3HABITIB TUTSYOT
JTepaTypH, 3aNPOIICHHX JIO YIacTi y TIPOCKTI, a caMe: JJIs BYUTEIIB Ta 0101ioTekapis]

3anpouieHHs:

3amporryeMo A0 y4acTi B IOCHIDKEHHI, CIPSIMOBAHOMY Ha TJIUOIIIE PO3yMIiHHS TOTO, SIKY
POJIb IPUCYTHICTH/BIICYTHICTh HACKJIHCTBA MOXKE BiIiIrpaBaTH B aBCTPATIHCHKHUX Ta
YKpaiHCHKHUX LTFOCTPOBAHUX KHHUTax JUIs aiteil. Ham BaknuBa Bara qymka 1mo1o Toro, siK
came 300paKeHHSI HACHJIBCTBA Y TEKCTAX Ta LTFOCTPAIliSAX MOXKE OYTH CIIPUHHATE FOHUMHU
qUTaYaMHU.

Jo ckaaxy 10caiTHUIBLKOI KOMAHIU BXOASATh:

e Amnjxena Tomac (roloBHUM HayKOBUM KEPIBHUK), KaHAMUIAT MEJAroriuHuX HAYyK,
BHKJIaJ]auKa BIAILTY aHTIICTHKY Kadeapu neaaroriku B YHiBepcuteti Tacmanii

e Jleiimon Tomac, KaHMIAT NEAAroriYHUX HAYK, BUKJIa1a4d BiJUILTY aHTIIICTUKA
kadenpu nenaroriku B YHiBepcuteTi Tacmanii

e Maiikn KobGept, mpodecop comiaibHUX HayK, BUKJIaa4d Y HiBepcuTeTy Akaii

e [anuna I[laBnummmH, actipaHT BiAAUTYy aHTIICTUKH KadeIpu MeAaroriky B
VYuiBepcureri Tacmanii

Ie mocmiKeHHS OB’ s3aHe 3 KaHIUAATChKOK0 nucepramnieto [anmvmuau [TaBnwmms mijg
kepiBHMLITBOM AH/pkenu Tomac, Jleiimona Tomaca Ta Maiikia Kobepra.

SIka MeTa HbOro I[OCJIi)I)KeHHﬂ?

Le mocimKkeHHs Mae Ha METI OTJIMOUTH Hallle PO3YMIiHHS TOTO, IKY pOJIb BiAIrpae
MPUCYTHICTH/BICYTHICTh HACUIILCTBA B LTFOCTPOBAHUX KHHUTAX IS ITEH, a TAKOXK
3pO3yMITH, SIKI BUJIM HACHJIbCTBA 300pakeH1 y Cy4acHUX LIIOCTPOBAHUX KHUTAX NS iTEH Ta
goMy 1€ Tak. OKpiM TOTO, pe3yJabTaTH BOTO JOCHTIKEHHS TOTIOMOXKYTh 3PO3YMITH, 5K
300pakK€HO HACHJIBLCTBO B CyYaCHUX LTFOCTPOBAHUX KHUTAX IS JTITEH, ONMyOJiKOBaHHUX B
ABctpaitii Ta YKpaiHi Bpo1oBk ocTaHHIX 30-TH pOKiB, SIK 3HABII IUTAYOI JTiTEpaTypu
11eHTU(DIKYIOTh Ta OauaTh HACHJILCTBO B IUTSYiH JIITEpATypi Ta MIO 3 IIHOT'O BUILIHUBAE.
[opiBHsiHHS 300pakeHHs Ta 0aYeHHS HACUJIBCTBA Y KHUTAX, CTBOPEHHUX B YKpaiHi Ta B
ABcTpantii, mocnpuse KpaomMy po3yMiHHIO TOTO, SIK KyJIbTypa BILUTUBAE HA CIIPUAHSATTS
HEOJJTHO3HAYHUX TEM B UTIOCTPOBAHUX KHHUTaX JJIS JTITEH.

