
English Extension 1 (Year 12) – resources and activities
12.1 – ‘Introduction to Literary worlds’
This document contains the resources and activities that accompany the Year 12 teaching and learning program, ‘Introduction to Literary worlds’ – 12.1.
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[bookmark: _Toc204074539][bookmark: _Toc239753116]About this resource
This resource booklet aligns with a sample teaching and learning program. It has been developed to assist teachers in NSW Department of Education schools to create learning experiences that are contextualised to their students’ needs, interests and abilities for the English Extension 11–12 Syllabus (2024) (NESA 2024). It provides an example of one way to approach resource and activity development through a conceptual lens. The materials have been created by the English curriculum 7–12 team unless otherwise attributed. More information is available via How to use the English 11–12 sample programs.
[bookmark: _Toc235784647][bookmark: _Toc239753117]Purpose of resource
This resources and activities booklet is not a standalone resource and aligns with the following support materials for the program ‘Introduction to Literary worlds’:
Assessment resources: Assessment – 12.1; Student assessment samples – 12.1; Core formative tasks – 12.1, Part B – critical reflection – 12.1
Programming resources: Program – 12.1
Resource and activities support in Word: Core texts – 12.1
Resources and activities in PowerPoint: Phase 1 – introduction to Literary worlds – 12.1; Phase 2 – from theory to creative practice – 12.1; Phase 3 – Natural worlds – MacLeod – 12.1; Phase 4 – Natural worlds – Yunkaporta – 12.1; Phase 6 – Literary worlds audio recording assessment support – 12.1
Scope and sequence: English Extension 1 Year 11–12
Assessment schedule: English Extension 1 Year 11–12.
All documents associated with this resource can be found on the Planning, programming and assessing English 11–12 webpage.
[bookmark: _Toc204074541][bookmark: _Toc239753118]Target audience
[bookmark: _Toc145666042]This resource booklet is intended to support teachers and curriculum leaders as they develop contextually appropriate teaching and learning resources for the English Extension 11–12 Syllabus (2024) (NESA 2024). Teacher-facing material has been included as a ‘resource’, while student-facing material has been labelled ‘activity’ in this booklet.
[bookmark: _Toc204074542][bookmark: _Toc239753119]When and how to use
These resources have been designed as an introductory sequence of the Year 12 ‘Introduction to Literary worlds’ teaching and learning program. This resource booklet provides opportunities for the teacher to develop rapport with their class while getting to know their needs, interests and abilities. The program and associated materials can be used as a basis for the teacher’s own program, assessment or scope and sequence, or be used as an example of how the English Extension 11–12 Syllabus (2024) (NESA 2024) can be implemented.
The program and associated resources are not intended to be taught exactly as is presented in their current format. Teachers using this program and the associated materials should adapt these to suit their students’ needs, interests, abilities and the texts selected. The resources should be used with timeframes that are created by the teacher to meet the overall assessment schedules.
Some of the information is collated from relevant NESA and department documentation. It is important that all users re-read and cross-reference the relevant syllabus, assessment and reporting information hyperlinked throughout. This ensures the content is an accurate reflection of the most up-to-date syllabus content.
Teacher note: the blue feature boxes include instructions for the classroom teacher engaging with the activities and resources. They provide suggestions for how content could be delivered and links to additional resources. These notes should be removed before distributing activities and resources to students. Many activities include tables with space for students to type their responses. If teachers choose to print these materials for students, they will need to adjust the size of the cells in these tables to allow space for students to write their response.
[bookmark: _Toc235784656]Student note: the pink feature boxes include information for students to develop and clarify their understanding about why they are engaging with specific activities. These notes could be edited or modified to suit the needs of students within your context.
[bookmark: _Toc239753120]Core texts and text requirements
[bookmark: _Toc214019834][bookmark: _Toc204074544]The core texts and their alignment to the text requirements are provided in their entirety or as the licensed extracts in the Core texts booklet. The name and details of each text, the syllabus requirement being addressed, points of note and a succinct overview of the texts and the reasons for their use in the teaching and learning program is provided.
Table 1 – texts and text requirements
	Text
	Text requirements

	Brontë E (1847) Wuthering Heights, The Project Gutenberg website, accessed 15 June 2026. This work is in the public domain.
	This text meets the textual requirements of an extract from ‘larger works that construct literary worlds’ (NESA 2024c).

	Perrault C (1697) The Story of Blue-Beard, The Project Gutenberg website, accessed 15 June 2026. This work is in the public domain.
	This text meets the textual requirements of ‘short texts … that construct literary worlds’ (NESA 2024c).

	Tempest K (2016) ‘Picture A Vacuum’ [song], Let Them Eat Chaos, Lex Records, UK.
	This text meets the textual requirements of ‘short texts … that construct literary worlds’ (NESA 2024c).

	MacLeod A (2002) ‘In the Fall’ in Island, Vintage, New York.
	This prescribed text meets the textual requirements of Extended print in Elective 4: Natural worlds (NESA 2024c).

	Yunkaporta T (2023) Sand Talk: How Indigenous thinking can save the world, The Text Publishing Company.
	This prescribed text meets the textual requirements of Extended print in Elective 4: Natural worlds (NESA 2024c).


[bookmark: _Toc239753121]Exploring controversial issues
Some texts in this program contain a range of issues that could be deemed controversial for Year 12 students. It is important that these issues are explored carefully, using a syllabus-aligned approach. For more support, see Content that may be distressing in How to use the English 11–12 core texts.
[bookmark: _Toc239753122]Pre-reading – supporting all learners
[bookmark: _Toc204074545][bookmark: _Toc166768191][bookmark: _Toc169692690]The resources contained in this section are designed to support teachers in preparing for this teaching and learning program.
[bookmark: _Toc239753123]Approach to conceptual programming
Below is a graphic demonstrating the lead and supporting concepts at the heart of the ‘Introduction to Literary worlds’ sample materials.
Figure 1 – conceptual programming outline for ‘Introduction to Literary worlds’
[image: Conceptual programming triangle showing the lead concept, supporting concepts and assessment in focus.]

[bookmark: _Toc205887162][bookmark: _Toc239753124][bookmark: _Toc205887163]Flipped learning in English Extension 1
Teacher note: the information in this pre-reading resource comes from UNSW The Flipped Classroom (2025).
What is a flipped classroom?
In a flipped classroom, students are assigned to complete learning in their own time. This might include:
reading assigned articles or completing questions on the core text
watching a video or listening to a podcast
engaging in independent investigation.
Once students have completed the assigned flipped learning, class time is then dedicated to more hands-on activities, such as class discussion or group work. Having class time to go deeper in the application of learning results in deeper understanding. Students acquire content knowledge independently, then apply this learning in novel situations through teacher-guided instruction in class.
This is a highly effective model of instruction in the English Extension classroom, which connects to the Rationale for English Extension 1, which emphasises that students ‘learn to use research methodology to undertake investigation in English’ and ‘explore and adopt a range of reading practices to develop awareness of the assumptions that guide interpretation and evaluation’ (NESA 2024c).
[bookmark: _Toc239753125]Accessing the State Library of NSW for independent investigation
Teacher note: a key part of the English Extension 1 course is that students ‘learn to use research methodology to undertake investigation in English and develop extended compositions’. This resource provides instructions for how to join the State Library of NSW and use the library catalogue for research. You may wish to provide these instructions to students, collaborate with your school librarian on joining the State Library of NSW and exploring local resources, or, if possible, organise an excursion where students can browse the shelves with a librarian.
Follow the steps listed below to join the State Library of NSW and begin exploring their resources.
Navigate to the State Library of NSW website.
Select Join and then Become a Library member.
Follow the prompts to Sign up for an account, including:
Fill in your Personal information and select Send a confirmation email.
Confirm your email address by selecting Activate account.
Create a secure password – tick the I agree to comply with the Library’s Code of Conduct field and then select Create a password.
Confirm your Address details for NSW residents by selecting Yes, I live in NSW, filling in your address and then selecting Create account.
Account created, select Go to MyLibrary dashboard.
Some Websites and apps you can access via the MyLibrary dashboard include:
Library website
Catalogue.
You can Search the collection via these fields:
All Fields
Title
Subject
Author/Creator
Call Number.
You can refine your search using the following filters:
Availability – choose between items available Online or For use in the library only
Format – narrow by type, such as Journals, Magazines, Books or Multimedia
Subject – select relevant categories, for example, Literary Criticism or Education
E-resources – to access complete documents online, select the filter for Full Text Only
Language – filter for English.
Then select Apply Filters.
You can now explore the items in the catalogue.
[bookmark: _Toc239753126]Recommended resources
Bakhtin M (1981) ‘Forms of Time and of the Chronotope in the Novel: Notes toward a Historical Poetics’, in The Dialogic Imagination: Four Essays, Austin, University of Texas Press.
Eagleton T (1983) Literary Theory: An Introduction, University of Minesota Press, Minneapolis.
Knellwolf C and Norris C (eds) (2008) Cambridge History of Literary Criticism – vol 9, Cambridge University Press, Cambridge, pp. 235 to 248.
McHale B (1987) Postmodernist Fiction, Routledge, London.
Parker M and Morrison F (2016) Masters in Pieces: The English Canon for the Twenty-First Century, Cambridge University Press, United Kingdom. This text provides a strong overview of the literary debate and theory that features in the program.
Walton K (1990) Mimesis as Make-Believe: On the Foundations of the Representational Arts, Harvard University Press, Cambridge.
Wood J (2009) How fiction works, Random House, Sydney.

[bookmark: _Toc169692693][bookmark: _Toc204074549][bookmark: _Toc239753127]Phase 1 – engaging with the unit, the learning community and the focus area
In the ‘engaging with the unit, the learning community and the focus area’ phase, students are supported to consider their own understanding of literary worlds. This phase is designed to pique interest by developing student understanding of literary worlds as textual creations of imagination, as they express their own interpretations of what contributes to narrative representation of people, places and events. This phase will also begin to introduce students to significant literary perspectives, where they experiment with language and concepts. By activating prior knowledge and sparking wonder and curiosity students reflect their understanding of the core ideas of the focus area.
[bookmark: _Toc169692694]Teacher note: many of the activities across the program require access to devices. Teachers should ensure students have access to laptops or other devices so activities can be completed. A range of activities and suggestions are provided in the program for Phase 1. They are designed as a menu of strategies. Teachers are advised to choose learning sequences and activities from this phase which best suit their class and can be completed in the available time. The PowerPoint Phase 1 – introduction to Literary worlds – 12.1 has been created to support the teaching of this sequence. This PowerPoint also includes an introduction to the Natural worlds elective. The Teaching advice for Literary worlds emphasises that ‘students study Literary worlds through their chosen elective’ (NESA 2024b). It is important for students to understand that the Natural worlds elective is part of the Literary worlds focus area; they are not discrete units of work.
Phase 1, resource 1 – Literary worlds focus area living glossary and Phase 1, resource 2 – Elective 4: Natural worlds living glossary have been created to support teachers and students define key terms. Across the program, students can use the Cornell note-taking method. This is an extension of the note-taking skills embedded in the Year 11, Term 1 – Texts, culture and value, English Extension 1 teaching program.

[bookmark: _Toc239753128]Phase 1, activity 1 – the concept of representation
Teacher note: this activity is designed to refamiliarise students with the textual concept of representation using a visual medium as a starting point. The video at the beginning of this activity can be watched as a class or on student devices (individual viewing will require headphones). Use English books or student devices as per classroom practice.
1. Watch the video What Is The Treachery of Images? (6:31). Use The Cornell Note Taking System to record what you hear and learn. Draw the table below in your English book.
Table 2 – Cornell note-taking table
	Summary of video
	Main notes and key thoughts

	Key words and questions
	

	Overall summary
	


Using your notes from the table as a guide, write a response to the following questions:
1. In your own words, what is the key idea behind Magritte’s ‘The Treachery of Images’?
How are ideas about the relationship between language and meaning challenged by Magritte’s art?
What do you think is meant by ‘the false promise of resemblance’?
Prepare to contribute to a class discussion. Use the questions to guide your thinking:
1. What is a representation?
What is the difference between a representation and the real world?
Why do writers create literary representations of the world?
Ten-minute quick write – think about the texts you studied in Year 11. Focusing on one of those texts, how does language create a representation of reality?

[bookmark: _Toc239753129]Phase 1, activity 2 – refining expression through verb choice
Teacher note: students complete this activity after writing their quick write response to the question, ‘How does language create a representation of reality?’ This activity supports students to refine their written expression by considering how verb choice shapes meaning.
1. Revisit your quick write response and identify 3 verbs you have used to explain the relationship between language and representation.
1. Highlight any verbs that are general or imprecise. For example, ‘language shows reality’.
1. Replace each general verb with a more precise verb that changes and strengthens the meaning of the sentence. For example, ‘language shows reality’ could become:
language constructs reality
language distorts reality
language reframes reality.
Choose one revised verb and briefly explain how the change alters the representation of language’s role in shaping meaning.
Return to your quick write and revise one sentence so that your verb choice creates a more precise explanation of how language creates a representation of reality.


[bookmark: _Toc239753130]Phase 1, resource 1 – Literary worlds focus area living glossary
Teacher note: the glossary provided in this resource is a starting point designed to support your students as they develop their engagement with key terminology related to the Literary worlds focus area. To use it effectively, encourage students to refer and add to the glossary whenever they encounter unfamiliar words or concepts. This ‘living glossary’ will help build their unique and collective understanding of and confidence in using literary terms, enhancing their ability to analyse, encourage personal voice and discuss texts. As part of a gradual release of responsibility, teachers are encouraged to develop this living glossary with students, adding new terms and refining definitions as learning progresses. Using the living glossary regularly as a resource will support students in developing their literacy skills in a structured and meaningful way.
This resource is designed to support students as they build key terminology for the Literary worlds focus area.
Table 3 – definition for key terms in the Literary worlds focus area
	Term
	Definition
	Relevance to the focus area

	Literary worlds
	Imaginative textual environments constructed through narrative, language and form. They can be realistic, symbolic, speculative, historical or entirely fictional.
	Central concept – students examine how authors build worlds that express ideas, values, emotions and perspectives, and how readers enter and interpret these worlds.

	Narrative
	An account of events or experiences, which are real or imagined. In English literary theory, narrative includes a story (what is narrated) and a discourse (how it is narrated). Narrative can present as an explicit sequencing of events (type of text) or it can be an implied or inferred component in a text.
	Students analyse how representations shape meaning and reflect or challenge cultural, social and personal values within literary worlds.

	Representation
	The way ideas are portrayed and represented in texts, using language devices, forms, features and structures of texts to create specific views about characters, events and ideas. Representation applies to all modes: spoken, written, visual and multimodal.
	Helps students analyse how literary worlds are shaped by the storytelling itself – what is shown, how it is shown and whose perspective frames the world.

	Context
	The range of personal, situational, social, historical and cultural circumstances that shape how texts and their representations are conceived, constructed, understood and interpreted.
	Students evaluate how shifting contexts influence the meaning of literary worlds and readers’ interpretations.

	Textual form
	The category into which a text can be classified based on its arrangement, structure and style. Novel, autobiography, essay, sonnet, haiku and documentary are examples of textual form.
	Students explore how form influences the construction of literary worlds and the communication of complex ideas.

	Language features
	Specific linguistic devices such as imagery, syntax, diction, tone, symbolism, metaphor and narrative voice.
	Students analyse how language choices craft the aesthetic, emotional and conceptual dimensions of literary worlds.

	Aesthetic qualities
	The artistic aspects of language that evoke sensory, emotional or intellectual responses. Examples include beauty, lyricism or rhythm.
	Students understand how aesthetic features contribute to meaning, mood and the immersive experience of literary worlds.

	Author purpose
	The reasons an author creates a text. These could include to inform, provoke, entertain, critique or reflect on human experience.
	Students evaluate how author intent shapes the construction of literary worlds and the reader’s engagement.

	Audience
	The intended or implied readers for whom a text is created.
	Students consider how different audiences interpret literary worlds differently based on values, experiences and cultural perspectives.

	Critical perspectives
	Ways of interpreting texts (for example, feminist, postcolonial, reader-response, structuralist, ecocritical).
	Students explore perspectives to deepen responses to literary worlds and craft sustained arguments.

	Values
	Beliefs, attitudes and assumptions embedded in texts or brought by readers and applied to texts.
	Students examine how literary worlds affirm or challenge cultural and personal values.

	Genre
	A category of text with shared conventions and features (for example, dystopian fiction, gothic, pastoral).
	Students respond to and compose texts that engage with evolving literary conventions relevant to world-building.

