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Tiiviatelma

Opinnéaytetyoni on monikulttuurinen kuvituskonsepti lasten kuva-
kirjaan, joka perustuu Zacharias Topeliuksen satuun Adalmiinan helmi.
Konseptiosuus koostuu kolmesta valmiista kuvituksesta, ja opinnay-
tetyon kirjallisessa osassa kdsittelen monikulttuurisuuden ilmenemista
suomalaisissa lasten kuva- ja satukirjoissa. Prosessiosassa kuvailen
kuvitusprosessin kulkua aina ideointivaiheesta valmiisiin kuvituksiin,
keskittyen erityisesti hahmosuunnitteluun.

Opinnaytetyon tavoitteena on tuottaa konsepti moninaisia hahmoja
sisaltavasta satukuvituksesta seka tutkia, miten monikulttuurisuus on
esitetty suomalaisissa lasten kuva- ja satukirjoissa 1900-luvun alusta
aina tahan paivaan.

Avainsanat:
Kuvitus konsepti, kuvakirja, monikulttuurisuus, satukirja, Adalmiinan
helmi

Abatnact

My thesis is a multicultural illustration concept for a children'’s picture
book based on Zacharias Topelius’ fairy tale Adalmina’s pearl. The
concept part consists of three ready-made illustrations, and in the
written part of the thesis I address the manifestation of multicultur-
alism in Finnish children'’s picture and fairy tale books. In the process
part, I describe the illustration process from the ideation stage to the
finished illustrations, with a particular focus on character design.

The aim of the thesis is to produce a concept of fairy tale illustration
with diverse characters and to study how multiculturalism has been
presented in Finnish children’s picture and fairy tale books from the
beginning of the 20th century to the present day.

Keywords:
Mlustration concept, picture book, multiculturalism, fairy tale,
Adalmiinan helmi
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PART 1. PREFACE

I.I Choosing the Subject

EVEN BEFORE I started my studies, I was told a number

of times that I should illustrate a children’s book. As I
started school, I left this thought on the back burner while
I focused on learning other skills. Yet, when it came down
choosing what to do in my thesis project, I couldn’t help
but retun back to the one thing that drew me into illus-
trating in the first place. I wanted to take this opportunity
in my final thesis to use the skills I learned in school, to
focus on mastering illustration style, work on my tech-
niques and to be my own free agent; on the subject matter,
as well as the content. I also wanted the outcome to be
something I could be proud of and for it to be a showcase
of my professional growth.

After I had decided to focus on illustrating a children’s
book, I needed to define what I meant by a children’s book.
First of all, what kind of a children’s book did I want to
illustrate? What was the subject of the book? What was my
target audience?

As I pondered these thoughts, the question of identity
stood out to me as the most important one to answer: who
was I making this for? I started thinking about my own
identity as a child growing up in Finland as someone who
can be described as a ‘half-Finn/ because of my father’s
foreign background. My best friend in childhood was also
a ‘half-Finn’ The only distinction between our ‘halfness’
was how the color of her skin made it more obvious to
outsiders.

This made me think about the kind of multicultural society
we live in Finland. As I did some research on multicultur-
alism in Finland, I found out that the number of children
in Finland born to parents, or a parent, from a foreign
background is rising. In 1997 about 2,000 children were
born to parents or a parent of a foreign background, while
in 2017 the number was up to 6,500. In 2017, 13 percent of
women who gave birth in Finland came from a foreign
background. Yet, in the Uusimaa region this number was
up to 22 percent, and in the capital area the number was
already a fourth of all mothers giving birth, 26 percent.
(Helminen 2018.)

I wondered whether Finnish children’s picture books
reflected this multicultural reality and how children from
diverse backgrounds are represented in Finnish picture
books? Pesonen (2013, 66) says that children’s literature

is always a picture of its time, but it’s not only a mirror,
it’s also doors and windows to different worlds, since
through books we can learn more about life of different
cultures. Bishop (1990, 7) also explains that if children
cannot see themselves in the books they read or if they
only see negative or laughable images to reflect on, they
learn that they are devalued in their own society. While
Heikkild-Halttunen (2010, 112) notes that a child reflects
their own being in picture books; who and what am I
related to others? Finally, Koss (2015, 32) states, picture
books are tools to educate, and as most children read them,
their content matters. Thus, the theme of multicultur-
ality in Finnish picture books was something I wanted to
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investigate further and use my findings to create illustra-
tions based on presenting a multicultural Finland.

Finding a perspective from which to work on, it was time
to choose a story to illustrate. It was hard for me to come
up with a story line that I thought would be suitable for my
purpose. I went through many available children’s books
and picture books, and even thought of illustrating a text
of my own, but in the end, I chose to illustrate a fairy tale.

I first started thinking of fairy tales as a subject which to
illustrate, when I bought the book Bedtime Stories for Finnish
Children’ (2016, Laila Hirvisaari, Anja Salokannel). This
fairy tale book is illustrated by Emmi Jormalainen and

it includes a variety of classic fairy tales to Finnish folk
tales. When looking through the illustrations, I noticed
that the characters of the book lacked diversity. Although
there is an illustration of a princess and prince who have
brown skin, most of the characters featured are white,

and of those characters it appeared to me that a notable
percentage were illustrated with blond hair. This made

me think about how characters in fairy tales, especially
Finnish ones, were traditionally illustrated. For example,
when it came to child characters in Topelius” stories, most
of them were illustrated as blond-haired and blue-eyed
(Kulmala 2015, 5).

For this reason, I chose a fairy tale Adalmina’s pearl? by
Zacharias Topelius. Secondly, I also wanted the story to
be written by a well-known Finnish author, the main

protagonists to be a female character, and the story to be
considered a classic Finnish fairy tale. What I mean by this,
that it is a fairy tale possibly been read by generation after
generation, thus having established itself as a sort of a cul-
tural fixture in Finnish fairy tales.
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|.2 Reseanch Queationa

MY THESIS WORK is an illustration concept for a chidren’s
picture book featuring multiculturalism, based on the fairy
tale Adalmina’s pearl written by Zacharias Topelius, and my
final goal is to illustrate three spreads for the story. In this
thesis I will be presenting a process analysis in order to
answer my research questions. The intention of this report
is to explore the following:

What are some aspects a Finnish illustrator
should take into consideration when illustrating
multicultural characters in a Finnish children's
picture book in the year 2020?

How to illustrate a classic Finnish fairy tale in a
contemporary, diverse way to represent the current
Finnish multicultural society in the 21st century?
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|.3 Data Analyaia

IN ORDER TO provide context to my own illustrations

and illustration process, I first investigated how multi-
culturalism and different ethnicities have been present in
Finnish children’s picture books, and searched for examples
of multiculturalism in recent Finnish children’s picture
books. For the latter, I looked at Finnish picture books pub-
lished around the years 2016 to 2020. I chose to focus solely
on Finnish books in order to make the selection smaller.
As I am illustrating a picture book, I thought it would

be most appropriate to concentrate on the same genre. I
started my search by looking at picture books at children’s
book sections in book stores, libraries, literature blogs, and
browsing publishing houses’ online catalogues. In order to
shift through a large number of books, I decided to skim
through book covers, as I found that the main character

or characters were often featured on the cover. The book
cover is also an essential part of the narrative of the story,
especially if the cover picture doesn’t appear in the book
(Nikolajeva & Scott 2006, 241).

I was mostly interested in finding books in which the main
character, or characters, are multicultural. Pesonen (2018)
states how Oikarinen-Jabai (2009, 132) discovered that "in
Finnish children’s books, childhood was often classified as white,
middle-class and Eurocentric." My aim was to look for char-
acters that diverged from this definition. My research was
mostly limited to easily identifiable physical markers,

such as skin and hair color, as well as other features that
may stand out from what can be perceived as ‘white’ or
‘Eurocentric’ I was mostly focusing on looking at images,

although as I progressed with my research, I ended up
exploring the text as well. Pesonen (2018) explains, how
illustrations play a major role in stories that confront often
the limited ways of how Finland and Finnish people are
portrayed. Yet, words are also important, as illustrations do
not carry meaning alone. The dynamic between the word
and the picture is what challenges traditional narratives.

With my findings, I chose to analyze three contemporary
Finnish children’s picture books, as well as a few Finnish
and foreign fairy tale books. I will present this in the fol-
lowing chapters.
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2.1 A Synopais of Adalmina’s peanl

Recently we were asked if we had any storybooks featuring a black
princess. Indeed, there should be books that don't emphasize skin
color, rather a good story should be enough.

— Tanja Poskela, CEO of Lasten keskus. (Yle 2008)

ADALMINA’S PEARL IS a fairytale written by Zacharias
Topelius and it was first published in the Swedish lan-
guage children’s magazine Eos, in 1856. It has been included
in many of Topelius’ fairytale collections, as well as in
various other Finnish collections of fairytales (Numminen,
2020, 7). The book has been illustrated by several different
artists, such as Rudolf Koivu (1957), Maija Karma (1990) and
Kristiina Louhi (2004). Adalmina’s pearl has been illus-
trated a total of 22 times in the past 150 years (Numminen
2020, 8). This gives an indication of the story’s popularity
and appeal. The most recent published illustrations were
done by the artist Risto Suomi in 2013.

The story is about a princess who is gifted with a special
pearl from early infancy. This extraordinary pearl provides
her with all the beauty, wealth and wisdom in the world.
She also receives another gift, the gift of a kind heart but
can only access this gift if she loses the pearl. While the
pearl is a blessing, it is also a curse, as she grows up to

be proud and selfish. Due to her selfishness she loses the
pearl], ending up poor and ugly without any recollection
of her past life. Lost and alone, she finds a place to live in
the forest with an old woman, where Adalmina spends her
days herding sheep. One day, a prince meets her and falls in

love with her. By chance the prince finds the missing pear],
and reports this back to the king and queen, who have been
desperate to find their lost daughter. All the young women
are gathered up in order find the real princess. At the last
minute, Adalmina tries on the crown and gains her wealth,
beauty and wisdom back, at the same time keeping her
kind heart as well. In the end, she marries the prince and
lives happily ever after.

Adalmina has often been physically portrayed as a trad-
itional representation of a fairy tale princess with Western
beauty features, such as a small nose, blue eyes, fair skin
and rosy cheeks. Her looks have been her defining char-
acteristic. She has, for example, been portrayed wearing

a dress and a crown, having a slim figure and a feminine
body and a beautiful face. Lastly, she has been conven-
tionally portraid with long blond hair. (Numminen 2020,
25.) As many illustrators have illustrated Adalmina in
similar physical ways, I saw this as a chance to create a
character that would somehow differ from the other illus-
trator’s work, while also having ample examples of how she
and other characters in the book have been illustrated in
the past to take into consideration.

PICTURE 1.
Albert Edelfelt’s illustration for
Adalmina’s Pearl from 1922.

PICTURES 2 & 3.