Yomy MeHe 3alIpOCHJIH B3AITH YYACTh Y IbOMY J10CJTiIKeHHi?
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Bac 3anpocuiu B3sTH y4acTh y LIbOMY JOCIiKEHH], TOMY 1110 By BonoieTe 3HaHHAMHU B
ray3i AUTA4YOI JiTepaTypH, a TAKOXK TOMY 1[0 MAETE JIOCBiJ CHIIKYBaHHS 3 OHUMU
yutayami. Lle o3Hauae, 1m0 HaiOLIBIT IMOBIPHO y Bac € MOXKIMBICTh MpUMATH PILIEHHS PO
Te, SIKi caMe KHUTU peKoMeHyBatu MiTsiM. OcKilbku By € 3HaBIleM IUTSAYOI TiTepaTypH, 10
Bamux BiAryKiB Mpo KHUTH YacTO MPUCTYXAIOThCS YUTadi, TOMY CKOpill 3a Bce Bu
BIJIITpa€eTe poJib “XpaHUTeNs” AUTSIUOI JiTeparypu y Bamiii opranizanii, y Bamiit cniibHOTI
1, IMOBIpHO, HACENIEHOMY ITYHKTI.

Bubip k0HOTO ydyacHUKa JJIs1 IOT'O JTOCIIHKEHHSI 00YMOBJIEHU MTPUHATICKHICTIO 10
IHCTUTYWIi, TOB’513aHO1 3 KHUTOIO (HANpHKIIaa 010moTeKa, IIKOIa TOMIO), a TAKOXK
MOJKJIMBICTIO CIIUJIKYBaHHA 3 FOHUMH uyuTadyamu. OKpiM Toro, Bac 3ampocunu 10 ydacti y
bOMY JOCIIIKEHH1, ToMy 110 Baiii koneru cxBaabHO BiATYKHYJHCS po Bac, 3a3HaunBIIy,
10 Bu € 3HaBLIEM AUTSUO] JiTEepaTypu, OaraTUMU Ha 3HAHHA Ta JIOCBI.

VY4acTb y TociKeHH] € BUSBOM A00poi BoJii. Bair BHECOK y 1€ TOCTIIKEHHS € JTyKe
BaXIMBUM. OCKUTBKH MU BBa)Ka€MO 32 HEOOX1HE 3aXUCTUTH MPUBATHICTh KOXKHOTO 3
YYaCHUKIB, ycsl iHpopMalis, HajaHa Bamu, 3anummThest aHoHIMHOIO. MU 3poOuMo yce
MOJIIKBeE, 11100 aHa iH(opmarlis Oysia BAKOPUCTaHA JIMIIE 3 METOI0, 3a3HAYCHOIO Y IbOMY
TOKyMeHTI. SIkmo Bu BBaxaTumeTe 3a He0OXi1IHE BIAMOBHUTH Y JOCTYIIL 10 iH(opMaIii,
HajaHoi Bamu mijg yac iHTEpB 10, OyAb J1acKa, MOBIIOMTE JOCTITHUIIBKY KOMaHIy
€JIEKTPOHHHUM JIUCTOM. Bu MaeTe mpaBo MpHUIHATH Take pillleHHs 10, i1 9ac ado micis
iHTEepB’10. Y pasi Bamoi BigMOBY OpaTH y4acTh y IbOMY JOCITIPKCHHI CTaBICHHS
VuiBepcurery Tacmanii 1o Bac kolHUM YUHOM HE 3MIHUTHCS.

Sk came B3SITH y4acTh y AOCJTiTKEeHHi?

