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INTRODUCTION

The artists, David Hockney, George Cruikshank, Maurice S€n-

dak and Arthur Rackham may seem like a rather diverse group

of artists to study and compare.

Yet, at some stage in their career, all four have collabor-

ated in producing an illustrated selection of tales from the
Brothers Grimm.

For my thesis, therefore, I have chosen to examine and
discuss the work of these four artists in the context of
their illustrations amnd interpretation te a common text -

Grimm's Fairy Tales.

g STORY OF .-THE TALES

The tales themselves were first published in Germany in
1807 and are so named because these were collected by two

brothers, Jacob and Wilhelm Grimm.

The two brothers were born in 1785 and 1786, both were law-
yers and shared an interest in the study and preservation
of German antiquity, philology and literature. They wrote
asnumber of books and theses on the strueture and history
of their native language, and also on ancient folklore and

mythology. They set to record, compile and thus preserve

old German tales and oral traditions, because in them they
saw a wealth of old German language, dialect and mythology.
As they observed in a note to their own edition 'In these
pepulars stories ‘1s  coneealeds thel plizesandiprini tivies my el

ology of the Teutons, which has been considered lost forever!

The tales were gathered in districts throughout Germany,
places such as Kassel, Zwehr, Paderborn, Munster, Hesse,
and the Hartz Mountains. Katherine Dorothea Viehmann (or
IViehmannin® - cattle woman!), a farmer's wife from Zwehr
near Kassel, was the source of many of the tales.
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Perhaps, the patriotic fervour and general upsurge of interest

in native culture and traditions prevalent in Germany after the |
French occupation contributed towards the success of 'Hausmarchen s
the first edition of the tales. it soon became clear that children
too, were fascinated by the tales, so much so, that the second
edition, enlarged and illustrated by a younger brother

Ludwig Emil Grimm was entitled 'Kinder - und Hausmarchen' -

Children's and Household Tales'.
STYLE AND QUALITY OF THE STORIES
The stories collected share many distinctive themes and character-

istics.

Fantasy, magic and enchantment form and intergral part to the

stories. Tiresome children turn into ravens, heros and heroines
turn into stones, birds or animals - bound by spells or curses
with a life-span of up to one hundred years! Runaways turn them-

selves into plants, buildings, or even lakes on their efforts to

hide themselves from their pursuers!

Mamy-oif the stories are particularly cruel and brutal, with
gruesome murders and primitive forms of punishment. Consider the
waiting maid in 'The Goose Girl' who received quite a tortuous if
not a justified end, inadvertedly prescribed by herself - 'thrown
into a cask stuck around with sharp nails, dragged by two white
horses from street to street until she is dead' or alternatively,
the Princess in the story of 'The little Sea Hare' with ninety-seven
skulls, belonging to unsuccessful suitors, displayed on posts
positioned around her castle. ' Victims, often children, are killed
and dismembered, boiled, cooked and then served up to unsuspecting
diners (e.g. Juniper Tree) or killed and kept in a basin full gof
their blood (Fitch Feathers' Bird). However, much of this brutality
is not so objectionable or offensive, because either the torture
and cruelty is deserved, or the miscreants are punished, - often

by their victims, returned from the dead to wreak revenge!



IRESmEEGs to) the moralistie tone attached to the stories:
The wicked and evil are punished, the kind and just,
rewarded, good wins over evil,and little over large. live
theme of little over large often manifests itself 1in
the form of animals, where the birds, insects, and smaller
animals win over the larger and stronger oOnes through

their Wit and intelligence.

In humans, the clever dwarf makes little of the large

and 'dumb' giant.

The virtuous and kindhearted though often regarded

as stupid and inferior, triumph eventually, proving
names such as 'simpleton', 'Blockhead' or 'Dummling’

to be quite uncharacteristic. As one story 'The poor
Miller's Boy' ends:- 'And that is why nobody should say

that a simple person can never amount to anything'.

ST ildingraspect ofi the ‘tales is the recurring use of
NUnblemsis T saa e s and S ARTEEEhe siel, mainly odd
numbers, recur again and again. The number three, 1in
particular is incorporated into the stories. There are
often three central characters, for example, three sisters,

brothers, travellers, soldiers, etc.

Often the whole narrative structure is built around a
series of three stages, which can be further subdivided
into three. In 'the Queen Bee', for example, there are
three brothers travelling together, seeking their fortune.
The third and youngest brother, 'Blockhead' prevents the
other two from disturbing three types of animal:-

a group of ants, then a pair of duck, and then bees in
their nest. The brothers then reach, and enter an enchanted
castle, in which they find a door fastened with three
bolts, through which they see a little man, whom they

call three times. Then all three must perform three tasks
to free the castle from enchantment. After the failure

of the two elder brothers, the third completes all three
tasks, assisted by the three sets of animals he has saved.

e fipal taski S inelnUsiEidi seernBntchitof tehie
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three identical sleeping Princesses is the youngest (i.
third) and the most charming. He subsequently frees the cas
and marries the youngest, while his two brothers marry GEES S

elder Princesses.

GEORGE CRUIKSHANK AND HIS ILLUSTRATIONS TO GRIMM

As mentioned before, the first illustrations to the tales were
executed in 1812 by Ludwig Emil Grimm. Since then, they have
been illustrated and interpreted by many other ariticts,® allSoVET

the World.

George Cruikshank illustrated the first translated edition,
issued in England in 1823. His illustrations became Very popular

and were reproduced throughout Europe, and indeed are said to
have been admired by the Grimm brothers themselves. Naturally,
living in a time when these stories were narrated and collected,
and being a contemporary of Jacob and Wilhelm Grimm was an added

advantage.

His illustrated edition to Grimm is still being reproduced today
and it is very significant that, a hundred and fifty years later
artists such a David Hockney and Maurice Sendak have studied
and consulted his illustrations, in favour of those by more

recent artists.

George Cruikshank, born 1n Nondon: dnt 792 s wals alstihe " pUthiE
'cradled in caricature'. Doubtlessly, his work and experiences

in this field influenced his style and approach to book

illustration.

Since his father ran a commercial engraving workshop, and was
himself a caricaturist George was exposed to etching and to all
aspects of commercial art and design, at an early age. He learnt

and developed under the hand of his father, and was not formally

educated.

e wme fdm SIS el el outset of his career, after his father'g

death, that George opted for caricature, perceiving this to pe
=



alldisy

aEmthmiviaing - and “therefore most firuitful trade. He eventu
: : . hos€

set W shop with his brother, etching his own designs and t
as he called

ofamateurs:- 'washing other peoples' dirty linen’
for

REEN [hiilst i'st why on all his own work, such as his etchings
Eis Gmitdmls o
It

Grimm, he would use the word 'fecit' after
imply that he both designed and executed the engraving.
the design were not his own, he would write both his namé and
thatt of the designer, with the same word 'fecit' after his

own name, but alse the word 'invenit' afiter the latter.

The caricaturist in regency London produced work which was
accessible to and appreciatd by all classes. The noble and the
rich- even the King himself, collected portfolios and volumes
of caricaturists and even those who could ill-afford to buy a
print, would still have access to the local stationers or print-

shop window where the  latest prints would be on display.

The three main publishing houses in London at the time were
Humphries, llegg® ‘apd “WLiSi." "Bores, ‘and the artist woeuld suit
and adapt tot i s ldoawing acconding to the quality and type of

publishing house.

[fhierewere ‘two main areas or targets in earicature, secial and
plafimsthicallihe s o chial S caricatures sor dragllisi’ focused on soecial
conventions and prototypes, ridiculous fashions, the battle of

the sexes etc.

The Political cartoons were of larger format, attacking and joining
HimEEhie Sipiodi thilcials i ghtht thelyl swenesalimueh appreciated ‘visual
translation of the latest newspaper headlines. Therefore the
caricaturist had to be familiar with and aware of current

A AL and events, he also had to discern which would have

the most impact . and public appeal when translated to caricature,

The narrative, satirical and humourous quality of caricature
can also be implemented im the art of beok illustration.

Cruikshank's illustrations to Grimm have a very stromgnarrative
quality, he often integrates one or two of the major incidents of

the text into the one illustration. He has his own brand ¢f

G



humour, exaggeration and distortioh, developed during his involvement 1N
caricature.

: i S
By the year 1823, when he was commissioned to illustrate Grimm

Fairy Tales, his work output in caricature had dwindled from
nearly two hundred political caricatures in 1820 to less than

10 a year.

However, not only was he involved in his illustrations for Grimm, but also
for another German Tale, 'Peter Schmiehl'. Indeed the task of illustrating
a selection of Rl V=fitvie stories, chosen by the translators,

was no easy task.

The translators to this first editien, ‘altered and edited the
suject and content of some of Ehieds 5 ileish The alterations were
admittedly slight, and were made beecause it was felt that ceztain
pieces would offend or were not totally relevant to the central
plot of the story. Nonetheless, these changes certainly held
an impact on the illustrations, as can be seen in Cruikshank's

etchilng in the story '"Rumpelstilzchen'.

Here as in 'Snowdrop' and 'The Juniper Tree' the translators
have softened the torture and biriicaill it vl ol St fveltia 1ie Instead
of tearing himself in two at the end of the SEEry S Ehiet it e
Mannikin succeeds in releasing his! feoot frem the crack in the
ifoez S and ‘'storms off in a rage. It is this final episode that
Cruikshank chose to illustrate and so the Iattle dwarf s

depicted intact!

Int selecting the tales, the translators sought to choose
those stories which they felt were suitable to 'modern tasteg'

and which were relatively unfamiliar in England and to the

English reader.

George Cruishank's illustrated edition was issued in 1823
in two separate volumes. The first volume contains twelve

plates by the artist, and twenty-nine stories, the second volume
has ten plates with twenty-six tales. The editions I consulted

are facsimile reprints produced in 1904 by Henry Fronde.