	Interpretation
	The process of making meaning from a text by drawing on evidence, context and perspective.
	Students practise analytical and personal responses to explain their understanding of how meaning is shaped in literary worlds.

	Composition
	The crafting of original texts – for example, critical, analytical, reflective or creative.
	Students produce extended and experimental compositions that reflect understanding of literary world-building.

	Extended texts
	Longer print works such as novels, plays or poetry collections.
	Each elective in this focus area involves the study of 3 texts from the prescribed list. At least 2 of these texts are required to be extended print texts, which may include poetry.

	Related text
	An additional text chosen to broaden understanding of the elective’s concepts.
	Students are required to study one related text for the elective. Students draw intertextual connections, comparing how they construct and represent literary worlds.

	Independent inquiry skills
	Independent research and investigation strategies, including locating, evaluating and synthesising sources, forming inquiry questions and communicating findings. Students use independent inquiry skills to analyse key texts and compose complex texts.
	Students apply inquiry skills to analyse prescribed and related texts and to support critical compositions.

	Stylistic features
	Particular ways an author uses form and language to structure a text. Stylistic features can include narrative fragmentation, nonlinear narrative and focalisation.
	Students experiment creatively with these features to construct their own literary worlds and refine authorial voice.

	Meaning-making
	The process through which texts communicate ideas, emotions, values and perspectives and how these ideas are interpreted and understood by the reader. Readers bring their own ideas and values when interpreting meaning in texts.
	Students examine how meaning is shaped by interactions between author, text, reader and context.




[bookmark: _Toc239753131]Phase 1, resource 2 – Elective 4: Natural worlds living glossary
Teacher note: the glossary provided in this resource is a starting point designed to support your students as they develop their engagement with key terminology related to the Natural worlds elective content. To use it effectively, encourage students to refer and add to the glossary whenever they encounter unfamiliar words or concepts. This ‘living glossary’ will help build their unique and collective understanding of and confidence in using literary terms, enhancing their ability to analyse, encourage personal voice and discuss texts. As part of a gradual release of responsibility, teachers are encouraged to develop this living glossary with students, adding new terms and refining definitions as learning progresses. Using the living glossary regularly as a resource will support students in developing their literacy skills in a structured and meaningful way.
This resource is designed to support students as they build key terminology for the Natural worlds elective content.
Table 4 – definition for key terms in the Natural worlds elective
	Term
	Definition
	Relevance to the elective

	Natural worlds
	Representations of the natural environment in texts, including landscapes, ecosystems, wilderness, seasons and human-nature interactions.
	Students examine how texts construct natural spaces to express ideas about beauty, fragility, identity, renewal and cultural meaning.

	Pastoral
	A literary mode that idealises rural or natural environments, often depicting them as peaceful, restorative or harmonious.
	Helps students explore how authors use pastoral imagery to express self-renewal, escape or cultural nostalgia.

	Self-renewal
	The idea that nature can provide healing, restoration or personal transformation.
	Students analyse how characters can experience renewal through interactions with the natural world.

	Ecological context
	The environmental circumstances, issues and attitudes shaping a text, such as climate change, conservation, sustainability or human impact.
	Students examine how contemporary ecological concerns influence representations of natural worlds.

	Environmental representation
	How texts show or symbolise nature, the environment and ecological relationships through imagery, language and narrative choices.
	Students analyse how natural worlds are depicted – beautiful, threatening, fragile, resilient, exploited or sacred.

	Nature–culture relationship
	The interplay between human societies and the natural environment, including how culture shapes our understanding of nature.
	Central to evaluating how literary worlds show humans belonging to, being shaped by, and shaping, natural environments.

	Beauty and fragility
	The dual idea that natural environments can inspire awe while also being vulnerable to destruction or change.
	Students compare how texts highlight environmental vulnerability and the significance of protecting natural worlds.

	Place
	The specific setting or environment represented in a text, including its physical features, symbolic meaning and emotional resonance.
	Students study how place shapes characters, identity and the construction of natural worlds.

	Landscape
	A visual, sensory or symbolic representation of natural terrain within a text.
	Helps students understand how authors build mood, atmosphere and meaning through natural imagery.

	Environmental symbolism
	When natural elements (for example, storms, seasons, rivers, animals) symbolise emotions, ideas or themes.
	Students evaluate how symbolism strengthens meaning in natural-world texts.

	Eco-criticism
	A critical approach that examines how texts represent nature, environment and ecological issues.
	Students use eco-critical perspectives to analyse values and assumptions embedded in texts.

	Intersections of culture and nature
	How cultural beliefs, traditions or identities influence the way natural worlds are represented and understood.
	Students study how authors from different contexts express cultural relationships with the environment.

	Related text
	A student-selected text that expands understanding of natural worlds and environmental representation.
	Students are also required to study one related text for the elective. The related text is used to compare and contrast different constructions of nature across contexts and mediums.

	Imaginative composition
	Creative writing that uses language and form to represent natural worlds.
	Students compose their own texts that engage with pastoral, ecological or nature-based imagery.

	Aesthetic qualities of nature
	The sensory, emotional or artistic features of natural settings as represented in texts.
	Helps students evaluate how beauty is constructed and how it shapes emotional and thematic meaning.




[bookmark: _Toc239753132]Phase 1, activity 3 – Literary worlds focus area
Teacher note: Phase 1, resource 1 – Literary worlds focus area living glossary can be used to complete this activity. Students should be encouraged to return to this table throughout the course and add detail as their ideas evolve.
1. Use the table below to consolidate your ideas about the Literary worlds focus area description.
1. Return to this table during the course as you engage with texts, adding additional ideas.
Table 5 – unpacking the Literary worlds focus area
	Literary worlds
	What does this mean to you?
	How does this link to the texts you have read and written?

	‘Literary worlds are textual creations of imagination through which a complex relationship is established between author, reader and text.
	
	

	 Literary worlds are the narrative representations of people and events; they transcend time and space, and offer depictions that are realistic or metaphoric, possible or fictional, public or private.
	
	

	Students engage with, interpret and experiment with the complex relationship between texts, authors, readers and contexts. They explore a range of short texts and extracts from larger works that construct literary worlds.
	
	

	Students evaluate a range of texts that construct literary worlds. They deepen their understanding of the ideas and ways of thinking represented in texts and how these are shaped by textual forms and language features.
	
	

	Students consider aspects of personal, social, cultural and historical contexts in their responses to, and compositions of, literary worlds.
	
	

	They examine the ways literary worlds can affirm or challenge their own values and their assumptions about, and experiences of, the ways texts make meaning.
	
	

	In their study of literary worlds, students experiment with critical and creative compositions. They communicate their understanding of the ways literary worlds are constructed to express complex ideas and emotions, motivations, attitudes, experiences and values. These compositions may be realised in various forms, modes and mediums’ (NESA 2024b).
	
	




[bookmark: _Toc239753133]Phase 1, activity 4 – Elective 4: Natural worlds
Teacher note: Phase 1, resource 2 – Elective 4: Natural worlds living glossary can be used to support students complete this activity. Students should be encouraged to return to this table throughout the course and add detail as their ideas evolve.
1. Use the table below to consolidate your ideas about the Elective 4: Natural worlds description.
1. Return to this table during the course as you engage with texts, adding additional ideas.
Table 6 – unpacking the Natural worlds elective
	Elective 4: Natural worlds
	What does this mean to you?
	In what ways does this connect to the Literary worlds focus area?

	‘In this elective, students consider the relationship between literature and the natural environment.
	
	

	By exploring and evaluating natural worlds that can celebrate nature, the wilderness and our place within it, students consider notions of self-renewal and the pastoral.
	
	

	They encounter a range of local and global authors who build literary worlds to show the intersection of culture and nature.
	
	

	Students also consider natural worlds for their beauty and fragility and the role they play in shaping culture, identity and purpose.
	
	

	Students explore texts that represent the relationship between literature and the natural world in a changing ecological context’ (NESA 2024a).
	
	




[bookmark: _Toc239753134]Phase 1, activity 5 – opening page of Wuthering Heights
Teacher note: this activity can be completed with the opening page of any quality novel. For larger classes, consider using 3 to 4 different opening pages and completing this as a Jigsaw activity. Encourage students to annotate differences in tone, atmosphere and overall construction of the literary world across different opening pages.
As you read Core text 1 – extract from Wuthering Heights by Emily Brontë, prepare for a class discussion by recording responses to the following prompts in your English book.
1. Describe the imagined world that is being represented in the opening page. Notice and name what the setting looks like and what kind of place it is.
Connect the narrative concepts. What do we learn about key aspects of the narrative representation, such as the setting, tone, atmosphere, characters and values?
Evaluate the author’s choices. What effect do you think the author intended to have on the reader in this opening page?
Write a short critical paragraph in response to the prompt: ‘Explain how Brontë’s opening page constructs a literary world’. In your response, refer to at least 2 aspects of the opening, such as setting, tone, atmosphere or character, and analyse how these work together to shape the reader’s first impression of the world. You may wish to use the following sentence stems to support your writing:
In the opening page of Wuthering Heights, Brontë creates a literary world by ...
The setting is described as ... which suggests ...
Brontë establishes a particular tone by ... making the reader feel ...
The atmosphere is conveyed through ..., creating an impression of ...
The character of ... is introduced as ..., contributing to ...
These aspects work together to ...
As a result, the reader’s first impression of the world is ...
Overall, Brontë’s use of ... and ... shapes the literary world by ...


[bookmark: _Toc239753135]Phase 1, activity 6 – noun groups and participle phrases
Teacher note: the noun group pyramid is adjustable and should be used flexibly. Students do not need to complete every section of the pyramid if it does not suit their image and purpose. The aim is not to make noun groups as long as possible, but to help students make deliberate choices about detail, atmosphere and meaning. Teachers may model how noun groups can be expanded or rearranged depending on the effect students want to create.
1. Choose a simple noun that could anchor a literary world in your imaginative response. For example, ‘road’.
1. Complete the noun group pyramid in your English book.
Figure 2 – noun group pyramid
[image: Noun group pyramid for students to fill in.]
Begin with your simple noun, then expand it into a noun group, a sensory noun group and a symbolic noun group. For example:
road
the narrow road
the rain-slick road
the rain-slick road that seemed to remember every departure.
Add a participle phrase to show movement within the image. A participle phrase begins with an -ing or -ed verb form and adds extra detail to a noun. For example, ‘the rain-slick road, winding through the abandoned town, seemed to remember every departure’.
Choose the version that best suits the atmosphere of your literary world.
Briefly explain how each expansion changes the image and shapes the world being represented.
Use your final noun groups as a starting point for your imaginative response.


[bookmark: _Toc239753136]Phase 1, resource 3 – quotations about literature
Teacher note: this resource includes a series of quotations and ideas from a range of significant thinkers. One of these is used in Section 1 of the PowerPoint Phase 1 – introduction to Literary worlds – 12.1. Teachers may wish to substitute the quotation used for another or add additional quotations to the activity. This list may also be used as a starting point for additional reading.
‘Poetry is the spontaneous overflow of powerful feelings: it takes its origin from emotion recollected in tranquillity.’ (William Wordsworth, Preface to Lyrical Ballads, 1802)
‘The progress of an artist is a continual self-sacrifice, a continual extinction of personality.’ (T.S. Eliot, Tradition and the Individual Talent, 1919)
‘The birth of the reader must be at the cost of the death of the Author.’ (Roland Barthes, ‘The Death of the Author’, 1967)
‘There is no such thing as a generic reader or a generic literary work; there are only the potential millions of individual readers or the potential millions of individual literary works. A novel or a poem or a play remains merely inkspots on paper until a reader transforms them into a set of meaningful symbols.’ (Louise Rosenblatt, Literature as Exploration, 1995)
‘The work is more than the text, for the text only takes on life when it is realized, and furthermore the realization is by no means independent of the individual disposition of the reader …’ (Wolfgang Iser, ‘The Reading Process’, 1972)
‘There is nothing outside the text.’ (Jacques Derrida, Of Grammatology, 1967)
‘There is no neutral or innocent reading of a work of art.’ (Terry Eagleton, Literary Theory: An Introduction, 1983)
‘The word in language is half someone else’s.’ (Mikhail Bakhtin, The Dialogic Imagination, 1981)
‘As he writes, [the author] creates not simply an ideal, impersonal “man in general” but an implied version of “himself” that is different.’ (Wayne C. Booth, The Rhetoric of Fiction, 1961)


[bookmark: _Toc239753137]Phase 1, activity 7 – independent research into key thinkers
Teacher note: this activity supports students to develop independent inquiry skills by researching a key thinker connected to literary theory, representation and the relationship between text, author, reader and context. Students may choose from the significant thinkers introduced in Phase 1, resource 3 – quotations about literature. If completed in class, students will need access to a device and the internet. Teachers should model reliable research using sources such as JSTOR, Google Scholar, library databases or reputable educational websites.
1. Choose one key thinker from the previous discussion about literature and representation.
1. In your English book, record the name of your chosen thinker and the quotation or idea that interested you.
1. Write 2 research questions to guide your investigation. You might consider:
What does this thinker suggest about literature, representation or meaning?
How does this thinker explain the relationship between text, author, reader and context?
How could this thinker’s ideas shape the way a reader interprets a literary world?
Use reliable sources to research your chosen thinker. You may use JSTOR, a university website, a library database, a reputable educational website or a teacher-approved source. Avoid relying on opinion blogs, unsupported summaries or websites where the author or purpose is unclear.
Record your research notes in your English book using the following headings:
name of key thinker
source or sources used
key words used in your search
main idea of the thinker
important terms or concepts
connection to representation
connection to text, author, reader or context.
Discuss your findings with a partner. Decide which ideas are most useful for explaining your thinker to the class.
Prepare and deliver a 2-minute presentation that explains:
who your key thinker is
what source or sources you used
what key words guided your research
what main idea you learned
how this idea connects to representation
how this idea could shape the way a reader interprets a literary world.
As other students present, use the Cornell note-taking system in your English book to record ideas about at least 2 other key thinkers.
Complete an exit ticket by responding to the following questions:
Which key thinker’s perspective do you most agree with and why?
Which key thinker’s perspective do you least agree with and why?
How might your own social or cultural experience influence the perspective you agree with most?


[bookmark: _Toc169692706][bookmark: _Toc204074557][bookmark: _Toc239753138]Phase 2 – discovering and engaging with the conceptual heart of the focus area and the connection to the texts
[bookmark: _Toc152189590][bookmark: _Toc169692716]In the ‘discovering and engaging with the conceptual heart of the focus area and the connection to the texts’ phase, students deepen their knowledge of the driving textual concepts in focus through the program. This foundational phase will be elaborated on throughout the program. In this phase, students continue to explore literary worlds as narrative representations, the conceptual focus introduced in Phase 1. Students also begin to explore the relationship between a composer’s context and the values and attitudes communicated in their texts. Students explore short texts and extracts from larger works that construct literary worlds. In this phase, students work to complete Core formative task 1 – presentation of poem and reflection. This task provides an opportunity for students to clarify their understanding of the aesthetic qualities of language using poetry and performance poetry as a vehicle to explore the complex relationship between author, reader and text.

[bookmark: _Toc205887190][bookmark: _Toc239753139][bookmark: _Toc204074566]Phase 2, resource 1 – critical perspective cards
Teacher note: the following critical perspective cards are designed for use with Phase 2, activity 1 – the philosophy café. They will need to be printed prior to the lesson for distribution. This resource should be used by students to interpret their reading of ‘The Story of Blue-Beard’ by Charles Perrault. Each student will read the text applying the allocated theoretical position. The positions on these cards were first introduced in the Texts, culture and value, English Extension – 11.1  program, in Phase 1, activity 4 – introducing critical perspectives. Students could revisit pages 5 to 19 from Masters in Pieces: The English Canon for the Twenty-First Century by Michael Parker and Fiona Morrison (2016) to best engage with this activity. There is no need to address all of the critical perspectives. You may wish to select a few to focus on, as appropriate to your individual class needs and number of students.
1. Distribute the critical perspective cards to students, who will use the questions as a framework through which to read and interpret ‘The Story of Blue-Beard’ by Charles Perrault.
Below is the Marxist critical perspective card.
Table 7 – critical perspective card – Marxist
	Critical perspective card

	Marxist
You engage with the text through the lens of class dynamics and societal structures, observing how these elements manifest in the narrative.
Key questions
How does the text reflect or critique social hierarchies?
In what ways do class struggles influence the characters’ journeys?
Are there representations of capitalism or resistance woven throughout?


Below is the Feminist critical perspective card.
Table 8 – critical perspective card – Feminist
	Critical perspective card

	Feminist
You explore the text’s portrayal of gender, focusing on the nuances of women’s roles and the dynamics of masculinity and femininity.
Key questions
How are female characters depicted and developed?
What underlying messages about gender roles emerge?
How do power dynamics between genders shape the narrative?


