
Literature for children and young adults  

Week 1 

What is children’s literature? ‘One of the relatively few categories of texts/literature defined by its audience’ (Hunt 

2011, p. 43). 

What is the purpose of children’s literature? Some historical perspectives:   

1986: Children’s literature is ‘reading that, by means of imaginative and artistic qualities, provides pleasure and 

understanding’ (Lukens 1986, p. 3) 

Culture: This whole way of life includes moral and intellectual values, beliefs, customs, traditions, institutions, 

objects and practices, that is, ways of doing things common to that group of people.Socialization: The process by 

which a human being beginning at infancy acquires the habits, beliefs, and accumulated knowledge of society 

through education and training for adult status.  

Who controls children’s texts?  

 Governments    

 Institutions  

 Teachers and librarians 

 Parents 
Ideology: According to Nodelman and Reimer, ideology is ‘the body of ideas that controls (or at least tries to control) 

how members of the society view the world and understand their place within it’ 

Week 2 

Fairy tale: is a narrative form which represents a societies collective concerns with some aspect of growing up. 

 There is no such thing as an original fairytale 
 Fairy tales evolve 

 

Genre: A category of texts classifies by their shared conventions or characteristics.  

Fairy tale parodies: Mock individual takes and the genre as a whole. 

 

Conventions of the fairy tale 

Setting: forest, castle, cottage, village 

Characters: peasants and royalty, magical and mythical folk, talking animals etc. 

Iconography: glass slipper, spinning wheel, apple, red hooded clock 

Narrative elements: Minimal detail, flat characters, repetitions (usually three) happy endings (maybe) 

 

Plot Vs Story 

Story: the full sequence of events as we imagine them to have taken place in their “natural” order and duration’ 

Plot: ‘the pattern of events and situations in a narrative or dramatic work, as selected and arranged both to 

emphasize relationships—usually of cause and effect—between incidents and to elicit a particular kind of interest in 

the reader or audience, such as surprise or suspense’. 

Example: The king died and then the queen died is a story. But the king died and then the queen died of grief is a 

plot. 

Little Red Riding Hood: 

1. Mother gives instructions to  Little Red and sends her to grandmother 

2.  Little Red converses with the wolf. 

3.  The wolf goes to grandmother (and in most versions, eats her), and then disguises himself as grandmother. 

4.  Little Red arrives, and the wolf invites her in. 

5.  Little Red and the wolf discuss his appearance, a conversation culminating in the wolf’s threat to eat her. 

Genre conventions + basic plot structure: 

 Function as codes which both shape the way audiences respond and what they expect.  
 Function as codes which shape the way the writer constructs the text in order to fulfil the expectations of 

their anticipated audience. 
 The combination of the conventions of a genre produce and reproduce themes and preoccupations 

Thematic preoccupations of the fairy tale: 

 The combination of the conventions of a genre produce and reproduce themes and preoccupations 



 Wish fulfilment 
 

History of the fairy tale 

 Folktale (oral tradition) 

 Fairy tale (collected and transcribed folktales eg Perrault) 

 Literary fairy tale (eg Grimm, Anderson) 

 Disney 
According to Jack Zipes: writers purposely appropriated the oral folk tale and converted it into a type of literary 

discourse about mores, values and manners so that children would become civilized according to the social code of 

that time. 

History of childhood: Child-raising practices and educational methods as well as parent-child relations are 

determined not solely by biological laws but are also culturally-constructed. 

Constructions of childhood in the middle Ages: 

Infantia: birth to six or seven years. 

Peuritia: seven to twelve for girls, to fourteen for boys. 

Adolescentia: the period between biological and social puberty and legal and social majority. 

 

16th, 17th and 18th century:  

 Puritans: children as sinful 

 Locke: the child as a tabula rasa 

 ‘Rousseau urged parents to “leave childhood to ripen in your children”’ (Sanchez-Eppler 2011, p. 39) 
 

Closure: An ending offering a sense of completion, with all problems and contradictions resolved, and all mysteries 

solved: a sense that there is nothing more to be said.  