[Tix ydacTio y AOCTIKEHHI MAETHCS HA YBa31 HaJIaHHs pO3TOPHYTHUX BIAMOBIACH Ha
3alUTaHHs, K1 PO3IJISAAI0Th PI3H1 aCEKTH 300pa’keHHs HaCUJIbCTBA B LTIOCTPOBAHUX
kaurax s aiteid. [lepen inteps’to Bac mompocsaTs 03HalloMUTHCS 3 KITbKOMA MPUKIIAaMH
TOTO, SIK HACUJILCTBO MOe OyTH 300pakeHe B UTIOCTPOBAHUX BUJAHHSIX JUIS JITEH,
cTBOopeHUX B ABctpauii ta Ykpaini. [1ig gac mpoBeaeHHs iHTepB 10 B 3M0OXKeTe BUCTIOBUTH
CBOIO IYMKY TpO IIi 1TFOCTpalii abo K HaBECTH BIACHI MPUKIAIU. Y ¢i BiINOBiAlL OyIyTh
3amucaHi Ha TUKTO(OH, a 3ro0M HaOpaHi Ha KOMIT 10Tepi y (opMi TUCEMOBOTO JOKYMEHTY,
TYT 1 JaJli TO3HAYEHOTO K ‘TeKcT Oecimu’. TekcT Oeciau Oyme HamicmaHo Ha Bamry
€IIEKTPOHHY CKPHHBKY, 11100 Bu Mornu ioro npounTtaTy Ta B pa3i moTpedu BUMPABUTH OyIb-
SIK1 HETOYHOCTI. MU IPOCUTUMEMO BHECTH BC1 HEOOX1HI MPAaBKX BIPOOBXK OJHOTO MICSIISL.
[Ticnst Toro sik Bu 3atBepaute TekeT Oeciiu, BCl ayaio3anucy 0y 1yTh 3HUIIICHI.
Opnnak, sximo Bu He 6axkaeTe OpaTu y4acTs B iHTEpB 10 Takoro gopmary, Toai y Bac Takox €
MOKJIMBICTH BiZIIIOBICTH HA BCl 3allMTAaHHS [MMCHMOBO Ta HAAICIATH 1X JOCIIIIHUKAM
eJIEKTPOHHOIO CKPUHBKOIO. Y i BiAMOBi/Il yUyacHUKIB OyxyTh nepekianeHi ['anmuHoro

[TaBnuIMH Ha aHTTIHCHKY MOBY. SIKIIIO BH Oa)aeTe MEPEerNIsIHyTH TepeKia, Oyapb J1acka,
MOB1IOMTE TIPO 11e ITiJT yac abo Micis iHTepB 0.

Kosxxne iHTepB’10 TpuBaTuMe 0113bK0 30 XBUIIMH 1 BiIOYBaTUMETHCS Y 3pYUHOMY IS
Bac micri (Hanpukian 610i0Teka, mkosa, kade ToIo).
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SIxmo Bu HagaeTe mepeBary BiANOBIAATH HA BCl 3alIUTAHHS UCbMOBO, 3aIIUTAHHS Y
dbopwmari doc. Ta BizyanbHi fokymMeHTH Y hopmati PDF OynyTs Hamicnani Ha Bamnry
€JIEKTPOHHY CKPUHBbKY. MU IPOCMMO HE BUKOPHCTOBYBATH HaJiciaHl Bam 300paxeHHs B
KOMEPIIMHUX HIJIAX 1 He MepecHIaTH iX 1HIHMM ocobaM. J[sKkyemo 3a po3yMiHH:!

IIpuknaau 3anuTanb, AKMX BAPTO OYiKyBaTH Mij Yac iHTepB’10:

4. o Bu nmymaere npo mto uttoctpariito? Sk Bu BBaxaere, un BapTo AITIM y Bili 6-7
POKiB unTaTH 110 KHUTY? Byb nacka, nosicHicts YoMy Bu Tak BBaXkaere.

[Bam moka3yroTh UTIOCTpAIIiIO 3 KHUTH |
5. Llei#t Bipi1 BUBYAIOTH LIKOJISAPL y I’ ITOMY Kiaci. Slka Barma gymka mpo me?

[Bac mpocsTh nmeperiissHyTH KOPOTKHI YPUBOK 3 BipIa |
6. Komy Bu 6 pekomennyBanu npountaru 1o kHury? Yomy?

Yomy BapTO B3ITH YYACTh y ILOMY JOCJiIKEHHI?

bepyuu yuacts y boMy HOCIIIKEHH], Bu cripusiere n0oCaiaKeHHIO IUTA4Y0] JiTepaTypu Ta
MOMYJIApHU3aIlii YKpaiHChKOI TUTSY01 KHUTH B @HTJIOMOBHOMY aKaJIEMiYHOMY CepeI0BHIIIL.

e mocaia:keHHsI Hece TAKY KOPUCTD JJIfl CYyCNIbCTBA:

e OkpecieHHs pI3HOBU/IIB HACHIIbCTBA, SIKI HailyacTimie 300pakaloTh B Cy4acCHUX
UTFOCTPOBAaHUX KHUTAX JUIS JiTEH;

e [lepeocMuciieHHs 3HAUYCHHS HACHJILCTBA B TUTSUIH JIiTEpaTypi;

e ['nmudiie po3yMiHHA PO, SIKY 300pakeHHs! HACUJIbCTBA BIZIrpae B UTIOCTPOBAHUX
KHHUTaxX IS JIITEH, a TAKOXX TOTO, YOMY 1151 iH(OpMaIlis € BaKIUBOIO IS IIKiJT,
610:110T€K Ta 1HIIMX IHCTUTYL1H, SIKI IPALIOIOTh 3 AUTAYOI0 KHUTOIO.