Below is the Postcolonial critical perspective card.
Table 9 – critical perspective card – Postcolonial
	Critical perspective card

	Postcolonial
You examine the text for its exploration of colonial themes, including the legacy of power, control of one group by another, identity and cultural conflict, keeping the work’s artistry as your focus.
Key questions
How does the text navigate issues of race and identity?
What voices are amplified or silenced within the narrative?
How does the text challenge or reinforce colonial perspectives?




Below is the Intentionality critical perspective card.
Table 10 – critical perspective card – Intentionality
	Critical perspective card

	Intentionality
You reflect on the author’s artistic intentions, seeking to understand how these shape your interpretation without losing sight of the text itself.
Key questions
What message do you believe the author aims to convey?
How does the author’s artistic choices influence your reading?
In what ways might the author’s background inform their intentions?


Below is the Psychoanalytic critical perspective card.
Table 11 – critical perspective card – Psychoanalytic
	Critical perspective card

	Psychoanalytic
You uncover the unconscious desires and conflicts in the text, revealing deeper meanings and symbols through a psychological perspective.
Key questions
What hidden meanings or symbols emerge as you read?
How do characters’ motivations reflect broader psychological theories?
Are there significant Freudian themes present in the narrative?




Below is the Poststructuralism critical perspective card.
Table 12 – critical perspective card – Poststructuralism
	Critical perspective card

	Poststructuralism
You embrace the idea that meaning is not fixed, exploring how context and reader interpretation shape the text’s significance.
Key questions
How does the text’s meaning shift based on different contexts?
What ambiguities or contradictions do you discover?
How does the text resist a single, definitive interpretation?


Below is the Postmodernism critical perspective card.
Table 13 – critical perspective card – Postmodernism
	Critical perspective card

	Postmodernism
You examine the text’s characteristics of fragmentation, paradox and unreliable narratives, reflecting the complexities of contemporary life.
Key questions
How does the text challenge conventional narratives or structures?
In what ways does it incorporate irony or playfulness?
How does the text reflect the instability of meaning or truth?




Below is the New Historicism critical perspective card.
Table 14 – critical perspective card – New Historicism
	Critical perspective card

	New Historicism
You consider the historical context of the text, including the cultural, social and political conditions that influenced its creation.
Key questions
How does the historical context shape the text’s themes and characters?
What historical events or conditions are echoed in the narrative?
How does the text reflect the power dynamics of its time?


Below is the Ecocriticism critical perspective card.
Table 15 – critical perspective card – Ecocriticism
	Critical perspective card

	Ecocriticism
You explore the relationship between literature and the natural environment, examining how texts reflect ecological concerns and the human–nature relationship.
Key questions
How does the text portray the natural world?
What themes of environmentalism or ecological awareness are present?
How do characters interact with their environment, and what does this signify?




Below is the Cultural studies critical perspective card.
Table 16 – critical perspective card – Cultural studies
	Critical perspective card

	Cultural studies
You analyse the text within the context of culture and society, focusing on how cultural identities and power dynamics are represented.
Key questions
What cultural elements are present in the text?
How does the text reflect or interrogate cultural identities?
In what ways does the text engage with issues of race, class and ethnicity?




[bookmark: _Toc205887191][bookmark: _Toc239753140]Phase 2, activity 1 – the philosophy café
Teacher note: this activity is designed to help students explore how different theoretical lenses shape our understanding of texts. This activity invites students to adopt a literary position and engage in collaborative, dialogic discussion. To facilitate the café experience, set up the classroom in small group formations to encourage open conversation. You may wish to provide light background music or visual prompts to enhance the café atmosphere. Print and divide Phase 2, resource 1 – critical perspective cards among the class. Give students time to read and apply this position to the text.
This activity works best when students are prompted to reflect on how their perspective changed or expanded because of the group conversation.
Student note: this activity helps you to explore how different readers can interpret the same text in different ways – depending on their values, experiences and critical perspectives. You will take on a literary position through which you will discuss the 17th Century folktale ‘The Story of Blue-Beard’ by Charles Perrault. During the activity, you will explore how a range of critical perspectives can shape personal responses to complex texts.
1. Read ‘The Story of Blue-Beard’ by Charles Perrault, underline or highlight any elements of language that stand out.
1. Consider the plot, events, characters and metanarrative of the story. Note down what stands out.
1. You will be given a critical perspective card with a series of questions. Use this card as a lens through which to re-read and consider ‘The Story of Blue-Beard’ by Charles Perrault.
Choose 2 or 3 key moments from the story that work as examples to support your interpretation. These examples will inform your discussion.
Make notes about the main ideas and messages of the story in your English book. Use these as a reference for supporting your interpretation.
You will be placed in a pair in the café. You will each have a different lens through which you have viewed the text. Take turns sharing your interpretation of the text. Listen carefully, ask questions and respond with curiosity.
Reflect on the experience. In your English book, write a short reflection (around 150 words) answering the following questions:
1. How did your lens shape the way you understood the text?
Did someone else’s perspective challenge or expand your thinking?
How does your perspective silence or restrict other perspectives?
How does your perspective privilege certain voices and ideas?
Why is it useful to read texts in different ways?
Write a short, 100 to 200-word creative piece based on the opening of ‘The Story of Blue-Beard’ through one critical lens explored earlier.


[bookmark: _Toc239753141]Phase 2, activity 2 – refining interpretation through modality
Teacher note: students complete this activity after composing their initial 2 to 3 sentence summary of their interpretation and personal response to Core text 2 – ‘The Story of Blue-Beard’ by Charles Perrault.
1. Revisit your 2 to 3 sentence reflection on Core text 2 – ‘The Story of Blue-Beard’ by Charles Perrault. Highlight any statements where you have made a definite claim about the text. A definite claim is a statement that presents an idea as certain or fixed, rather than as one possible interpretation. For example, ‘“The Story of Blue-Beard” is about power.’
In pairs, discuss how this statement could be made more precise by using modality. Modality allows you to show that an interpretation is possible, rather than fixed or absolute. For example, ‘“The Story of Blue-Beard” may be read as a text that constructs power through fear and secrecy.’
Choose one definite claim from your own summary and rewrite it using modality. You might use phrases such as:
may be read as
can be interpreted as
could suggest
might position the reader.
Share your revised sentence with a partner and discuss how the use of modality changes the tone and precision of your interpretation.
Return to your reflection and revise one sentence so that your interpretation of ‘The Story of Blue-Beard’ is more precise and responsive to critical perspectives.

[bookmark: _Toc239753142]Phase 2, resource 2 – notes on Mikhail Bakhtin’s essay ‘Forms of time and of the chronotope in the novel’
Teacher note: the following resource offers some notes to support the teaching of Core text 3 – excerpts from ‘Forms of time and of the chronotope in the novel’ by Mikhail Bakhtin.
Summary
Bakhtin talks about the idea of the ‘chronotope’ which is a way to understand how time and space work together in stories, especially in novels. He explains that in every story, time (when things happen) and space (where things happen), are connected and shape the whole story. Different types of stories use time and space in different ways. For example, in some stories, a journey from one place to another is very important and shows how characters change over time.
He also says that the way time and space are shown helps readers feel more connected to the story and understand the characters better. The ‘chronotope’ is like the framework that holds the story’s events and characters in a specific world and time.
In simple terms, Bakhtin is telling us that stories aren’t just about what happens. They are also about where and when it happens. These details help make the story interesting and meaningful.
Sample responses
The following provides sample responses to support students with Phase 2, activity 3 – the chronotope in literature.
This table provides an example of a Cornell note-taking table. It can be used to support students engaging with the excerpts.
Table 17 – sample Cornell note-taking table
	Note type
	Main notes and key thoughts

	Key words and questions
	Chronotope
The intrinsic connection between time and space in a literary text
Shapes plot, character and meaning
Not just setting, but how life is experienced in the narrative
Time
Not neutral or uniform
Can be historical, cyclical, compressed or extended
Reveals what the text values as meaningful
Space
Locations are socially and symbolically charged
Places shape behaviour, relationships and possibility
Idyllic chronotope
Associated with nature, home, family and tradition
Time is cyclical (seasons, generations)
Life is rooted in a single place
Unity of life
In the idyll, work, family, nature and daily life are interconnected
Human life appears continuous rather than fragmented
Change versus continuity
How much change is possible in the idyll?
What happens when historical forces disrupt the idyll?
Sociohistorical context
Chronotopes reflect how societies understand time, place and identity
Literary forms are shaped by historical conditions
Key questions
Why does Bakhtin argue that time and space are more important than plot or setting alone in understanding a novel?
How does the idyllic chronotope shape what characters can and cannot do in a story?
What happens to an idyllic chronotope when historical change or conflict enters the narrative?

	Overall summary
	Bakhtin argues that novels organise meaning through chronotopes, or specific ways of connecting time and space. In the introduction, he explains that chronotopes are central to how narratives represent human experience, not just background details. In the section on the idyllic chronotope, Bakhtin describes texts where life is rooted in nature, family and place, and where time moves cyclically through seasons and generations. While the idyll can suggest harmony and continuity, it can also limit change and create conflict. Together, these excerpts show that the way a novel represents time and space reflects broader social, historical and cultural values, shaping how readers understand identity, belonging and change.


The following table provides some key definitions to support students in their critical engagement with the essay.
Table 18 – key terms sample responses
	Term
	What does this term mean in the context of the essay?

	Poetics
	In Bakhtin’s essay, poetics refers to the study of how literary texts work – their structures, forms and features – rather than their themes alone. Bakhtin is interested in the poetics of the novel: how elements like time, space, plot and character are organised to create meaning.

	Chronotope
	The chronotope is the interconnected relationship between time and space in a narrative. It shapes how events unfold, how characters act and what the novel suggests about human experience. For Bakhtin, the chronotope is central to meaning, not just a backdrop.

	Space–time
	Space–time describes the idea that time and space cannot be separated in stories. In novels, time always unfolds in specific places, and places are experienced through time. Bakhtin uses this concept to explain why settings actively shape narrative meaning.

	Idyllic
	The idyllic refers to a chronotope where life is tied to nature, family, tradition and cyclical time (seasons, generations). Time moves slowly and repetitively, often creating a sense of harmony or stability, though Bakhtin notes this can also limit change.

	Idyll
	A short poem of a pastoral or rural character. From the Greek for ‘little picture’.

	Sociohistorical
	Sociohistorical means that chronotopes reflect real social and historical conditions. Bakhtin argues that the way time and space are represented in novels is shaped by the values, structures and beliefs of the society and historical period in which the text was produced.




[bookmark: _Toc239753143]Phase 2, activity 3 – the chronotope in literature
Teacher note: students are provided with Core text 3 – excerpts from ‘Forms of time and of the chronotope in the novel’ by Mikhail Bakhtin:
· the opening 2 pages of the essay (pp 84 and 85)
· section ‘IX The Idyllic Chronotope in the Novel’ (pp 224 to 225).
There are videos in the following activity that would be best viewed and discussed with the class. Ensure students have access to the clips and provide them with copies of the table activity or instruct them to draw and complete the tables in their English books.
1. You will undertake an independent investigation into the context of Mikhail Bakhtin. Watch Three Minute Thought: Mikhail Bakhtin on Polyphony (4:01) and Top 10 Facts About Mikhail Bakhtin’s Theories (5:30).
1. Use the Cornell note-taking table below to record what you hear and learn. Draw the table in your English book.
Table 19 – Cornell note-taking table
	Summary of video
	Main notes and key thoughts

	Key words and questions
	

	Overall summary
	


As you read the excerpts from Mikhail Bakhtin’s ‘Forms of time and of the chronotope in the novel’, use the Cornell note-taking table below to record what you read and learn.
Table 20 – Cornell note-taking table
	Summary of essay
	Main notes and key thoughts

	Key words and questions
	

	Overall summary
	


Using your notes and annotations, complete the following table, defining terms in context, or copy and complete in your English book.
Table 21 – literary theory key terms
	Key term
	What does this term mean in the context of the essay?

	chronotope
	

	idyllic
	

	poetics
	

	sociohistorical
	

	Space–time
	




[bookmark: _Toc239753144]Phase 2, activity 4 – critical reading discussion
Teacher note: this activity is designed to support student engagement with scaffolded critical thinking. First, students record their own ideas in response to key concepts in Bakhtin’s essay. Then they use NSWEduChat as a ‘conversation partner’ to assist in their engagement with the reading and concepts. Finally, a class discussion furthers their understanding of the terminology and concepts. This provides students with the opportunity to build their confidence in the use of metalanguage.
The ‘Supporting critical thinking’ advice under the Examples of activities heading on the Using NSWEduChat for English 11–12 webpage provides additional support for students using NSWEduChat as a discussion partner.
You will be engaging with selected quotations from Bakhtin to unpack their meaning. Translate his ideas into your own words. You will then be using NSWEduChat as a discussion partner to build understanding. Then contribute to a class discussion to compare understanding, taking note of any new information of interest.
1. Individually, use the table below to first record your ideas about each quotation.
Table 22 – Bakhtin key quotations
	Quotations
	My ideas
	NSWEduChat additions
	Class discussion

	‘We will give the name chronotope … to the intrinsic connectedness of temporal and spatial relationships that are artistically expressed in literature.’ (p 84)
	
	
	

	‘In the literary chronotope, spatial and temporal indicators are fused into one carefully thought-out, concrete whole.’ (p 84)
	
	
	

	‘Idyllic life and its events are inseparable from this concrete, spatial corner of the world …’ (p 225)
	
	
	

	
	
	
	


Independently, find at least one additional quotation from Bakhtin’s essay that you think is thought provoking and add it to the table, in the space provided.
Access NSWEduChat and create prompts for discussion using the quotations provided, adding your own ideas. Record a summary of your discussion in the ‘NSWEduChat additions’ column.
Choose one of your ideas or additions from NSWEduChat to share in a class discussion.
As your class discusses their ideas, add notes to the table in the ‘Class discussion’ column.
Complete a 10-minute quick write in your English book, responding to the prompt:
Reflecting on Bakhtin’s chronotope, which aspects are highlighted or diminished in Core text 2 – ‘The Story of Blue-Beard’ by Charles Perrault?

[bookmark: _Toc239753145]Phase 2, activity 5 – speaking tips, speech and prosody
Teacher note: additional support for teaching spoken word poetry can be found in Program 8.1 – ‘Knowing the rules to break the rules’, including activities to explore the context and poetic style of Kae Tempest. Students will need access to devices to explore the resource Britannica – prosody, which provided support for the development of Core formative task 1 – presentation of poem and reflection.
1. Complete the table below, considering the impact of various elements of speech on an audience.
You may wish to refer to Britannica – prosody to add additional elements of speech that you are interested in exploring in Core formative task 1 – presentation of poem and reflection.
Table 23 – defining the features of speaking
	Elements of speech
	Impact on audience

	intonation
	

	pace and pause
	

	repetition
	

	rhyme and rhythm
	

	stress
	

	volume
	

	
	




[bookmark: _Toc239753146]Phase 2, activity 6 – features of performance poetry
Teacher note: students could be provided with a printout or link to Literary Theory and Criticism – Performance Poetry to read as a flipped learning task in preparation for this activity. Students need access to devices to complete this activity.
1. Drawing on your reading of Literary Theory and Criticism – Performance Poetry complete the table below.
Table 24 – defining the features of performance poetry
	Feature of performance poetry
	Notes on definition, context or impact

	performance poetry
	

	poetry beyond the page
	

	alternative canon
	

	slam poetry
	

	hypertext and hypermedia
	

	
	Repetition, fast-talking, nonsense, non-melodic choral voice work, partial words, percussive expulsions, imitation and interpretation of social noise

	audio poetry
	




[bookmark: _Toc239753147]Phase 2, activity 7 – initial impressions of ‘Picture A Vacuum’
Teacher note: a recording of Kae Tempest’s ‘Picture A Vacuum’ can be viewed here: Picture A Vacuum (2:47). A transcript of the performance poem can also be readily found online, Picture A Vacuum. Students should be supplied with devices to access the learning in this activity. Or play the poem to the class.
In Question 2 of this activity, students are encouraged to listen to the recording before taking any notes. You might consider encouraging students to listen with their eyes closed to focus closely on the auditory qualities of the performance.
Additional support for teaching Kae Tempest can be found in Program 8.1 – Knowing the rules to break the rules. This includes activities that explore the context and poetic style of Tempest.
Use your English book throughout this activity to record your responses.
1. Before listening to a recording of Kae Tempest’s ‘Picture A Vacuum’ (2016), look closely at the opening lines of the poem. What do you predict will be the main themes explored in the poem? How do they connect to or represent the concept of a chronotope?
‘Picture a vacuum
An endless and unmoving blackness
Peace
Or the absence, at least, of terror’
Listen, without watching the visuals, to a recording of Picture A Vacuum (2:47). During this time, listen carefully but do not take notes.
How did you feel after listening to ‘Picture A Vacuum’? Spend 5 minutes writing a series of dot points with your initial ideas in response to hearing the performance. In your response, focus on Tempest’s use of pace, pause, volume, inflection and any other features that stand out in the way the poem is delivered.
Read the transcript of the poem. Which 3 images stand out to you? Record them in your English book. These images will be returned to in future activities.