Both volumes are uniform in Sz

q are
shape and design. They
. he
of course hand bound in buff coloured hardboard covers. i
book is relatively small in sgize and the paper is uneven and
- Y pap :
fars S 7 1 3 heavyweight. Because they are printed o diferent paper, Crivik-
/ 2B : 4 B J 5 . i is
| /‘f P == = : | 1% : ey shank's engravings are not integrated into the text, which
i e ,2(/ N set in 'Palladin Georgian'.
SR N
S | = 3
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Ee s line: front-cover design is a repeat of the illustration and type
,\(_/, :/_{)- 5 used on the inner Frontispiece, and on the back-cover is a
1A ~
e 2 : !
é\ :5@\* o £ e repeat of the illustration to 'The Elves and the Shoemaker'.
By ;
e =, \
a2
\\ ‘/3
\.

On this inner title page,

15 & selection of decorative type and
Germanic script, and Cruikshank's illustration depicting and
incorporating the Oral tradition and history iiof “the'  tales.
i-ﬂ Here he depiicts "the storyteller or narrator sitting by the
é? % %ii - fireplace surrounded by g group of amused and absorbed
é%:—g::; i%é listeners.
233% =32
%i%é E?E = This title-page is followed by a preface by the translator
BEEE % i % leading into the first staory, 'Hans in Luek® . There is no
%gig §~§‘% index or incidentally, WEIESERe Lo Siaeiet el o) Cruikshank's
%%%3 éfi'% illistrations, they are listed under the Fittille s e et e stories
é%%g : §'§,§ in which they appear.
i%ggii 2,% 2 The artist'; natural narrative quality can be seen in the
?ggéé éE; 4 engraving to 'Hans in Luck' in which seven episodes from the
i35 TT; StlgmyaNaires containeds in the one illustration. The drawing
ﬁ? is very imaginatively and thoughtfully constructed, so that the
. outcome is far from confusing, despite the Ffact that e g
B i es 7 confined to such a small area, Hans is seen at the begining
e e S e of his travels, then with the horse he obtains, and later the
pig, the goose, the cow, the stone, and then with Nothing,
-and all in the one illustration!
This illustration, as with all of the others in the baok ;. !
free standing, the figures are small, the landscape ang sky |
dineRsniendered N inESthiem et hisitilist ehatic e pitsithle
=i

sketchy line .
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HANS N LUCK

e Gormen, BIR D
By

Cruikshank uses g similar approach with the story 'The Wonderful
Musician' where he algg combines a selection of five incidents

in the one scene.

In the illustration to 'The Golden Bird' where the artist
depicts the youngest son being carried aEs Skhier Eail]l Coitt Ehe | Fak,
the sense of urgency and Speed is accentuated sica L1 fiud 1y by
the'artist's use of Line Ihe ‘castle and growth in the back-
ground are drawn inp fine sketchy line, clouds of dust rise
up behind the SRECC e SR ghines,  wath dh boy elutching en to
s hat S for Fenr it wil blow away !

Cruikshank excels at Portraying dancing and humourous figures,
for example jip the 'Jew in the Bush', where the musician plays
his last tune at the gallows, causing the Judge, the Jew, the
hangman, and EVEery member of the crowd to dance wuntil they
begged the musician to stop playing. Many of the figures in
th Picture, particularly the Jew, have fairly agonized
€Xpressions, their faces, 1limbs and bodies being contorted in
all directions! Here again, the background is rendered in

detailed sketchy line.

Although Particularly gruesome in content i he illustration
CoR Tie ‘King S oaitho Golden Mountain' is most amusing. The
Princes and nobles have turned to seizies the King whereupon 'he
drew his sword and with a word the traitors heads fell before
hiamie, The artist has drawn a crowd of decapitated, dancing
figures, their heads ALy nginemd dEa i or t g the ground at the
King's feet. The bizarre poses of the figures, and EXpressions
of the heads as ChielviScareer through mid-air make Eiisie g very

comical illustration.

In the 1last story 'Rumpelstikchen', as previously mentioned,

the artist's depiction is gevierneassbys S thie SN gl it e rat ilons @i e

translators. Perhaps here too, he would have provideq ot
amusing interpretation of the little man as he tearsg himse]f
in two! Insthii st scene, the "little man s pulling hisg right

foot QU G Ene @reElk dm e flicloniahhilie being watched by

=)=
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THE GolDEN MOUNTAIN

-

the

the Joyful Queen ang bemused courtiers. Contained 1in

Clopde B el el verbal reference to the artist. On
the second day, when the Queen attempts to guess the dwarf's
Aames s sheSbegiins witth the names 'Bandy-legs, Hunchback, Crook-
Shanks'. ..

VOLUME 2

In keeping with volume 1, the Cover is a repeat of the title
page illustration, with an tllusitratilon Talken from the 'the
Elphin Grove' ogn the back cover. The type on the title page

is identical to that in Volume 1. IheSpicture “is of an old

WOMSn, I ais A i ai e icin i ¢ the fireplace, surrounded by a small
Group. I S tihie background, is 3 gothic style window with

an emblem or Coat of Arms of some sort.

Iim thie story 'The Goose Girl' Cruikshank 1lusErates a popular
repetitive scere , where Curdken chases his hat while the
Princess cambs her hair. Crui kshank's attention to landscape
and detail is notable here, where he depicts the castle and
Eowmn s iin S N e background, while Curdken chases Wis “hat  in

frustration, watched by e s o o e Unideict iat tree i

the foreground.

Unusually Cruikshank provides three illustrations tel Ehie one
story 'The Young Giant and the Tailor', In his drawing for
'Pee Wit' he depicts the clouds and the sky reflected in the
lake most effectively and skillfully, using a series of broken

L AmEs . The townspeople have been duped into Selieving thialk

the clouds reflected in the water are sheep grazing at the bottaom

e the laks. LUEzel oy e prospeet  oF obtaining some sheep

for nothing,
has captured the anticipation and gleeful greed of the People

all jump expectantly into the lake. Cp ikshank

e dlapy gpiplme feemn the el inke the waten.,

)



HE GOOSE

GriRE_

Since Cruikshank Rimself had g, rather large nose, and was

therefore rather Preoccupied angd fascinated with noses,

the storywipe Nase nist have been of particular interest
Eallhiaim',

rather large ang grotesque nNoses. He uses the metaphor 'pull-
ing a person'sg AOSEENSEY indar] ine the purpose of the
drawing:- to get “even ' with 5 Publisher who attempted to
sell works by his brother, using the surname enly with the
implication that these Were by Cruikshank himself. In thisg

drawing is g4 SCERe Sreniniscent oF his drawing for Grimm, in

Cruikshank's illustrated editions are still being reprinted
and reproduced to this vVery day. They bear Up well to their
rew moderni formak. The modern edition I have here is g
cheap paperback edition produced by Penguin Books el g7
On the cover sane two tinted illustrations taken from the

frontpiece ang 'Hans in Luck:'. The fact that Chiese s e £t
rations are stil] being produced ang hold their own in modern
times echoes, Sendaks sentiments that boogksg of good quality

don't ever go out of fashion with children.

ARTHUR RACKHAM AND HIS ILLUSTRATIONS TO GRIMM

The edition aof Grimm's Feuley s Tellpey on s laten by Mrs.
Edgar Lucas and illustrated by Arthur Rackham was publisheq
in 1900, almost eighty years after the Ffirst Publication of

Cruikshank 's two volumes.

It is important to consider that for Rackham, who illustrated

these tales verny ‘early on dn his ‘career, the Publicatign of

deils Dok was A landmark in his work and development as g

childrens' illustrator.

e
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Unlike Cruikshank,

as chiefl Qo this early stage onwards, Rackham
W Y engaged in illustrating for the childrens' book
market.

when the art of

b

Journalistic illustrat-

S EReenaive ane popular field and it was

through this meang that Rackham embarked on his career as

Sf comMEIHC 1 all SRair ki CAN) o Involvement in this type of illus-

tiaon : .
trati ; was, short—lived, Since it was soon to undergo a

Lapiidide clltiinie e i introduction of photography to Journal-

ism.

Thus, 1in order tg continue to earn his living, Rackham was

compelled by necessity to investigate and turn his attentions
to another form of illustration.

This turn of events was ironically most fortunate because,

although his journalistic work displayed a good knowledge of
draughtsmanship, and an ability to record and sketch a given
scene or event most convincingly and effffielcititviellly’ " St hiey are

quite dull,conventional and unimaginative.

It was only when he subsequently turned to book illustratiaon,
that Rackham began to develop his own individual and distinct-

ive style and identity.

The new photo-mechanical processes of reproduction were g

favourable innovation to artists such as Rackham. Previously

if, as was the case with Rackham, the artist did not have

any  engmavingis<irisERsTcaISERaliiEciiNa iRt nier ey ot the

engraver who had the final say in the choice and sty]e
’

of line, adapting the drawing to his engraving tools.
)

This new photo-zinc Process involved the use of phOtOgraphy
which were then translated to a zinc Ffaceg

of line drawings ‘
? Wit ht aelds. This did not

block, and etched mechanically,

interfere with the quality of thelantasiEis s ltine g

d encouraged the development of artigtg
an

and permitted

such as Rackham.

—15-



Arthur Rackham once said of his illustrations to Grimm,

'In many ways I have more affection for the Grimm drawings
thian Sterehe o ther seties (I think it is partly ones child-
hood affection for the stories.) It was the first book

I did that began to bring success (-the little earlier edition
that is).'

Before this he had been working on and providing illustrat-
TaRsS for texts ‘which did not require or demand a great

amount of imaginative interpretation.

Here with Grimm he not only could assimilate his line and
draughting skills but could introduce and thus complement

them with his natural leaning and preoccupation with the
realms of fantasy and imagination. It is this® work: which

established him first and foremost as ‘a fantasy' artist.