Adalmina illustrated by Viljamaa-
Rissanen in 1998 (top left corner)
and Louhi (below) in 2004.
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2.2 Janget gnoup

MY TARGET GROUTP is 3 to 6-year-old children, both

boys and girls. I chose this age as a target group because

I was interested in illustrating a picture book, and com-
monly picture books are often marketed for this age

group. Secondly, this age group usually does not know

how to read, so the pictures in the books are an important
addition to the text. Often times in picture books the
emphasis is on the illustrations, while the text and the idea
are kept simple.

Of course, picture books can be read beyond this age group
as well. My other target group is adults who read books

to children. This includes parents, grandparents, other
family members, kindergarten or playschool staff, teachers
and nannies, as well as other adults who wish to read to
children.
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2.3 Jnanafonming a Fainy Jale into a Pictune Book

AS MY INTENTION is to adapt Topelius’s classic fairy tale
into a picture book, I first define the term picture book, and
look at how fairy tales are categorized as picture books.

First, picture book as a term is normally applied to books
where the story is predominantly told through pictures,
completed with few lines of text (Salisbury 2004, 74).
Though to be noted, picture books in Finland tend to
have a lot more text compared to, for example, Central
Europe (Heikkila-Halttunen 2019). Picture books are cur-
rently considered by book publishers to be suitable for
children up to five or six-year-olds (Salisbury 2004, 74).
This can be seen in marketing as well. For example, the
bookstore Akateeminen kirjakauppa, targets their picture
book section to 3 to 6-year olds. Picture books are mainly
intended to be read out loud, by a parent or an adult, to a
child who is still in a pre-reading age. The audience is thus
‘reading’ the pictures, whilst listening to the words read
aloud, learning to complete the gaps between the pictures
and the words in order to be able to experience the book
fully. (Salisbury 2004, 75.)

Furthermore, Torben Gregensen in Nikolajeva and Scott
(2006, 6), categorizes picture book typology into four
sections:

I.  TJhe exhilit look:
picture book dictionary (no narrative)

2. Jhe pictune nannative:
wordless or with few words

3. Jhe picture book, on pictune atony book:
the text and picture are equally important

4. The illustnated book:
the text can exist independently

Usually fairytales in Finland fall into the illustrated picture
book type (Heikkild-Halttunen 2001, 126). Though it is also
common to find fairy tale books which can be read without
having to look at the pictures, thus some fairy tales falling
into the illustrated book category. Such is the case of Hans
Christian Andersen Fairy Tale’s collection, published by
Penguin Books in 2004, where the illustrations, created

by Hans Christian Andersen himself, are placed before the
fairy tale. The illustrations provide merely an introduction
to the fairy tale, as well as aesthetic pleasure. However, the
story itself can be read and interpreted separately without
the illustrations.

As the story and the text of fairy tales often remains the
same, the differences come through the illustrations of
different artists (Nikolajeva & Scott 2006, 8). Yet, there are
also modified versions of fairy tales, like Snow White & the
Seven Dwarfs (2019) by Stephan Kalinski and Iain Botterill,

PICTURE 4.

Hans Cristian Andersen’s illustration for The Emperor’s New

Clothes is set before the text.

13
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or Bethan Woollvin's version of the Little Red Riding hood,
Little Red (2016). In the aforementioned versions, the text
has been altered or shortened, and thus the illustrations
have taken even a bigger role. For example, in Little Red
some pages feature only a few or no words at all, thus
falling into the picture narrative category.

Adalmina’s pearl has traditionally fallen into the picture
book category, as in most of the versions the illustrations
have been set side by side with the text. The story and lan-
guage in Adalmina’s pearl has also been revised during the
years. For example, Kirsti Makinen wrote an adaptation of
Topelius’ stories intended to be more suited for children
in the 20th century, in her book Topeliuksen satuja
nykylapsille (2013). For example, she changed some sen-
tence structures, left out religious references and gave the
characters more modern names. (Lindgren 2013.) In this
thesis I will be using the translated version of Adalmina’s
pear by Asko Sahlberg. This text has also been amended
from the original one. For example, the language has

been simplified, religious and moral teachings have been
reduced, and the language has been altered so that it is
easier to understand (Handolin 2012).

And he made a plan

PICTURE 5.
A picture spread in the picture book Little Red contains only a single sentence.

PICTURE 6.

An example text spread of
Adalmina’s pearl, where
the text and illustrations
are set side by side.
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2.4 Depining Multicultunaliam

BEFORE FURTHER EXAMINING multiculturalism in
Finnish children’s books, I will provide a definition of what
multiculturalism means in the context of this thesis, as
the term itself can be somewhat complicated and defined
in a number of ways. This thesis will be mostly focusing
on the following definition provided by Pesonen (2015, 38),
in which the term "multicultural book is, in most cases, used
specifically in reference to children’s books that depict a variety of
ethnic, racial and cultural groups.” This thesis uses Pesonen'’s
interpretation as a guideline, since she applies this defin-
ition in her own doctorate dissertation, where she spe-
cifically explores multiculturalism in Finnish children’s
picture books. Yet, I will also be mindful of how multicul-
turalism also takes into account gender, ethnicity, cit-
izenship, language, social class and ability (Pesonen 2017,

41).

As an illustrator, my focus is on creating and seeing multi-
cultural content, especially in the characters of a book.
For example, a multicultural character can, through their

parent or parents, have roots in another country or culture.

Thus, they can be a part of minority culture, either com-
pletely or in addition to the dominant culture. (Markoff
2016, 40.)

Again, from an illustrator’s point of view, it is natural to
be drawn to images instead of text. Yet, illustrations of, for
example, different ethnic groups will not automatically be
categorized as multicultural. In general, the term multi-
cultural children’s book can be ambigous, sometimes

extending only to certain books that clearly indicate or
highlight multiculturalism (Kontio 2007, 76). This creates
a challenge for the reader, as when multiculturalism is not
directly addressed, it is then possible that children will
not even notice it. Hence, the adult reader may share the
responsibility in noting multiculturality and pointing it
out. (Kontio 2007, 81.)

There is also a discussion on whether books that explain
people’s background and address multiculturalism are
more effective in cultivating multiculturalism, as then
children would be more aware of it (Kontio 2007, 81). Yet,
offering a different perspective, Pesonen (2015, 88) proposes
that non-explicit multiculturalism allows the portrayal of
people with different ethnic backgrounds without creating
divisions or fixating on differences. This helps to depict
multiculturalism in a more respectful manner, as min-
orities are not seen as tokenist characters or stereotypes,
who are included in books only for the appearance of being
multicultural.

Adult readers bear a certain responsibility in being critical
when reading multicultural books, if the child is not able
to do so, as children’s books are not necessarily free of
prejudices or stereotypes. (Markoff 2016, 80). Markoff (2016,
81-82) observes that many children’s books contain stereo-
types, and that ideally these stereotypes are to be reflected
on by the reader. I think that an illustrator can also be
considered as a reader, as well as a creator of content. As
Mona Eid, the Head of Administrations of Ruskeat Tytét,
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a non-profit organisation for people of color in Finland, in
an interview with Koljonen (2018) points out:

Writers and illustrators of childrens’ books, and eveyone else
for that matter, should ask themselves questions like: What do
I know about this that isn't a stereotype? How do I know this is
true? Could someone else, from a different position and back-
ground, feel differently about this?

Mingsui Cai (2002, 6) notes that while multiculturalism
contains diversity and inclusion, it is also about power
and struggle. The goal of multiculturalism is not just

to be accepting or appreciative of cultural differences,
but to act as a transmutative tool in order to provide "a
voice and authority” to marginalized cultures, as well as to
bring about social equality and justice amongst different
cultures.

Furthermore, Dudek (2011, 155) explains that there will
always be tension within and around multiculturalism.
This is especially visible in multicultural children’s liter-
ature, as books succeed in various degrees to represent cul-
tural differences to young readers.

Lastly, Kontio (2007, 82) states how eventually there would
be a need to determine the criteria of what is a good multi-
cultural picture book in Finnish conditions. Whether, for
example, the image of minorities provided by children’s
books is true, could be judged by the members of the min-
orities themselves.
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2.5 Histony of Multicultunaliam in Finnish childnen’s booka

AS SOCIETY INFLUENCES children’s books, children’s
books also act like a mirror of its time, as well as its moral
ethos (Tervola 2015). Thus, society has had an effect on
how multiculturalism and different ethnicities have been
portrayed over the mid-2oth century and 21st century in
Finnish children’s literature.

In the beginning of the 1900s, travel stories and tales from
far away countries gained popularity. Foreign places and
cultures were seen as something adventurous, peculiar and
exotic. Stories of foreign places offered a welcomed change,
and provided contrast, to what were often perceived as dull
Nordic conditions. (Heikkila-Halttunen 2013, 32.) A number
of these travel stories would focus on the African con-
tinent, depicting people and animals that lived there. Arvid
Lyckedel’s The Great Wonderful World? (1909) and Joyfull
Hottentots* (1918) are some of the examples of such books.
(Heikkila-Halttunen 2013, 33.)

Up until the the 1950s and 60s, colonialism influenced the
way different ethnicities were illustrated. Different races
that diverged from the West were portrayed in a racist
way and, at the time, this racism was simply disregarded.
(Heikkild-Halttunen 2013, 31.)

A shared cultural experience for many Finnish children
of that time, was the ABC book, The Golden ABCs (Martti
Haavio, Aale Tynni & A. Hinkkanen), which was pub-
lished in the year 1956. Notions of colonialism are seen in
the text and as well as in the illustrations. For example,

the book features an illustration of a black person next

to a pond, washing their face. The poem states how “---
washes his face but does not whiten at all” (Haavio, Tynni
& Hinkkanen, 1956, 4). Pesonen (2015, 32) mentions that
washing one’s self, and especially soap, were symbols of
colonialism and symbolized the so-called ‘taming’ of the
colonial world (Hall 2013: 229—231). In total 16 editions of
the book were published, up until the year 2000, though in
the latter years the books were published mostly for nos-
talgic reasons. (Heikkila-Halttunen 2013, 33.)

By the 1960s, current affairs began to reflect even more

in children’s books and they were closely tied to the time
of their publication (Heikkild-Halttunen 2013, 33). In the
1970s society and children’s literature connected even
more. At the time, notions echoed by the government, such
as equality between people and international friendship,
started to appear as themes in children’s books. There was
an objective to raise a generation that would take an active
and just stand on world events. This was called ‘problem
realism’. (Heikkila-Halttunen 2013, 34—35.) Problem realism
placed an emphasis on a truthful representation of the
world, which also meant including any possible negative
aspects (Tervola 2015). Heikkild-Halttunen (2013, 36) gives
an example of this through Ronny Ambjdrnsson ja Mats
Andersson picture book Tom’s new shirt® (1973).

The main character of the book is Tom, a boy portrayed as a
poor child from Kenya, who dreams of owning a new shirt.
Finnish children are asked to ponder about the inequality

.
RUNOT KIRJI) TTANUT
AINTI K1 9
LI % KIRJA

PICTURE 7.

Illustrations on the cover of Lasten
Paras Kuvakirja (Ainikki Kivi, 1928)
pictures a child, a palm tree and a

giraffe.