[bookmark: _Toc239753148]Phase 2, activity 8 – representing ‘Picture A Vacuum’
Teacher note: throughout this program students will be asked to engage in visual representation as a way of reflecting understanding and engaging in literary worlds.
Complete the following activities in your English book.
1. Draw a circle in the middle of the page with enough space to draw images inside the circle and write annotations outside of the circle.
Consider the images of expansion and contraction in the poem. Represent either or both concepts by drawing new circles on your page.
Return to the 3 images you selected in Phase 2, activity 7 – initial impressions of ‘Picture A Vacuum’. Add them to your circles, representing their relationship to each other through the distances from each other on the page.
Add in lines from the poem that represent the features of language or delivery the composer used to create these images. You could use shape or colour to represent volume, tone, pace and/or pause. For example, use a blue line with gaps to represent slow and paused delivery. Use red dots to represent fast-paced speech.
Compose a 10-minute quick write to the following prompt:
Evaluate how Kae Tempest uses language and delivery to create a unique literary world.

[bookmark: _Toc239753149]Phase 2, activity 9 – writing a response ‘Picture a Reader’
Teacher note: this activity is designed to engage students in a creative and analytical response to the performance poem ‘Picture A Vacuum’. They will compose their own poem titled ‘Picture a Reader’. This process encourages students to reflect on the concepts and elements of reading explored throughout the English Advanced and English Extension 1 courses. The task develops critical thinking, textual analysis and creative writing skills. They identify key moments and language features in the original poem and use these as inspiration for their response.
You will be writing a response to Kae Tempest’s performance poem ‘Picture A Vacuum’ called ‘Picture a Reader’.
1. In your English book, brainstorm the idea of ‘your reader’ and the elements of reading that you have explored in the English Advanced and English Extension 1 courses across Stage 6.
1. Select 5 moments from the poem ‘Picture A Vacuum’ that you will use as inspiration in your own work. Ensure you use the first and last lines as part of the 5 selected, as shown below. Copy the table into your English book to complete, allowing space for each quotation.
Table 25 – responding personally to a text
	Moment in ‘Picture A Vacuum’
	Textual and language features
	Moment in ‘Picture a Reader’

	‘Picture a vacuum’
	High modality and imagery
	Picture a reader

	
	
	

	
	
	

	
	
	

	‘What am I to make of all this?’
	Rhetorical question, high modality and direct speech
	


1. Use the 5 moments of ‘Picture a Reader’ as a launching point to write your own poem to be presented to the class. It should be approximately 2 minutes in length or 200 to 300 words.

[bookmark: _Toc239753150]Phase 2, activity 10 – presentation annotation
Teacher note: students complete this activity after drafting their poem, ‘Picture a Reader’, and before presenting their composition. This activity supports students to understand how grammar and spoken delivery work together to shape meaning.
1. Revisit your draft of ‘Picture a Reader’ and read it aloud to yourself.
Annotate your draft by marking the following syntax, form and structural choices:
sentence fragments
repetition
pauses
line breaks.
Choose one section of your poem where the sentence structure affects how the poem is delivered to the audience.
Annotate your draft with brief notes to explain how one or more choices shape rhythm, emphasis or authorial voice. For example, a repeated sentence opening might create urgency, while a fragment might create tension or uncertainty.
Practise presenting your poem, using your annotations to guide your pace, pauses and emphasis.
[bookmark: _Toc239753151]
Core formative task 1 – presentation of poem and reflection
Student note: this task is designed to assist you with the presentation skills required in the formal assessment task. While the writing of the poem is valuable, the emphasis in this task is to explore the use of voice to create a literary world.
This task requires you to revisit the poem you composed in response to Kae Tempest’s ‘Picture A Vacuum’ in Phase 2, activity 9 – writing a response ‘Picture a Reader’. Use this task to critically revise your writing. You will deliver the refined poem to your class. After a class discussion, you will write a reflection identifying how the oral aspects of the task contributed to your construction of a literary world.
Engaging with your composition for critical revision
1. Revisit the performance poem ‘Picture A Vacuum’ by Kae Tempest, focusing on the delivery of the poem.
Revisit the composition you completed in Phase 2, activity 9 – writing a response ‘Picture a Reader’. Review the draft of your 2 minute or 200 to 300-word poem titled ‘Picture a Reader’.
Answer the following questions in your English book and use these to guide the revision of your poem, ‘Picture a Reader’:
1. What is the thesis of your poem?
How does your poem construct a literary world?
What assumptions, values or experiences are embedded in your representations?
Where do you see the relevance of Bakhtin’s concept of chronotope in ‘Picture A Vacuum’?
How did Tempest’s work influence your composition? Consider the concept, form and language devices used in both your own and Tempest’s poem.
Which written and spoken elements have you employed in your composition? What are the desired impacts on your audience?
What are the strengths of your poem?
What would you like to include or refine in your next draft?
Table 26 – connecting grammatical and oral features
	Grammatical feature to include or strengthen
	Example to be edited
	Desired impact of change on oral elements of delivery

	
	
	

	
	
	


Redraft your poem incorporating your reflections and the changes created in the above table.
Presentation of your composition ‘Picture a Reader’ (optional)
Present your finalised poem to the class.
Discussion and reflective writing
Participate in the class discussion, responding to the question:
How does the delivery of your poem change your relationship to its world?
Make notes of yours and others’ contributions to the class discussion to inform your reflective writing.
Compose a reflective paragraph (250 words) using notes from the discussion.
Submit your poem ‘Picture a Reader’ and your reflective paragraph to your teacher.

[bookmark: _Toc239753152]Phase 3 – engaging personally, analytically and critically with texts
In the ‘engaging personally, analytically and critically with texts’ phase, students develop a strong initial personal connection to and understanding of their first prescribed texts from the elective. Students will study key aspects from the text ‘In the Fall’ by Alistair MacLeod and consider the relationship between the author and the natural world, building on conceptual understanding of literary worlds from previous phases. They evaluate the relationship between author, purpose and form reflecting their understanding of the aesthetic qualities of language and how they shape meaning. Students begin to investigate the ways social, historical and personal values in texts position audiences. They are guided to respond creatively and experiment with the application of known and new knowledge and skills. Through this phase students examine the relationship between a text and the cultures in which it is composed in and responded to. Students experiment with using increasingly sophisticated and controlled language to express their developing perspectives.
The formal assessment task is also programmed to be distributed in this phase. Students are supported to engage in goal setting. The core formative task requires students to craft a creative response. The response should experiment with the construction of a world to express complex ideas, emotions, motivations, attitudes, experiences and values.

[bookmark: _Toc239753153]Phase 3, resource 1 – supporting students with related texts
Teacher note: the following resource is not an exhaustive list of recommendations. It provides some starting points to help support students in finding suitable related texts. It is important to encourage students to pursue texts they are interested in. At the same time, support them to find quality texts that are suitable for the English Extension 1 course. The class may use these as a starting point for a discussion of quality texts they could source themselves.
Guiding questions for students
The following table is a series of questions that can be used as prompts to help students in finding suitable related texts.
Table 27 – guiding questions for related texts
	Aspect
	Key questions

	Conceptual alignment
	What natural world is represented? Is it central, rather than incidental, to the text?
How does the text explore the relationship between humans and the natural environment?
In what ways does the text engage with ideas of beauty and fragility?
Does the text consider nature in a changing ecological, cultural or ethical context?
How does the text represent the intersection between culture and the natural world?

	Literary quality and craft
	What deliberate choices does the composer make in language, form and structure?
How does the text use imagery, symbolism or metaphor to construct natural worlds?
Does the text demonstrate complexity, ambiguity or interpretive openness?
Is the text demanding enough to sustain close reading and detailed textual analysis?
How does the text’s style compare in sophistication to the prescribed texts?

	Depth and critical potential
	What tensions, contradictions or unresolved ideas does the text explore?
How might different readers interpret the text in different ways?
What assumptions about humanity’s place in the natural world does the text challenge or reinforce?
Does the text invite ethical, philosophical or ecological debate rather than offering simple conclusions?

	Comparability and suitability
	Which prescribed text does this most closely align with in terms of ideas, tone or literary ambition?
How would this text extend or complicate the ideas explored in the prescribed texts?
How could this text support sustained, independent critical writing at the Year 12 English Extension 1 level?
Is this text likely to reward re-reading rather than being exhausted by a single interpretation?

	Practical considerations
	How is the text substantial enough to provide a range of textual evidence?
Which specific moments, passages or features could be analysed in depth?
Is the text appropriate in scope and challenge for Year 12 English Extension 1 study?


Possible related texts
Prose fiction
Emily Brontë – Wuthering Heights
Claire G Coleman – Terra Nullius
Debra Dank – We Come With This Place
Percival Everett – James
Kate Grenville – A Room Made of Leaves
Samantha Harvey – Orbital
Anita Heiss – Bila Yarrudhanggalangdhuray
Ernest Hemingway – The Old Man and the Sea
Hannah Kent – Burial Rites
Jhumpa Lahiri – The Lowland
Emily St John Mandel – Station Eleven
Cormac McCarthy – The Road
Charlotte McConaghy – Wild Dark Shore
Ian McEwan – What We Can Know
Michael Ondaatje – The Cat’s Table
Richard Powers – The Overstory
Annie Proulx – The Shipping News
Jane Rawson – From the Wreck
George Saunders – Lincoln in the Bardo
Mary Shelley – Frankenstein
Films
Alfonso Cuarón – Children of Men
Rolf de Heer – The Tracker
Rolf de Heer and Peter Djigirr – Ten Canoes
The following table provides an example of a related text and accompanying student notes in relation to the Natural worlds elective.
Table 28 – example of student notes
	Author and text
	Notes and insights

	Richard Powers – The Overstory (2018)
	Represents forests, particularly old-growth trees, as interconnected living systems operating across deep ecological time
Presents the natural world as active and agentic rather than a passive backdrop to human action
Explores the relationship between beauty and fragility by depicting forests as ancient, intricate and awe-inspiring, yet highly vulnerable to industrial logging and environmental exploitation
Suggests that the beauty of the natural world heightens the ethical impact of its destruction
Positions nature as central to the text, with trees functioning as narrative anchors and symbolic figures
Uses trees to symbolise endurance, memory, interconnection and resistance to human-centred systems of value
Explores tensions between human progress and ecological sustainability
Examines conflicts between individual moral action and large-scale economic and political systems
Investigates the opposition between scientific understanding and spiritual reverence for nature
Employs a polyphonic narrative structure that interweaves multiple character perspectives across time and space
Uses lyrical prose, scientific language and extended metaphor to mirror ecological interconnectedness
Structures the novel in branching, recursive patterns that reflect arboreal forms
Invites multiple readings, including ecological, ethical, political, spiritual and philosophical interpretations
Can be read as environmental advocacy, a critique of anthropocentrism, or a meditation on time, mortality and collective responsibility




[bookmark: _Toc239753154]Phase 3, activity 1 – engaging with related texts
Teacher note: an example of a related text and accompanying notes has been provided in Phase 3, resource 1 – supporting students with related texts. It can be adapted and provided to students as a model.
The Natural worlds elective description provides a starting point for engaging with related texts:
‘Students are also required to study ONE related text of their own choosing. Texts can be drawn from a range of contexts and media to explore how texts construct natural worlds to explore the relationship between beauty and fragility’ (NESA 2024a).
It is important to read widely throughout the course. Not only does this support you to find a quality related text, but it also helps develop your conceptual understanding of literary worlds.
1. Create a copy of the table below as a template for your notes. Record your responses using these guided questions to shape your thinking:
1. What natural world is represented?
What insights does the text offer into the relationship between beauty and fragility?
How is nature central or symbolic to the text?
What tensions or ideas are explored?
What complex language forms and features are used?
How is the audience positioned to think and feel?
How might this text invite multiple readings?
Table 29 – reading journal for related texts
	Author and text (year of publication)
	Notes and insights

	
	

	
	

	
	


For each text write a 150 to 200-word rationale responding to the questions:
1. Why is this text an appropriate related text for Natural worlds?
Which specific syllabus ideas does it address?
How does it complement or extend the concepts explored in the prescribed texts
Why it is suitable for Extension 1-level analysis?

[bookmark: _Toc239753155]Phase 3, activity 2 – reading journal
Teacher note: additional advice for reading journals is found in Program 10.1 – ‘Novel voices’. Phase 3 –engaging personally, analytically and critically with texts has a range of activities. English Extension 1 Texts, culture and value, English Extension – 11.1’s Phase 1, activity 3 – reading journal can also be used to support this activity. Teachers may wish to draw students’ attention to Phase 1, activity 4 – Elective 4: Natural worlds. Additionally, in the Phase 3 – Natural worlds – MacLeod – 12.1 PowerPoint students revise the Natural worlds elective description.
Student note: use the tables in this activity as a template to record your personal insights into the texts you are studying in this course. You should continue to return to this activity to record additional insights as you engage with prescribed, related and core texts.
Reflecting on short texts and extracts
1. Create a copy of the table below to record your reflections on the short texts and extracts with which you have engaged. You may wish to continue to add to the table as you explore more texts throughout the year.
Table 30 – reflecting on short texts and extracts
	Short text or extract
	Describe the literary world that is created
	What did you find most engaging about this world?

	‘The story of Blue-Beard’
	
	

	Opening page of Wuthering Heights
	
	

	‘Picture A Vacuum’
	
	


1. Write a 200-word reflection to the following prompt:
What is the most provocative literary world you have encountered this term? Explain why you find this world so engaging or challenging.

[bookmark: _Toc239753156]Phase 3, activity 3 – engaging with the foreword to Island by John McGahern
Teacher note: the foreword to Island is included in the prescribed edition. Students could read the foreword as a homework activity in preparation for a class discussion.
1. As you read the foreword to Island by John McGahern use the Cornell note-taking table to record your ideas and thoughts. Draw the table in your English book.
Table 31 – Cornell note-taking table
	Summary of foreword
	Main notes and key thoughts

	Key words and questions
	

	Overall summary
	


Use your notes to develop responses to the following questions in preparation for a class discussion. Record your responses in your English book.
1. What do you think is McGahern’s overarching argument?
1. Explain what McGahern means by ‘MacLeod’s world is masculine, in its strengths and its vulnerabilities’ (p ix).
1. What insights into the context of Alistair MacLeod did you gain from McGahern?
1. 

[bookmark: _Toc239753157]Phase 3, activity 4 – reflecting on the prescribed texts
Teacher note: students use this activity to track key ideas and quotations across the prescribed texts and connect their reading to the Literary worlds and Natural worlds focus areas. Model one row if needed. Phase 3, activity 4 – reflecting on the prescribed texts provides a series of reading journal activities for students to engage with throughout Literary worlds, including the Natural worlds elective content. Students will need to return to this activity when reading the course material throughout the year. You may wish to add tables for additional reading material to suit your context.
Alistair MacLeod – Island
1. Use the table below to record your notes as you read each of the prescribed MacLeod stories.
1. Write 2 to 3 sentences summarising the key events and ideas of each story. Make links to the Natural worlds elective statement.
1. Identify 2 to 3 quotations from each story that link to the key events, or represent concepts or themes in the text.
Table 32 – reading journal for Island
	Story
	Key events and ideas – links to the Natural worlds elective
	Key quotations

	‘The Boat’
	
	

	‘In the Fall’
	
	

	‘The Lost Salt of Gift of Blood’
	
	

	‘The Road to Rankin’s Point’
	
	

	‘Winter Dog’
	
	

	‘The Tuning of Perfection’
	
	

	‘Clearances’
	
	


Review the notes you have made about each story. Complete the table below as a template for your ideas about the entire collection.
Table 33 – personal responses to Island
	Question
	Notes

	What are the overarching ideas explored in the prescribed stories?
	

	How do the stories link to the Literary worlds focus area statement?
	

	How do the stories link to the Natural worlds elective statement?
	