Yu Ge3neyHo OpaTH y4acTh Yy HbOMY JOCTiIZKeHHi?

Tak, OpaTu yuacTs y bOMY JOCIiIKeHH] Oe3neuno. Skmro mig 4ac inTeps’to Bu BimuyeTe,
110 3alUTaHHs PO 300pakeHHS HACHIIBCTBA B TUTSIYMX KHUTAX Bac 3acMyuyroTh, Oy1ib
JIacKa, MOBIIOMTE MPO 11e JOCTIAHMKA 1 MU IPUTTMHUMO 1HTEPB 10. B pa3i BUHUKHEHHS
TPUBOKHUX CTaHIB MO’KHA MTPOKOHCYJIBTYBATHCS 3 TICUXOJIOTaMU 32 TeJe()OHAMU:

e 1558 — ‘CraBpomnerion’ (1i101000BHii TenedoH A0BipH B 3axiHUX 0071aCTAX)

e 70504 69— ‘osipa’ (uitogoboBuii TenedoH aoBipu B CXimHUX 001aCTSIX)

OxkpiM TOTO, BCI TPOMAJITHA Y KpaiHU MOXKYTh 3BEpHYTHUCS 32 (paX0OBOIO TOTIOMOTOO B
peKuMi OH-TakH 3a aapecoro: Kyiv@dovira.info - “/losipa”

o cTraneTbes1, IKIIO §1 3MIHIO CBOIO IYMKY IIO0 Y4ACTi B JOCTiIKEeHHI?

VYci Binnosii € aHoHIMHUMU. Baite iM’st Oyie 3aMiHEeHO Ha BUTAIaHE iM s, TOMY HIXTO
HIKOJIM HE 3/I0TAIA€ThCS, 1110 caMme By BUCIOBWIIM Ty UM iHIIY yMKY 3 IPUBOJTY 300pakeHHS
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HACWJIbCTBA B LTIOCTPOBAHUX KHUTAX s aited. OnHak skmo Bu 6axaete, o0 Barri
BI/IMOB1II IUTYBAJH M1 BamuM crpaBxHiM iMeHeM, OyIb JlJacKa, BKaXITh 11 y MUChbMOBIN
(dbopMi, KoJu NiANKCYBaTUMETE 3roly Ha y4acTb y AOCIIIKEHHI.

Y Bac Oyze oauH Micslib, 00 03HAHOMHUTHCS 3 TEKCTOM OeCiv, HaJiCIIaHUM Ha
Barmry enekTpoHHY CKpUHBKY, BUIIPABUTH BC1 HETOYHOCTI Ta BHECTH BC1 HEOOX1/IHI 3MIHH.

Bu mMaeTe npaBo BiAMOBUTHUCS BiJ] y4acTi B JOCIIPKEHH1 OYy/Ib-KO1 MUTI, HE OSICHIOIOYHN

npuauHU. J{71s 1boro HeoOXiIHO HAICTIATH eIEKTPOHHOTO JIUCTA Ha aApeCy JOCTITHUIIBKOT
KOMaH/T{, BUCJIOBJIIOIOYH ITPOXaHH MPo HebakaHHsI OpaTH ydacTh y qociipkerHi. [licms
IIBOTO yCi BiMOBI/I, HajaHi Bamu i yac iHTepB 10, OyayTh BUIYUEHI 3 AOCIITHUIIBKOT
mpairi Ta 3HUIIeHI. Bama BigMoBa 0IHUM YMHOM HE BILTMHE Ha Barii cTocyHKH 3
VYHiBepcuteroMm Tacmanii.

o craneTrbes 3 iHpopMaLi€lo, HAZAHOK MHOIO IICJIS 3aKiHYEHHS 10CTIIKeHH?

Mu mikityeMocs Ipo 3aXUCT MPUBATHOCTI. Y Cl ayA103allUCH IHTEPB 10 OyAyTh 3HUIICHI,
nioitHo Bu 3aTBepauTe TEKCT Oecian. Y ci mepcoHalbHI 1aHi, SIKi MOKYTh BKa3zyBaTu Ha Bamry
0co0y, OyayTh 3amm@poBaHi Ta 3aMIHCHI BUTaJAHIMH IMEHAMHU.