Rackham does not rely on costume and background detail
to depict the Nordic Medieval quality of the tales. Instead,
he incorporates all these elements into his style of illust-
ration which is 'Olde Worlde' and neo-gothic. His composit-
ions are similar in style and approach to gothic manuscript

llustrations, with a wunified interweaving of plants, animals

goblins, humans, with a strong sense of fantasy and of
the grotesque. As can be seen from Grimm, Rackham excels

at portraying imaginative and exaggerated subjects, such
as witches, gnomes, humaneid animals ‘and g;grled anthro-
morphized trees, yet his line somehow falls Fflat when he
tlUrnssst o Sne alli's t i cMNpointt Tayiaille He cannot seem to inject
Ehiess same = I el iintiol S hi sE reallli s tilc G lgures s fon example,

which often end up being still and expressionless,

and detract from the compositional sense of unity and integ-
ration.

His figures are much larger and more dominant ERan S E g e

Sl



shank's in relation to the overall size and shape of the

illustration. His backgrounds are often suggested with
the minimum of detail, although occasionally, he will introd-
uce detailed interiors, trees of undergrowth. His drawings

are not primarily amusing or humourous, he would never
dream of depicting the scene chosen by Cruikshank from
'The Ding of the Golden Mountain' for example, in such
a laughable and comical fashion.

'Fairy tales of The Brothers Grimm', the selection chosen
and translated by Mrs. Edgar Lucas, contains sixty-three
stories, and is rather similar to the selection chosen by
Cruikshank's translators, having forty-four stories in E
common, Mrs. Lucas however, made no attempt to abridge

or alter the contents of the stories. Here Rumpelstil-

schen tears himself in two, the Queen demands to be serv-

ed Snow-White's liver and lungs for supper and 'Hans and

hiis Wil fle Gretal! exist im their original format of three

seperate tales. Actually, the style and form of language

is much longer and more detailed than in any of the other

three texts.

There are only three stories within the whole selection
that Rackham does not attempt to illustrate. All in all,
he provided ninety-five line drawings and designs for the
frontispiece, end papers and cover. It is therefore no
suprise that within such a vast undertaking, is contained
a varying degree of standards, with some of the illust-
rations being nothing more than loose thumb nail sketches.,
So the strong consistency of style amd illustration
comon to the other three books does not exist here. It
would not be humnly possible to tackle all ninety-five
illustrations with the same verve and enthusiasm, or
perhaps, to compare his illustration to a given scene or
SEonySSWIrEhESEhaltse i on el ol S the ot hier W artilsitsh e.g. David
Hockney, when his work can seem so rush or lacking in

depth in comparison.

Was he himself advised or did he feel it so necessary to

[



include so lamyh et n Provide a picture on every

page?.

Rersonally [ fee] thatifa’ smaller ‘and mnoce detailed and
thought-out selection of drawings would be of more value
and significance to the text and over-all book design

and appearance.

THE COVER

Gntthe front cover of the beok, is a brightly coloured
drawing by Rackham taken from The Story 'The Jew in
EhenBush®.  The illustration continues over the backcover
broken by the Spine. . The title is written in colourful
German style script, and on the spine, the title and

credits are written on imitation-style ‘sccells!,

Rackham depicts the same scene as Cruikshank here, in
which the Jew and the crowd are induced to dance by the
Musician's tune. Here Rackham draws three figures in
the foreground with the silhouette of the dancing crowd
and also swaying buildings in the background. This

i1s a typical style of children's boolk cCover produced

in the early 1900's in which four colour prints were

mounted on cloth cases.

THE ENDPAPERS

On the endpapers, is an illustration in red line of an
old maid spinning thread - 'The thread of the Sitomy i
which various dwarves and goblins are entwined leading

the illustration up the sides.

= ilE=



THE VELﬁLKsCf?ﬁ

THE FRONTISPIECE/TITLE PAGE

The frontispiece illustration the only coloured one, and
is taken from 'Hansel and Gretel' - 'An old woman came
hobbling out' - the witch comes out through the door
while the children sit eating at the door. The children
are rather weakly portrayed, with vacant and lifeless
expressions, there is no feeling of fright and curiosity

on seeing the ugly old woman.

In the first story of the book 'The Golden Bird' Rackham

depicts a similar scene to Cruikshank, the prince riding !
ontihe foxelisi tail - "So that you may get aloeong the faster |
come and mount on my Tail.' All Rackham's illustrations |
have titles incidentally which are listed at the begining

along with the story index.

Here Rackham's figures are much greater in size than
Cruikshank's particularly with reference to the background.
The emphasis is on the Prince, the key figure. Both
princes are similarly dressed and Rackham's prince

also clutches onto his hat, but Rackham does not capture
the essential sense of speed and urgency, accomplished

most admirably by Cruikshank through his use of line.

Onefeififther three illustrations te !Jorinda amd Jdorngel?,
of the cat sitting on a twisted branch with the night

sky and castle silhouette in the background, is most
effective, the'cat is menacing, evil and sinister, posing
a definite threat to all who dare to come too near the

castle boundaries.

In 'Briar Rose' he also depicts another menacing character,

the thirteenth fairy, dressed in black, wagging her

finger threateningly at the company. Rackham's use of silhouette
recurs throughout the book, there is a skillful rendering

of animal silhouettes in 'the tomtit and the bear',

where the bees, birds and smaller animals are attacking

and defeating the bear. LY

=20~



His illustrations to 'the Golden Goose' are also fine
examples gf his Silhouettes, here he has the youth with
the goose being trajiled by the seven figures. This is
anssexanplietSo f how some of his illustrations are
integrated into the text, the group run up a hill im =
diagonal through the Jeft hand page, and down again
on the opposite right hand page. This integration of
type and layout can also be seen in 'Mother Hulda' where

Bl ey Gi ] leaves a trail of black tar, leading
through the text.,

In both 'Sweetheart Roland' and 'The Jew among the
thorns' Rackham chooses to depict the rather gruesome
scenes' where the evil] fFigures of the Jew, and the
stepmother, are battling tangled and entwined in the

thorns. This he does most imaginatively and yet accurat-
el The figures reach out in despair, pain and

frustration, their clothes and limbs being thorn by the

B Tl D

The varying high and low standards of the artist's

Entelspretations can be ‘seen when  illustrations to

stories such as 'Hansel and Grietol S i e B shie pmaim
and his wife', and !'The boy who left home to learn
fielair are compared to those in 'Rumpelstiltskin',
'Snow White' 'The Seven Ravens'.,

In the former the style and quality of line is weak and
sketchy, the pictorial content lacks depth of thought
and imagination. The illustrations neither compliment

nor illuminate the text.
Ini thie latter, there. is a bald and confident, almost
sitylaseds line, it is almest as if He developed while

illustrating the book itself.

Lo Rumpelsitilzehent!, the mannikin is drawm in strong

o
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and definite 1lipe, The clothes and shapes are simplified
with strong contrasts of black and white. He wears a

large brimmed hat, black Suit, striped socks and a very
dour EXpression!

This i s follonag by a detailed full page drawing of the
little man dancing around the fire ocutside his hut,

clapping his hands in glee as he sings his little verse.

In '"The Seven Ravens' are tweg excellent stylised and
simplified drawings of the Batitl el divar ot and the severn

ravens eating their tea.

It is obvious that Rackham enjoyed doing his compos-
itions for 'Snowwhite! Particularly those in which the
seven dwarfs are featured. Here he could give his

natural sense of fantasy a free reign, drawing the long
beards and wrinkled weatherbeaten faces, the striped
and spotted scarves and stockings, and miniature work-

tools, Vot the seven men.

One of my favourite drawings in the Rackham collection
is a small and amusing deptiction of the mouse and the
sausage s lliheSMouse St BT dtand the Sausage'. Here
the mcuse carries her water in two nutshells while the
Sausage prepares to cook, holding a fork and pan, and

wearing glasses, a checquered apron and Pair of slippers.

"he number of high quality drawings in this text are the
beginings of the polished and distinctive style innovat-
ed and practised by Rackham, until the end of his

career.

Frem the year 1900 onwards, Rackham worked on the

@)ie al (@) iz i drawings for Grimm, 'partially or entirely re-
drawing some of them in colour, adding new ones 1 @il -
our and black and white and generally overhauling thep

as a set'.

S0 S



These were Published in ]9gg in a large deluxe bible
sized edition, containing forty colour illustrations
withsixty~two in line.

Rackham'sg biographer, Derek Hudson says, 'A comparison
between the FUnstSamdt 1 ast editions of his Grimm empha-
izes the remarkable Progress he made in a decade. Per-
sonallyOSS T Hink the artist would have been better to

leave wel] alone, whereas the illustrations do display
the polish ang Professionalism, acquired by the artist in

the last few YE8TS,  they' sdo ‘not complenent Lhe text.

These colour illustrations required that the picture
would be posed with g frame, therefore, the artist had
to adapt his free standing vignettes to the confines of
a rectangular frame. Tthe  “ordginal drawings become
intimidated and restricted by the large rectangular

frames, since they were not oriningally designed or

executed with this frame or boundary in mind, they

cannot and do not conform to this new fiormat..

Rackham was Principally a line artist and draughtsman,

colour was only used in addition to, and not in conjun-

ction with his original composition.

It is well known that Rackham tended to restrict his use

of colour and tones, often using gradations of the same

tone throughout his drawing. The overall effifectMofithiis

£ : ' \ ‘ W) 2 | limiting and muted use of tane softened and tamed his
;ﬁ / i ‘ .§N§§§:Zf | compositions.

SNOWH |ITE

|
| lhidisSeansibetseen in his coloured editians to Grimm where
| the strength and starkness of his original line suffers

; aipicirs R 0 s R S s I nUited S o S lde o a b colours.