Tyson Yunkaporta – Sand Talk
1. Create a copy of the table below to record your notes as you read each chapter of Sand Talk.
1. Write 2 to 3 sentences summarising the key ideas of each chapter. Make links to the Natural worlds elective statement.
1. Identify 2 to 3 quotations from each chapter that demonstrate Yunkaporta’s key ideas.
Table 34 – reading journal for Sand Talk
	Chapter
	Key ideas
	Key quotations

	‘The Porcupine, the Paleo-mind and the Grand Design’
	
	

	‘Albino Boy’
	
	

	‘First Law’
	
	

	‘Forever Limited’
	
	

	‘Lines in the Sand’
	
	

	‘Of Spirt and Spirits’
	
	

	‘Advanced and Fair’
	
	

	‘Romancing the Stone Age’
	
	

	‘Displaced Apostrophes’
	
	

	‘Lemonade of Headaches’
	
	

	‘Duck Hunting is Everybody’s Business’
	
	

	‘Immovable Meets Irresistible’
	
	

	‘Be Like Your Place’
	
	

	‘Which Way’
	
	


Review the notes you have made for each chapter and then create a copy of the table below as a template for your ideas about the entire text.
Table 35 – personal responses to Sand Talk
	Question
	Notes

	What are the overarching ideas explored in Sand Talk?
	

	How does Sand Talk link to the Literary worlds focus area statement?
	

	How does Sand Talk link to the Natural worlds elective statement?
	




[bookmark: _Toc239753158][bookmark: _Toc169692740][bookmark: _Toc204074575]Phase 3, resource 2 – notes on ‘In the Fall’
Teacher note: these notes have been developed to support the teaching of Alistair MacLeod’s ‘In the Fall’. Parts of these notes may be suitable to be adapted and provided to students or used to facilitate class discussions.
The resources in this program use the prescribed edition of the book: Island by Alistair MacLeod (2002) ISBN: 9780099422327 (pages 98–117).
Preparing students
‘In the Fall’ contains scenes that some students may find confronting. These include the sale and mistreatment of animals, coarse language, some crude sexual references and moments of emotional distress involving children. MacLeod presents these elements deliberately to challenge romantic ideas about rural life and to explore the emotional and ethical pressures faced by people living in harsh natural and economic conditions. Students are encouraged to approach the text thoughtfully, focusing on how these moments contribute to the story’s central concerns.
Introduction
‘In the Fall’ by Alistair MacLeod is a short story set on a remote coastal farm as winter approaches. Narrated by a teenage boy, James, the story centres on a family forced to decide whether to sell their ageing horse, Scott, because of financial hardship. As storms intensify and tensions rise, the family’s differing responses reveal conflicting values about loyalty, survival and responsibility. Through vivid descriptions of the natural environment and emotionally charged moments, MacLeod explores how human relationships are shaped by place, labour and economic pressure, and how moments of loss can mark a transition from childhood to adulthood. As the story resolves, it is inferred that the narrative is a memory – a reflection by James on a pivotal moment in his childhood.
Linking Natural worlds to ‘In the Fall’
The following table can be used to support students in making explicit links to Elective 4: Natural worlds in Phase 3, activity 5 – ‘In the Fall’ initial impressions and links to elective 
Table 36 – linking the elective to ‘In the Fall’
	Elective
	Initial ideas
	Links to ‘In the Fall’

	In this elective, students consider the relationship between literature and the natural environment.
	Literature can show how humans live within, depend on, and are shaped by the natural world.
	MacLeod’s story is structured around the coastal landscape, seasonal change and animal life, showing how environment shapes family relationships and choices.

	By exploring and evaluating natural worlds that can celebrate nature, the wilderness and our place within it, students consider notions of self-renewal and the pastoral.
	Natural worlds are often idealised as places of harmony and renewal, but texts may challenge this view.
	‘In the Fall’ subverts the pastoral by showing rural life as harsh and economically precarious, where nature offers little comfort or renewal.

	They encounter a range of local and global authors who build literary worlds to show the intersection of culture and nature.
	Cultural values influence how nature is understood, used and represented.
	The family’s farming culture and economic hardship determine how animals like Scott and the capons are treated as both companions and commodities.

	Students also consider natural worlds for their beauty and fragility …
	Natural environments can be powerful and beautiful, but also vulnerable and easily damaged.
	The Atlantic Ocean is described with lyrical beauty, yet it is violent and unforgiving; Scott’s ageing body highlights the fragility of animal life.

	… and the role they play in shaping culture, identity and purpose.
	Place and environment shape people’s values, identities and sense of responsibility.
	The narrator’s coming of age is shaped by life on the coast and by witnessing how adults respond to loss, labour and survival.

	Students explore texts that represent the relationship between literature and the natural world in a changing ecological context.
	Texts can reflect shifts in how humans relate to nature due to economic, social or industrial change.
	The decline of mining work and reliance on selling animals reflect changing rural economies and strained human–nature relationships.


Key characters
The following table can be used to support students in analysing how each character is constructed to represent ideas in the story.
Table 37 – key characters in ‘In the Fall’
	Character
	Description
	Key quotations
	What do they represent?

	Father
	Stoic, emotionally restrained, tied to the land and traditions. Works the farm and leaves seasonally for labour in Halifax; deeply attached to Scott, showing quiet vulnerability.
	‘And his eyes then in their greyness had reflected fear and pain and almost a mute wonder at finding himself so painfully trapped by what seemed all too familiar.’ (p 106)
	Loyalty and endurance; emotional restraint; the cost of adulthood; a traditional, labour-bound masculinity shaped by the natural world.

	Mother
	Practical, decisive, responsible for the household and children; emotionally disciplined and focused on survival.
	‘I am alone here with six children and I have more than enough to do.’ (p 106)
	Pragmatism and economic necessity; maternal responsibility; survival over sentiment; human control imposed on the natural world.

	James – narrator (son)
	Reflective, observant, on the threshold of adulthood; records events with increasing insight.
	‘I remember my mother saying with finality.’ (p 98)
‘And I think I begin to understand for the first time how difficult and perhaps how fearful it is to be an adult ...’ (p 112)
	Coming of age; loss of innocence; growing awareness of moral ambiguity and responsibility.

	David (younger brother)
	Innocent, emotional, impulsive; reacts instinctively to perceived injustice and cruelty.
	‘He is just not going to go – ever. Good for him.’ (p 111)
	Childhood innocence; instinctive empathy with animals; moral absolutism untempered by adult compromise.

	Scott (the horse)
	Old, loyal, physically weakened; long-term companion and working partner of the father.
	‘Scott rubs his head up and down against my father’s chest.’ (p 108)
	Loyalty, dignity and memory; the bond between humans and animals; resistance to being reduced to a commodity.

	MacRae (the drover)
	Coarse, utilitarian, economically driven; detached from emotional or ethical concerns.
	‘Unless I get that fuckin’ horse on the truck in the next five minutes, the deal’s off ...’ (p 111)
	Brutality of commerce; commodification of nature; intrusion of a profit-driven world into intimate human–natural relationships.




[bookmark: _Toc239753159]Phase 3, activity 5 – ‘In the Fall’ initial impressions and links to elective
Teacher note: Phase 3, resource 2 – notes on ‘In the Fall’ has been developed to support the teaching of this activity.
1. As you read ‘In the Fall’ by Alistair MacLeod, return to Phase 3, activity 2 – reading journal to record your initial impressions.
1. Use the table below to consolidate your ideas about ‘In the Fall’. Use the Natural worlds elective description to record your thinking after the class discussion and spider map activity.
Table 38 – linking elective to ‘In the Fall’
	Elective
	Initial ideas
	Links to ‘In the Fall’

	In this elective, students consider the relationship between literature and the natural environment.
	
	

	By exploring and evaluating natural worlds that can celebrate nature, the wilderness and our place within it, students consider notions of self-renewal and the pastoral.
	
	

	They encounter a range of local and global authors who build literary worlds to show the intersection of culture and nature.
	
	

	Students also consider natural worlds for their beauty and fragility …
	
	

	… and the role they play in shaping culture, identity and purpose.
	
	

	Students explore texts that represent the relationship between literature and the natural world in a changing ecological context.
	
	


Use the table below to think about the role each character plays in developing the key concerns of ‘In the Fall’.
Table 39 – unpacking the role of character in a text
	Name
	Description and key quotations
	Role in the text

	James
	
	

	Mother
	
	

	Father
	
	

	David – little brother, 10
	
	

	MacRae (the drover)
	
	

	Scott – the horse
	
	




[bookmark: _Toc239753160]Phase 3, activity 6 – noun group and setting audit
Teacher note: students complete this activity after analysing MacLeod’s use of setting, point of view and colour imagery in ‘In the Fall’. This activity supports students to use close analysis as a starting point for their own creative composition.
1. Revisit your annotations on ‘In the Fall’ and identify one moment where MacLeod constructs a natural setting through precise detail, meaning specific and carefully chosen description.
Select one noun group from this section of the text. A noun group is a group of words built around a noun that adds detail and specificity. For example, ‘the grey sea’.
In your English book, briefly explain how the noun group shapes meaning. You might consider how it creates atmosphere, reflects point of view or suggests an emotional tension.
Imitate the pattern of MacLeod’s noun group in your own writing. Choose a natural feature or setting then expand it with precise detail. For example, ‘the river’ could become ‘the black river under the winter sky’.
Use your noun group as the starting point for one of the following short writing tasks:
a paragraph describing a natural setting strictly from one point of view
a paragraph using colour selectively to suggest atmosphere
a short passage combining point of view and colour to reveal character without explicit explanation.
Share your extract with a partner. Discuss how effectively point of view, colour and noun groups shape the represented world.


[bookmark: _Toc239753161]Phase 3, activity 7 – experimenting with colour in vignettes 
Teacher note: this activity is designed to support students to develop skills in developing colour symbolism in the construction of a literary world. The Phase 3 – Natural worlds – MacLeod – 12.1 PowerPoint is also a support for this activity. For students with vision impairment, you may wish to adjust the task to other types of sensory imagery.
To experiment with colour symbolism in a vignette you will create a setting based on a colour without using the word for that colour. You will then create a character based on a colour with the same method. You may repeat the activity using as many colours as you like to build a world.
Setting
1. Select a colour from the figure below. This is also provided in the Phase 3 – Natural worlds – MacLeod – 12.1 PowerPoint.
Use the selected colour as a basis for a setting without using the name of the colour in the vignette.
Swap your vignette with a peer and guess which colour was the basis for the setting.
Figure 3 – colours
[image: Three separate boxes. One green, one blue and one grey.]
Character
1. Select a colour from the image. This is also provided in the Phase 3 – Natural worlds – MacLeod – 12.1 PowerPoint.
Use the selected colour as a basis for a character without using the name of the colour in the vignette.
Swap your vignette with a peer and guess which colour was the basis for the setting.
Optional, experiment with adding your character to the setting.

[bookmark: _Toc239753162]Core formative task 2 – creative composition
Teacher note: Core formative task 2 – creative composition is designed to support students to develop skills in constructing extended metaphor in their literary world. Students could use the response they draft in this task in a series of editing workshops as they work towards the assessment task.
This task requires you to develop the introduction to a complex and evocative literary world. Use the prompt ‘this world is in reverse’ as stimulus. Develop and use a central metaphor or key motif. Use this to drive the key idea and conceptual exploration of your world.
1. Create a copy of the table below in your English book. Reflect on how authors of texts we have explored in Literary worlds have used metaphor and motif in the construction of a literary world. You could draw on the reflections you have written in Phase 3, activity 2 – reading journal.
Table 40 – textual analysis centred on metaphor
	Quotations from ‘In the Fall’
	Key metaphor or motif
	How does this shape your emotional or intellectual reaction?
	How does this link to the key ideas of the text?

	
	
	
	

	
	
	
	

	
	
	
	


Write a response in your English book to the following questions:
1. What do you think is the most important metaphor or motif used in the text?
How is this metaphor or motif built throughout the text?
How do other aspects of the text support the use of the metaphor or motif?
How does the metaphor or motif evoke an emotional and/or intellectual response in the reader?
How does the metaphor or motif support or challenge the messages of the text?
In your English book, brainstorm ideas for this piece of creative writing using the prompt – ‘this world is in reverse’.
Use your brainstorm and the prompts below to begin planning your creative composition. These prompts are designed to help you think about the overall effect of the metaphor.
Table 41 – planning prompts
	Aspect of your writing
	Prompting questions

	Conceptual foundations
	What is the central metaphor or motif that will anchor the literary world?
What abstract idea or concern does this metaphor represent? For example, isolation, power, memory, decay, belonging or control.
Why is this metaphor an effective way to explore that idea?

	World-building through metaphor
	How will the physical environment reflect or embody the metaphor?
How will the setting behave symbolically rather than realistically?
What recurring images, objects or sensory details reinforce the metaphor?

	Character and perspective
	How will characters interact with or respond to the metaphorical world?
Which character is most closely aligned with the metaphor? Why?
How will the narrator’s point of view shape the reader’s understanding of the motif?

	Development and progression
	How will the metaphor be introduced in the opening of the piece?
How will the metaphor evolve, intensify or fracture as the text progresses?
What moment best reveals the full significance of the metaphor?

	Language and form
	What language choices (imagery, symbolism, tone) support the metaphor?
How will sentence structure or rhythm reinforce the mood of the world?
How will form enhance the metaphor?


Using the planning above, write the opening 300 to 500 words of a creative piece that introduces the literary world and central metaphor that represents the prompt ‘this world is in reverse’ to your reader. You should aim to clearly introduce the conceptual foundation of your world, address the prompt and establish the conflict.

[bookmark: _Toc239753163]Phase 3, resource 3 – editing workshop 1 model response
Teacher note: the following resource is to support the teaching of Phase 3, activity 8 – character and setting editing workshop. This student sample is shorter than the page expected for the activity. The number of edited sentences is also reduced and has been combined in one table. An extension activity examining the concept of extended metaphor and motif has also been included below. If this would be appropriate for your context or some students, add it to the program sequence.
The town of Eldermoor stood still, almost like it had been trapped in time. Its narrow streets were lined with old stone houses, their walls steeped in stories that whispered when the wind blew through the cracks. Inside one such house lived Mara, whose days had recently begun to blend into grey shadows and soft murmurs of her past. Inside the house, Mara walked slowly through the empty rooms, the silence pressing close to her, providing her with a warm sense of comfort. Each corner held a memory – the faded family portrait sat slantwise on the wall, the creaking floorboards, which had once reverberated with the soft pitter patter of her siblings, was now silent and filled with the scent of wood and dust. These fragments made up her world.
Outside, the sky wore a dull colour, as if waiting for something to break the stillness. The people in the streets of Eldermoor moved quietly, caught between routines and old grievances. Their voices, when heard, echoed off the high walls, carrying the weight of long-held secrets.
The key in the table below identifies suggestions for ways to annotate the text.
Table 42 – suggested ways to annotate text
	Colour
	Meaning

	
	characterisation

	
	setting

	
	motif
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The table below is a completed example.
Table 43 – creative conventions
	Aspect of creative convention
	Example
	What was the purpose of this description?
	What can you add to this sentence to enhance its connection to its purpose?
	Rewrite the sentence with the additions

	Setting
	The town of Eldermoor stood still, almost like it had been trapped in time.
	To emphasise a sense of oppression
	Shift modality to reinforce tone; shorten to increase suspense
	The town of Eldermoor stood still, trapped in time

	Setting
	Its narrow streets were lined with old stone houses …
	To create a link to traditions and an idea of belonging
	More warmth to express a past of belonging to contrast with the change that is creating anxiety
	Narrow streets, lined with old stone houses that relaxed against their picket fences, revelling in their necklaces of bramble roses

	Motif
	… stories that whispered …
	Creating a sense of mystery and links to the past
	Link motifs to create cohesion, choose between silence and voice
	stories silenced

	Characterisation
	… Mara walked slowly …
	Shows the character’s caution
	Remove the idea of being old
	Mara walked cautiously

	Motif
	… silence pressing …
	Creating a sense of mystery and links to the past
	Link motifs to create cohesion, choose between silence and voice
	voices pressing

	Characterisation
	… fragments made up her world.
	Links to the conflict in the character’s past and her search for belonging and wholeness
	Show how this represents the past and that she is searching for something different
	These fragments that once made her world vibrated with the longing to make new shapes




[bookmark: _Toc239753164]Phase 3, activity 8 – character and setting editing workshop
Teacher note: students do not have to write new material for this activity. They could use the edited work to form part of their final submission. They can use the creative composition submitted in Core formative task 2 – creative composition. Students will need access to different coloured pens or highlighters if completing this exercise in their English books. If using a printout of the table, the cells will need to be made large enough for students to record their responses to the prompts.
1. Select a page of your writing from Core formative task 2 – creative composition. This could be the first page but could also be from any point in your creative writing. Although we are focusing on one page, you may want to use the strategies from this activity and apply them to your entire draft.
Select a coloured pen or highlighter and highlight the instances where you mention your protagonist in any way across that page.
Transfer each mention into the table below as your examples of characterisation. Complete the table, following the prompts. If completing this activity in your English book, ensure the table is large enough to write detailed responses.
Table 44 – examples of characterisation
	Example of characterisation
	What was the purpose of this description?
	What can you add to this sentence to enhance its connection to its purpose?
	Rewrite the sentence with the additions

	
	
	
	

	
	
	
	

	
	
	
	

	
	
	
	


Insert the rewritten sentences into the creative writing piece or rewrite your draft with the rewritten sentences.
Revisit the selected page of your draft.
Select a second colour to highlight where setting has been mentioned in any way across that page.
Transfer each mention into the table below and follow the prompts. You may wish to add some sentences to the table if you think that the description of your setting is underdeveloped.
Table 45 – examples of setting
	Example of setting
	What was the purpose of this description?
	What can you add to this sentence to enhance its connection to its purpose?
	Rewrite the sentence with the additions

	
	
	
	

	
	
	
	

	
	
	
	

	
	
	
	


Insert the rewritten sentences into the creative writing piece or rewrite your draft inserting the new material.
Re-read the page to ensure the changes are integrated into the paragraphs. Check subject–verb agreement and sentence structures as you read. Make any necessary adjustments.