VYci texkeru Oeciiy 3 BUTaJaHUMHU iIMeHaMU Y HUX OynyThb 36epirarucs Ha iCloud
cepBepax YHiBepcutery Tacmanii. [Hpopmalrist Oyae aHOHIMHOO Ta 3aXHUIIEHOO racjiom. B
pasi AKIO JOCIITHUKN 0KATUMYTh CKOPHCTATHUCS II€I0 1HHOPMAITIEIO IS IHIIOTO
JOCITIJ)KEHHS1, BOHU HEOJIMIHHO MOTIPOCATh Batoro 103Boiy nepesn TuM, sk 11€ 3p00HTH.

Ortox, ycs indopmartist HagaHa Bamu Oyjie aHOHIMHOIO, 3aXHINEHOI0 mudpamMu i
BUTAJIAHNMHU IMEHAaMHU, Ta 30€piraTUMEThCS Ha cepBepax 3aXMIICHUX racioM. Bami im’s,
npi3BUILeE Ta odiliiHa Ha3Ba yCTAaHOBHU B sKiil Bu mpamoeTe :K0AHUM YHHOM He Oyne
3rajjaHa B KOJHUX MyOJiKaIisax.

e came OyayTh ony0/1ikoBaHi pe3yJIbTaTH HBOI0 T0CTIIKEHH?

Pe3ynbratu bOTo MOCIHIKEHHS OY/IyTh ONPUIIIOHEH] MIISTXOM:

e 3axucTy KaHAUAATChKOI ArcepTallii (aHTIHChKO0 MOBOIO);
e [lyOmikarii cTarTeil B akaJieMIYHUX JKypHaAIaX (aHTJIHCHKOIO Ta YKPaiHCHKOIO
MOBaMH);

e [lyGunikauii cTarTeil Ha iIHTEpHET-TIOPTaax, TakuxX K Medium (aHrTiiChKOIO Ta
YKpaiHCHKOIO MOBaMH);

e BucryniB Ha HayKOBHX KOH(PEPEHIIisIX (aHTIIHCHKOIO Ta YKPATHCHKOIO MOBaMH );

e ['pomancekux 0OrOBOPEHb y KHUTApHSX Ta 0i0nioTekax (YKpaiHCHhKOIO MOBOIO).

o poduTH, AKIIO Y MeHe BUHUKJIU 0AATKOBI 3alIUTAHHSA PO 1€ T0CTiKeHHA?

Axmo y Bac BunuKkin Oyib-sKi 3alUTaHHS PO 1€ AOCTIKEeHHSI, Oy b JIacKa, HalIILIITh
SJIIEKTPOHHOTO JINCTA JOCII THUALIBKIN KoMaui: ["anuai [TaBmumma
(halyna.pavlyshyn@utas.edu.au) — sixiio 6akaeTe CIijIKyBaTUCS YKPaiHChKOK MOBOIO, 200

378


mailto:halyna.pavlyshyn@utas.edu.au

Anmxen Tomac (angela.thomas@utas.edu.au), Jlemonosi Tomacy
(damon.thomas@utas.edu.au) uu Maiikinosi Kobeprosi (michel.corbett@utas.edu.au) — sixiio
Bam nmucT Hanucanuii aHTIIIHCHKOI0 MOBOIO.

Oxkpim Toro, Bu MoXxeTe HamucaTH manepoBOro JMCTa 1 HaAICIaTH HOTo 3a €0 aApecoro:
Locked Bag 1307, Launceston, Tasmania 7250, Australia
A0G0 moa3BoHUTH 3a TenegonoM: + 61 3 6324 3265

Le nocnimxenns Oyno cxBainene Komirerom 3 muranb ETuku npu Bingini Comiansaux Hayk
(KECH) VuiBepcurety Tacmanii. Skmo y Bac Bunukim 0y 1b-ski KOMEHTapi, CKapru Y1
npono3uii, Oyap nacka, 3BepHiThCs 10 ['onoBu Komitery (KEMCH) y Tacmanii,
MOA3BOHUBIIHN 32 HOMepoM +61 3 6226 6254 abo HajiCIaBIIN €IEKTPOHHOTO JINCTA Ha
anpecy human.ethics@utas.edu.au. 'omoBa KoMmiTeTy € yoBHOBaXEHUM BiZIOBIIATH HA
3allUTaHHA, CKapTy Ta MPOIO3UIIi] (aHTIIIICbKOI0 MOBOIO). Y pa3i KOHTaKTy, OyJb Jacka,
BKasyiTe Homep [H16888], skiio iiaeTbes mpo 1ie J0CTiHKeHHS.