 Closure may also be partial, having a closed story while remaining open emotionally or ideologically. 
 

What do these differences tell us about cultural assumptions of childhood in the 17th and 19th century? 

17th century:  

 The need for systematic education of children not recognised  

 Children were seen as sources of amusement 
19th century:   

 Children need to be guided by adults 

 Adults responsible for children 

 Children need to derive a moral lesson from the story 

 Children need to be educated, go to school 
 

Dahl: Assumes that children are canny enough to notice storytelling techniques/tendencies and enjoy it when these 

patterns are re-arranged, or when authors make fun of them. 

Grimm’s: Little Red Cap: emphasis on education. It is important, in the end, that Red follows her mother’s 

instructions! 

Are fairy tales dangerous or therapeutic? 

 Fairy tales are in fact shifting, evanescent, subject to almost as many reversals of emphasis and periodic 
recycling’s as the fashion industry. 

 We cannot really say, unless we specify which version of a tale we are talking about. 
 

Week 3  

Adult assumption about children and pictures: illustration in books for children in the past and present reflects an 

adult decision that pictures will attract and hold children’s interest or will help them to learn about a subject’ 

(Sutherland, Monson and Arbuthnot 1981, quoted in Nodelman 1988, p. 4). 

 



Visual representation and visual literacy:  

 ‘The meanings of visual representations are rarely if ever limited to their literal evocation of actual objects’ 
(Nodelman 1988, p.10).  

 They also offer ‘a comment about reality that is implied by the artist’s treatment of it’ (Nodelman 1988, p. 
12) as well as a comment about the culture to which the artist belongs.  

 The objects depicted and the ways they are depicted have cultural meanings. As children acquire visual 
literacy, they acquire knowledge of their culture and its values. In this way, picture books play a role in the 
socialization of the child reader not just the ability to read and write text. 

 

Picture book versus illustrated book: the relationship between words and images:  

Sipe (1995) considers picture books to be ‘transmedia’ texts because they consist of two mediums: words and 

pictures. It is important to consider the relationship between the verbal and visual text and to look at how they work 

together to produce meaning. This is because ‘the words change the pictures and the pictures change the words’ 

(Nodelman 1988, p. 220).  

 

Tools for analysis: 

 Frame and Borders 

 Layout 

 Composition 

 Colour 

 Shape and line 

 Style and medium 

Terms: Spread: opening, closing, double 

Protagonist: ‘The chief character in a play or story, who may also be opposed by an antagonist.’ (Baldick 2008) 

 

COMPOSITION: Placement of People and Objects:  

 “Placement on the top half of an illustration gives and impression of lightness and freedom.” 

 “Shapes near the centre…signal importance or domination.” 

 “Placement in the bottom half…may also mean seriousness and sadness” (Sipe 2011, p. 241). 
 

Colour: Important for creating mood and atmosphere 

 

Shape: Points and angles may convey a sense of danger whereas soft, rounded shapes are safe/reassuring.  

Line: ‘Line can vary in "weight" from thin and wispy to thick and solid’ (Sipe 2011, p. 241) 

Objects (and Icons): The choice of objects, their size and shape, and their place on the page are all important. 

The larger an object is in a picture, the stronger it feels. 

 

Why use postmodern techniques to retell the fairy tale? 

 On the one hand, the process of retelling … will always modify the meaning of the stories in some way.  
 On the other hand, traditional stories carry with them residual meanings and ideologies … hence it is difficult 

to reshape the stories without recourse to more drastic processes of revision. (McCallum 2008, p. 180) 

 These processes of artistic revision include intertextuality, parody and metafiction.  



5 characteristics of postmodern picture books: 

1. playfulness  
2. multiplicity of meanings  

3. intertextuality  

4. subversion  

5. Blurring distinctions between "high" and popular culture, between authors and readers, and demarcations 

among literary genres (Sipe & McGuire, 2008). 