[bookmark: _Toc239753165]Phase 3, activity 9 – sentence rhythm and setting
Teacher note: students complete this activity after drafting a creative response with a focus on setting. This activity supports students to understand how sentence rhythm can shape pace, mood and the reader’s experience of a literary world.
1. Select one paragraph from your creative writing that focuses on setting.
Read the paragraph aloud and identify one sentence that could be adjusted to create a stronger effect.
Rewrite the sentence in 2 different ways. You might:
use a short sentence to create tension
use a longer sentence to build accumulation
use a fragment to suggest disorientation.
Choose the version that best suits the atmosphere of your literary world.
Complete a final revision to ensure the adjusted sentence is grammatically controlled and fits clearly within the paragraph.


[bookmark: _Toc239753166]Phase 3, resource 4 – support for opening and closing lines editing workshop
Teacher note: below are examples of opening and closing lines from classic novels of literary value to use as a model for student writing. Exploring a selection of opening and closing lines from quality texts creates opportunity for reflection on composers’ purposeful use of language. It is recommended that a selection of alternate opening and closing lines supplement or replace the examples provided to suit your context. This contextual framing encourages wide reading and will reflect the interests of your students.
Opening lines
‘Time is not a line but a dimension, like the dimensions of space.’
Margaret Atwood Cat’s Eye pg.1 (1998)

‘We’ll just have to sell him.’
Alistair MacLeod ‘In the Fall’ (1973)
Closing lines
‘But I reckon I got to light out for the Territory ahead of the rest, because Aunt Sally she’s going to adopt me and sivilize me and I can’t stand it. I been there before.’
Mark Twain The Adventures of Huckleberry Finn pg.1 (1884)

‘He loved Big Brother’
George Orwell Nineteen Eighty-Four: A Novel pg.1 (1948)

[bookmark: _Toc239753167]Phase 3, activity 10 – opening and closing lines editing workshop
Teacher note: this activity could take place in the library to give students opportunity to explore a variety of quality fiction. If this option is unavailable, students will need access to devices to complete the task.
1. Select 2 opening and closing lines from novels that you have read or are interested in reading.
Fill in the following table to examine the language features and their impact.
Table 46 – sample opening lines
	Title of text
	Sample opening line
	Language features evident
	Which language feature is effective at hooking the audience?

	
	
	
	

	
	
	
	


Use the table below to edit your opening and closing lines to reflect its purpose.
Table 47 – refining opening and closing lines
	Your opening and closing line
	What was the purpose of this opening and closing line?
	What can you add to this sentence to enhance its connection to its purpose?
	Rewrite the sentence with the additions, linking to identified effective elements

	
	
	
	

	
	
	
	



[bookmark: _Toc239753168]Phase 3, activity 11 – editing reflection
Teacher note: this activity supports students to reflect on editing as part of the writing process. Students consider how editing can improve clarity, cohesion and purpose in creative writing.
1. Revisit the creative writing you revised during the editing workshop, the original and the final version.
1. In your English book, write a 200 to 300-word reflection responding to the following question: ‘How has editing your creative writing provided opportunities to reflect on your own writing process?’
1. You may use the following questions to guide your reflection:
What did you notice about the strengths of your composition?
Where did you find that your writing lacked clarity or cohesion? Areas could include characterisation, setting, motif or message.
How did examining purpose create an opportunity for experimenting with your composition?
What learning will you take forward from this editing workshop?


[bookmark: _Toc239753169]Phase 4 – connecting critically and deepening conceptual understanding of the focus area and the texts
In the ‘connecting critically and deepening conceptual understanding of the focus area and the texts’ phase, students extend their conceptual understanding of their prescribed texts. Students investigate how and why authors build literary worlds to show the intersection of culture and nature. Additionally, students further develop their understanding of the social, historical and personal values represented in and through texts, and how they shape meaning and influence responses. In doing so, students demonstrate their understanding of the ways authors are influenced by context and values and how these shape meaning. In this phase, students are invited to consider natural worlds for their fragility and the role they play in shaping culture, identity and purpose.
In Phase 4, students engage with Sand Talk as a prescribed creative non-fiction text and model of reflective writing. Phase 4, resource 1 – background reading – Tyson Yunkaporta supports teacher knowledge. The PowerPoint Phase 4 – Natural Worlds – Yunkaporta – 12.1 supports selected explicit teaching in sequences 2 to 4. It does not replace a close and critical engagement with the text. Teachers should be aware that discussion of Aboriginal and Torres Strait Islander storytelling, authority and representation may require explicit teaching and culturally responsive discussion practices. Teachers should consult ‘Promoting culturally inclusive and responsive classrooms’ and ‘Content that may be distressing’ for support and guidance when facilitating discussion around colonisation, cultural ownership, sovereignty and representation.
Phase 5 activities are integrated throughout Phase 4 so students can apply their analysis of Sand Talk in critical, creative and reflective compositions. Students may return to Phase 3, activity 4 – reflecting on the prescribed texts to complete the Sand Talk journal entries.
[bookmark: _Toc169692764]

[bookmark: _Toc239753170]Phase 4, resource 1 – background reading – Tyson Yunkaporta
Teacher note: this resource supports students to build background knowledge about Tyson Yunkaporta as an Aboriginal scholar, writer and researcher. Students should approach this respectfully, recognising that Aboriginal Knowledges are diverse, place based and connected to community and Country. This resource is designed to support informed reading and should not position one Aboriginal writer as representing all Aboriginal perspectives.
Suggested reading links
Deakin University – Tyson Yunkaporta profile
Deakin University – Indigenous Knowledge Systems Lab
Emergence Magazine – Deep Time Diligence: An Interview with Tyson Yunkaporta
The Ethics Centre – Big Thinker: Tyson YunkaportaWWF Australia – WWF-Australia Conversations: Tyson Yunkaporta
Guiding questions
1. What key information can you find about Tyson Yunkaporta’s background, work and area of research?
1. How is Yunkaporta connected to Indigenous Knowledge systems?
1. How does Yunkaporta invite students to think differently about Knowledge systems and the world around us?
1. How might understanding Yunkaporta’s context help you engage with his ideas in an informed way?


[bookmark: _Toc239753171]Phase 4, activity 1 – engaging with context questions
Teacher note: students will need to view the video Unlocking the Power of Indigenous Knowledge with Tyson Yunkaporta (13:39) to complete the questions of this activity. They may also benefit from accessing Phase 4, resource 2 – unpacking literary terminology in a living glossary to support their engagement. While completing the research task some students may need support to ensure they are conducting research appropriately and in a culturally safe manner.
Student note: in your research use reliable sources such as Google Scholar, library databases, university, government or reputable educational websites. Avoid unknown sites, opinion blogs or harmful material. Check with your teacher if you are unsure whether a source is appropriate.
1. As you view the video Unlocking the Power of Indigenous Knowledge with Tyson Yunkaporta (13:39) use the Cornell note-taking table below to record the key ideas and concepts. Your teacher may play the video for the class, or you may access it individually using a device. Draw the table in your English book.
Table 48 – Cornell note-taking table
	Summary of video
	Main notes and key thoughts

	Key words and questions
	

	Overall summary
	


Record answers to the following prompts in your English book.
1. What is Tyson Yunkaporta’s position at Nikeri Institute Deakin University?
What are the reasons Yunkaporta gives for Indigenous Knowledge systems taking a lifetime to learn?
Identify what Yunkaporta sees as the ‘big crisis’ of our time.
Outline what he sees as the solution to this crisis.
What does Yunkaporta say is the foundation of ‘growth-based economy’?
List the ways that Yunkaporta defines ceremony.
Students re-read ‘The porcupine, the Paleo – mind and the Grand Design’ chapter of Sand Talk focusing on pages 12 to 17. List 5 significant quotations relating to Indigenous Knowledge systems, exploring their complexity.
Choose a topic from the list below to research:
Research topic 1: What is a Decolonial scholar?
Research topic 2: What is Indigenous sovereignty?
Research topic 3: What is fascism?
Research topic 4: What is post-truth?
Research topic 5: What is autocracy?
You are to deliver a 2-minute oral and/or visual presentation to the class or a small group that explains:
what the term means
why the term is significant
how it connects to historical, literary, social or cultural contexts
how it relates to Indigenous Knowledge systems.


[bookmark: _Toc239753172]Phase 4, resource 2 – unpacking literary terminology in a living glossary
Teacher note: this resource provides definitions of some of the terminology used in this program, prescribed text and the focus area content. Refer to the Texts, culture and value, English Extension – 11.1 program’s Phase 1, activity 4 – introducing critical perspectives and Phase 1, resource 1 – Literary worlds focus area living glossary to connect learning across the Year 11 English Extension and Year 12 English Extension 1 courses.
Below is a table that defines terminology used in the learning of Phase 4. This glossary could be considered as a starting point. Students could be encouraged to add to the living glossary throughout the phase.
Table 49 – literary theory terminology definitions
	Term
	Definition
	Source

	Autocracy
	‘Government by a single person or small group that has unlimited power or authority, or the power or authority of such a person or group.’
	Cambridge Dictionary (Cambridge Dictionary n.d.)

	Culture
	‘The customs, habits, beliefs/spirituality, social organisation and ways of life that characterise different groups and communities. Cultural characteristics give a group or individual a sense of who they are and help them make sense of the world in which they live. Culture is a shared system but inherently diverse – there can be individual and group differences within cultures. Everyone has culture – it is a lens through which we see the world.’
	NESA English Extension 11–12 Syllabus (2024) – Glossary

	Decolonization
	‘The process in which a country that was previously a colony (= controlled by another country) becomes politically independent.’
	Cambridge Dictionary (Cambridge n.d.)

	Fascism
	‘A political system based on a very powerful leader, state control … and in which political opposition is not allowed.’
	Cambridge Dictionary (Cambridge n.d.)

	Post-truth
	‘Relating to a situation in which people are more likely to accept an argument based on their emotions and beliefs, rather than one based on facts.’
	Cambridge Dictionary (Cambridge n.d.)

	Postcolonialism
	‘A critical analysis of the history, culture, literature and modes of discourse on the Third World countries in Africa, Asia, the Caribbean Islands and South America, postcolonialism concerns itself with the study of the colonization (which began as early as the Renaissance), the decolonization (which involves winning back and reconstituting the native cultures), and the neocolonising process (an aftermath of postmodernism and late capitalism, when multinational corporations control the world).’
	Literary Theory and Criticism (Literary Theory and Criticism 2016)

	Sovereignty
	‘The power of a country to control its own government.’
	Cambridge Dictionary (Cambridge n.d.)

	Values
	‘These are ideas and beliefs in a text. They may be reflected in characters, through what they do and say; through the setting of the text, reflecting particular social views; and through the narrative voice of the text, perhaps through authorial comment. Values are specific to individuals and groups, and a text may contain a number of conflicting values.’
	NESA English Extension 11–12 Syllabus (2024) – Glossary




[bookmark: _Toc239753173]Phase 4, activity 2 – postcolonialism and Sand Talk
Teacher note: this activity supports students to connect their understanding of postcolonialism to Yunkaporta’s construction of a literary world. The model response demonstrates how students can connect postcolonial theory, the natural world and Yunkaporta’s ideas. Teachers should guide students to select short, relevant quotations from the sections of the text studied in class.
1. Revisit your notes on postcolonialism and Sand Talk.
In your English book, write a critical reflection that explains how postcolonialism can shape a reading of Yunkaporta’s work. Include at least 2 short quotations from Sand Talk to support your ideas.
You may use the following sentence frames to structure your response:
Postcolonialism is …
Postcolonialism emerged from a time where …
Theorist … views postcolonialism as …
Another theorist, [identify theorist] expands/explores/rejects this and instead poses …
Postcolonialism links to the natural world because …
Postcolonialism creates a literary world by including … and excluding …
Yunkaporta is inherently postcolonial because …
This is seen in his work where he expresses … and explores … through …
After drafting, re-read your response and check that you have:
defined postcolonialism clearly
referred to at least one theorist
connected postcolonialism to the natural world
included evidence from Sand Talk
explained how Yunkaporta constructs meaning.
Sample response
The following provides a sample response to support students with Phase 4, activity 2 – postcolonialism and Sand Talk.
Postcolonialism is a critical perspective that examines how colonisation continues to shape knowledge and authority. It emerged from the experience of colonised peoples questioning imperial systems and the assumption that Western knowledge should sit at the centre of meaning. Theorist Edward Said is useful to a postcolonial reading of Sand Talk because his description of Orientalism as a ‘Western style for dominating’ shows how colonial power can work through representation, especially when one culture claims the right to define another. This helps explain Yunkaporta’s challenge to systems that only recognise Indigenous Knowledge when it is made safe, historical or easily classified. When Yunkaporta writes that ‘Our knowledge is only valued if it is fossilised’, he exposes the same kind of representational control that Said critiques, where the dominant culture decides which forms of knowledge are legitimate.
Another theorist, Homi Bhabha, explores how colonial identity is shaped by pressure and exclusion through the idea that the colonised subject is made to appear ‘almost the same, but not quite’. This connects to Yunkaporta’s criticism of colonial categories, because Sand Talk resists the expectation that Indigenous Knowledge should fit neatly inside Western systems before it can be understood. Postcolonialism links to the natural world because colonisation is also about land and who is allowed to define its meaning. Rather than presenting Country as a passive setting, Yunkaporta constructs a literary world where land and knowledge are inseparable.
Yunkaporta is inherently postcolonial because he reverses the usual direction of analysis. This is seen in his work where he states, ‘I’m examining global systems from an Indigenous Knowledge perspective’, shifting authority so that Indigenous thinking becomes the lens through which global systems are examined, rather than the object being studied. Through this, Sand Talk does not simply ask readers to include Indigenous Knowledge within an existing Western framework. It asks them to reconsider the framework itself.


[bookmark: _Toc239753174]Phase 4, activity 3 – linking Literary worlds to Natural worlds
Teacher note: this activity is a support for a class discussion. Students use the space provided to write their personal response. They then add additional responses to the ‘Notes from class discussion’ column.
Table 50 – linking Literary worlds to Natural worlds
	Reflection prompts
	Personal response
	Notes from class discussion

	List the ways that Yunkaporta represents his ideas to his audience.
	
	

	How does Sand Talk conform to or reject the conventions of creative nonfiction?
	
	

	How does creative nonfiction enable Yunkaporta to illustrate links to the natural world?
	
	

	How does the choice of creative nonfiction provide opportunities for a postcolonial reading?
	
	

	What role does context play in the reading of Sand Talk?
	
	

	How does Yunkaporta create authority in his text; how does he seek to dislocate authority?
	
	




[bookmark: _Toc239753175]Phase 4, activity 4 – evaluating writing to plan for improvement
Teacher note: students will need access to a completed Year 11 reflective writing sample before beginning this activity. Teachers could use a de-identified student sample, a teacher-written model or a model response from a relevant Year 11 support resource. The sample should clearly demonstrate features of personal reflective writing, including first-person voice, reflection on process, discussion of learning and consideration of areas for improvement.
Student note: you will use a Year 11 example of reflective writing to identify the conventions of personal reflection and consider how these skills can be developed for the formal task.
1. Read through an example of reflective writing from Year 11.
Use the table below to:
1. identify the features of reflective writing
provide examples that demonstrate the conventions of personal reflective writing
reflect on the areas for improvement in preparation for the formal assessment.