PICTURE 8.

Kultainen Aapinen (1956)
featured people of African miﬁi e
descent as well as North
American Natives.
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PICTURE 9.
Tom'’s portrait from the picture
book Tom's new shirt.
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PICTURE 10.
Jason portrayed as an outsider.

between themselves and children such as Tom. This itself
creates a divide between ‘them’ and ‘us” While Finnish
children are given a position of power, i.e. being wealthy,
Tom is portrayed rather as someone to feel sorry for. The
illustrations are realistically drawn ink drawings, and the
characters are brought to life through the movement of
the strokes and the detailing of the images. Perhaps by
illustrating the images in this style, the characters gain
more authenticity, as it is as if they were illustrated from
a photograph of a real child, or even drawn from real life,
thus furthering the book’s sense of realism. The reader
doesn’'t know whether the illustrations are fact or fiction,
but due to the details and lines, they do portray a sense of
accuracy.

When it comes to depicting feelings of alienation and
otherness, this has been present in Finnish children’s liter-
ature for quite a long time says Heikkila-Halttunen (2013,
41). Heikkila-Halttunen (2013, 40—41) gives the example

of Camilla Mickwitz’s book, Jason moves abroad’ (1978) as

the earliest Finnish picture book which delves into what

it means to be immigrant. The book draws into the per-
spective of the immigrant, as Jason moves from our culture
to a new country, to a new culture and language. This is
viewpoint of an immigrant is considered rare in children’s
literature. Yet, since the end of the 1970s, emigration or
immigration in children’s book subjects declined to almost
non-existent. Not until the 1990s was the subject again fea-
tured in children’s books. (Kulmala 2015, 9.)

It is also argued that the Jason books were groundbreaking
in Finnish literature. For example, the single-mother family
formed by Jason and Jason’s mother, Kaarina, was considered
as a rare family model in children’s literature at the time.
Though today such diverse family models are represented
more in children’s literature. (Kulmala 2015, 5-6.)

Kulmala (2015, 5—6) also claims that Jason’s books have
been transformative in the development of how children
have been portrayed in Finnish children’s literature. As in
the past, the main characters in children’s literature were
often easily identifiable as ordinary-looking children from
ordinary families. Jason on the other hand, with his deep
black curls, is the total opposite of a ‘linen-headed, blond
Nordic child.

In the 19805, children’s books that acquainted its readers

to traditions, holidays and daily activities of children from
different countries and cultures, were published. These
non-fiction books often described global themes, such as
craftsmanship, traditions related to celebrations, friendships,
and family relationships. (Heikkild-Halttunen 2013, 39.)

By the 1990s, marriages between Finns and non-Finns
increased noticeably. Immigration also increased, as did
the number of immigrant children. This created a need
for children’s books where cultural and racial minorities
were presented. Main or side characters were illustrated
in different skin color and appearance from other Finns.
International adoption was not featured in domestic

18
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picture books until the 21st century. Yet, by the first decade
of the 21st century, adoption became the most common
theme in picture books, in which multiculturalism was
addressed. (Heikkila-Halttunen 2013, 45 —46.)

Furthermore, books that could be described as ‘melting
pot’ books appeared at that time. Such books depict pro-
tagonists as culturally cohesive, and thus equal to each
other. The differences of characters appeared only in illus-
trations, for example by skin color. (Heikkila-Halttunen

2013, 47.)
PICTURE 11.
. . . . The cover of Don't bluff, Emmal*®
By the turn of the millennium, multiculturalism was seen (2002, Pirkko Harainen, Leena
as a part of ordinary life in Finland, which was reflected in Lumme). An example of a

. . ‘melting pot’ book.
society, for example, through kindergartens, schools and

neighborhoods. Multiculturalism was now a part of Finnish
everyday life and this was seen in a more widespread way in
Finnish children’s literature. (Pesonen 2017, 45.)

Luumunkukka
ja Lohikdarme

PICTURE 12.

The cover of Plum flower and
Dragon™ (2002, Kaskinen &
Kuittinen), a picture book about
adoption.
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2.6 Histony of Finnish Minonitiea Repnesented in Finnish Children’s Litenatune

AS STATED BEFORE, culturally conscious children’s books
were in their prime in the 1970s and 1980s. With the arrival
of new minorities in the 1970s, more attention was paid

to ethnic minorities, and thus the station of the Sami and
Romani languages began to gradually improve. During
that time, in addition to translation books, several books
for children and youth were published about the Roma.
However, picture books did not include Roma culture

until the 21st century, and even then, it was because of the
Roma’s own initiative. (Heikkild-Halttunen 2013, 50—51.)

An example of this is the book series Yokettu, featuring
two books written by Helena Blomerus, Satu Blomerus, and
Helena Korpela: What did you catch, Nightfox?® (2009) and
Where are you heading, Nightfox? (2011). These books depict
the everyday life of Roma people and the Roma culture can be
seen especially in the how the women dress, as well as in the
close interaction between family. (Heikkila-Halttunen 2013,
51.)

This series was made by a team of authors whose goal was
to create a picture book featuring a central character from
a Roman background, as it was uncommon to see a Roma
child as a protagonist in a Finnish children’s book. Their
goal was, instead of highlighting the Roma culture, to
present an ordinary life of a child. The child featured in the
book is not intended to be seen primarily a representative
of Roma culture, but as any child with their own hopes,
dreams, and aspirations. (Pieni Karhu 2020.)

Another picture book that features a Roma character, is the
book Heybuddy Daycare: Isabella and the sparkly girl . (2018,
Veera Salmi). The illustrations of the protagonist’s family,
with their dress and hairstyle, give the indication that the
characters are Roma, but the book doesn’t explain the eth-
nicity or cultural background of the main character. Again,
the book is more about the individual child as an active
participant in their own everyday life, rather than a repre-
sentative of his or her culture.

As for children’s books with Sdmi characters or culture, in
the past decades there were hardly any Finnish-language
children’s books depicting the daily lives of Sami children.
This is partly explained by the fact that not a lot of Sami
language children’s and young people’s literature was
produced. The Sami people were made known in Finland
in the 1970s primarily through Swedish picture books
that were translated into Finnish. An example of such a
book was Children of Kautokeino® (1978, Bodil Hagbrink).

It was a part of a book series which introduced its reader
to different countries cultures and traditions, and it was
illustrated with black and white photographs. (Heikkila-
Halttunen 2013, 51.)

In the 1980s, The Girl who Transformed into a Golden
Merganser > (1982, Annukka Aikio) was published. The
picture book was based on an old Sami folktale and it was
illustrated by Mika Launis, who worked on the book as a
part of his Masters of Art thesis. This is one of the books
I remember from my childhood, as the strong and vivid

~ Minulla on hirveasti kavereita
paivakodissa! Minun kaveri Mikko asuu

meilla péin. Me leikitaan aina yhdessd,
Timi innostuu kertomaan vaarille.

— Ent& Mira, onko koulussa ollut paljon
uutta, vaari kysyy.

— Olen ollut joka paivé koulussa ja saanut
uusia kirjoja, Mira kertoo.

— Mistd sait sen keksin, Yoketty,
Mira kuiskaa Yéketulle.

- Jata minullekin jotakin!

— Ketuilla on tarkka nend ja nopeat tassut! Yokettu hihittéa.

PICTURE 13.
Family pictured having dinner in the book
What did you catch, Nightfox?
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illustrations spoke to me. For a child reader such as myself,
it was the first introduction to Sami culture I recall having.

Mika Launis also illustrated Tiuku (1990, Kirsti Paltto), a
children’s book novel. Originally published in northern
Sami language in 1990, it was also published in Inari Sdmi
language in 1994, Hungarian in 2007, and in Finnish in the
year 2015.

Kirsti Paltto also wrote The White Stone's (2015) a picture
book about based on a fantasy tale. The illustrations

were part of the thesis of Petra Tanninen. In her thesis,
Tanninen reflects on the notion of truthful visual rep-
resentation of culture. For example, she ponders whether
there are limits to the freedom of expression as an illus-
trator when illustrating traditional Sdmi costumes. She
also reflects on cultural stereotypes and how to go about
illustrating a character who may end up enforcing negative
stereotypes (Tanninen 2015, 7: 18—19: 20).

Finally, a fairly recent children’s picture book which fea-
tures Sami culture, is Onni boy’s Winter Adventure'# (2018,
Sanna Pelliccioni). In the story Onni meets and strikes up
a friendship with Neeta, an Inari Sami girl. The book also
features facts about Sami people and culture, as well as a
small Inari Sami dictionary, giving children a small intro-
duction to objects and traditions of Sami culture.

ONNI-POUAN

PICTURE 14.

Onni-boy strikes up a
friendship with Neeta, an Inari
Sami girl, in the book Onni
boy’s winter adventure.
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2.7 Examples of Multicultunaliam in Contemponany Finnish Childnen’s Picture Booka

Paivikoti Heipppakamu (2016 — 2020, Otava)
Daycare Heybuddy"” is a Finnish picture book series written
by Veera Salmi and illustrated by Elina Warsta. The series
comprises of four books and each book focuses on a dif-
ferent child attending the daycare Heybuddy. The book
follows the child’s undertakings and experiences during
their day at daycare. There are four main characters in
total: Isabella, Pablo, Hung and Rebekka.

I chose to look at this series more closely, as in my opinion,
it is one of the most multicultural children’s picture books
in Finland at the moment due to the diverse representation
of children it features. Multiculturality can be spotted from
the beginning of the book, as a class picture is presented

in the beginning of each book, visually introducing all the
characters to the reader. The group consists of a number

of culturally diverse children and adults, as well as ‘trad-
itionally’ Finnish looking children. The reader then gets to
learn more about the background of the main character, as
the protagonist and their family is also introduced in the
first pages.

This book is a good example of a picture book where multi-
culturalism is not explicit. For example, there is no distinct
racial characterization used of the children in text, nor

are the illustrations stylized in a caricature way. Rather,
the uniqueness of each child arises from their character-
istics and temperament. (Heikkild-Halttunen, 2020.) When
there is no explicit mention of the characters cultural
background or ethnicity in the text, such as in the case of

Isabella or Rebekka, it is up to the reader to acknowledge,
or not, the characters cultural background.

Some of the references to multiculturalism can be seen, for

example, in the names of the characters, although names
don't necessarily define a person’s culture. For example,

Pablo is a name often found in Spanish speaking countries,

and while Isabella is usually considered as an international
name, Isabella’s last name is Salhi, which can be rooted in
Arabic, Hindi or Algerian. In illustrations, the references
to culture can be seen for example, in the way the family
dresses, or even their looks. Nodelman (2010, 15) states
that illustrations provide additional information on, for
example: looks, age, clothing, class, cultural and genetic
background, which the text may not provide. Pictures
also provide meaning in terms of their relationship to

the culture it occurs in (Nodelman 2010, 24). The only
exception of an explicit mention of culture is found in
the book Pablo and the Wobbly Tooth®® (2017), where the text
specifically mentions Mexican culture and the Day of the
Dead.