 

Intertextuality: A term [used] to designate the various relationships that a given text may have with other texts. The 

term intertext has been used variously for a text drawing on other texts, for a text thus drawn upon, and for the 

relationship between both. (Baldick 2008) 

Parody: The imitative use of the words, style, attitude, tone and ideas of an author or text 

 Usually achieved by exaggerating certain traits, using more or less the same technique as the cartoon 

caricature. In fact, a kind of satirical mimicry.  

 

Parodic story-telling strategies:  

 Gender of a main protagonist swapped 
 Story from a different character’s point of view 
 Story retold as an epilogue* for the traditional version 
 Change of setting in time or place 

 

Metafiction: Fiction about fiction; or more especially a kind of fiction that openly comments on its own fictional 

status. (Baldick 2008, online). 

 Character aware he or she is fictional not real or playing a role in the story 

 Character reflects on other stories related to their own 

 Frame-breaking in picture books 

 

Postmodern texts draw attention to:  

• How stories are created or told;  

• How narrative fictions are constructed out of other texts:  

•  How stories encode and transmit cultural values, assumptions and ideologies; 

• The relationship between fiction and reality 

 They do so disrupting conventions of storytelling and interpretation. (See the  e-reading,  Sipes 2011, p. 247) 

 

Week 4 

Children’s literature – windows and mirrors: ‘A child may see his or her own life reflected in a book. Or he or she 

may have an opportunity to see into someone else’s life. Historically, children’s books have given European 

American middle- and upper-class children the mirror but not the window. They could see themselves in the stories 

they read and heard, but they were unlikely to see anyone much different from themselves’ (Mendoza & Reese 

2001, p. 157). 

 

Engagements with Asia: The Little Refugee 

Multiculturalism in Australia: An Australian political policy 

– First introduced in the early 1970s 

– Developed in the late-1980s 

– ‘Dismembered’ throughout the Howard years (1996-2007) (Stephens 2011, p. 29).  

– Resurrected since. 

– Deemed significant by educators 

 

 

Multiculturalism in Children’s Texts 



Australian children’s fiction since 1972: ‘was constructed either in terms of a narrative which saw Australian culture 

as moving from a society imagined as grounded in the values of a settler culture with British origins to one 

embracing cultural diversity’ ‘Or, alternatively as a narrative depicting Australia as already a multicultural society, 

proclaiming the existence of multicultural tendencies long before modern multicultural policy’  

 

Multiculturalism in Children’s Texts 

‘As the ethnic other became identified politically as would-be migrants from Asia attempting to enter Australia 

illegally by boat, the multicultural migration narrative in children’s literature became replaced by a new, more 

politically pointed genre, the refugee narrative’ (Stephens 2011, p. 29). 

 
Little Refugee Cover 

Big contrast between the boy and the background 

Showing where his come from and where he is now 

Clear evidence that he has left the danger behind and survived 

The background more photo realistic 

The foreground is more cartoon life 

Boys wearing yellow which is a hopeful cover 

Suggesting the boy on the cover is the happiest refugee 

Teacher’s notes and awards 

The boat leads forwards towards Australia, suggesting everything will be okay 

 

Vietnam - some context 

Vietnam War: 1956 – 1975 

Cold-war conflict 

There is no adequate single story about this, or about Vietnam generally  

North vs. South in the war 

Vietnam is bordered by three countries – China in the north, Laos to the west, Cambodia in the South-west  

 

John Stephens, ‘Schemas and scripts’ 

Schemas 

Knowledge structures or patterns 

Stored in memory 

Networks of components (words, images, feelings) 

Shape our perception of 

Objects 

Situations 

Genres 

Cultural forms 

Ideologies 

 

Schemas evoked by The Little Refugee incorporate knowledge of and attitudes to: 

Vietnam 

Australia 

Boats 

Refugees 

Multiculturalism 

National borders 

 