This method of colour does not do justice to the stark,

contrasting.extreme and untamed quality of the stories in

the text. The artist has been torn between commercial

and public demand and convention and the requirements

of the text. S

o
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The inhibiting and unavoidable factor of commercial
illustration, is experienced by many artiéts, and is most
unfortunate for in the artist's own words, 'for his illus-
trations to be worth anything, he, (the artist) must be

regarded as a partner, not as a servant'.

He later adds, '-the most fascinating form of dllustrat-
ion  comsists of the experience by the: ;aptist ‘ol an
individual sense of delight (and) or emotion aroused

by the accompanying passage of literature'.

MAURICE SENDAK

Maurice Sendak, like Arthur Rackham is primarily a
children's book illustrator, although as well as illus-

trating he has written his own texts.

Unlike the other three artists, Sendak was not born in
Britain but in America, in Brooklyn, New York, of Jewish
immigrant parents. He became interestd in old tales and
steries “at am early age, listening to his father's

inventions and recounts of imaginative old Jewish tales.
As children, both Maurice and his brother wrote, bound

and illustrated their own tales.

Sendak as a child was however, as he said himself,
'quite rough artistically'. his experiences of art and
thediviisial S sworldisbeing caonfiineld Stos ticomile s beeks s Walit

Dilsmely!, Ethe radioc and the movies, particularly the

movies'. Wholly different to those experiences of earl-
ier artists such as Cruikshank and Rackham - who incid-
entally hated the telephone - 'that infernal machine' as

he called it, and saw photography, the cinema and the

wireless to be degradations of art.

Sendak'schildhood impressions and lifestyle were formul-



ated by his family history and background and also his

first-hand experience of America, two conflicting egle=

ments. He felt 'on the one hand as though I lived in

the old country, the fabulous village world of my par-
ents, and on the other, bombarded with full jintoxics

ating qush of America’'.

Like Cruikshank, and Rackham, Sendak did not engage in
any formal art training, although he did attend night
classes in life drawing and oil painting while working

by day for a window display company.

It was in the book department of BEoALGL S Schwamz 2
large Department Store where Sendak was working on dis-
plays, that he was first exposed to the work of nine-
teenth Century artists and illustrators, such a Cruik-

shank, Walter Crane and Randolph Caldecott.

He received his first commission in 1950, after being

introduced to Ursula Nordstorm, the Childrens' book
editor at the publishers, 'Harper andaBEatRe st This
was to illustrate Aymes 'Wonderful Farm'. In 'Magic

Pies', a book by the same author, illustrated by Sendak
a few years later, there is an illustration oL an chdld
on a wolf's back very similar tor that of the boy and the

fox in Grimm's 'The Golden Bird'.

Sendak spent the next ten years developing as a Child-
ren's illustrator 'borrowing styles and techniques
shamelessly, trying to forge them into a personal lang-

uage, an arranger, rather than an innovator.'

By the year, 1969, when he was finally comissioned by

Michael Di Capua to illustrate a selection of Grimm, he
aeh weltlesit ab linsieldsasisan artist and illustrator, and
the stylistic influences he had borrowed were now SmooO-

thly integrated into his work.

He had already illustrated many bocks, Dy other authors,
and written by himself:- Kennys Window, for example, and
— A=



'Where the Wild Things are', his most famous and succes-

sful picture book, and then Just before he began to work

PG L I e N b il e il A R R i i o
iographical element.

Sendak was €ager and excited about tackling Grimm, feel-

ing that, in terms of imagination and illustration, they

were 'the best - they have absolutely everything, magic,
wish, — Fulfillment, blood curdling’ ‘horror; consuming
Passion - the works. The material is remarkably rich

and deep like good soil.'

At the time of illustrating these tales, Sendak claimed
to be first and foremost an interpretative illustrator,
having no interest in 'the nicely illustrative' at this

point in his career.

Like Sendak, the stories themselves had already under-
gone a long and exhaustive career, tried and tested by
the hands of many artists and il lustrators. Their estab-
lished familiarity of content and representation, deman-

ded a deeper and more complex approach.

The artist wished to open a new perspective on the tales
through 'catching that moment when the tension between
story line and emphasis is at its greatest so that the
person reading is in for a surprise if he thinks it is

gust a simple minded fairy tale.!’

SELECTION

Perhaps this is why Sendak and the translator, Lore
Segal went to such care and trouble before arriving at
their final selection of twentyseven stories. As Michael
R GaREaREt et Piib s hiing R EditHon S salid = i the contents

page itself comprises a fascinating critical judgement' -

= 209=



The Poet, Randalj Jarrel was originally commissioned to

Provide the translations, unFortunately, he died before
his work was complieted S folin o Fndls Eranslated, storiss

are included in the Sendak collection,

The Communication and collaboration between both the
translator, Austrian novelist Lore Segal, and the artist
was most beneficial, establishing a close relationship

between the stories chosen and the accompanying
illustrations.

Both artist angd translator made separate lists of those
stories they felt must be included and those worthy of
cosideration.

Through comparing and combining these lists, they came
up with 72 stories which they finally pared down to 27.
Like Cruikshank's translator, both Sendak and Segal

shared the aim of selecting stories which were most

relevant to their times.

Because Sendak did not wish to 'Project just an American
108 s e fint o iy iew e S S hiet i e ame involved in detailed
study and research, consulting the work of earlier
artists, and travelling around Europe, Germany observ-

ing and taking notes on the lan dscape language, archit-

ecture, etec.

He noted everything down in a notebook, 'Grimm Reise',
and bought postcards of costume and architectural detail
He was disappointed with the Grimm Museum at Kassel,
but was most impressed by the landscape of the Hartz
Mountains, and the towns of Karlshafen and Goslar. He
isieicisEhefsl alEt e forMihuisEiseit taing i inShis SRS E nationtto
e sreery @ Une Whie Seis pus e Stecly Fean? s e woms
to see Durers Passion and Grunewalds 'Isenheim Alter-
piece'. The work of these two artists had a great

influence on Sendak's style and approach to the EEME -

— 0



He then travelled to England, where he stayed HATUITES

friend in Wales planning and sorting out his ideas and
impressions. He sketched Welsh and English settings and
landscapes, determining to ‘'use Wales for cheerfulness

and Germany for gloom'.

He returned to America in August, where he studied the

text in fine detail, and also earlier illustrated editions,
Of these, he decided that the only illustrations he liked
were by two German artists, Ludwig Grimm and Otto Ubbel-

ohde (1905) and - George Cruikshank.

It was not until December that he began to work on his

first illustration.

Sendak and Segal decided to jgsue the collection of stories
in two volumes, to allow for a large typeface, which both

felt was desirable.

The editien I hadsaceess to however, is a paperbound
edition, and includes both volumes. This has been issued

some five years later andiis available 1in Dublin book-

shops.

As with the book by David Hockney, it is Dbecause @ itS

widespread and ready accessibility that 1 chose to consult

this particular edition, printed nd boundtin Britainior

the Bodley Head, in 1977.

The book and coVverl layout and design are by Book designer

Atha Tehon, 1in conjunction with Maurice Sendak. The book

A5, fact, extremely well spaced and lland autthestype=

face 1s easily legible, and similarily to Cruikshank,

teone 16 e EypE el the back of Sendak's full page illus-

tration.

Sendak provides one full page Tlllilst s at tonEEo each story,

there are therefore thriteen in the first volume and

fourteen 1n the second.

— 5=
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THE COVER

On the cover is a reproduction to Sendak's illustration

to the title story 'The Juniper Tree'. The type is 1M

dark brown, and the drawing is surrounded by @ rust

coloured border.

All of the drawings are in black and white, all are bold

and detailed compositions, done in an earthy medieval,

often primitive style. All his drawings are rendered in
such a strong and close focus, that they have great psych-
ological impact, almost hitting out at the viewer. His

figures are large and dominate the compositions, bursting
and forcing themselves out from the confines of the
rectangular boundaries. This_ projects a feeling of claus-

trophobism, and often of beutaliitty and cruelty.

When asked why his drawings were so small and claustro-
phobic, Sendak replied that he considered the tales them-
selves tc be claustrophobic,working on two separate levels,
'first as stories, second as the wunravelling of deep
psychological dramas. He goes on to explaim, 'I'm not
interested in the top layer - the story - as I am in what

I think goes on underneath......’

VOLUME 1

The inner frontispiece illustration of the first volume is
doubtlessly one of his best. This illustrationmn is taken
frem a story called 'The Goblins' a strange peculiar story
about goblins stealing a baby and leaving a changeling

with 'a thick head and staring eyes' -in its place. At the
end, the little goblins return the rightful baby to its

mother and take the changeling away.

This drawing is, in Sendak's words 'lovingly depicted

because I love to draw babies - given any opportunity, I
draw them.' Here he depicts an enormous baby being trans-
ET
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| ported by six little goblins with long beards, and dressed
|
|

in medieval costumes. One of the goblins carries & lamP:
which lights up the vaby's face, staring into the distancé
With a vacant wide-eyed expression. The drawing is exe-

cuted in a series of fine lines and crosshatchings.

Z It is 'difificult  to discern which of the two babies 15
| depicted, the stolen baby or the changeling. It could

just as easily be the one or the other, being rather fat

and somewhat ugly as babies sometimes are. When asked
avout this, Sendak explained that he alsc was not clear on
this it could be either one since as well as a changeling

a 'normal baby is somewhat idiotic looking'.

In the first story, 'the three feathers' Durers' influence

is prominent. Here Sendak chooses to illustrate the toad

and the 5oy, using the 1line, ‘“she gave him a =©ing that
| glitterec =with brilliants'. The huge toad hands the Doy

E the ring, she is balancing on three small toads and wears a

1 ; hat taken from Durers' 'Pontius Pilot'. Sendak said that

I the toad grew dramatically bigger as the finished drawing

evolved. This was tne first finished illustratien he

produced for the text, and took his seven days tc orginate

5 and complete. He is relatively pleased with the result,
| alithetghiShetscilialimsEiutiit EREs|ldi pit st el ilviusitinaitvieBs by it ola
narrow a margin'. Certainly, the composition does not

rely on complexity of interpretation so heavily as do some

of the others.