/s o £
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PICTURES 15,16 & 17.
The Heybuddy
Daycare series
features diverse
characters.
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Tuikku (2019-2020, Otava)

Tuikku is a book series written and illustrated by Johanna
Lestela. Tuikku's Very Important Job” (2019) is the debut of
the book series, followed by Tuikku and the Monster in the
Dark® (2020). The main character of the book is a young
girl named Tuikku. She comes from a family with a multi-
cultural background; her mother is Finnish — though this
is not explicitly mentioned — and her father is Nigerian.
Having a mixed family, where one is Finnish and one
African, is still rare to find in Finnish children’s books
(Rastas 2013, 100.) This book is an example of a Finnish
picture book where culture is explictly mentioned. For
example, the text mentions that Tuikku's father is Nigerian
and the book features clear references to Nigeria, for
example in an illustration of a world map and the way
Tuikku’s father is dressed. This is often a way to depict cul-
tural references, as Rastas (2013, 100) mentions how often
the African roots of a character can be brought about by
bringing references to Africa, for example through illus-
trations or clothing. There are also scenes where multi-
culturalism is introduced in a more subtle way, such as in
the second book of the series, Tuikku and the Monster in the
Dark, where Tuikku is seen skyping with her father, which
is something perhaps many children with family members
living in foreign countries can relate to as means of staying
in touch. However, Tuikku is also portraid as an individual,
and the book doesn’'t dwell on culture, rather it focuses on
looking at the world from the perspective of a child — from
being afraid of the dark to feelings of guilt and worry.

The overall illustration style of the book is fun and light
with simple line drawings. Tuikku herself is illustrated
with light brown skin and big curly hair. Tuikku’s hair
seems to be a distinct and important part of her visual
identity as Lestela (Juusti, 2020) explains how Tuikku'’s
hair is a way to provide representation of a power figure
for her own daughter. This is an example of a way to create
diverse representation of children, as Mona Eid, inter-
viewed by Koljonen (2018) says “It is important for brown
children and young adults to have books that reinforce their
identity and they can identify themselves with.”

JOHANNA LESTELA

TUIKUN

TARKEA TEHTAVA

JOHAN STELA

_ Thiki

PICTURES 18 &19.
Tuikku picture book series.
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Onni-poika saa uuden ystéivin (2019, Minerva)

Onni boy Makes a New Friend* is a book written and illus-
trated by Sanna Pelliccioni, with the assistance of Bahar
Mozaffari. I chose this book as an example, as the cultural
reference in this book is very clear and explicit. There is
also a ‘compare and contrast’ aspect to two different cul-
tures, Finnish and Persian. The book is about the cross-cul-
tural friendship of two school aged boys, Onni and Aram.
Aram moves into the same apartment building as Onni and
the two boys strike a friendship, despite at first, lacking a
common language. Through their friendship, their fam-
ilies are acquainted and the adults find cultural common
ground in how similarly Easter and Nowruz — Persian New
Year — are celebrated.

The two cultures, Persian and Finnish, are contrasted and
pictured through many images. These are examples of
food: Karelian pasty and Persian saffron pudding. Interiors:
Aram’s living room has an oriental style lamp and an
ornamental carpet, while a Mariskooli bowl can be found
in Onni'’s kitchen. And, lastly clothing: Aram’s mother
wears a long skirt in every picture, while Onni’s mother
wears a tunic with leggings. Another interesting detail,
and perhaps with some symbolism included, is how when
the boys meet for the first time, they are wearing the same
kind of shirt, only with colors and patterns inverted. The
characters overall are illustrated in a similar carefree style.
Aram’s hair is drawn with messy, curly lines, and his skin is
slightly darker than Onni'’s and the other ‘white’ characters.
Aram’s mother is the only character with colored hair.

SARNA PILLCION

ONNI-POIKA SAA
UUDEN YSTAVAN

PICTURE 20.
Onni-poika meets Aram and they strike up a
cross-cultural friendship.

PICTURE 21.
Onni and Aram meet for the first time.
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2.8 Examples of Multicultunalism Featuned in Finnish Fainy Jale Books

Prinsessakirja (2018, S&S)

The Princess Book* is a mix of a non-fiction book about prin-
cesses aimed for children, but it includes some fairy tales
as well. It is written by Anne Sarve and illustrated by Sanna
Mander. The book introduces the reader to a variety of dif-
ferent princesses, ranging from pop culture icons such as
Princess Peach from Super Mario, to real life royalty such
as Queen Elizabeth. Princesses around the world, such as
the Native American princess Pocahontas and Cleopatra
from ancient Egypt, as well as the Princess of Thailand and
Princess Sayako — the daughter of the emperor of Japan —
are also introduced. There are also other illustrations of
multicultural characters, such as a black superhero princess
and a portrayed of a black royal family.

[
Prinsessa-
kiria
JIIMA MANDER

ANWA SARVE

The cover of Prinsessakirja by Sanna Mander.

PICTURE 23.
A black royal family and a

black superhero princess as

examples of royalty.

Tilasta prinsessoilla
on harvoin puutetta,
Jjoten matkaa
ruokakomerolta
saunaan voi olla
monta sataa metrid

Alna el ole helppoa olla
prinsessa. On kaikenlaisia
sUlntdja: yksi oikea tapa
pldelld lasia ja yksi oikea
tyyppi jonka kanssa
mennd naimisiin. Jotkut
prinsessat viis veisaavat
nlistd sadnndistd, ja
tekevdt oman mielensd
mukaan. Mikd ei ole

mlellyttdnyt ihan kaikkia.

“ Jotkut prinsessat
luovat uraa ja

ryhtyvit isona
* kuningattariksi...
. -
v 2 ... ja toisten prinsessojen
m - homma on olla
g X ! supersankareital
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Merenneidot — Mustekalan Syntymadpadivi (2020,
Aurinkokustannus)

Mermaids — The Octopus's Birthday?* is a picture book written
and illustrated by Ulla Sainio. Although this is more a
picture book than a fairy tale, I still chose it as an example,
as mermaids are often associated with Hans Christian
Andersen’s time-honored fairy tale Little Mermaid (1837).
also chose this book as an example, because although most
of the mermaids are white, there are a few ethnic mer-
maids. The book also includes some other interesting ways
I thought in which the mermaids stand out from how how
they are usually depicted in fairy tales or children’s books.

The story is about a group of mermaids who throw a sur-
prise party for their friend the Squid. The mermaids are
mostly illustrated in somewhat traditional way as all of
the mermaids are pictured with long fish tails, slender
bodies, young in age and most of them with long, flowy
hair. Similar to how the little mermaid is illustrated in
Walt Disney’s The Little Mermaid (1989). An exception to the
rule is a mermaid with short blue hair, coincidentally she is
also the only mermaid wearing a hat. Her hat is a red cap,
resembling the hat the famous marine biologists Jacques
Cousteau wore. I found this as a fresh take on portraying a
mermaid, as well as a small visual nod to an oceanography
legend, whether intended so or not.

Another detail which I found uncommon in how mer-
maids are often illustrated, was how one of the mermaids
is wearing glasses.

As for ethnic diversity, as mentioned earlier most of the
mermaids are illustrated with white skin, but there are
two side characters featured with dark brown skin. These
characters are also illustrated with different hairstyles,
one with braids and the other with curly hair, giving each
one of them a more distinctive style. All in all, it could

be argued that the mermaids are pictured as individuals
and are given the space to be themselves. This can be seen
in the text as well, as one of the mermaids, when talking
about what to wear to the party, says “Everyone can dress as
they please” (Sainio 2020). Though to be noted, in the illus-
trations the mermaids do end up dressing mostly similar
to one another. Nevertheless, it seems that the illustrator,
and/or the publisher, has given some thought to these
details, and has chosen to represent mermaids in a diverse
way.

PICTURE 24.
The cover features different looking mermaids.
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Lips as red as the rose. Snow White & the Seven Dwarfs (2019) L@\ | MODERN RETELLING

]

Hair as black as ebony. This book is written by Stephan Kalinski and Iain Botterill X |
Q)

SR
VUYL T T

arid the Seven Dwarfs

L3

Skin as white as snow. and illustrated by Claudia Piras. Snow White is portrayed 5
as a strong, intellectual young woman and in this book her g

intellectual skills, rather than looks, are highlighted. As for

ethnicity, she is illustrated with brown skin and dark curly

hair, in contrast to how Snow White is described with “skin

white as snow” (Snow White and the Seven Dwarfs 1937).

The twelve dwarfs also are ethnically diverse, coming from

different continents as each “had come from the seven corners

of the earth...” (Kalinski & Botterill 2019, 62). The dwarf’s

names and dress style give an indication of their cultural

background, but none of this is explicitly mentioned.

Finally, the storyline has been altered to give Snow White PICTURE 25.

more independence and autonomy. She is seen as an active Amodern retelling of a fairy tale.

figure who is in charge of her own destiny. For example, in

the end of the story, it is the prince who follows her into

her travels instead of vice versa. The author mentions how

his intention was to create a story that would be retold as

empowering for females, rather than re-enforcing negative

stereotypes of a passive princess (Hidréléy 2020).

/)

— Magic Mirror on the Wall describing Snow White
(Disney Animation Studios 1937)
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Once upon a world (2016-2018)

As I searched for multicultural content in fairy tale

picture books, I came across the book series Once upon a
world, published by an American publishing company,
Simon & Schuster. It is a series of classic fairy tales such as
Cinderella, Rapunzel, The Little Mermaid and The Princess and
the Pea, where each story is placed in a different country
and culture. For example, Rapunzel features an Indian
princess with the story placed in India, The Little Mermaid
is placed in the Caribbean and the princess in The Princess
and the Pea is a Russian princess, naturally placed in
Russia. Each book is illustrated by a different artist, sharing
the same cultural background with the location of the
book. This perhaps helped to create illustration intuitive
to the region in which the story is situated. For example,
Laukka (2001, 64—65) mentions how national differences
are still found in picture books, and that the nationality or
background of an illustrator has an effect on their illus-
trations, as an illustrator has a commitment to their own
culture’s pictorial heritage.

<
X
S
(5

ONCE«UPON*AOWORLD

BY CHLOE PERKINS
ILLUSTRATED BY

ARCHANA SREENIVASAN

PICTURE 26.

and the little village nearby.

The prince began fo visit Rapunzel every day. She loved when
he told her stories about the outside world. He talked about
his horses. and the beautiful streams he liked to walk along,

Rapunzel wished she could see what was beyond her tower.

Rapunzel featured as
an Indian princess.
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PICTURE 27.

The Illustration
style in Rapunzel is
highly decorative
and lush.
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3.1 Chooaing the Scenes to Jllustnate

In most cases, the illustration starts with the text. Thus, when
illustrating, the artist must_find the mode of presentation that best
conveys the given content. The image can be either qffirmative or
tell its own story.