Scripts 

Expectation of sequence of actions and events 

Based on previous scripts 

Not all elements in a script need to be present 

Readers/viewers fill in the gaps 



Narratives may transform familiar scripts 

Conventional script: 

- Fair princess encounters danger 
- Rescued by handsome prince 
- Prince proposes 
- Prince and princess live happily ever after 

 

Australian refugee script 

- Desire to escape oppression/persecution 

- Travel by boat to Australia 

- Endure hardships and privations 

- Reach Australia/fail to reach Australia 

- Detention until claims heard 

- Accepted as refugee 

  Or      

- Returned to country of origin 

 

Less common script 

– Desire to escape to better life 

– Purchase plane tickets 

– Travel by plane to Australia 

– Apply for refugee status on-shore 

– Detention until claims heard 

– Accepted as refugee 

  Or 

– Returned to country of origin 

 

Refugees coming to Australia 

– 2012-13: 68.5% of refugees arrived by sea 

– 2012-13: 31.5% by plane 

– 88% of those who arrived by boat were recognized as refugees 

– 48.4% of those who arrived by plane were recognized as refugees (Australian Parliamentary Library) 

– Australia: 15,800: “by comparison, asylum levels in Australia continue to remain below those recorded by 

many other industrialized and non-industrialized countries” UNHCR (2012), p. 8. (Oz: 22 million) 

 

Why the boat narrative? 

Geography: outpost of England in Asia 

– Island nation 

– Small population, large land mass 

– Proximity of large-population nations 

History: hierarchies of race 

– ‘Australia for the white man’ (Bulletin masthead) 

–  Rise of Asian prosperity 

–  Anxious Nation (David Walker) 

– Decrease in reliance on Britain 

Why Vietnamese narratives? 

– Distanced from recent past (Fall of Saigon, 1975) 

– Vietnamese refugees now ‘settled’ 

– More than 100,000 Vietnamese refugees accepted over 20 years, 2,000 by boat 

– Bipartisan support, especially for refugees who fought alongside Australian troops 

 

The Little Refugee: Refugee autobiography 



–   First-person point of view 

–   Child refugee’s perspective 

–   Makes truth-claims 

–   Child refugee a constructed figure 

–   The past is ‘shaped by memory and imagination to serve the needs of present consciousness’ (Eakin 1985) 

 

Reader positioning*: 

– As we read, we are positioned by texts to adopt particular positions – that is, we might be positioned to 

prefer one character over another, to hope events turn out in a certain way, to admire certain behaviours 

and disapprove of others 

– How we are positioned to respond to characters and events is shaped by how the story is told, that is, the 

narrative strategies 

– Narrative strategies (language, images, plot, closure) play a role in positioning readers to accept a text’s 

social, political or cultural values and thus promoting its socialization agenda 

 

Week 5 

Narratology – a theory that breaks down how narratives work. 

◦ As succinctly defined by the Oxford English Dictionary it is ‘the branch of knowledge or criticism that deals 

with the structure and function of narrative and its themes, conventions, and symbols’. 

 

Why use narrative theory? 

◦ The way a text is constructed can influence how certain ideas, beliefs and values are promoted or 

discouraged. 

◦ Narrative theory explores the relationship between the text and the reader, especially in terms of how the 

text influences the reader to see things from the text’s point of view. 

 

Reader positioning: 

◦ As we read, we are positioned by texts to adopt particular positions – that is, we might be positioned to 

prefer one character over another, to hope events turn out in a certain way, to admire certain behaviours 

and disapprove of others 

◦ How we are positioned to respond to characters and events is shaped by how the story is told, that is, the 

narrative strategies 

◦ Narrative strategies (language, images, plot, closure) play a role in positioning readers to accept a text’s 

social, political or cultural values and thus promoting its socialization agenda 

 

To whom is the story told? Who listens? 

Real 

world 

The REAL 

READER is 

“The person who holds that text and reads those words” (Wall). 