Tt hHiisee s st paitiion s ot hiefuEalilioingsSsiEe SRt o nis = im v
hedgehog', he uses a conventicn employed by various Ren-
aissance artists im their narrative paintings, where

the gory foreground is complemented by an idyllic back-
ground. The half hedgehog, half mam, sits in the tree

playing his bagpipes on the back of the cock, with the

donkey and pigs below.

The background is composed of a series of dense trees and

foliage- taken from notes and sketches made by the artist

= H5=
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in Wales at Tintern Abbey. There is also a full moon shin=-
ing overhead.

Sendak illustrates the same scene, depicted by Hockney, .
' thelsitoryNoflone whol set ot to Sleneky Feet g o BuUt e
shape gave no answer'. Where the boy meets the Sexton
disguised as a ghost in the Bell Tower. The boy clenches
his fist at 'the ghost' in the foreground, the buildings
and view seen out through the window are taken from the

sketches the artist made in the town of Goslar.

The illustration to the gruesome tale - 'Fitchers Feather-
ed bird' is in keeping with the tale, rather strange and
frightening. It is obvious that here we have a girl dis-
guised as a bird, the sorcerer is ugly and mean in appear-
ance, and as well as placing the grinning skull at the
window of the house in the background, the artist places
a llarger skull’ at the girl's feet. The bleakness and

harsh quality of the drawing is not only an expression
ofi " tihemactual ™ texctb Ut lall sof o fi the artistlisEpwivate ifie
at the time 'The facts of the Grimm sory dove-tailed with
my private life, without my doing violence to the illus-

tator's role.'

Sendak describes his drawing to 'The Devil with the 3

golideniShalkitesniass al i sh i ghiliys e to tiiciand B diisicUinbiinig iy
ambiguous drawing' - 'with the Devil lying awkwardly and
suggestively in the old woman's lap' - The woman sits on

her armchair with the Devil's head on her lap as he
gestures towards a background ‘'balicon' in which 1is
contained the answer to her query about the well running
dry in the village - a frog sitting in the base. The face
dress and pose of the old woman are taken directly from
Ludwig Grimm's frontispiece portrait of Katherine Viehmann

and it was her posture that determined this composition.

Although the story of 'The Fisherman and his Wife' does not

appeal to Sendak, 'Most Grimm men are completely dominated

= H=




THE FISHERMAN'S WIFE.
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by their women, as in this story which I do not much prae

hasn't the gquickness, directness or happy wierdness oif
many of the others'. I feel that here, he manages t°
capture the essential essence of this story. sendak

depicts the scene where the wife wakes up 1n the mornings
and decides that she wants to control the sun, moon and

e end Uhe Mdlke e goes Lesefe e Sits up. iw £he
bed, pointing out at the sun shining on the sea, ghrough
the window. She is holding a small retriever PUpPY> drawn
from Sendak's own. Her husband looks up unhappily from
the pillow. The wife's unusual headdress 1s taken from @&
painting by Fuseli and the composition was inspired bY

Fuseli and Grunewald.

The composition for his jllustration to 'Hansel and Gretel'
was taken from an illustration by Ludwig Grimm to the
same story. Hansels si s ainsidessa small hut or kennel
guarded by a large alsation dog, also probably drawn from
one of Sendak's own. The witch,whom he says, I made up in

no time at all' towers over Gretel, who s inretity i el
way I had never attempted before in my drawings of ehiild-
Ten’. The artist wishes to catch her 'the second before
she performs her fearless deed and becomes 3 mensch (grown

UpEe

VOLUME 2

'In the Golden BitE di ke Cruikshank and Rackham, Sendak
dans e e e cihe fente BEelk,; ey ere however, not
in motion, the boy sits on the fox concealed behind a tree
as he watches the girl on her way to the bathhouse. Here,
like Cruikshank, Sendak combines a few images and incidents
imee Qs general representation. Kl EcaisityE S thicE o)X
would have been long gone. The boy as 1in both Cruik-
shank's and Rackham's ;llustrations, 1S dressed in

medieval costume, and wears a hat with a long feather in

its brim.

sendak saw the central theme im bEln EhEe SEeRILEES 'Snow -
Bz c

JLE
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THE GOLDEN BIRD.
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White' and 'Rapunzel' to pe ctheflontcial Scanfil ict between

age and Youth',

He explains how he 'did not want to show Rapunzel with a

hank of hajir hanging out of a tewer, to me, that's not

what the story is aboyt - it's only a gimmick in the
SEOTVARE therefore, in his illustration, there is absol-
utely no emphasis on Rapunzel's hair. She sits looking

out the window, while the witch approaches menacingly
from thelsight S sci ssore in hand, her face covered by a

veil. In the foreground, there is a chain symbolising
Rapunzel's captivity.

After attempting  two versions of drawings containing

'Snow-White and the Seven Dwarfs', Sendak came up with
his final composition where only one dwarf is depicted.

Deciding that the stary is essentially revolved around the
older generation, namely, The Queen, trying to surpress
the younger - Snow-White, he places his major emphasis
on - the Sfiacel o the Queen-in: the foreground. Snow-White
lies 'dead' in the background, the half eaten apple lies

on the table, whereone of the dwarfs sits, dejectedly.

The illustration to the title story 'The Juniper Tree'
appeals to me the least. Here Anne-Marie is drawn laying
her brothers' bones under the tree, with the bird flying
oUENeFEEhes e tand olit lof the fine Flew this lovely bird
that sang oh so gloriously sweet and flew watin aal s e
His depiction of the bird is not VienYER SiUc cleisiSifu N ER
heavy and far from 'beautiful' ressembling a parrot. The
girl is rather stiff and expressionless, and the elements
of the composition do not blend well together, there ijsg

a certain lack of harmony.

Perhaps one of the reasons why Sendak was most attracted

to the tales was because they were not aimed specifically

at adults or children. As he said himself at an interview
in 1970, 'those illustrations and writers that attracted pe
Shl=
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were the ones who did not feel at all hung up by the et

that their audiences were small people. They were telling

the truth, just the way it was.'

He believed that his illustrations to Grimm would be of

particular interest to children, because he had depicted

! the true underlying elements of the story, because, in
his opinion, children sought and appreciated the true and
"internal meanings of everything. It is only the adults who

read the top layer most of the time'.

For Sendak, illustrating Grimm was also a landmark in his
development and career 'It was a watershed book for me,
one that solved a great many technical and emotional

?:ww:.‘: . ' . || problems'. 'I found I could now put elements from my own

mmLi‘_i, T 1T‘ B ‘ fantasy life together with objective illustration'.

i &l

SRS S AL

In illustrating Grimm, Sendak achieved his goal of height-
ening the meaning of the tale, and contributing a new
dimension by projecting the same message and content in his
own personal way, allowing the reader to see the stories

through the eyes of another.

He also wished through his illustrations to encourage
people who dismissed the stories, as simple fairytales,
to go back and re-read them again. It is only through

concentrating and reading the text that his drawings can

be fully appreciated.

DAVID HOCKNEY

David Hockney is the only member of the four, who is not
primarily a commercial artist and 1illustrator. Thus,
the study and comparison of his illustrations to Grimm

promises to 02 ESiE interesting and absorbing.

Although he was, in fact, actively encouraged to pursue

a career in the commercial field, he soon discarded this

idea opting out of the commercial art course in the Brad-

47~ : -43-




fords sehooilor: Att, to study a general course in painting

and drawing,

Jle AT, (ol Prospect of painting and drawing for foOuUT

YEars was much more appealing.

He alisiel i thia only one of the four artists, who received
formal art education, amounting to six or seven years
in all, spent at the Royal College and School of Art in

Bradford.

It ‘was in Bradford he received his basic and academic
training - in 1line, foreshortening, perspective and

anatomy.

In the Royal College, he was exposed to contemporary and
modern painting. Here he was influenced by and experi-

ented with abstract expressionism.

It was also here that he first became involved in printing

.and etching - for mercenery reasons. 'I'd run out of money

and I couldn't buy any paintin the graphic department they

gave you all the materials free'.

His involvement with etching certainly earned him a lot
of money. His 'Rakes progress series', narrating the
stienyillofihisitexperiences while on a trip to America, were

published, and the money he made enabled Hockney to go

and live in America for a year.

Narrating a story visually, as was done in the days of

caricature by artists such as Cruikshank and Hogarth -

who's own 'Rakes Progress' inspired this work, appealed

very much to Hockney.

It was Paul Cornwall Jones, who was also involved in the

publishing
to publish Hockney's 'Progress'.

o S DA R o iRy R tle SUS Ar g M G R mm e whie of fered
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While i :
in America, Hockney met many young artists and coO

B?tors, It was here that he became involved and fascina
HaESheSepnce pit e aln water, and the problems of painting
and rendering it convincingly. He conducted many studies

?ndobservations of the water patterns and forms in swimm-
1ng pools and also in showers.

Hockney then began to move into naturalism, his work

occaionally bordering on the super-realistic. His paint-

ings however, were never solely based on slides or photo-

graphs. Throughout his career, Hockney has always been

interested in portraiture, sketching friends and relatives
again and again in different poses and situations and
using various media pastels, pencil, o0il, acrylic and

line.