— Hatva (1993, 134)

I BEGAN MY illustration process by reading Adalmina’s
pearl a few times and making notes of the scenes that I
found most interesting to illustrate for the purpose of this
thesis, paying special attention to scenes which described
Adalmina’s character, portrayed her as an active architype,
and/or featured more than one side character. I also looked
at examples of the scenes other illustrators had illustrated,
giving me an indication of how other artists interpreted the
text. I thought it would be interesting to illustrate the main
character, Adalmina, through different ages; as an infant, a
child and a young woman. I chose four scenes at first, as in
the beginning of the process I was still unsure which scenes
I found the most engaging to illustrate.

1. Adalmina receiving the pearl

The first scene I chose is the opening page of the book.
Here Adalmina receives her special gifts from the fairies:
the pearl which gives her all the beauty, wisdom and
wealth in the world, as well as receiving her other gift:

the promise of a pure heart, which she would only access
if she loses the pearl. I picked this part because it sets the
premise of who Adalmina is. Adalmina, pictured as an
infant baby, is showered with gifts and attention, indi-
cating that she is not just a regular child, rather she is
someone special, a real princess. The scene also introduces
the reader to Adalmina’s family, the king and the queen, as
well as to two other minor characters, the blue and the red
fairy.

2. Adalmina’s proud heart

The second scene is where the princess has grown into her
teenage years and is now portrayed in a negative light. In
the text she is described as proud, mean spirited, greedy,
jealous, and arguing with everyone who wouldn't flatter
her or do as she wished. This was also a scene that could
possibly include many or just one minor character, or the
princess could be also drawn alone. I found this an inter-
esting scene, as the picture’s emphasis would be on the
body language and facial expressions of the character(s).

PICTURE 29. Example of scene 3, Lumme, 2004.
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3. Adalmina escaping from the castle

The third scene I selected is the part where Adalmina
escapes from the castle. I found this an interesting scene to
draw as it also features the environment where Adalmina
is brought up, the nature surrounding the castle and the
castle itself. There is also a lot of activity and movement in
this scene as well. She is literally seen as an active char-
acter as she is running away from her servants. The tension
between getting caught and being free was an appealing
subject to me. It also features the princess as the centre of
the action, as the scene draws all the attention to her, even
with minor characters added. I found that in this scene she
would not be portrayed passive, but rather dynamic.

4. Girls trying on the crown

The fourth and final scene I chose is the scene where all the
18-year-old girls are called to the castle to try on Adalmina’s
crown. This scene features many minor characters, and

I found that for this scene it would be relatively easy to
include diversity and imagery that isn’t necessarily seen in
many other fairy tales. Princess Adalmina is not featured
in this scene, but for me, it was more about who else could
be featured in the book.

PICTURE 31. Example of scene 4, Frélander-Ulf, 2011.
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3.2 9deation Proceas

AFTER CHOOSING THESE four scenes, I followed
Sailamaa’s (2020) advice: when starting out an illustration
process, it would be useful to first start with research, fol-
lowed by making a large number of quick sketches, then
choosing a few to refine, working in black and white before
introducing color. I also used the method of the illustrator
Tom Froese (2020a) where similarly to Sailamaa, he starts
his illustration process by first collecting images to ref-
erence, then proceeds to the sketching phase. First drawing
from a model and then drawing the same subject from
memory. He calls this part ‘ideational drawing’. This is
where the illustrator uses the image references from their
own memory, instead of relying on models, in order to
come up with illustrations with their own style. I noticed
that this step worked well for me, as it gave me a lot more
flexibility to express myself.

In this stage, I made initial sketches using pen and

paper. I wasn't sure yet what technique to use, as for

me this was more of a brainstorming session and a
warming up method. I wasn't really focusing on the char-
acter development although I had a vague idea of what
Adalmina would look like. Even so, at this point I was

still trying out different ways to narrow down the style I
wanted to illustrate the story in, as well as coming up with
the ideas for the illustration. As Hatva (1993, 134) says the
illustrator needs to find the best way to present the work in
the given content. This can be symbolic or directly repro-
ducing the text. The picture can be affirmative or tell a
story of their own.

I used picture reference to help me with the initial
sketches. For example, I sketched a number of different
hairstyles of curly and textured hair from picture ref-
erence. (Picture 30). I collected images to use as drawing
material in Pinterest. Warsta (2020) says how she always
uses pictorial references for the characters in Paivakoti
Heippakamu, for example by collecting images on
Pinterest. She also uses real life references such as her own
children.

Ideally I would have liked to use real life drawing reference,
as I think it would have benefited my drawing technique
and style. As Salisbury (2004, 20) points out drawing
images from life allows the illustrator to handle visual
information first-hand in their own unique way.

PICTURE 32. My initial sketches of different hairstyles of curly hair.
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3.3 Jllustnation Jechnique

AFTER SKETCHING WITH pencil and paper, I decided to
use Photoshop, drawing with my Wacom tablet in order

to work quicker and also to introduce color to my work. I
downloaded a brush set from Adobe’s collections, called
Kyle T. Webster’s Megapack. This set includes different ink
brushes, as well as watercolors, gouache, pencils, etc. As I
was not very familiar with these brushes, I used some time
to just try out how some of the brushes worked and looked
like, at the same time trying to find the right style and look
for Adalmina.
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3.4 Chanacten Deasign

THE FIRST QUESTION I asked myself when I began the
character design process was inspired by Bishop (5, 1990):
Who is made visible and how? As previously stated,
princess Adalmina has often been portrayed as — what I
call — a typically Scandinavian princess. That is, she has
been pictured with long, blond hair and white, fair skin
and blue eyes.

There have been some exceptions to her hair color, for
example in the illustrations by Lumme (2006), Kota (1991)
Sjostedt (1956), but throughout, she has always been repre-
sented as a white princess.

As Iwanted Adalmina to represent someone else than

a fair skinned, blonde princess, I made the decision to
illustrate her with brown skin and black hair. Why not a
princess whose ethnicity is South-East Asian? Or what
about an indigenous princess, perhaps a Sami princess?
Or a princess from a Roma background? Surely it is valid
to provide representation of many different ethnicities,

as these are also minority groups who may not be much
represented in Finnish children’s books, let alone in
Finnish fairy tales. Yet, as I had to choose a single character
to illustrate, I decided to illustrate Adalmina loosely based
on my best friend from elementary school, who was born
in Finland to a family from a diverse background.

I was interested in finding out how other Finnish illus-
trators had made the choice on ‘wWhom’ to illustrate, so
I contacted Elina Warsta, an artist who illustrates the

Paiviakoti Heippakamu series. Warsta (2020) explains
how the characters in the book Piivikoti Heippakamu are
largely based on the author Veera Salmi'’s descriptions.
Salmi had already thought about the group, the children,
their age, a little bit about their background, their names
and, for some children, also their cultural background.
That is to say, in the case of Paivakoti Heippakamu, the
author had made the choice of how to portray the char-
acters and the illustrator was there to provide the visual
representation of such choices.

I also interviewed Johanna Lestel, the author and illus-
trator of the Tuikku book series. Lesteld (2020) explains
how she based the physical characteristics of Tuikku
largely on herself. For example, the hair of Tuikku is
inspired by a picture of Lestela as a child. However,
Tuikku'’s personality was made up. Because Tuikku’s char-
acter is so personal to Lesteld, she says that to have had
someone else illustrate her would have been proven hard
to do, as for her, a significant part of the book was the
self-drawn characters. This is an example of how the story
and illustrations are intertwined with the author, and the
choice of whom to illustrate comes from a deeply personal
perspective.

As I started sketching the character of Adalmina, as well
other characters, I was faced with the task of illustrating
characters from different backgrounds. How many times
had I illustrated someone out of my own ethnic heritage,
me being a white person? I can honestly say, not many. In
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my numerous sketch books, I could hardly find any diverse
ethnicities, perhaps only a few doodles of on a character
with different ethnicities here and there. Why is this so? I
think it’s a good question to ponder, and to which I don't
necessarily have the answer. Still, perhaps as illustrator E1
Bouamraou (2019) notes — it’s not easy to draw something
(or someone) you are not used to drawing.

I wasn't sure what Adalmina would look like, other than
that she would have dark skin and black curly hair, so after
looking at some references online, I just started to draw

to see what would become of it. In the beginning, I drew
Adalmina in many different styles and ages, as in the book
she is featured as a baby, a child, a teenager and a young
adult.

I first illustrated Adalmina as a child. I imagined her as

a curious child, enjoying different activities, so I tried to
get that across in the illustrations. The style I first came
up with was quite different from what I usually draw, but
it was refreshing to try out new ways to express myself.

I picked a smooth pen brush on Photoshop, one that I
had not worked on before, but the result was a little too
stagnant for my personal taste.

Next, I drew Adalmina with various facial expressions to
convey different emotions. At this point I wasn't focused
on getting the character to look a certain way. I just wanted
to explore the possibilities of what Adalmina could pos-
sibly look like. Often book publishers want to see how

illustrators can vary the character’s facial expressions and
body language (Sinikumpu 2017, 31). However, as my focus
was more on experimenting for the benefit of my progress
as an illustrator, I decided not to stick to one definite look.

At one point, I chose to try some watercolor and gouache
Photoshop brushes. I liked them as they made the line
appear livelier. In the illustrations I also varied Adalmina’s
age, so in some pictures she is pictured as a child, while in
some other pictures she looks older.

I also drew a variety of different looking princesses,
thinking of the minor characters as well. I sketched
princesses with different hairstyles, skin tones, and body
shapes. Some were drawn with more detail and color, while
others were drawn with simpler shapes and lines.

PICTURE 33.
One of the first character sketches for Adalmina,
loosely based on my best friend from elementary school.
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PICTURE 34.
Adalmina pictured doing different activies.
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PICTURE 35.
Adalmina pictured with different emotions and ages. I was specifically
trying to capture negative emotions in her facial expressions.
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PICTURE 36.
I'wanted to explore what princesses look like to me, so I sketched
princesses with different hair styles, body shapes and clothing.
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3.5 Inspination

FOR INSPIRATION I composed a mood board of the illus-
trators whose style I admired and whose work I wanted to
use as examples. As a role model, Mary Blair (1911-1978)
stood out to me the most. She worked for Disney as a
concept artist on films such as Cinderella (1950) and Alice
in Wonderland (1951). I found that her whimsical, naive,
yet skillful interpretations of scenes and characters, as
well as her clever compositions inspired me deeply in this
illustration process. Another illustrator who I look up

to is Franciszka Themerson (1907-1988), a Polish avant-
garde artist who also illustrated children’s books. Her way
to illustrate movement and create drama with a strict
color palette, yet keeping the illustrations simple, really
impressed me. I also appreciate her imagination and bold,
somewhat nonsensical style. The third artist I admire is
Alexander Girard (1907-1993) who influenced me by his
skillful use of shapes and form, which was often inspired
by folk art. The last illustrator I look up to is Bethan
Woollvin, as she can create a variety of emotion in her
illustration using only a few strokes. I also appreciate her
simple, yet fun illustration style.
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PICTURE 37.

Mary Blair's concept art for Alice in Wonderland.
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Franciszka Themerson’s quirky illustrations.

PICTURE 39.

PICTURE 38.
Alexander Girards portraid of girls.