Jsikyemo, 1110 3HAHIIN Yac 03HAHOMUTHCS 3 OMCOM LBOTO0 I0C/iIzKeHH!
Sxmo Bu 0axxaere B3SITH y4acTh Y IbOMY JA0CJIIIKeHH], Oyb Jacka, MiANUIITH 3roay.
JdoxkyMeHT 3 oncom aociaimkeHns € Bamolo Baachictio. lllupo asikyemo!
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Appendix 29. Consent Form in English

The interpretation of violence represented in Australian and Ukrainian
picturebooks by the gatekeepers of children’s literature

[The consent form is for gatekeepers of children’s literature including: publishers, editors,

10.

librarians and teachers of secondary school who work with picturebooks]

| agree to take part in the research study named above.
I have read and understood the Information Sheet for this study.
The nature and possible effects of the study have been explained to me.

| understand that the study involves audio-recorded interviews during which the
questions about violence in picturebooks are to be asked, and the books shown to me
are to be discussed. | am aware that | will be given an opportunity to review
transcripts and correct any information in them.

| understand that participation involves the risk of a minor psychological discomfort
which might be triggered by the conversation about violence. However, | am aware
that in the unlikely event of any distress, | can contact free of charge counseling
services, using the following phone numbers: 13 11 14 (24/7, in Australia), 15 58
(2477, in Western Ukraine), 705 04 69 (24/7, in Eastern Ukraine) or contact the
counseling service available by e-mail: kyiv@dovira.info (in Ukraine)

| understand that all the transcripts and their translations to English (with no
mentioning of name, surname and gender) will be securely stored on the University of
Tasmania iCloud drive for five years from the publication of the study results, and
will then be destroyed.

| understand that all research data will be securely stored on the University of
Tasmania premises for five years from the PhD thesis submission, and will then be
destroyed unless I give permission for my data to be stored in an archive.

| agree to have my study data archived.
Yes[ ] No[]

Any questions that | have asked have been answered to my satisfaction.

| understand that the researchers will maintain confidentiality and that any
information | supply to the researchers will be used only for the purposes of the
research.

| understand that the results of the study will be published so that I cannot be
identified as a participant. All the direct quotes will be signed by the fictional names
to protect my identity unless I specify that | would prefer to be mentioned.

Please specify if you choose your name to be mentioned in the direct quotes by
saying yes to the following question:

| agree to be identified as a participant in the publication of the study results.
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Yes[ ] No[]

11. I understand that my participation is voluntary and that | may withdraw at any time
without any effect. If | choose to withdraw from the study | agree to send a short
written notice to the student investigator Halyna Pavlyshyn:
halyna.pavlyshyn@utas.edu

Participant’s name:

Participant’s signature:

Date:

Statement by Investigator

I have explained the project and the implications of participation in it to this
volunteer and I believe that the consent is informed and that he/she understands the
implications of participation.

If the Investigator has not had an opportunity to talk to participants prior to them participating,
the following must be ticked.

The participant has received the Information Sheet where my details have been
provided so participants have had the opportunity to contact me prior to consenting
to participate in this project.

Investigator’s name:

Investigator’s signature:

Date:
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Appendix 30. Consent Form in Ukrainian

BauyeHHsi HACHJIBCTBa B aBCTPANiliCbKHUX i YKPATHCBKHUX LIIOCTPOBAHUX
KHUTAX /s JiTeli: NepcneKTuBa 3HABLIB IMTAY0I JiTepaTypu

[3rona Ha yyacTh y JloCHiDKEHHI CTBOpEHA /ISl 3HABIIB JUTSUOT JTITEpaTypH, 3alPOLICHUX

10.

JI0 y9acTi y IPOEKTi, a caMme: JyIsi BUUTEIIB Ta 01010 TeKapiB]

51 moroxytrocst OpaTu y4acTh Y IIbOMY JTOCHIIKEHHI.
S o3nariomunacs/o3naliomuBcs 3 [HpopMmartiero mpo JlocaimKkeHHs .