Hockney's illustrations to Grimm are just another extens-

ion of his constant experimentation and preoccupation

with new sources techniques and ideas. He rarely draws on
familiar or everyday sources, being 'excited by the
unlikely never by ordinary things'. He once explained

'I need constant stimuli of all kinds, visual, and others,

that is why I travel a lot and I enjoy working in lots

of different places.'

was not governed by or subject to commercial

It was he himself for example

Hockney
convention or restrictions.
who decided what stories he would include in his selection.
He had read about 350 tales from which he selected 20,

which he finally cut down to fifteen, which he then comm-
to be translated by Heiner Bastian. Qe  @iF

issioned
chose the final six, these he chose because they

these, he
were strange or unusual, oOT potentially interesting to
Ne the artist said, !'My choice of stories was

illustrate.
occasionally influenced byihow [Emite iSRS tirait eft hie ms.

For example, '0ld Rinkrank was dinciltidedMbiecatiselt el st ain v

begins with the sentence 'A King built a glass mountain'.

T loved the idea of finding how you draw a glass mountain,
it was a little graphic problem.' He included other stories

'because they were strange. *The boy who left home to

learn Fear/is such a strange Gothic Story. IWds ne dden

b EE i SEREEE s
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He wanted tg use examples
in England,

from the more familiar stories

and finally chose 'Rapunzel' and 'Rumpelstil-

h 1 g ]
20Nl ot St B idea of illustrating 'Snow-White’

because he felt it Was too well known, and the Disney film
put him off,

Hockney set-up studio with his assistant, Maurice Payne,
whodid all the technical work on the plates. Hockney wanted
to produce a type of picture book with a picture on every
Page 'so that each time you turn a page, you see the

Picture on the next page first, before you read the text
its illustrating.'

Himself and Maurice Payne therefore, met and overcame the
problem of printing two etchings back to back, by simply
doubling over the page.

This idea of the picture book meant that Hockney had to
keep adding more and more drawings, particularly to the

longer stories.

In many instances, he drew sitcaight Sinte s thierpillates,” the

only type of drawings he would do, were reference draw-
imgshMsreca SN Wonking  drawings' for plates, in which he

would workout the style, and references to the costume and
architectural detail of the period. For the costume
dress, and some of the poses, he used the work of paint-
ers such @slUccello, Carpaccio and Leonardo Da Vinci. He
had taken some photographs and collected some architect-

ural reference, during an earlier trip to the Rhineland of

Germany.

Because he worked straight on to the etching plate, he

produced the desired spontaneous effect.

Slifniclestinesartist wash niolt "liimited ‘to providing one illus-
IiaiEton Eolic s clho i theNs torie shneMdydEne &t siee the nec-
essity to depict the major episodes or confrontations in

the story. [nisivielald,Siel sell elcitsiiviain ToUisiide Bailis Mot it he

S L



story, and through building up a series of these within 1210
text, creates a general overall impression and i 220
pretation' - 'The pictures are supposed to jllustrate the
text, but they do it differently from usual fairy stoTY

illustrations which generally show the most dramatic

event in the story. If you're only given one illustration
for each story, that's what you would choose. I decided
that this method was too ordinary; I thought I should begin

by Just taking details of a story.'

This is a different approach to that engaged by Cruikshank,
Rackham, aqd Sendak, all of who were working on much
larger selections, and who were thus restricted to
providing a limited number, (usually not more than two)

of illustrations to each tale.

Aften Hockney had reached thirty-nine illustrations Elol s X
stories they decided to call a halt, because of the high
costs of producing such a book. Indeed, Hockney claims
that at that time (1969) each book cost £90 to make, on

production costs alone.

Paul-Cornwall Jones, Hockney, and the typographer, Eric
Ayers, collaborated in designing the book. It was Paul who
decided te produce a little version of the book photo-
graphically to advertise the big one. It was orininally
intended to produce just five thousand, but when Oxford
University Press offered to buy two thousand of these,
Paul decided to think again and raised the number to

20,000. This proved to be a chance worth taking, the

little book became most successful in its own right, and

to date, OVer 60,000 have been produced.

Natunal Ly the Hbilgs biook Wikt e e soEh (g iinalSseltle i nig sl s
better and more interesting than the little one, where

the rich tones and blacks are lost.

Nonetheless, as Hockney acknowledges, its minute size is’

most attractive, and through 1its distribution and wide-
spread access, (originally selling at &1 per copy) it merits

some sort of study andl serigus ERLEIERSie = L ENE e

il



e

Six Fairy Tales
from the Brothers Grimm with onginal etchings by

David Hockney

—_—

Petersbure Press

© s s w0 18 Kaers Galem

CATHERINA DoRSTHEA
NIEHMANN .

Forawhole day the bov tried 1o think of a hiding place. but his mind
10 e forast 10 hunt. When
he saWw 2 raven perchad inatree he raised his gun 10 fire: *Don’t shoot,”
cried the raven. “don’t shoct. I'll mal

was blank: s0 he 100k fus gun and went aff

ke it worth vour while™; so the boy

lowered his gun and walked o0 Soon he came (o a lake where he sur
prised @ big fish Iying near the Dank. As he 100k aim. the tish cried
alarm: *Don't shoot. 1l make 1 w orth Your while™s 50 the boy wa
him swim away and walked on Later he met2 imping fox at wh
nred but missed: *Come over here . cried tne f
of my foor

he
. “and pell (s thorn out
" The bov did as he was asked. but sull he planned 10 kill zad
siun um. *Don't.” the fox pleaded. *don’t do . I'll
\\hu'k': 50 the boy et fum 20.2nd as it was evening

A

make 1t worth vour
he rerurmed home.

He had 1o hide from the Princess the next day. but he couldn't think
where. £0 as coon as it was light he wenr into the forest 1o look for the
raven. When he found him. the boy said: * Jet you live.now tell me where
1 can hide so the Princess won 1 find me.” The raven lowered his head
and thoughr about 1t for a while *I've gotit!” he croaked. He 1ook an CRE
out of hrs nest. cut it in half putthe bovinto it closed 11 up

and sai on 1op.
When the Princess looked throug

h the rirst window. she couldn’I see the
hox. she tried the second. the third, and all the others until from the
elevenin window she saw him,

The raven was shot and when the egg was
broken epen the boy had 1o face her. *1 won't kill vou this time,’ she

THE BOY HIDDEN IN AN o

AR

THE @Oy HIDDEN IN A FISH,

P e
S s

l1o0K
d to
idea of forty thousand people being able to affor

at thiet lGie e Sh 0.

1 LSS hizet:

f'
- use O
I found children loved it becan e
. i o
their little hands loved the idea, its

. S
e =mize @
scale.

m
They way childrens' books are the s@ e
; id
everybody elses' is wrong I think' - Dav

: d
It is ehisElittle boock that I also am consultlﬂi =l
comparing, because this is the edition I have :31 .
first hand experience and access to - I doub
ever get to see the originals!
with the

ovVer
The book is bound in a dark blue leather ¢ )

hy
' he typograp
title on the front in silver lettering. i

t
e is handse
was co-ordinated by Eric Ayers, and the typ

' i ations are
nd printed in Plantin light. Hockney s illustr s
1 . . -
full length or half page illustrations integrT
u e
the text.

t e Tro : ‘ .

ity (6] )

he back-
dress, and the
] it 1 pose and
i the traditiona
depicted 1N

r u

Y a C )

bioel, = list mok
tle Sea Hare, the first story of the .
The Little

- t e
. '

! Sne sits .
. R haped dome Underneath her are twelve
shap .

in her armchair underneath a

transparent cone

i - v and below
1 th ugn which could see everythl g abo n
wi dows ro b e

k uses various textures and aquatints,
the earth'. Hockney

fine line On the following two pages, are
Ty
and uses a V€

's two
frations tofsthesusae cinmysSs ol E e bay
two illustra

ttempts . .
a kled egg and inside a large fish
spec

insi n enormous
nceal himself, crouched inside a
to coO

h crouched figures convincingly, he needed
the z
To portray

preparatofxim e RRG inesinessiin which both
for 3

drawings, using the model, Mo
the
to make

McDermott to POSE




Fundevogel

A forester was out hunting in the woods onc day when suddenly he heard
the sound of erving, He followed the noise until he came 10 3 cleaning
where he saw a child high up on a branch of a great rees for a gant bird
had snatched 1t from 1 mother’s arms as she slept. He chimbed up t©
*1'1l take 1 home and raise it with my hule Liz';

get the chuld, thinkmg 5
boy he named him

and since it was a bird (hat had stolen the litle
Fundevogel.

The two children grew up togethers
one was sad when the other was away. y
1d cook One evening she went out With WO

they loved each other so much 1hat

“Lhe torester had an o

" A WOODED (LANDSCARE !

" buckers 1o fetch water:
became quniows and as
*If vou can keep z

after she had done this several umes. Itie Liz

3 her: “Old Sanns. what is all s water for®"

" the cook wiuspered. *1'l tell you!” When Liz

promised. she 10id her: *Tomorrow morming when vour father is out

)

hunung I'll heat up this water. and when it's poliing 1 the pot 1'l] throw
in Fundevogel and cook him.’

Very carlv the next moming. as the jorester left 10 hunt, Liz woke
Fundevoge! and said: “If you'll never leave me. 1'li never leave vou': and
Fundevogel answered. *Not now nor ever.” *Then 'l teli you why Old
5@?@;}1[ 1N 50 many buckets of waier last mght. [ was curious and

asked her what she was going 1o do; she told me she would wair until
father had gone out hunung then boil the water and throw you in. Hurry ‘
now. let’s get dressed and escape.” So the children got up quickly and left

the house.

R i

As $00n as the water was boiling in the pot the cook went into the bed-
room 1o grab Fundevogel. but both beds were empiy. She was terribly
worned now and thought 10 herself: “Whait can | say 1o the forester when
he comes home and sees the children are gone? 1 must get them back
quickly!'

The cook sent three servants off on the run 1o caich up with the children.