PICTURE 40.
Bethan Woollvin's
interpretation of the

| Little Red Riding Hood.
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3.6 Fnom Sketches to Finished Wonk

AFTER I HAD sketched numerous pages it was time to work
on the final illustrations. I chose three of the four scenes,
leaving out the scene where Adalmina is portrayed as
selfish. By this stage I had already drawn a lot of different
compositions by hand, as well as characters using the com-
puter, but I didn't know how to make these two techniques
work together. Drawing by hand is generally an easier tech-
nique for me and I feel that I produce better work simply
drawing on paper, as I find that my lines can flow easily
and freely. Using a Wacom drawing tablet I found that it
had some limitations, such as lagging problems as well

as touch pad issues. Yet, as working on the computer was
faster, I decided to combine the two. First I scanned some
of my paper sketches and then I simply started illustrating
the scenes for the story.

I had already thought of the overall concept for each scene,
using these three steps by Froese (2020b) to compose a
picture:

I.  Content:
what is the subject matter of the picture

2. Compoaition:
how is it arranged

3. Concept:
what is the intention of the message
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Scene 1

For the first scene, I interpreted the atmosphere of the
scene to be magical, festive and ceremonial. Adalmina as a
baby receives special gifts from the fairies. The concept of
the illustration is to celebrate the birth of a child. When I
thought of a baby’s christening, I thought of spring. Spring
being associated with new beginnings, birth and new life.
Thus I wanted to add elements of spring, such as flowers,
to the illustration.

In this illustration the reader gets to learn more about
Adalmina’s background. I wanted to tell the reader through
the image that Adalmina is born to a mixed race family,
with a black mother and a white father. I thought it would
be important for the reader to see the family in the illus-
tration, as Mona Eid, interviewed by Koljonen (2018),
mentions how usually immigrants and people of color are
positioned as outsiders in Finnish children’s books. That is,
they are thought to have been born outside of Finland, yet
this does not resonate with Finnish children of color.

As for composition, I tried out different perspectives.
Exploring what the picture would look like if the focus of
the image was on the pearl, but this took too much focus
away from the characters. Another perspective I came up
with was the family centered in the picture and the fairies
surrounding the family. From this idea I started experi-
menting with the composition of the two fairies as mirror
images, eventually coming up with a composition of them
framing the family.

PICTURE 41.
Sketches of the first scene.

PICTURE 42.
Finding the composition of
theillustration.
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Kun prinsessa Adalmiina kastettiin, kummeiksi oli kutsuttu kaksi
haltiaa, punainen ja sininen. Kummilahjaksi punainen antoi
hanelle suuren aidon helmen, ja sen mukana seurasi vield kolme
oivallista lahjaa.
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Scene 2

For scene 2 I pictured Adalmina as independent, adven-
turous, and rebellious. In the text she is described as angry,
but I wanted to try to capture —what I thought would be-
her side of the story: she has been locked in a castle for
years and she has had enough, so she finally breaks free and
runs away to the great unknown.

I chose this part of the story particularly because in this
scene Adalmina is not pictured as a passive figure, rather
she is at the center of the action. Nikolajeva and Scott
2006, 83 explain how “the central position in a page emphasises
the character’s central role in the story. It also conveys a young
child’s “centralisation” (Piaget) of himself.”

For the composition of the illustration I wanted it

to include drama and movement. In order to picture
movement, I drew Adalmina running. I pictured her to be
far away from her house, escaped and free. She is pos-
itioned in the front, while everything else, the castle, the
servants, her old surroundings, are located in the back — or
figuratively speaking, in the past. I placed her in the right
corner, as if she is running out of the image, a few steps
away from the unknown.

PICTURE 43.
Initial sketches

PICTURE 44.
Composing the second
scene on Photoshop.

of the second scene.
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Scene 3

For me, this scene was all about anticipation, excitement
and diversity as the scene depicts young women who

are gathered in the castle to try on Adalmina’s crown. As
this illustration does not include Adalmina, I wanted the
primary character to be someone that is not often high-
lighted in fairy tales. Again, thinking about who is fea-
tured in children’s picture books as the center of attention.
Nikolajeva & Scott (83,2006) discuss how in illustrations
spatial relationships are important, as the size and position
of characters may display the attitude towards one another
revealing their psychologial relationship and relative
status.

I chose to draw the main character in a wheelchair.
Although my illustration ended up highly stylized, I
wanted to draw an electric wheelchair, as I personally know
disabled people who use electric wheelchairs, yet I have
rarely seen them in illustrations.

In the beginning I drew very linear scenes, with girls lit-
erally standing in line, but eventually I started playing
around with composition and space to create a more
dynamic picture. I pictured the main character set in front,
while everybody else is behind her, looking at her. I played
with the scale of the audience, to create hierarchy amongst
the main character and minor characters.

L PICTURE 45.
Sketches of the third scene.
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PICTURES 46 & 47.
First sketch of scene three on Photoshop (above).
Finding the idea and composition of the scene (below).
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3.7 Colon

FOR THE SKETCHING phase I mostly worked in black and
white. After I had an idea of what the illustrations would
look like, I needed to add color to them. Introducing color
was a challenge, as I didn't exactly know where to start.

In my work process, I usually just pick colors which I feel
would suit the picture and its mood, but this time I wanted
to be more systematic about it.

To make the decision easier for me, for color reference I
used a masking tape sticker set I had at home. This set
includes 27 different solid color sheets. I picked some
colors I thought I would need in the illustrations. As I had
two scenes that were placed in nature, I first picked some
greens, as well as some browns for skin hues. Inspired by
Mary Blair’s use of pinks and oranges, I picked some of
those colors as well. I then wanted to add purples to com-
pliment the green, as well as yellows and reds for color

pops.

As I'wanted the illustrations to have vivid and joyful colors,
I adjusted the saturation of the color sheets on Photoshop
after scanning.

I picked 18 colors at first, but narrowed it down to 15 in
total. In each illustration I used about nine colors from the
color palette.

PICTURE 48.
Scanned masking tape sheets.

PICTURE 49.
Initial color palette featuring 18 colors.

PICTURE 50.
Final selection of 15 colors.
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PART 4: FINAL WORK

4.1 Final Wonk

IN THE FOLLOWING pages I introduce the
three final illustrations I created for the story
of Adalmina’s pearl. They are presented in
chronological order. The pages are spreads and
the text layout is by me.
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Kun prinsessa Adalmiina kastettiin, kummeiksi oli kutsuttu
kaksi haltiaa, punainen ja sininen. Kummilahjaksi punainen
antoi hdnelle suuren aidon helmen, ja sen mukana seurasi
vield kolme oivallista lahjaa.

— Niin kauan kuin Adalmiina kantaa helmed, tulee hédnesta
pdivd pdivdltd kauniimpi, rikkaampi ja viisaampi. Mutta jos
hdn kadottaa helmen, hdn menettdd auttamattomasti ndma
lahjat.

Sininen haltijatar antoi vield yhden lahjan, mutta ainoastaan
yhdelld ehdolla:

— Jos hdn hukkaa helmensd ja kauneutensa, rikkautensa ja
viisautensa, hdn saa minulta korvaukseksi neljannen lahjan,
ja se on noéyrd sydan.
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Kun prinsessa oli viisitoista vuotta vanha, hdn ldhti erddna

pdivdnd kdvelylle kuninkaan tiluksille. Kun hdn pddsi portille ja

halusi ulos puistoon, portti oli lukittu eikd kukaan uskaltanut |
uhmata kuninkaan ahkeraa kdskyd ja avata sitd. Palvelijat W/
kieltdytyivdt ensimmdisen kerran tottelemasta prinsessan kdskyd.
Silloin hdn suuttui ja hdnen kauneutensa pdivdnpaiste synkkeni.
Hdn juoksi uskollisia palvelijoitaan pakoon ja kiipesi portin yliste.
Ja kun palvelijat seurasivat hdntd, hdn juoksi aina vain pitemmadille
puistoon, kunnes vihreiden puiden lomassa ei endd nédkynyt
yhtddn palvelijaa.




Oli kaunis kesdpdivd ja ainakin tuhat tyttod
seisoi pitkissd jonoissa onneaan koettamassa.
Aina varhaisesta aamusta mydhdiseen iltaan
kultakruunu vaelsi pddstd pddhdn kaikkien
sovitettavaksi, mutta ei sopinut kenellekkddn.
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PART 5: CONCLUSION

5.1 Conclusion

THROUGH MY RESEARCH I found that most of the
Finnish picture books that feature multiculturalism
were about everyday life in Finland, for example set in
daycare or at home. It is the everyday life that brings
about the chances to see and discover the diversity in
Finland. Like Pesonen (2018) says:

“These books include representations of everyday life that
can challenge but also change how “normal Finland’, as
well as “normal Finns, are understood. Though their subtle
approach the traditional, even fixed understandings of
social categories — such as white Finnishness— are undone”.

The books I analyzed didn't feature any difficult sub-
jects, such as discrimination, neither did I find any
traces of problem realism, which was a popular feature
in children’s books in the 1970s. Heikkila-Halttunen
(2020) mentions that it is significant that picture
books at this current time don’t contain bullying or
racism related to skin color or cultural background.

While I found a few examples of multicultural char-
acters in Finnish fairy tale books, I wasn't able to find

a protagonist who would represent a multicultural
Finnish person. However, Mander illustrated a variety
of diverse characters in her Princess book, as did Sainio
in Mermaids — The Octopus's birthday. Both illus-
trators, in my opinion, gave the characters their own
personality by adding small details that made them
stand out in subtle ways, for example in dress, hairstyle

or overall style, as well as their roles in the books.

Multiculturality in Finnish picture books is becoming
more wide spread, as recently publishing houses are
rising to the occasion. For example, Otava will be pub-
lishing nine children’s books this year, 2020, in which
the main character isn't white. These include foreign as
well as domestic titles. (Juusti, 2020.) That being said,
there is still space for many Finnish children’s picture
books featuring diverse children and characters, espe-
cially when it comes to the main characters of the
book.

As I focused solely on Finnish children’s picture books,
I didn't explore the internet or the digital world further.
For future reference it would be interesting to see,

for example, how multiculturality is represented in
Finnish digital platforms aimed at children, particu-
larly in illustrations.

As for the illustrating process, I found I had some
technical challenges as I was not very familiar with
drawing with Photoshop and a Wacom tablet. I am
still searching a balance between using traditional
techniques and the computer, as both have their
advantages. I feel like I lost some of my flowy lines as I
worked on the computer, but I gained a lot by working
quicker. Nevertheless, I am happy with the end result
as I did manage to draw the images in my own style
and therefore make Adalmina’s world appear more

vibrant and colorful compared to the older versions.
In addition, the diverse cast of characters makes the
age-old story more relevant in today’s Finland.

The ideation process was rewarding and I became
familiar with methods that I will also use in the future.
Analyzing the illustrations was fruitful and it helped
me to ponder who is seen and how in children’s book
illustrations.