Table 51 – process for improving writing
	Features or conventions of reflective writing
	Example
	Identify an area for improvement
	Rewrite sample applying your feedback

	
	
	
	

	
	
	
	

	
	
	
	

	
	
	
	


Answer the following questions in your English book:
1. What are the strengths of your reflective writing?
What are the areas of reflective writing that you want to improve?
How will you achieve these improvements in the upcoming task?


[bookmark: _Toc239753176]Phase 4, activity 5 – identifying reflective language in the text extract
Teacher note: this activity is featured in the PowerPoint Phase 4 – Natural worlds – Yunkaporta – 12.1. The table below provides the beginning and end of each quotation found on page 275 of Yunkaporta’s, Sand Talk. Students will need their copy of the text to read the full excerpts.
1. Read the excerpts outlined in the PowerPoint Phase 4 – Natural worlds – Yunkaporta – 12.1.
1. Contribute to a class discussion, identify the textual and language features of each passage used to create a reflective tone for the audience.
1. Use the ‘reflective language features’ column in the table provided to record your ideas.
Table 52 – Yunkaporta’s Sand Talk annotations
	Quotations from page 275
	Reflective language features

	‘Invert that process … working towards sustainable solutions.’
	

	‘The first step … your spirit, your gut.’
	

	‘The second step … work of your heart.’
	

	‘The third step … the work of the head.’
	

	‘The final step, Direct, is about acting on that shared knowledge in ways that are negotiated by all. This is the work of the hands.’
	


Drawing on your responses in the table above, in 200 to 300 words answer the following question in your English book.
How does Yunkaporta engage his audience in the world of Indigenous Knowledge systems?


[bookmark: _Toc239753177]Phase 4, activity 6 – grammatical metalanguage in critical reflection
Teacher note: students complete this activity after responding to the question: ‘How does Yunkaporta engage his audience in the world of Indigenous Knowledge systems?’ This activity supports students to refine their critical reflection by moving beyond general comments about language.
1. Revisit your 200 to 300-word response on Yunkaporta’s use of reflective language and form in Sand Talk.
Select one short quotation from Yunkaporta’s writing that helps show how he constructs a literary world and engages his audiences in Indigenous Knowledge systems.
Identify one specific grammatical choice in the quotation. You might focus on:
pronouns
verb choice
noun groups
modality
tense
sentence structure.
Explain how this grammatical choice shapes meaning. For example, you might consider how a shift from ‘I’ to ‘we’ creates a collective voice, or how a precise verb positions knowledge as active rather than static.
Use the following sentence frame to develop your analysis:
‘Yunkaporta’s use of …, particularly …, positions the reader to … because …’
Return to your original response and revise one sentence using this frame. Your revised sentence should explain how a specific grammatical choice constructs meaning, rather than making a general comment about language.
[bookmark: _Toc239753178]Core formative task 3 – critical reflective composition
Teacher note: relevant activities for Core formative task 3 – critical reflective composition can be found in Core formative tasks – 12.1. The critical reflective composition will be returned to in program activities later in Phases 4 and 6. Some students might benefit from adjusting the word count requirements of Core formative task 3. It could be extended for high-potential and gifted (HPG) students who may wish to incorporate more detailed literary theory.
In this task, you will explore your own thinking in creative and unique ways. It is an opportunity to build your confidence and skills in expressing your ideas clearly. This includes your writing and your relationship to the processes of writing in relation to the concepts of Indigenous Knowledge systems. This will give you the opportunity to explain your ideas clearly, use important literary terms and concepts, and think deeply about how literature creates meaning and value.
You are to write a 300 to 400-word response to the following prompt:
Explore how Yunkaporta uses the natural world as a vehicle to create his literary world in Sand Talk.
Critically reflect on how Tyson Yunkaporta’s Sand Talk creates a distinct literary world, focusing on use of language, structure and concepts. Reflect on how this literary world influences your understanding of the relationship between author, reader and text.
Planning the critical reflective composition
1. Brainstorm and plan to prepare a detailed outline, brainstorm or bullet points covering:
key quotations or textual evidence to support each paragraph
relevant literary terms and metalanguage to integrate
analytical points linking language features to meaning.
Add notes for planning each of the following sections.
Introduction
Briefly introduce the prescribed text. Outline your thesis or central argument. Ensure you connect to the ideas represented through its literary world.
Body paragraphs
Paragraph 1 – explore how Yunkaporta’s conceptual focus drives his choice of key features and imagery.
Paragraph 2 – examine Yunkaporta’s relationship to reflection, his use of language, structure and purpose in engaging audience.
Conclusion
Reflect on the broader significance of literary worlds and your personal or critical response to them.
Composing the critical reflective response
Write and submit your 300 to 400-word critical reflective composition using planning to structure your response. Phase 4, activity 7 – self-marking Core formative task 3 – critical reflective composition can be used to support cohesion, clarity and vocabulary.
Engage in the iterative writing process by completing the self-marking criteria.
Task submission
Submit Core formative task 3 – critical reflective composition. You will be using this composition as a draft to edit in the upcoming Phase 4, activity 8– line editing workshop 2.


[bookmark: _Toc239753179]Phase 4, resource 3 – line editing of a student sample
Teacher note: this resource is designed to support the teaching of Phase 4, activity 8 – line editing workshop 2. The student sample is shorter than the page expected for the activity. The number of sentences for line edit has been reduced to provide an example. To differentiate this resource, you may wish to delete sections of the sample and provide it to students to complete to build student confidence.
Student sample reflective writing
I used descriptive language and imagery, like the ‘narrow streets’ and ‘high walls’ to help build the setting and mood of my world as one of confinement. I also tried to include some stylistic features, such as repetition in phrases like ‘walls’ and ‘silence’ to further emphasise the theme of the tension between belonging and change.
In choosing the form, I wrote a short prose narrative with a third-person limited narrator, because I wanted to focus on a character’s internal feelings connected to the place. The pacing is slower to reflect Mara’s experience of waiting and uncertainty, and to emphasise her internal conflict of wanting to stay or wanting to venture into the unknown.
Example areas for improvement
1. Improved use of sophisticated vocabulary, including metalanguage.
Varied and purposeful sentence structure.
Improved detail relating to the ask of the prompt.
Table 53 – sample editing process
	Line
	Improvement area and notes
	Edited line

	I used descriptive language and imagery, like the ‘narrow streets’ and ‘high walls’ to help build the setting and mood of my world as one of confinement.
	How is confinement a mood? How do the words ‘narrow’ and ‘high’ create a mood of confinement? I could link to ‘In the Fall’ to explain this idea more fully. ‘I used’ is implied, and not needed.
	To convey a sense of confinement similar to the opening of ‘In the Fall’ in the setting and mood of my world, I employed descriptive language and vivid imagery, such as the ‘narrow streets’ and ‘high walls’, which effectively evoked feelings of restriction and enclosure.

	I also tried to include some stylistic features, such as repetition in phrases like ‘walls’ and ‘silence’ to further emphasise the theme of the tension between belonging and change.
	Foreground the examples and explain the link between the examples and the ideas. Break into 2 sentences to first explore stylistic features and then themes. Both are important.
	I incorporated stylistic features, including the deliberate repetition of words like ‘walls’ and ‘silence’ to create a rhythm that reinforces the emotional impact of the text. This feature serves to highlight the underlying theme of tension between belonging and change, emphasising the struggle inherent in navigating familiarity and transformation.

	In choosing the form, I wrote a short prose narrative with a third-person limited narrator, because I wanted to focus on a character’s internal feelings connected to the place.
	Give more details about what the feeling is. Explain how the choice creates the connection.
	In choosing the form, I wrote a short prose narrative with a third-person limited narrator to closely explore the character’s internal emotions, such as isolation and longing, in relation to the place. This narrative point of view allowed me to create an intimate connection between the reader and the character’s personal experience, highlighting how the environment profoundly influences their sense of identity and emotional state.

	The pacing is slower to reflect Mara’s experience of waiting and uncertainty, and to emphasise her internal conflict of wanting to stay or wanting to venture into the unknown.
	Slower than where or what? Provide examples of when or how the pace slowed. Link this to prescribed material and the purpose of the creative.
	The pacing is deliberately slowed to mirror Mara’s experience of waiting and uncertainty, immersing the reader in her prolonged moments of hesitation, as seen in MacLeod’s ‘In the Fall’. This measured tempo effectively underscores her internal conflict between the desire to remain in the familiar and the impulse to venture into the unknown, capturing the tension and emotional complexity of her decision-making process.




[bookmark: _Toc239753180]Phase 4, activity 7 – self-marking Core formative task 3 – critical reflective composition
Teacher note: the self-marking table is provided for students to independently engage with the marking rubric and identify alignment to their work. They can complete this activity using their own or peers’ response to Core formative task 3 – critical reflective composition. Before students begin, teachers should model one row of the rubric using a short sample paragraph, explaining why it fits a particular level. This will help students understand what evidence of each criterion looks like in practice. Unpack each criterion with students so they see connections between the concepts. To support the 3 recommendations for improvement, encourage students to make each one specific and actionable. Rather than writing ‘use more quotations’, students could write ‘include a quotation from Sand Talk and explain how Yunkaporta’s language represents the connection to Country’.
1. Use the below marking criteria to assess your writing in Core formative task 3 – critical reflective composition. Indicate where your example sits for each criterion. You may wish to swap your example with a peer for additional feedback.
Table 54 – self-marking criteria
	Criteria
	Extensive
	Thorough
	Sound
	Basic
	Elementary

	Explores the connections between literary worlds and natural worlds in Sand Talk
	Connections between worlds are clearly articulated and insightfully explored through extensive and apt textual engagement.
	Connections between worlds are clearly articulated and explored through detailed textual engagement.
	Connections between worlds are clearly explored through textual engagement.
	Connections between worlds are explored through some textual engagement.
	Some links to connections between worlds.

	Analyses how language is used to reflect and make meaning
	Analysis of language is perceptive and highlights complex representations.
	Analysis of language highlights complex representations.
	Analysis of language draws attention to representations.
	Some analysis of language with links to how this represents ideas.
	Attempt at analysis of language.

	Examines the relationship between author, reader and text
	Authorial purpose, context and audience is considered and examined in detail.
	Authorial purpose, context and audience is examined.
	Authorial purpose, context and audience is explored.
	Authorial purpose, context and audience is described.
	Some authorial purpose, context and audience is outlined.

	Composes a critical reflection with language appropriate to audience form and purpose
	Highly controlled language is sustained using metalanguage and vocabulary appropriate to audience, form and purpose.
	Consistent and sustained use of language using metalanguage and vocabulary appropriate to audience, form and purpose.
	Consistent use of language using metalanguage and vocabulary appropriate to audience, form and purpose.
	Inconsistent use of vocabulary appropriate to audience, form and purpose.
	Some use of vocabulary appropriate to audience, form and purpose.


In your English book, write 3 recommendations for improvement based on the completed marking rubric. We will return to this in Phase 4, activity 8 – line editing workshop 2.

[bookmark: _Toc239753181]Phase 4, activity 8 – line editing workshop 2
Teacher note: this activity is designed to support students to reflect on purpose and choice in their reflective writing. Students work on developing sophisticated and controlled language in the revision of each sentence. This activity can be completed using a device or teachers can print a hardcopy. If printing for students, adjust the table below to allow room for students to write their complete sentences.
1. Use the reflection you developed for Core formative task 3 – critical reflective composition. Separate one paragraph into single sentences and add them to the table below.
Follow the prompts in the table headings to conduct a line edit of the selected paragraphs. You may need to add rows to the table to suit the length of your response.
Table 55 – editing process table
	Original line
	Improvement area and notes
	Edited line

	
	
	

	
	
	

	
	
	

	
	
	


Identify one sentence from your reflection that uses active voice and one sentence that uses passive voice. Rewrite each sentence by changing active voice to passive voice, or passive voice to active voice. Decide which version best suits your purpose by considering clarity and emphasis. For example, ‘Yunkaporta positions the reader to reconsider knowledge’ emphasises Yunkaporta’s authorial agency, while ‘the reader is positioned to reconsider knowledge’ emphasises the reader’s experience.
Revisiting Phase 4, activity 7 – self-marking Core formative task 3 – critical reflective composition, copy the recommendations for improvement you identified at the end of the activity and add them to the table below. Identify how you will apply this feedback to your draft response.
Table 56 – editing process table
	Identified area for improvement
	How will you apply this feedback to your draft?

	
	

	
	

	
	


Using this feedback and identified next steps, refine your reflection in a new draft.


[bookmark: _Toc239753182]Phase 4, activity 9 – editing checklist for creative and reflective writing
Teacher note: students complete this activity after engaging in the editing workshops. This activity supports students to consolidate their understanding of editing strategies and apply these to future creative and reflective compositions.
1. As a class, brainstorm what you have learned about editing through the editing workshops. Consider the different ways editing can improve clarity, purpose and control in a piece of writing.
In your English book, record the key tools and strategies discussed by the class. You might consider:
verb precision
noun groups
modality
sentence rhythm
cohesion
voice.
Use this class discussion to construct your own editing checklist. Complete the table in your English book. You may wish to add or remove any of the suggested editing focuses from column one.
Table 57 – editing process table
	Editing focus
	What will I check in my writing
	How could this improve my writing?

	Verb precision
	
	

	Noun groups
	
	

	Modality
	
	

	Sentence rhythm
	
	

	Cohesion
	
	

	Voice
	
	


Choose one piece of creative or reflective writing that you have completed during this program. Use your checklist to identify 2 areas of strength and 2 areas for improvement.
Revise one section of your writing using one of the editing focuses from your checklist, then briefly explain how this editing strategy could be applied to future creative and reflective compositions.


[bookmark: _Toc239753183]Phase 4, resource 4 – additional student support for writing evaluation
Teacher note: this is an additional resource that can be used to support students as they build their own checklist for evaluating writing. It outlines supports and how each can be used to further develop student skills in evaluation.
Table 58 – additional resources to support evaluative writing
	Resource
	Details

	Program 10.1 – ‘Novel voices’
	A comprehensive set of resources developed by the English curriculum 7–12 team. In particular, the PowerPoint Phase 4 – nominalisation and noun groups – 10.1 offers support for students’ understanding of nominalisation in the improvement of academic writing.

	Reading to write: Transition to English Advanced – 11.1
	Phase 3a, activity 4 – refining nominalisation skills provides students with a scaffolded approach to practise nominalising to improve their academic writing.

	The University of Melbourne – Vocabulary and grammar
	These series of webpages from the University of Melbourne provide a range of resources to support students in their development of academic writing. In particular, How to use nominalisation to improve your academic writing provides a detailed overview of how nominalisation can be useful in writing.

	NSW Department of Education – Writing in Secondary
	All secondary teachers are invited to access the Writing in Secondary (WiS) Resource Hub. This resource focuses on writing in Stages 4 and 5 and includes a range of valuable resources that would be useful revision for English Extension students.




[bookmark: _Toc239753184]Phase 5 – composing critically and creatively in response to the focus area and texts
In the ‘composing critically and creatively in response to the focus area and texts’ phase, students explore and experiment with the core texts. They use the core texts as a source of inspiration for their own compositions as they experiment with specific stylistic and language features that they have analysed in those texts. Phase 5 activities are integrated throughout Phases 3 and 4 to provide students the opportunity to experiment with the language codes and conventions in their own compositions. Time in this phase is also dedicated to developing the pieces of writing from the first 3 core formative tasks. Students refine and edit their work during this phase as they draw on a range of editing strategies and feedback previously provided to improve their work.
Teacher note: in this program, Phase 5 has been integrated into Phases 3 and 4. Teaching and learning activities that encompass Phase 5 have been identified in the relevant sequences. Students should be given adequate class time to develop ideas, practise composing and refining their work based on self, peer and teacher feedback.