THE Eor ROllliNG

50

these figures are de

transparehcy thoo
On the

Picted creates a suitable feeling of
9h both objects, the egg and the fish.

f’ . .
: ; 0110W1”9 right hand page, the princess is seen
carching for the boy,

: who is, in fact, hidin under her
hair behing her ear : ’ =

where her €ye cannot iﬁ the_FDrm o Sal ittt el sioa ha ey,
draw a little chj .1nd hlm'. Hockney however, chose to
11d in the Princesse's stomach as if she
Were pregnant, The artist felt this tale had strong
SEXUél overtones which he wished Sooprcss 2 isal in the
end instead of making a little sea-hare and worrying
what it Jlooked like, I made the little child, as though

th i i
Eincesst s pregnant ‘and the one place she can't
look is inside herself.'

In the following story 'Fundvogel' contained in both the
selections of Cruikshank and Rackham and illustrated by
the latter, Hockney's unusual choice of depiction can
be seen. On the left hand page, he depicts a woodland
scene - 'a wooded landscape'. The style is reminiscent
of that employed by medieval artists, with the various
simpitisfsled pllains, in different Canes “of “aquaintint

linked together through a background of cross-hatching.

On the following left hand Page is a portrait profile
of the cook with a wooden spoon in haﬁd, and also an
a background of crosshatching. On the opposite page,
nessinclitidesSalde a1 ol “the poit of boiling water, the
air bubbles rising to the surface - a reminder of his

fascination with water.

He then depicts the two forms, the children take to
hide themselves from the wicked cook, the rose and stalk

and the clock and tower.

On the last and final page to this FE@EY ;1S drawing
of a lake, surrounded by mountains, in crosshatching and

aquatint.

—Gil-



o e EmmTEeANTS

stolen her a few.” The Enchantress was cunnung: “If that's the truth,” she
rephed, “17] ler you take all the mapunzels vou want. But there s one
condition; you must give me your child as soon as 1 is born. It wall have
a good hite and 'l care for it like a mather.” In his terror the man agreed,
and when the child was born the Enchantress 100k it away and named 1t

Rapunzel.
Rapunzel was the most beauuiul girl under the sun. When she was

_ twelve years old the Enchamiress led her deep inio the forest and locked

her up in a small room high up in a tower, which had neither dours nor
steps but only one window at the very top. When the Enchantress wanted

1o enter she stood under the window and called:
Rapunzel, Rapunzel
Let down your hair.

B e

fTHE ENCHANTRESS IN

HER GARDEN

A few days later the father was telling the sexton his problems: “The
boy’s 5o stupid; he won't work and czn’t grasp the sumplest thing. Just
think, when | asked im what be wanted 10 do, he said he was going 10
Jearn 1 shudder.” “If that's zll he wants, the sexton grinned. ‘I'll 1each
n.u:..Late it 10 me; I'll straighten him cut.”

-

- 'ﬁﬁiwk the boy on and gave him the job of bell-nnger. Some days
7

" ThE ENCHANTRESS ‘& 1H THE
RPEY RAPUNSEL "

fater he woke hum at
the bell. *T'll teach him what fear is’
the tower. As the boy was about 1o ing the bell.
shape on the stairs. ‘Who's there
*Speak up
baov 1o 1ake him for a ghost. the
2gain: *What do you want here? Answer me. 01

<tairs!” But the sexton didn’i

«ill. The boy gave him one more chance but when he got no answer ne

midnight and told him to go 10 the church 1o ring
: he thought, as he 100k a short cut 1o
he rumed and saw awhite
5" he called. but the ngure was silent.
or get our. What do you wani here anvway®' Expecung the
sexton didn't move. So the boy shouted
1'll throw you down the

take the threat seriously and stood perfectly

s

e

“THE RELL. TOWER "

" e sexron DISGURED AS A GHOST !

50

Hockney beging his next
page illustration
)

of her house,

: Story,'Rapunzer, with a full
0
the woman standing at the window

looki
1nNg onto the garden of the enchantress.

The emph i
d481s jg
Costine garden, drawn in a series of

are rendered i i
ST Sl i Rae outline. The figure

in the ] .
sense of , Window is small, and there is a
loneliness op of

of the woman

onto the garden. longing as she 1looks out

Hockney th
Y en does two drawings of the enchantress, tend-
£ 7

el e e
R R G g it ther chiidid

He wished
that she be called 'enchantress' instead of

witch b
FC LS ERh RS el e S e Was not totally wicked - 'an

esSs

(0]
=)
(@)
IR
n
puti}
()
L]

268 - 1s less wicked really and after gillli o« “Ehie
n
in the story doesn't keep the child; she's quite

kind about it i i
et o Hm he 1llustrat10n, the enchantress with the baby

Rapun L s i i
Punzel', 'Hockney is playing on the traditional depiction of Madonna

and child, taking the pose from a composition by Hieronymous Bosch
Assuming she was an ugly old virgin who could not have a child of -
hér own and so takes another, he chose to adopt this
visual convention. This convention is shattered
however, when one sees the ugliness of the virgin. The
background detail of the trees is taken from s compos

tion by Leonardo.

deldpeVastellitEthitsi talle could be well adapted to modern
times, put in the modern context it could be the e @ity @)p
a woman - 'who wants the child from the couple next door
who keep stealing her lettuce'. He also draws the

square shaped tower, with its small window, with g long
length of hair reaching down from it, without actually

drawing the girl's head or face.

bhlpcemcheNstory of !The boy who left home to lfealnm i n
| : ear'
iESERqUiibieltal llong tale), Hockney was obliged to Provide
‘ a
large number of illustrations. He begins with an a4l
us-

tration entitled 'home', which is taken from an earliep

S5t

e R S RS s D S



cormer there rushed wild cats and dogs on red-hot chains, screeching
and sizmping on his ire For a while he let them do as they pleased, but

when they began 10 g6t 00 his nerves he cried: “Get out of here vou

* monsters!” and grabbing his knife he struck atthem. A few escaped, but

most ended up dead 1n the maat. The boy lay down again by the hre and

fell asicep.
In the mormung the King came. and when he saw the bay lving on the

rloor he tho: hosts had killed him. *1t's a shame such a hine bov

d be dead!” Heanng that, the boy jumped up and laughed, ‘It hasn't

£ne
come 10 that yer. One might 15 over. and the otivers will pass quickly
enough.” The King was amazed and o was the innkeeper who couldn’t
helieve his eves, '] didn't expect 1o see you again. Now do vou know

2" *No, it's just 2 waste of my ume,’ the boy
ould teach me!®

what it’s bke w0 sh

ed. ‘I oniy &

compi

On the

~cond nught he walked up 10 the old castie, sat down beside

the f 3 4
re and sang the same old song: *If only 1 could learn to shudder!®

Atten o'clck he i
oclovk he heard a long piercing cry. It grew louder and wilder,
then stopped abruptly and ali was

quict—untl suddenly half a man fell

down the chimney. *Hev. are vou real? Where's yvour other haif>* The

fhnemng started ugain and moments later the other half dropped at his
feet. :

“Want a minute, I'll get a good fire going for you.' When the flames

"THE CARPENTERIS BENCH, A KNIFE
AND FIRE "

of the mountam and drew it up after him; and at night. when he came
home. his pockers were full of gold and silver.

After many years she calied him Old Rinkrank; and since she 100 had
grown old, he called her Mother Mansrot. One day when he was out
she made his bed. then sne locked all the doors and windows except for
%ﬁny one through which a hinle light was shining. W hen Old Rinkrank

" @ame home & dusk he knocked on the door and shouted: “Mother
yiimsrcu, open the door!” *Ne, I won't', she repiied. He showled again:

‘oL RIN KRANK THRERTENS

THE PRINCESS

—54-

"A BLACK CaAT LEAP|NG

Ir's me poor Old Rinkrank
On my sevenieen-ioot legs
On my one great swollen foat
Mother Mansrot do the dishes.

8 “I've done the dishes', she replied. $o Old Rinkrank shouted again:

It's me poor Old Rinkrank
On my seventeen-foot Jegs

On my one great swollen foot
Mother Mansrot make my bed.

. *I've made your bed’, she replied. So Old Rinkrank shouted again:

It’'s me poor Old Rinkrank
On my seventeen-foo! legs
On my one great swollen fool

Mother Mansrot open the door.

dh

_~11{j'ﬂﬁw

Then he ran round the housz 1o the hinle window, 1]} see whar she's up
10', he grumbied 1o himself, He peered in but hus peard was so fong thar
1 got in the way. so e swifed it through the opening and pushed his
head in after. Then Mother Mansrot siammed down the window!

He screamed and howled and begged her 1o set him iree: but now he

"DIGGING VP GlLASS

draWmaSa bV e Cls e F A et mehais in: front Of

a large window opening onto a garden.
the 'Bell Tower:

His drawing of

is similar to his other architectural
drawings, with a small tree in the foreground.
He then depicts a similar scene of Sendak, where the DOY
meets the Sexton desquised as a ghost. The two figures
confront one another against a dark cross hatched back-
ground. The boy is in contemporary dress and dOE€sS

not threaten the figure as he does in Sendak's edition.
The artist then plays on the line 'The ghost stood still
aisiisito et anslatiing i the fsheet icladi fiigure ol a maft=
mental figure in textured stone surrounded by a variety of
and pebbles. Here is is making a reference
He then illustrates

stones
to the stone paintings by Magritte.
such details as 'the corpses on fire', 'the haunted
castle', 'the carpenters bench, a knife and - fiTe",
"the lathe and fire', and so on, providing eleven

illustrations all in all to this tale.

In the final drawing, 'cold water about Holhastiethe

Prince', he also plays with the text and on his fascin-

ation with rendering water. Instead of showing the

Princess pouring the freezing water into his bed with the

fish, he depicts a spray of water descending on the

Prince as he lies 1n his bed.

chose the story

As mentioned previously, Hockney

101d Rinkrank' because the idea of rendering the glass
fascinating challenge.

mountain promised to be a

He explored and examined various means and methods of

depicting the mountain. He even

glass, piling it up so it was jagged 'like a mountain',

broke a sheet of

but finally opted for a simpler drawing, using the idea
of transparency and distorted reflection to create the
idea of glass. The german style building and tree in

the background become enlarged and distorted when seen

through the glass.