 (Equivalents: real viewer, real audience) 

 The 

IMPLIED 

READER is 

“The reader for whom the real and implied authors have, consciously and 

unconsciously, shaped the story, who is always there, and whose presence 

and qualities … can be deduced from the totality of the book.” (Wall 1991, pp. 

6-7) 

Age of main protagonist 

Gender 

Cultural knowledge assumed 

Subject matter 

Fictional 

world 

The 

NARRATEE 

is 

“The imagined person whom the narrator is assumed to be addressing … not 

to be confused either with the real reader or with the  implied reader” 

(Baldick, online) 

Why distinguish the real reader from the implied reader? 



◦ Any text may be said to presuppose an 'ideal' reader who has the particular attitudes (moral, cultural, etc.) 

appropriate to that text in order for it to achieve its full effect. The implied reader is the reader the text aims 

to reach 

Narrate: 

◦ The imagined person whom the narrator is assumed to be addressing […] The narrate is a notional figure 

within the ‘space’ of the text itself, and is thus not to be confused either with the real reader or with the 

implied reader  

◦ Narrates are often hard to identify clearly, since they are not usually described or characterized explicitly.  

◦ In some works, though, they appear as minor characters, especially in a frame story. (Baldick, online) 

Who speaks?     

Real world The REAL 

AUTHOR is 

‘The real author [is] the person, holding pen or tapping at keyboard, who has 

thought of and written the words that form the texts’ (Wall 1991, p. 4). 

 The 

IMPLIED 

AUTHOR is 

 ‘Inferred by readers from the text, and imagined as a personality standing behind 

the work’  (Baldick, online). 

Fictional 

world 

The 

NARRATOR 

is 

The ‘One who tells, or is assumed to be telling, the story … the narrator is the 

imagined “voice” transmitting the story’. (Baldick, online)  

      

Why distinguish between the real and implied author? 

◦ The text exists independently of the author. 

◦ An author does not altogether control what the language of a text means. 

◦ The meanings of texts are constructed by readers. 

◦ Texts can be read in many different ways. 

◦ The intentions of the author don’t determine how the text is read. (Barthes) 

◦ The implied author is implied by the ideas and values communicated by the text. 

◦  The reader infers or constructs the author’s personality, values and beliefs from the narrative.  

◦ The implied author is not the same as the real author. 

Narrator:  

◦ The “One who tells, or is assumed to be telling, the story … the narrator is the imagined 'voice' transmitting 

the story”. (Baldick, online)  

◦ Narrators vary according to their degree of participation in the story. (‘may be the main protagonists of the 

story they tell; they may be participants, minor characters in the story; or they may be observers of the 

story’, Culler, p. 86) 

 

Types of narrator I 

First person narrator: 

◦ The narrator refers to himself or herself as ‘I’ when they tell the story. The narrator is involved either as 

witnesses or as participants in the events of the story.  

◦ Examples:  Into the Forest, Twilight 

Third person narrator: 

◦ The narrator is not part of the story that is being told, so refers to characters only in the third person (he, 

she, it, and they).  The third-person narrator is an outside observer of the events and not part of the action.  

◦ Example: Grimm Brothers 

 

Types of third person narrators II 

Omniscient* third person narrator: 

◦ ‘Stands outside the events but has special privileges such as access to characters' unspoken thoughts, and 

knowledge of events happening simultaneously in different places’ (Baldick, online) 



◦ This narrator know things about characters and events that other characters in the narrative do not or 

cannot know about each other.  

Limited third person narrator: 

◦ The limited third-person narrator has limited knowledge (much like we do in the real world!).  

◦ This narrator may only describe what characters do and say, and how they behave and interact with each 

other, not what they think and feel 

◦ This narrator may have access to one character’s thought and feelings, so only reports the narrative events 

and describes other characters through that character’s perceptions. 