It is important to note, that I was only able to scratch
the surface, and look at this broad and complicated
subject somewhat superficially from a personal point
of view as an illustrator. Nevertheless, I think it was
important to start from somewhere and be able to
share the process and all the thoughts and questions,
that came about when attempting to grasp what an
illustrator can, and perhaps should, think about when
illustrating multicultural content in Finnish picture
books.

50



REFERENCES

Repenences

Printed sources

Bishop, R.S. 1990. Mirrors, windows, and sliding glass doors. Perspectives:
Choosing and Using Books for the Classroom, volume 6/3, 3-12.

Cai, M. 2002. Multicultural Literature for Children and Young Adults: Reflec-
tions on Critical Issues. Westport: Greenwood Press.

Dudek, D. 2011. Multicultural. In: Nel, P. & Paul, L. (eds.) Keywords for Chil-
dren’s Literature. New York: New York University Press, 155-160.

Hatva, A. 1993. Kuvittaminen. Helsinki: Rakennustieto.

Heikkila-Halttunen, P. 2013. Lasten kuvakirjojen pitka tie tasa-arvoisiin
esitystapoihin. In: Rastas, A (ed.) Kaikille lapsille: Lastenkirjallisuus liikkuvassa,
monikulttuurisessa maailmassa. Helsinki: Suomalaisen Kirjallisuuden Seura,
27-61.

Kalinski, S. & Botterill, I. 2019. Snow White and the Seven Dwarfs. Germany:
Spree Druck Berlin.

Koss, M. D. 2015. Diversity in Contemporary Picturebooks: A Content Analysis.
Journal of Children’s Literature, volume 41/1, 32-42.

Laukka, M. 2001. Sotketut peikon kasvot. In: Korolainen, T. (ed.) Kirjaseikkailu.
Lasten- ja nuortenkirjallisuuden opas. Helsinki: Kustannusosakeyhtié Tammi,
63-76.

Nikolajeva, M. & Scott C. 2006. How Picturebooks Work. New York: Routledge.

Nodelman, P. 2010. Words claimed: Picturebook narratives and the Project of
Children’s Literature. In: Colomer T. Kimmerling-Meibauer, B. & Silva-diaz, C.
(eds.). New Direction in Picturebook Research. New York: Routledge, 11-26.

Pesonen, J. 2013. Xing, Sikuriina, Tatu ja Patu: Monimuotoinen monikult-
tuurisuus 2000-luvun lastenkirjoissa. In: Rastas, A (ed.) Kaikille lapsille: Lasten-
kirjallisuus liikkuvassa, monikulttuurisessa maailmassa. Helsinki: Suomalaisen
Kirjallisuuden Seura, 62-82.

Rastas, A. 2013. Alille, Ainolle, Fatimalle ja Villelle. Suomalainen lapsilukija
afrikkalaisten diasporasta. In: Rastas, A. (ed.) Kaikille lapsille: Lastenkirjallisuus
liikkuvassa, monikulttuurisessa maailmassa. Helsinki: Suomalaisen Kirjal-
lisuuden Seura, 83-116.

Salisbury, M. 2004. Illustrating Children’s Books. USA: Barron’s Educational
Series.

Electronic sources

Cavén, T. 2020. Lukeminen ei ole tylsa velvollisuus. Viisi syyta lukea lapselle.
Accessed 25 September 2020. Available at https://yle.fi/aihe/artikke-
1i/2020/03/12/lukeminen-ei-ole-tylsa-velvollisuus-viisi-syyta-lukea-lapselle

Derman-Sparks, L. 2013. Guide for Selecting Anti-Bias Children’s Books.
Accessed 2 February 2020. Available at https://www.teachingforchange.org/
selecting-anti-bias-books

Disney Animation Studios 1937. Snow White and the Seven Dwarfs. DVD.
Personal collection.

Froese, T. 2020a. Skillshare video. Accessed 29 September 2020. Available
at https://www.skillshare.com/classes/Drawing-Toward-Illustration-Connect-
How-You-Draw-with-How-You-Illustrate/2062108553/projects?via=user-profile

Froese, T. 2020b. Skillshare video. Accessed 29 September 2020. Available
at https://www.skillshare.com/classes/Drawing-Toward-Illustration-Connect-
How-You-Draw-with-How-You-Illustrate/2062108553/projects?via=user-profile

Haavio, M. Tynni, A. Hinkkanen, A. 1956. Kultainen Aapinen. Accessed 6
August 2020. 5th ed. WSOY: Porvoo. Available at https://digi.kansalliskirjasto.
fi/teos/binding/1927000?page=6

Handolin, V. 2012. Zacharias Topelius ja Lena Frélander-Ulf: Adalmiinan helmi.

Accessed 13 September 2020. Available at: http://varikaspaiva.blogspot.
com/2012/07/adalmiinan-helmi.html

Heikkila-Halttunen, P. 2019. Muualta Suomeen tulleet kuvittajat haasta-

vat hyvassa mielessa kotimaista kuvakirjakenttaa. Virikkeita. Nro 4/2019.
Accessed 19 September 2020. Available at https://ibbyfinland.wordpress.
com/portfolio/muualta-suomeen-tulleet-kuvittajat-haastavat-hyvassa-mieles-
sa-kotimaista-kuvakirjakenttaa/

Heikkila-Halttunen, P. 2020. Aitoja lapsia. Accessed 9 August 2020. Available
at: https://kuvittajat.fi/kuvittaja-posts/aitoja-lapsia

Helminen, M.-L. 2018. Ulkomaalaistaustaiset ensisynnyttajina samanikaisia
kuin suomalaistaustaiset - mutta synnyttdvat enemman lapsia. Accessed 20
January 2020. Available at https://www.stat.fi/tietotrendit/artikkelit/2018/
ulkomaalaistaustaiset-ensisynnyttajina-samanikaisia-kuin-suomalaistaustai-
set-mutta-synnyttavat-lopulta-enemman-lapsia/?listing=simple

Hidréléy 2020. Fed Up With Negative Stereotypes In Classic Fairytales, A
Father And A Teacher Retell “Snow White” With Modern Morals. Accessed

18 August 2020. Available at https://www.boredpanda.com/snow-white-re-
told-modern-morals-fairytales-retold-book-instinctively/?utm_source=goog-
le&utm_medium=organic&utm_campaign=organic

Juusti, T. 2020. Lastenkirjojen kautta on mahdollista vaikuttaa, sanoo Johanna
Lesteld: Han haluaa murtaa kuvakirjoillaan kasitysta siitd, milta suomalainen
lapsuus nayttad. Accessed 13 September 2020. Available at https://www.hs.fi/
kulttuuri/art-2000006627339.html

Karjalainen, M. 2015. [Arvio] Sanna Pelliccioni: Onni-poika saa uuden ystavan.
Accessed 29 September 2020. Available at https://ibbyfinland.wordpress.com/
portfolio/arvio-sanna-pelliccioni-onni-poika-saa-uuden-ystavan/

Kontio, E. 2007. Monikulttuurisuus lasten kuvakirjoissa. Jyvaskylan yliopisto.
Thesis. Accessed 15 August 2020. Available at https://jyx.jyu.fi/bitstream/han-
dle/123456789/18214/1/URN_NBN_fi_jyu-2007555.pdf

Koljonen, M. 2018. (T)racing Finnish children’s books with Mona Eid. Virik-
keita. Nro 2/2018. Accessed 9 August 2020. Available at https://ibbyfinland.
wordpress.com/portfolio/tracing-finnish-childrens-books-with-mona-eid/

Kulmala, M. 2015. "Niinpa han ei sano mitdan” - Toiseus, erilaisuus ja yhteisol-
lisyys Camilla MickWitzin Jason muuttaa maasta - kuvakirjassa. Tampereen
yliopisto. Thesis. Accessed 13 September 2020. Available at http://urn.fi/
URN:NBN:fi:uta-201504221347

Lindgren, M. 2013. Paivitetty satusetd. Suomen kuvalehti. Nro 35/2013.
Accessed 10 August 2020. Available at https://suomenkuvalehti.fi/digilehti/
lue/35-2013/paivitetty-satuseta-kirsti-makinen-rohkeni-koskea-pyhiin-tek#-
PhotoSwipe1600324856610

Markoff, E. 2016. Monikulttuurisuus 2010-luvun lastenkirjoissa: tutkimusmat-
ka Tatun, Patun, Risto Rappaajan ja Reuhurinteen maailmaan. Oulun yliopisto.
Thesis. Accessed 13 February 2020. Available at https://lauda.ulapland.fi/
bitstream/handle/10024/62522/Markoff.Essi.pdf?sequence=2&isAllowed=y

Numminen, I. 2020. Topeliuksen Adalminan helmi -sadun kuvitusten henkilo-
ja miljodkuvaus. Helsingin yliopisto. Thesis. Accessed 18 February 2020.
Available at: https://helda.helsinki.fi/bitstream/handle/10138/312368/Nummi-
nen_Ida_Pro_Gradu_2020.pdf?sequence=2&isAllowed=y

Pesonen, J. 2015. Multiculturalism as a Challenge in Contemporary Finnish
Picturebooks - Reimagining sociocultural categories. University of Oulu.
Doctorate thesis. Accessed 15 August 2020. Available at: http://jultika.oulu.fi/
files/isbn9789526210209.pdf

51



REFERENCES

Pesonen, J. 2017. Monikulttuurisuudesta Tatun ja Patun Suomessa: Kansallista
tarinaa rakentamassa vai uudenlaista suomalaisuutta tuottamassa? AVAIN -
Kirjallisuudentutkimuksen Aikakauslehti. Nro 3/2017, 38-55. Accessed 10 August
2020. Available at https://doi.org/10.30665/av.66380

Pesonen, J. 2018. What is -or could be- ‘normal Finland’? - Examining anti-rac-
ism in Finnish children’s books. Virikkeitd. Nro 2/2018. Accessed 19 September
2020. Available at: https://ibbyfinland.wordpress.com/portfolio/what-is-or-
could-be-normal-finland-examining-anti-racism-in-finnish-childrens-books/

Pieni karhu 2020. Mita sait sakkiisi, Yokettu. Accessed 13 September 2020.
Available at: http://www.pienikarhu.fi/yokettu.html

Sailamaa, A. 2020. VS: Ohjeistusta kuvituskuvan tekemiseen. Email corre-
spondence. Recipient Ristikankare, Z. Sent on 24 April 2020.