'digging up glass', he draws a

55—

In the small drawing
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ncck.lacc.salununanhn\hcclandui:hlhrmmm\mrcdghbbin“ilh i % FOUt on a ShDVel’ d]_gglng the glaSS With the Splinters
goldithen he ook a second bobbin and with three more s filled that ' help you sgains '] have only the ring on my nnger shclrcphm‘. ::I; 5 F l '
anetno. He worked the whole nighr. and before morming all the sirg \ took the ring and by morning he had spun all the straw into shining gold. in g and t h e . he
had been spun into gold. % When the King saw the gold he was pleased; but being very greedy S/ g 1 ass sh att erin g. Pe rha ps, here

When the King reiurned at sunrise he Was amazed 1o see what she | he had the biggest hall in the palace nlled with straw ro the caling. As

had done. so thar night he locked her u
with straw and sct her 10 work a second

t ; od nirl he e hel 1 *Iryou can spin
P in 3 bigeer room pileq high he slammed the door on the girl he made hu;:lrnhmr\c Ifvouc ln
i » ¢ i i i ' vou.” *She 15 only a
ume. As the poor girl wept the as mu_\h as this mro gold in one mc?ﬂ. I'will marry you* “She 1s o Iy 1
door flew open and in danced the bnle man “What wi]] YOU give me if | miulier’s davghter.” he thought, *but in the whole world I will never fin
aricher wife,”

In his begining illustrations tgq 'Rumpelstilzchen)
he makes angther HefctenceltoN agritte  with an illus-
tration of the straw, and an ingot of gold, then a

drawing of the straw piled high up on the ceiling,
then a drawing of 'straw on the Lefitiigolidiion the rtight'
inwhich he uses g5 varied assortment of line using soft
lines on the jerft and hard on the right. Hgscalled
it 'straw on the lleifit v Golld on Ehesini ghitiiitig ishow  the

difference between a line of godidiandtalline of straw,

As soonas she w as alone. the strange linle fellow appeared, “What will
You give me if I do Your work for vou this fast time>" *l have nothing
lefi.” *“Then promise me Your hirst child if vou become Queen.” ‘A ot
@an happen between now and then', she thought, and in despair, she R
agreed. The linle man ser 1o work and when all was ready he \':rﬂshe'd;

ome SN CREN G o4l g T DR hard and the other soft’'.

'"“““‘_‘“‘“*“fr‘-—h—
SIRAW oN THE LEFT
SOLD oN  THE RIG - o

= A RO
OF sTtrRAW

He draws the little man riding on a wooden spoon over
the fine: Helhis S at small Pat and ugly figure with a

warty face and hairy costume. He is altogether more
ugly and completely different to the smaller and leaner

depictions by both Rackham and Cruikshank.

In his last and final drawing, Hockney divides the
{fILAS,

coposition into four, illustrating four stages of the

e —

e 1 I 1 4 G st : ; : i comp-
07 G2V 10 Sz the child. the Queen was terrificd and offered him any i his bod not Jus t in two 9 but
Panof the kingdom if he would enly jeave her ner son. But he 1nsisied: l 1 t t l € man t earin g = y 2

“No. ] prefer 2 Iving crearure 10 al] the treasures in the w orld.” She wepr

50 brmzrly that at Jast he rook Pitv on her: *If 10 three davs you i guess ¢
oy pame 1T et you keep vour son

lieiteillyia pantishieads, arms, legs, limbs, and features
all become torn and isolated. There is something quite

about this wilfull and systematic operation

amusing . i
on the part of the dwarf, resembling and reminding one

of Cruikshank's comical interpretation 'heads off" in

'"the King of the Golden Mountain'.

Through doing these drawings for Grimm, Hockney deve-

loped his etching skills and techmique to a higher
0

She thoughy o1 night of 21} the names she had ever heard, and even

itch This series are in his own words, 'more complex
1Ccn.

5601 0U1 3 messenger 1, comb the country for more. When the Iinle man p : ' -
mﬂmmmmm%mwwmummwmmmmm than my previous etchings. First of all instead of
and every other name she knew, but he Kept repeaung: “That's no my G . d d | t h d
5 : aguatints to get tone, I decided on a metho
i Thrnmd;y she weny herself through the neighbourhood questioning o g q - h h t I - t
é_ug‘pc&“:ﬂ:,;ynhmm:imicm:nmcsh:lnl:dlhrrmmunu.’-ua.innd iz g 0 ]c Cross_hatChing : Wthh I USEd t roug i . J "

[ B sbe had heard: “Magbe Rings, o Zappa, or Kasminst ‘

0% i . e e - = ocoa o
e : stumbled across it, and thoug ! : :
UDING  AroUND o A CODKINC SPOON " " HE Tore HIMSELE I Tyvyg - L Tl
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He conslders thege etchings to be some of his better

dndNalisof tol 'bie 'a
took a long time,

known works
: 'major work in that they

0 nearly a year to make, just from the
artistic point of view!',

He was most enthusiastic and
on the tales,

interested about working
Claiming’ 1 eeuilel [BEme gone on and done

the whole twelve stories quite easily, working for just
another three of four months probably'.

He intends one day to illustrate the other six stories,
and if he brings this intention to fruition, the etching
technique would be different, utilising the developments
and skills acquired since then, particularly those acquired
while working with Crommelynk in Paris in 1973, a

time where he learned more about etching in three months

than in all the years he'd been doing it.

CONCLUSION

REFLECTING THE CO-EXISTENCE OF FANTASY AND REALITY
WITHIN THE TEXT

WihenmisitistEratingisthe ses fiaiinvastalieshsuallllifolic' s artists
had both the realistic and fantastic elements to
consider. To combine and yet complement these two con-

flicting elements successfully in the one composition is

no easy task.

Ml hEto e thiel ianitasyssiingstihemcallicisataliesit el form of

legendary beings or creatures - fairies, goblins, elves,
dwarfs, giants, witches, and animals with supernatural
POWETS . So the artist was faced with the problem of

depicting these side by side with more conventional and

realistic chatacters.

=5{8l=




Cruikshank's minj
ni :
ature stylised compositions lean mOTE

towards the fantastic EhanSthelrealhistic.” None of his

depictions are wholly realistic, all are imaginative and

slightly BXaggerated. There

contrast between his elves
b

is, therefore, not such a
i for example, and his port-
raya of a princess or servant girl, except that the

former have sharper pointed features and bodies.

Hockney also chooses g similar approach to Cruikshank.
His definitive style and quality of line wunites his
cmpositions, Many of his depictions of evil and

magical characters, (such as 'Rumpelstilzchen' and the
enchantress in Rapunzel) are not so much sinister or
mysterious as just plain ugly with warty, hairy skin and

misshapen bodies!

All of Sendak's subjects however, are depicted in a
highly realistic and detailed fashion. He manages to
convey the 1imaginative and supernatural through

his introduction of extra details. This method not only
holds his compositions together, but also makes his

imaginative partrayals all the more convincing.

[t R n ket e e cldmamit sSE NS Er atuens S sliac ki as e et taln
balance and continuity because he has failed to integrate
fantasy with zeality - his style and Use of line in
depicting both is varied and so extreme that they bear
little or no relationship to one another, although they
are contained in the one composition. Wholly inventive,
Rackham originated his own brand of dwarves, elves and
witches, with wrinkled weatherbeaten faces, pointed
ears and noses, dressed in ragged ciothes in boldly

spotted and chequered materials.

His more realistic figures however, are most convent-
jally portrayed and seem so dulifsandSlitfiellle s st compar —
ison. Here also, his use of line 1is often sketchy and

not half so bold or confident, breaking down his compos-

ition even more.
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Interesti - :
n Ngly, there 1S @ strong resemblance between

the depictions of the 'witeh:! figure by the four artists

The “wiceniies Usually an abductress who captures and

imprisons the beautiful

Princesses etoal

and vulnerable - children,
Or she is a type of cannibal with a

strong preference for the meat of young children -
particularly boys!

The cook/witch depicted by Hockney in 'Fund Vogel' is
e Silibillce o thet of feelden e the same story and
also resembles Sendak's WirEehISinStitlanse 1™ and Gretel! .
All three have hooked noses and pointed chins, are fat

and greedy in appearance, and are similarly dressed.

The abductress is a slimmer variety, although she is

alsodepicted with a hooked nose and chin,

Both Rackham and Cruikshank's witches in 'Jorinda and
Joringel' are identically clothed in black long hooded
cloaks, revealing just the hooked nose and chin of the

witch. Rackham produces a similar depiction in his

i idsienaERio s EoRR Riaplinze It whiale i 1int St Gen 0 ils almost
iidemtRicaliStioMe cidakiisidepac tiiiantos the'same tallel, Sen-
dak also uses the black cloak hooked nose etc., where

the witch stands scissors in hand, ready to cut Rapun-

el ls hatc @7

Hockney's witch in 'Rapunzel' is also hooked nosed but she
however, is not dressed in a hooded cloak and is thus g

less evil and sinister depiction.

While studying the work of these four anBilsts = i

became apparent to me just how much the readers app-oach
tolRtn el tiexiE st geVienne dmbySithelshizet i s hap e ain'd dezign
of the book and the illustrations within. In the casge

of Grimm, each of tihe artists, through their choice of

&l =
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/ and depicti
e R G ey and highlight
certain aspects and qualitjeg sl ig -

’ us Dpen

new dimensiogn .
S and eﬂabllng one to have a broader

S : .
and mOT Ppreciative aPproach to the rich content of

the text.
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