 

Intrusive (overt) and un-intrusive (covert) narrators: 

Overtness: some are given noticeable characteristics and personalities (as in first-person narratives and in some 

third-person narratives) 

Covert: narrators are identified by no more than a 'voice' (as in most third-person narratives)” (Baldick, online) 

 

Reliable and unreliable narrators:  

◦ Further distinctions are made between reliable narrators, whose accounts of events we are obliged to trust, 

and unreliable narrators, whose accounts may be partial, ill-informed, or otherwise misleading: most third-

person narrators are reliable, but some first-person narrators are unreliable. (Baldick, online) 

 

Focalization: Who sees? 

◦ The term used in modern narratology for ‘point of view’; that is, for the kind of perspective from which the 

events of a story are witnessed. The nature of a given narrative's focalization is to be distinguished from its 

narrative ‘voice’, as seeing is from speaking. (Baldick 2008, online) 

◦ How can you tell? When information in the story is presented from the restricted or subjective perspective 

of one or more characters i.e. what they see, think, feel, know or believe. These and similar verbs help 

identify focalisation 

◦ The focaliser may or may not be the same as the narrator, especially when it comes to third person 

narrators.  

◦ Focalisation is not instances of direct speech. Instead, look for instances like ‘she thought the child looked 

sad’, ‘he felt like he wanted to dance’, or ‘she believed that it would all be okay’. 

Focalization: an example:  

 
 

Relationship between focalization and socialization: 

If a function of children’s literature is to socialize its reader, identification with focalizers is one of its chief methods, 

since by this means, at least for the duration of the reading time, the reader’s own self-hood is effaced and the 

reader internalizes the perceptions and attitudes of the focalizer. 

Unqualified identification with focalizers can lead to uncritical acceptance of the ideology of the text.  

 

Ideology:  

◦ ‘The system of ideas that define a culture’. This system includes the larger scale of political, cultural, and 

economic ideas like democracy, Christianity, capitalism and individualism that dominate in the Western 

World, but also the intimate identity politics within a culture, in particular those that surround gender, 

sexuality, race, and class and that effect the distribution of power among individuals in a society. All cultures 

have ideologies… All things produced in a culture are expressions of that culture’s ideology – from 

architecture, to fashion, to laws, to scientific endeavors to, to children’s literature. 



Surface ideology: The explicit statements of social, political, and moral beliefs a writer wants to recommend to 

children are the “surface ideology” of a text… At this level, fiction carries new ideas which may be non-conformist, or 

revolutionary in an effort to change imaginative consciousness. (Nodelman and Reimer 2003, p. 151)  

Passive ideology:  carries the greatest potency for unreflective (non-critical) readers. Passive ideology or 

unconscious ideology are the values that a writer takes for granted and are assumptions that are often assumed by 

the wider society. (Nodelman and Reimer 2003, p.152)  

For example: the majority of American children’s texts have the underlying message that any-one, no matter how 

humble can improve their lot and achieve their dream.  

 

Surface ideologies in ‘Jack and the beanstalk’? 

◦ Perseverance and enterprise are good 

◦ Getting your mother’s consent before you do things is important (Hartland) 

◦ Young children are innocent and need protection 

Passive ideologies in ‘Jack and the beanstalk’? 

◦ Single mothers are not good parents 
◦ Boys are and should be courageous (women are not) 
◦ Becoming rich will get you a wife 
◦ Money brings happiness  
◦ It’s ok to steal 
◦ It’s ok to kill giants 

 

Week 6 

Genre: The Absolutely True Diary of a Part-time Indian can be approached as an example of the following genres: 

Fictionalized Autobiography (‘Absolutely True Diary’) 

Young Adult Fiction/Illustrated Book 

 

Fictionalized Autobiography: Many events and contexts used in the fiction are derived from life experiences: 

multiple deaths of family members, playing sport against the Res, logistics of travel to school, and so on. 

 

Young Adult Fiction 

• Conventions: Peer relationships, negotiating identities in larger social worlds, not just family, may be a novel 

of growth and development 

 

Illustrated books 

 Pictures in picture books construct the narrative along with the text, or the pictures provide narrative 
strands which run parallel to, or counter to the narrative of the text. 