[bookmark: _Toc239753185]Phase 6 – preparing the assessment
In the ‘preparing the assessment’ phase, students are supported to complete the formal assessment. The structure enables students to deliver responses that best represent their understanding of the focus area Literary worlds. In this phase, students are supported to complete the formal assessment task, a sound media presentation. In this task, students will construct their own literary world, recording a reading of their creative response, including a personal reflection on their research and writing process.
A series of activities supporting students to critically analyse and interpret how content, form and style of texts are influenced by aspects of context, and how these elements communicate values and attitudes are structured into the teaching and learning program at intervals. These core formative tasks are designed to encourage student understanding of, engagement with and ownership of the responses they compose during the assessment design process. The following strategies are designed to support both the experimentation within formative tasks and the preparation for the formal summative task. They are not meant to be completed consecutively, nor are they a checklist. They should be introduced when required, running concurrently within the other phases. Some may take a few minutes in a once-off lesson, others will need to be repeated. Some may require an entire lesson. All will need to be adapted to suit the specific class context.
[bookmark: _Toc152254595][bookmark: _Toc156556357][bookmark: _Toc156805574][bookmark: _Toc159593270]The teacher recognises students’ prior understanding of assessment practices but should use this phase as an opportunity to deepen awareness of aspects that may have challenged students during the preparation of other assessment tasks. These may include understanding instructions, being aware of the demands of marking criteria or using samples to improve their response.

[bookmark: _Toc239753186][bookmark: _Toc169692778]Phase 6, activity 1 – peer feedback template
Student note: collaboration with peers can be an effective way to improve your work. In this activity, you will gain valuable feedback on your representation of ideas through language and oral features. If you are unable to participate in peer feedback, you may wish to consider rehearsing your piece through a draft recording and providing feedback as you listen.
Part A
1. Identify 4 areas that you would like feedback on from your peers. You may wish to select from the list below or focus on an area of your own choosing.
Table 59 – feedback table 1
	Oral features
	Textual features
	Language features
	Reflective features

	expression (intonation, tone)
	clear transition points
	motif
	logical progression of ideas

	pace
	connection to genre
	opening and closing lines
	links to composition

	pause
	form
	sentence structure
	reflective vocabulary

	volume
	theme development
	sensory imagery
	timing


Work in pairs or groups of 3 to give and receive feedback on your creative and reflective compositions.
As you read your peer’s response, use the template in the table below to provide feedback. For each aspect of the response:
1. identify if it is or is not evident
provide a positive comment or area of improvement for your peer.



Table 60 – feedback table 2
	Aspect of the response
	Evident
	Not evident
	Comment by peer
	Notes on next steps

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	

	
	
	
	
	


Once your peer(s) have completed the table, reflect on how you have acknowledged or will action the feedback in the final column.
Part B
1. Refer to the student-facing rubric in Assessment – 12.1 and identify 4 areas that you would like to focus on to improve your writing.
Table 61 – feedback table 3
	Aspect of marking criteria
	Connection to the compositions
	Notes on possible edits

	
	
	

	
	
	

	
	
	

	
	
	


Use this feedback and reflection to inform your planning and preparation for the recording of your formal assessment.

[bookmark: _Toc239753187]Phase 6, resource 1 – what a good one looks like
Teacher note: the creative recording has been provided in the PowerPoint Phase 6 – Literary worlds audio recording assessment support – 12.1 to support students to reflect on and annotate their own work in preparation for submitting their final piece. Annotations have been provided, which also highlight aspects that could be further refined. The script for Part b is in response to Option 1 found in English Extension 1 (Year 12) Part B – critical reflection – 12.1.
Part A – creative composition
It started with drawing a name out of a hat and ended with a man in jail. Or it might have been the other way around. It is unclear. It is a loose collection of memories that jump around, struggling to coalesce into meaning. These memories are not from the same time or place, but there is a pattern there, somewhere.
Perhaps it is best to start with what seems like the beginning, but the beginning is a story I’ve heard third or fourth hand. It is a story that happened to my mother. Or at least around my mother. It is a story that is about her father, my grandfather. It is here that the thread of stories and memories start to appear, like a fractured bone. On my 18th birthday my mother shows me the newspaper clippings, remnants from a time before I was born, when my mother was not yet 18. You would think I’d be immediately drawn to the oversized headlines of My Mate Ruined Me and Stolen Money – or even the sensational detail about my grandfather stealing almost a million dollars and being sentenced to 16 years in jail, but it is the story between the lines that draws me in. I invent the story in the gaps, the story of my mother and her sisters, of growing up with their father in jail. I fill in the part where their mother dies a few years into her husband’s jail sentence and my mother becomes a mother to her younger siblings.
I keep pulling at the thread, time unravels and draws me in. I remember the sound of cicadas and the colour of Jacaranda trees in November bloom. I’m at my grandfather’s house. There is an old wooden TV against the short wall. At school that day, it was my job to carefully write the names of each horse, to cut up the slips of paper, to place them all in the hat. I walked around the classroom as each student drew out a name. I remember the slip of paper, but I cannot remember the horse’s name. I remember running home to my grandfather’s house to watch the race. He told me he didn’t gamble much anymore, that he used to spend a lot of time at the races, but that everyone puts a bit of money down on the race. I showed him my slip of paper, my horse. I’m standing at the dining table, well, I’m kneeling on a chair at the dining table, surrounded by the smell of cigarettes and beer. The race begins. I listen for my horse’s name, try to make sense of the announcer on the TV rattling off horse after horse. The man on the TV speaks faster and faster as the race crescendos. I try to see my horse on the TV, but I can’t find him. My grandfather explains to me that my horse was scratched before the race begun, he had broken his leg getting into the starting gate. He would be put down.
Of course this is all an invention. It is the collision of two memories and two points of time. These memories don’t belong to me, they are stolen and pieced together. An attempt to understand and to preserve a story.
Option 1
Literary worlds are imaginative textual creations that establish complex relationships between author, reader and text, often transcending time and space through narrative representations of people and events.
In your creative composition, how have you engaged with and experimented within this Literary worlds framework? Critically reflect on how your piece interprets and constructs narrative relationships across time and space to reflect the interplay between author, reader and text.
Part B – critical reflection
At its core, my piece is about the relationship between narrative and memory, it’s about how the thread of narratives can travel through generations, taking on different shapes and forms, meaning something new to each person who lives it. We all stand in the shadow of our own mythology, of our mothers, and their fathers.
Conceptually, my piece is inspired by ‘In the Fall’, particularly the way memory functions to connect different times, places and perspectives. This is a key idea in the Literary worlds focus area, where narrative representations transcend time and space. In ‘In the Fall’ the world opens as a memory of the narrator, James, as a boy, and then shows how memories of our younger selves inevitably shape who we are and who we might become, or perhaps fear becoming. In my piece, the memories of the narrator as a young boy, watching the Melbourne Cup with his grandfather, are intertwined with the narrator learning about his grandfather’s past, his problems with gambling and spending 16 years in jail. However, this thread of narrative is just a vehicle for some of my bigger concerns. On the surface, there is a layer of exploring the cyclical and destructive nature of gambling and addiction – and how embedded this is in Australian culture. But deeper down, I’m much more interested in the relationship between memory and narrative – and the role that we as writers play in the construction of stories. In this sense, my work is also heavily inspired, at least stylistically, by our exploration of the relationship between author and reader – in my piece authorial construction is not only visible, but the focal point. The plot itself takes a backseat as we become privy to the mind of the narrator and see the process of his construction. The characters and story are invented before our eyes, and we in turn see how the process of construction is just as important as the product. By beginning and ending the piece with an explicit metafictive style, with references to meaning, story, understanding – these narrative constructions become my framework. Supported by motifs of patterns, thread, writing and paper, as well as clearly constructing the narrative voice within the nexus of different memories and different times, my piece becomes about the construction of the narrative, the problematic nature of memory and the uncertainty and distrust of looking only at the final product to find understanding and connection.
I have aimed to mirror the conceptual exploration of time and storytelling by creating a somewhat ethereal tone – a voice that is caught between different memories, and hence different times and different places. Many of the sentences embed fragments of ideas within larger ideas, and there is an attempt, an often faltering attempt to find connection between these fragments. For example, the second paragraph, where the narrator takes us to the beginning, begins with a number of short sentences, read in a staccato, stop/start manner. The rhythm of my reading builds and finds some fluency until the next paragraph where ‘time unravels’ and the reading pauses briefly as a new memory begins and takes over the narrative. This was the main idea I wanted to convey in my reading of the piece – for there to be a rhythm and connection between sentences and different ideas, but interrupted and disrupted in parts, to show the uncertainty and ambiguity of memory within storytelling, which ultimately, is what my piece seeks to explore.
Annotations
Table 62 – what a good one looks like
	Sample response
	Annotations based on the marking criteria and student-facing rubric

	Part A – creative composition
It started with drawing a name out of a hat and ended with a man in jail. Or it might have been the other way around. It is unclear. It is a loose collection of memories that jump around, struggling to coalesce into meaning. These memories are not from the same time or place, but there is a pattern there, somewhere.
	Establishes a distinctive voice and a non-linear, reflective tone from the start.
Signals a literary world built through uncertainty rather than straightforward chronology.
The opening is purposeful but slightly abstract, so that the world is more implied through premise and setting.

	Perhaps it is best to start with what seems like the beginning, but the beginning is a story I’ve heard third or fourth hand. It is a story that happened to my mother. Or at least around my mother. It is a story that is about her father, my grandfather. It is here that the thread of stories and memories start to appear, like a fractured bone. On my 18th birthday my mother shows me the newspaper clippings, remnants from a time before I was born, when my mother was not yet 18. You would think I’d be immediately drawn to the oversized headlines of My Mate Ruined Me and Stolen Money – or even the sensational detail about my grandfather stealing almost a million dollars and being sentenced to 16 years in jail, but it is the story between the lines that draws me in. I invent the story in the gaps, the story of my mother and her sisters, of growing up with their father in jail. I fill in the part where their mother dies a few years into her husband’s jail sentence and my mother becomes a mother to her younger siblings.
	Develops complexity through mediated memory and layered storytelling.
Positions truth as constructed and partial which strengthens the world’s internal logic.
Motifs create cohesion.
Experimentation with imagery and symbolic structure.
The paragraph is ambitious, the density and length risks reducing clarity and control for a listening audience.

	I keep pulling at the thread, time unravels and draws me in. I remember the sound of cicadas and the colour of Jacaranda trees in November bloom. I’m at my grandfather’s house. There is an old wooden TV against the short wall. At school that day, it was my job to carefully write the names of each horse, to cut up the slips of paper, to place them all in the hat. I walked around the classroom as each student drew out a name. I remember the slip of paper, but I cannot remember the horse’s name. I remember running home to my grandfather’s house to watch the race. He told me he didn’t gamble much anymore, that he used to spend a lot of time at the races, but that everyone puts a bit of money down on the race. I showed him my slip of paper, my horse. I’m standing at the dining table, well, I’m kneeling on a chair at the dining table, surrounded by the smell of cigarettes and beer. The race begins. I listen for my horse’s name, try to make sense of the announcer on the TV rattling off horse after horse. The man on the TV speaks faster and faster as the race crescendos. I try to see my horse on the TV, but I can’t find him. My grandfather explains to me that my horse was scratched before the race begun, he had broken his leg getting into the starting gate. He would be put down.
	Builds a literary world through sensory imagery, grounding the earlier conceptual frame.
The accumulating detail and rise of pace create momentum suitable for oral delivery, indicating purposeful language choices.
At times the layering of details becomes crowded, which can blur the through-line.

	Of course this is all an invention. It is the collision of two memories and two points of time. These memories don’t belong to me, they are stolen and pieced together. An attempt to understand and to preserve a story.
	Makes the metafiction turn explicit and clarifies the governing concept.
The direct, explanatory tone strengthens meaning but slightly reduces the imaginative force.

	Part B – critical reflection
At its core, my piece is about the relationship between narrative and memory, it’s about how the thread of narratives can travel through generations, taking on different shapes and forms, meaning something new to each person who lives it. We all stand in the shadow of our own mythology, of our mothers, and their fathers.
	Clearly states the central concept, establishing relevance to the focus area and meeting expectations for an analytical reflection and evaluation.
Evaluation is present but not fully developed.

	Conceptually, my piece is inspired by ‘In the Fall’, particularly the way memory functions to connect different times, places and perspectives. This is a key idea in the Literary worlds focus area, where narrative representations transcend time and space. In ‘In the Fall’ the world opens as a memory of the narrator, James, as a boy, and then shows how memories of our younger selves inevitably shape who we are and who we might become, or perhaps fear becoming. In my piece, the memories of the narrator as a young boy, watching the Melbourne Cup with his grandfather, are intertwined with the narrator learning about his grandfather’s past, his problems with gambling and spending 16 years in jail. However, this thread of narrative is just a vehicle for some of my bigger concerns. On the surface, there is a layer of exploring the cyclical and destructive nature of gambling and addiction – and how embedded this is in Australian culture. But deeper down, I’m much more interested in the relationship between memory and narrative – and the role that we as writers play in the construction of stories. In this sense, my work is also heavily inspired, at least stylistically, by our exploration of the relationship between author and reader – in my piece authorial construction is not only visible, but the focal point. The plot itself takes a backseat as we become privy to the mind of the narrator and see the process of his construction. The characters and story are invented before our eyes, and we in turn see how the process of construction is just as important as the product. By beginning and ending the piece with an explicit metafictive style, with references to meaning, story, understanding – these narrative constructions become my framework. Supported by motifs of patterns, thread, writing and paper, as well as clearly constructing the narrative voice within the nexus of different memories and different times, my piece becomes about the construction of the narrative, the problematic nature of memory and the uncertainty and distrust of looking only at the final product to find understanding and connection.
	Demonstrates informed engagement with a text and links reading to writing choices.
Demonstrates sophisticated understanding of how texts shape composition.
Articulates purposeful intent and connects language feature, meaning and audience positioning.
Occasionally drifts into explanation of ideas and text discussion rather than a sustained evaluation of how own choices worked in performance and coherence.

	I have aimed to mirror the conceptual exploration of time and storytelling by creating a somewhat ethereal tone – a voice that is caught between different memories, and hence different times and different places. Many of the sentences embed fragments of ideas within larger ideas, and there is an attempt, an often faltering attempt to find connection between these fragments. For example, the second paragraph, where the narrator takes us to the beginning, begin with a number of short sentences, read in a staccato, stop/start manner. The rhythm of my reading builds, and finds some fluency until the next paragraph where ‘time unravels’ and the reading pauses briefly as a new memory begins and takes over the narrative. This was the main idea I wanted to convey in my reading of the piece – for there to be a rhythm and connection between sentences and different ideas, but interrupted and disrupted in parts, to show the uncertainty and ambiguity of memory within storytelling, which ultimately, is what my piece seeks to explore.
	Identifies stylistic intentions and links them to audience experience and meaning.
Effective analytical reflection and evaluation.
The acknowledgement of faltering control indicates genuine reflection.
Evaluation could be more precise about where clarity and cohesion are strongest or weakest for a listening audience.


Feedback
This response demonstrates clear conceptual ambition, using fractured memory, motifs and a metafictive stance to construct a literary world shaped by uncertainty. The composition includes vivid sensory details and an atmospheric voice, though at times the density of ideas and sentence structure reduces clarity and narrative tracking, particularly for oral delivery. The reflection demonstrates a strong understanding of the focus area and effective commentary on craft choices.



[bookmark: _Toc239753188]Phase 6, activity 2 – responding to an exemplar
Teacher note: this activity supports students to engage with an exemplar response in preparation for their formal assessment. The teacher may wish to use the PowerPoint Phase 6 – Literary worlds audio recording assessment support – 12.1. Students consider what the response does successfully, what could still be refined and how they can apply these observations to their own creative writing and reflection.
1. Read Phase 6, resource 1 – what a good one looks like. As you read the creative section, annotate moments where the writer effectively constructs a literary world through memory, voice, structure, imagery and motif.
Identify 3 key strengths of the creative response. You might consider:
how the opening engages the audience
how memory and time are represented
how motifs such as thread and paper create cohesion
how sentence rhythm shapes the reading experience
how the narrative voice creates uncertainty and reflection.
Choose one strength from the creative response that you could apply to your own writing. In your English Book, explain in 2 to 3 sentences how you could use this strategy in the construction of your own literary world.
Read the reflection and identify 3 key strengths. You might consider:
how the student links their work to the Literary worlds focus area
how they explain the influence of the text ‘In the Fall’
how they discuss their purpose and conceptual concerns
how they evaluate sentence rhythm, voice and delivery choices
how they connect creative choices to audience effect.
Choose one strength from the reflection that you could apply to your own reflective commentary. In your English book, explain how this could help you discuss your own writing choices with greater precision.
Identify one area of the exemplar that could still be refined. This could relate to clarity, cohesion, pacing or length of the creative audio recording.. It could also relate to the explanation of specific language choices in the critical reflection.
Complete the following 150-word reflection in your English book:
‘What are the most important takeaways from this exemplar and how will they help me improve my own creative writing and reflection?’
You may use the following sentence frames:
One strength of the creative response is …
I could apply this to my own work by …
One strength of the reflection is …
This helps me understand that effective reflection should …
One area that could still be refined is …
The main takeaway for my own assessment is …
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