MeHi OSICHUIH, SIK BiIOYBaTHMEThCS 1€ JTOCIIDKEHHS, sIKa HOTO MeTa Ta K
OTIPUITIOAHIOBATUMYThCS PE3YIBTATH BOTO JOCITIIKEHHS.

S po3yMiro, 10 11€ TOCTIKEHHS epeidadac ayio3anuc MoixX BiIMOBiIeH Ha
3aMUTaHHA JOCIHIHHMII, SIKi CTOCYBaTUMYThCSI 300pakeHHSI HACUJIbCTBA B
UTIOCTPOBAaHUX KHUTAX JUIA JiTel. S yCBiIOMIIION0, 110 MATUMY MOXIJIUBICTh
BHUIIPABUTH Oy/Ib-5IKI HETOYHOCTI Ta BHECTH OYyIb-sIK1 3MIHU y TEKCT O€Cii 31 MHO¥O,
HaJaHWI MEH1 JOCIIITHULICIO TTICIs TpaHKpUOyBaHHSA. MeHi BiIOMO, 1110 Y MeHe Oyjie
OJIMH MICSII[b Ha BHECEHHS YCIX MTPABOK.

A posymiro, mo 6epyun y4acTh y IbOMY JOCTIPKEHH] — 1 B Oe3merri. Ko po3sMoBu
po 300paXeHHsI HACUJILCTBA B AUTSAYIN JTITEpaTypi CHPUIHHATH CMYTOK YH TPHUBOTY,
s 3aBXKIM MOXY IPUITMHUTH BiJIIOBIJATH HA 3allUTAHHS JOCITHHII Ta CKOPHCTATHCS
tenedonom nosipu: 15 58 (24/7, ‘Crasponerion’ y 3axinniii Ykpaini, mig01000B0),
705 04 69 (24/7, < Nosipa’ y Cxianiii YkpaiHi, 11iJ10;000B0) a00 HaMKCaBIIN
SNIEKTPOHHOTO JIUCTA 3a ajapecoro: Kyiv@dovira.info (24/7_‘Jlosipa’, s BCix
rpoMajisiH YKpaiHu He3aJIeKHO BiJl MICIISI IIPOKUBAHHS ).

51 posymito, mo Best iHOpMaIltis, HaJaHa MHOIO (32 BUHATKOM MOTO iMEHi, Ipi3BHIIa
Ta Ha3BM Oprasizaiii, B sKiil g mparoro), Oyne 30epiratucs Ha cepepax iCloud
VuiBepcurery Tacmanii. OgHak, sSKIIo s 3a00pOHIO apXiByBaTH 110 iH(OpMAIIito, TO
BOHa OyJie BUTy4YeHa Ta 3HUIIICHA.

51 no3Bossiro apxiByBaTH iH(POpMAaIIiIO0, HAJAHY MHOIO: Tax [] Hi[ ]
MeHi BiAIIOBUIM HA BCl MOT JOJATKOBI 3alIUTaHHS.

51 yceBinomiioro, 110 Bes iHGopMaltis, SIKy s HaJaro, € aHOHIMHOIO 1 110 11
BHKOPUCTOBYBATUMYTh JIUIIIC 3 METOFO JIOCII/PKEHHS TUTSIYO1 JIITEPaTypH.

S po3ymiro, o pe3yJIbTaTH JOCHTIKCHHS OyayTh ONPWIIIOIHEHI 1 1110 MOi iM’,
Mpi3BHUILE Ta HA3Ba OpraHizallii, B SKil s Mpalo, He OyayTh 3rajai >KOIHUM
yuHOM. B pa3i muTyBaHHs yc1 MO1 BIAMOBI/1 HA 3alTUTaHHS OyAyTh ITiIMKACaH]

BHUTaJaHUMHU iMeHaMH. BUHATOK OyJie 3po0IeHo Jiniie Il 0Ci0, SIKi HamoIsIraTuMy Th,
11106 iXHe iM’g OyJ10 BKa3aHo, Ta sKi 3a3HavyaTh 1€ Yy TUCbMOBIH Gopmi.