Sinikumpu, S. 2017. Miten lastenkirja kuvitetaan? : Sidosryhmien ndkemyksia
lastenkirjan kuvittamisesta. Lahden Ammattikorkeakoulu. Thesis. Accessed
16 September 2020. Available at https://www.theseus.fi/bitstream/han-
dle/10024/125476/Sinikumpu_Satu.pdf?sequence=2&isAllowed=y

Tanninen, P. 2015. Valkoinen kivi: Mustavalkoisen kuvituksen synty saamelai-
seen lastenkirjaan. Lapin Ammattikorkeakoulu. Thesis. Accessed 15 August
2020. Available at https://www.theseus.fi/bitstream/handle/10024/101978/
LAPIN_AMK_Tanninen_Petra_Opinnaytetyo_2015.pdf?sequence=1&isAl-
lowed=y

Tervola, M. 2015. Lastenkirjat syottavat lapsille aikansa ideologiaa - sotap-
ropagandasta sukupuolineutraaleihin satuihin ja kakkajuttuihin. Accessed 5
February 2020. Available at https://yle.fi/aihe/artikkeli/2015/11/24/lastenkir-
jat-syottavat-lapsille-aikansa-ideologiaa-sotapropagandasta

Yle 2008. Musta prinsessa on harvinainen suomalaisissa lastenkirjoissa. Ac-
cessed 13 September 2020. Available at https://yle.fi/uutiset/3-5832975

Warsta, E. 2020. VS: Muotoiluinstituutin opinnaytetyon tekija, kysymyksia
Paivdkoti Heippakamu-kirjasarjasta. Email correspondence. Recipient Risti-
kankare, Z. Sent on 21 October 2020.

Oral sources

El Bouamraou, J. 2019. Monimuotoisuus Lastenkirjoissa. Lecture at Central
Library Oodi on 2 December 2019.

Picture sources

Picture 1. Edefelt, A. 1922. Kuvitusta Topeliuksen satuun: Totuuden helmi.
Accessed 15 September 2020. Available at https://www.kansallisgalleria.fi/fi/
object/393619

Picture 2. Viljamaa-Rissanen, K. 1998. Topeliuksen Adalminan helmen kuvituk-
set osa 5 - Adalmina sovittaa kruunua. Accessed 15 September 2020. Available
at https://lastenkulttuuri.blogspot.com/2019/09/topeliuksen-adalminan-hel-
men-kuvitukset_8.html

Picture 3. Louhi, K. 2004. Topeliuksen Adalminan helmen kuvitukset osa 2

- Ylped Adalmina. Accessed 15 September 2020. Available at https://lastenkult-
tuuri.blogspot.com/2019/07/topeliuksen-adalminan-helmen-kuvitukset_26.
html

Picture 4. Andersen, H. C. 2004. The Emperor’s New Clothes. In:
Wullschlanger, J. (ed.) Hans Christian Andersen Fairy tales. New York: Penguin
books.

Picture 5. Woollvin, B. 2016. Little Red. Atlanta: Peachtree Publishers.
Accessed 10 September 2020. Available at http://100scopenotes.com/
files/2016/11/LittleRed_spread4_2.jpg

Picture 6. Frolander-UlIf, L. 2011. Adalmiinan helmi. Helsinki: Kustannu-
sosakeyhti6 Teos.

Picture 7. Wendelin, M. 1928. Lasten Paras Kuvakirja (ed.)Kivi, A . Accessed
10 August 2020. Available at https://cecilhagelstam.com/fi/shop/kivi-ainik-
ki-wendelin-martta-lasten-paras-kuvakirjat-vauva-ja-hauva-halli-vartion-uro-
tyo-jouluiltana-kallen-miurun-ja-nukku-matin-ihmeellinen-ilmaretki-last-
en-ja-nuortenkirjat/

Picture 8. Haavio, M. Tynni, A. Hinkkanen, A. 1956. Kultainen Aapinen.
Accessed 6 August 2020. 5th ed. WSOY: Porvoo. Available at https://digi.
kansalliskirjasto.fi/teos/binding/1927000?page=6 Available at https://digi.
kansalliskirjasto.fi/teos/binding/1927000?page=8

Picture 9. Ambjérnsson, R. & Andresson, M. 1972. Tomin uusi paita. Helsinki:
Tammi.

Picture 10. Mickwitz, C. 1978. Jason muuttaa maasta. Helsinki: Tammi.

Picture 11. Harainen, P. & Lumme, L. 2002. Ald narraa, Emma! Helsinki: WSOY.

Picture 12. Kaskinen, A-M. & Kuittinen, K. 2002. Luumunkukka ja Lohikaarme.
Helsinki: Kirjapaja.

Picture 13. Blomerus,H., Blomerus, S. and Helena Korpela,H. 2009. Kuvakirja
romanityton arjesta. Accessed 25 October 2020. Available at https://lastenkir-
jahylly.blogspot.com/2009/11/kuvakirja-romanityton-arjesta.html

Picture 14. Pelliccioni, S.2018. Onni-pojan talviseikkailu. Accessed 25 October
2020. Available at https://www.suomalainen.com/products/onni-pojan-talvi-
seikkailu-1#

Picture 15. Salmi, V. & Warsta, E. 2020. Paivékoti Heippakamu - Hung ja
pantteripako. Otava. Accessed 14 October 2020. Available at https://otava.
kauppakv.fi/sivu/tuote/paivakoti-heippakamu-hung-ja-pantteripako/2608200

Picture 16. Salmi, V. & Warsta, E. 2020. Paivakoti Heippakamu - Pablo ja
heiluvat hampaat. Otava. Accessed 14 October 2020. Available at https://
otava.kauppakv.fi/sivu/tuote/paivakoti-heippakamu-pablo-ja-heiluvat-ham-
paat/1940988

Picture 17. Salmi, V. & Warsta, E. 2018. Paivakoti Heippakamu - Isabella ja tu-
ikkiva tyttd. Otava. Accessed 14 October 2020. Available at https://otava.kaup-
pakv.fi/sivu/tuote/paivakoti-heippakamu-isabella-ja-tuikkiva-tytto/2111524

Picture 18. Lesteld, J. 2019. Tuikun tarkea tehtava. Otava. Accessed 5 October
2020. Available at https://otava.kauppakv.fi/sivu/tuote/tuikun-tarkea-tehta-
va/246896

Picture 19. Lestela, ). 2020. Tuikku ja pimean morko. Otava. Accessed 5 Octo-
ber 2020. Available at https://otava.kauppakv.fi/sivu/tuote/tuikun-tarkea-te-
htava/2468969

Picture 20. Pelliccioni, S. 2019. Onni-poika saa uuden ystavan. Minerva
kustannus. Accessed 28 September 2020. Available at https://ibbyfinland.files.
wordpress.com/2015/12/onni-poika-saa-uuden-ystacc88vacc88n.png

Picture 21. Pelliccioni, S. 2019. Kuvakirjat helpottavat monikulttuurisuuskesk-
ustelua lasten kanssa. Accessed 28 September 2020. Available at https://ibby-
finland.wordpress.com/portfolio/kuvakirjat-helpottavat-monikulttuurisuuske-
skustelua-lasten-kanssa/

Picture 22. Mander, S. 2018. Prinsessakirja. Schildts & Séderstroms.

Picture 23. Mander, S. 2018. Prinsessakirja. Schildts & Séderstroms. Accessed
1 November 2020. Available at https://kustantamo.sets.fi/kirja/prinsessakirja/

52



REFERENCES

Picture 24. Sainio, U. 2020. Merenneidot - Mustekalan Syntyméapaiva. Au-
rinkokustannus. Accessed 25 October 2020. Available at https://merenneito.
fi/book/1672/

Picture 25. Kalinski, S. & Botterill, I. 2019. Snow White and the Seven Dwarfs.
Germany: Spree Druck Berlin.

Picture 26. Sreenivasan, A. 2017. Rapunzel (Once Upon a World). Accessed
29 October 2020. Available at https://www.amazon.com/Rapunzel-Once-
World-Chloe-Perkins/dp/1481490729/ref=sr_1_5?dchild=18&keywords=0n-
ce+Upon+a+World&qid=1605045200&s=books&sr=1-5

Picture 27. Sreenivasan, A. 2017. Rapunzel (Once Upon a World). Accessed
29 October 2020. Available at https://www.amazon.com/Rapunzel-Once-
World-Chloe-Perkins/dp/1481490729/ref=sr_1_5?dchild=1&keywords=0n-
ce+tUpon+a+World&qid=1605045200&s=books&sr=1-5

Picture 28. Koivu, R. 1957. Topeliuksen Adalminan helmen kuvitukset osa 1

- Adalminan lapsuus. Accessed 25 August 2020. Available at https://lastenkult-
tuuri.blogspot.com/search/label/Adalminan%20helmi?updated-max=2019-07-

01T00:09:00-07:00&max-results=20&start=58&by-date=false

Picture 29. Lumme, L. 2006.Topeliuksen Adalminan helmen kuvitukset osa 2 -
Ylpea Adalmina. Accessed 25 August 2020. Available at https://lastenkulttuuri.

blogspot.com/2019/07/topeliuksen-adalminan-helmen-kuvitukset_26.html
Picture 30. Viljamaa-Rissanen, K. 1998. Topeliuksen Adalminan helmen kuvi-
tukset osa 2 - Ylpea Adalmina. Accessed 25 August 2020. Available at https://
lastenkulttuuri.blogspot.com/2019/07/topeliuksen-adalminan-helmen-kuvi-
tukset_26.html

Picture 31. Frolander-UlIf, L. 2011. Adalmiinan helmi. Helsinki: Kustannu-
sosakeyhtio Teos.

Picture 32. Ristikankare, Z. 2020. Author’s work, unpublished.
Picture 33. Ristikankare, Z. 2020. Author’s work, unpublished.
Picture 34. Ristikankare, Z. 2020. Author’s work, unpublished.
Picture 35. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 36. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 37. Blair, M. 1951.Vintage Illustrations by Mary Blair. Accessed 16
September. Available at https://ohsobeautifulpaper.com/2009/08/vintage-il-
lustrations-by-mary-blair/

Picture 38. Alexander Girard, A. 1972. Textile panel; ‘girls’. Accessed 16 Sep-
tember 2020. Available at http://collection.imamuseum.org/artwork/38382/

Picture 39. Themerson, F. 2008. My First Nursery Book. London: Tate.
Picture 40. Woollvin, B. 2016. Little Red. Available at https://www.thetimes.
co.uk/article/childrens-book-of-the-week-little-red-by-bethan-woollvin-rs5g-
zs6kv

Picture 41. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 42. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 43. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 44. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 45. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 46. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 47. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 48. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 49. Ristikankare, Z. 2020. Author’s work, unpublished.

Picture 50. Ristikankare, Z. 2020. Author’s work, unpublished.

53



ENDNOTES

Endnotes

Original book titles in Finnish. All translations of titles featured in the text are by the author.
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Suomen lasten iltasatuja

Adalmiinan helmi

Suuri kaunis maailma

Iloiset hottentotit

Kultainen Aapinen

Tomin uusi paita

Jason muuttaa maasta

Mitd sait sdkkiisi, Yokettu?

Minne matka, Yokettu?

Pdivikoti Heippakamu, Isabella ja tuikkiva tytto
Kautokeinon lapset

Tytto, joka muuttui Kultaiseksi Koskeloksi
Valkoinen kivi

Onni-pojan talviseikkailu
Luumunkukka ja Lohikddrme

Ali narraa, Emma!

Pdivikoti Heippakamu

Pablo ja Heiluvat hampaat

Tuikun tdrked tehtdvd

Tuikku ja pimedin morko

Onni-poika saa uuden ystdvin
Prinsessakirja

Merenneidot —Mustekalan Syntymdpdivi
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