Sxmo Bu Hanosasraere, mo6 Bame im’s Ta Ha3Ba Bamoi oprauizauii 0ysiu
3rajgasi npu nyoJikanii pe3y1bTaTiB IHOT0 0CHiZKeHHS, Oyab JacKa,
NiATBEPAITH 1€ HA MM CbMi, CXBAJTMBIIM HACTYIIHE TBEPAKEHHS

382


mailto:kyiv@dovira.info

51 HanonsTaro, o0 Moe iM’s Ta/4M Ha3BY MO€ET oprasizaiii 0ys10 BKa3aHO MpH
OTIPUWJIIOTHEHH]1 Pe3yJIbTaTIB TOCIIIKEHHS: Tax [_] Hil[ ]

11. 4 po3ymiro, 1110 MOSI Y4acCTh y IIbOMY JOCIIKEHH] € BUSBOM JI0OpOT BOJII 1 IO I MatO
[IpaBoO B1JIMOBUTHCS BiJl y4acTi y HbOMY JOCIIIKEHH1 0€3 KOJHUX MOsICHEHb. B pasi
AKILO 5 X0y, 1100 ycs iH(opMallis, HagaHa MHOIO, OyJia BHJTyYeHa Ta 3HUILCHA, 5
MOTO/KYIOCS HaMmKMcaTu eeKTpoHHoro jucta ["anuni [laBnummH
(halyna.pavlyshyn@utas.edu), 4iTko copMyITrOBaBIIN MOE TPOXAHHS.

IM’s1 yyacHuKa:

[lignuc yyacHuka:
Hara:

IIpucsra pocainauka

51 onmcana gaHe MOCHiIKEHHS il yYacHHUI / IbOMY YYaCHUKOBI, TOSICHUBIIH, SIK
MPOXOJAUTUME JOCITIDKCHHS Ta SKUM YHHOM OYAyTh ONPUIIIOHEH] pe3yIbTaTh
BOT'O TOCIIKEHHS. S Bipto, 110 YYaCHUIIA 3p0O3yMiJia / yYaCHUK 3pO3yMiB BCE
CKazaHe MHOIO, 1 1[0 3Tr0/ia Ha Y4acTh € JOOPOBIILHOIO.

SIKIIO OCHITHUIA HE MaJla MOXKIIMBOCTI IIOTOBOPUTH 3 YUYACHHIICIO / YHACHUKOM:

VYdacHuus oTpumana / yuacHUK oTpuMaB [Hdopmartito npo JlocmipkeHHs, y sKiif
3a3HaueH1 MOi KOHTaKTH1 AaHi. OTOX, yYaCHUKU MaJlid 3MOT'Yy IOCTaBUTH MEHI1 BC1
3aMuTaHHs, SKi OaKanu, iepe.l MiAnucanHsM 3roau Ha YdacTs y JlociKeHHl.

IM’a gocmigHuKa:

ITignvc mociigHuKa:
Hara:
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Appendix 31. Example of a Picturebook Text that Represents Violence

The original text of Blossom Possum: The sky is falling down-under (2007) written by Gina
Newton and illustrated by Kilmeny Niland:
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Appendix 32. Example of a Book Blurb on a Picturebook Cover

The text on the back cover of Blossom Possum: The sky is falling down-under (2007):

“Early one morning, Blossom Possum gets a fright - she thinks the sky is falling down! She
has to tell someone, so she sets off with her news. On the way she meets her bush mates.

But she also runs into trouble. This re-telling of a favourite [British] folk tale has a delightful
Aussie twist”.
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Appendix 33. Example of My Retelling of a Story to Research Participants

My retelling of Blossom Possum: The sky is falling down-under (2007) with the focus on the

fight scene for the purpose of this study:

The story tells about the possum called Blossom Possum who is convinced that the
sky is falling. Blossom Possum decides to see the prime minister and tell them all about it.
And so, she starts a journey-quest and meets new friends on the way. During her journey,
the cute little animals are facing the danger of being trapped and eaten by dingo and his
family. However, the possum and her friends are rescued by two kangaroos and an emu.
Eventually, the friends run away from dingo; they return home safe. And... the cup is falling
on Blossom Possum’s head.

On this book-spread [here, | would show the illustrations to the research
participants], we can see the scene of the “rescue”. The words are: “Then You-Beaut Bunyip
stepped on By-Jingo Dingo’s tail and Didgeridoo Kangaroo boxed his ears, while Blossom
Possum, Rocky Cocky, Joanna Goanna, Toey Joey, Abacus Platypus and Echo Gecko ran away

as fast as they could”.
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