 Illustrations in illustrated books interpret or develop what is in the text. 
 

Representation and identity 

• majority of protagonists in children’s texts continue to be white, middle class, able-bodied and implicitly or 

explicitly heterosexual 

• ‘In thinking about diversity, people have recognized that gender, age, race, sexual orientation, and ethnicity 

matter; thus, groups who have previously been invisible, including people of color, gays, lesbians, and 

bisexuals, older people, and immigrants, are now in some ways more visible. At the same time that diversity 

is more commonly recognized, however, these same groups continue to be defined as “other”;  

 

Dangers of monolithic thinking about gender, race, class etc. 

• Ignores the different historical (social, cultural and economic) factors affecting groups of the same race, 

gender and class (also sexuality, ethnicity, religion, disability etc.) 

• Ignores the personal experiences of individuals belonging to the same and different racial, gender, class, etc 

groups 

• Ignores the uneven ways individuals of the same gender, race or class are placed in relation to social 

advantage and disadvantage  



• Ignores the prejudice it produces among both dominant and subordinated groups - racism, sexism, classism, 

etc. – and relations of victimization and victimhood. 

 

Intersectionality and the matrix of domination 

• A matrix of domination posits multiple, interlocking levels of domination [and subordination, advantage and 

disadvantage] that stem from the societal configuration of race, class and gender relations. 

• Race, class, and gender operate together in people’s lives [and] are intersecting categories of experience … ; 

thus they simultaneously structure the experiences of all people in society.  

• This structural pattern affects the individual consciousness, group interaction, and group access to 

institutional power and privileges. Within this structural frame work, we focus less on similarities and 

differences among race, class, and gender than on the patterns of connection that join them.  (Andersen & 

Collins 2007, p. 5) 

 

Reading and writing Indigeneity: things you should know 

• Know how to recognize stereotypes: ‘often books by non-Native writers that purport to represent Native 

lives are deeply flawed by either the assumption of the cultural superiority of western culture or a cloying 

romanticism of the stereotypical images of the noble savage and the vanishing Indian (or whoever) are 

trotted out and paraded past us again’ (Bruchac 2011, p. 342). 

• Don’t generalize: ‘Lumping [Indigenous peoples] all together may be convenient, but it is not accurate.   

 

Narrative strategy: realism 

A mode of writing that gives the impression of recording or ‘reflecting’ faithfully an actual way of life.  

Modern criticism frequently insists that realism is not a direct or simple reproduction of reality (a ‘slice of life’) but a 

system of conventions producing a lifelike illusion of some ‘real’ world outside the text, by processes of selection, 

exclusion, description, and manners of addressing the reader. 

  

Week 7 

National Curriculum: organising ideas  

Country/Place 

• Australia has two distinct Indigenous groups, Aboriginal Peoples and Torres Strait Islander Peoples. 
• Aboriginal and Torres Strait Islander communities maintain a special connection to and responsibility for 

Country/Place throughout all of Australia. 
• Aboriginal and Torres Strait Islander Peoples have unique belief systems and are spiritually connected to the 

land, sea, sky and waterways. 
Culture 

• Aboriginal and Torres Strait Islander societies have many Language Groups. 

• Aboriginal and Torres Strait Islander Peoples’ ways of life are uniquely expressed through ways of being, 

knowing, thinking and doing. 

• Aboriginal and Torres Strait Islander Peoples have lived in Australia for tens of thousands of years and 

experiences can be viewed through historical, social and political lenses. 

People 

• The broader Aboriginal and Torres Strait Islander societies encompass a diversity of nations across Australia. 

• Aboriginal and Torres Strait Islander Peoples have sophisticated family and kinship structures. 

• Australia acknowledges the significant contributions of Aboriginal and Torres Strait Islander people locally 

and globally. 

 

Australian curriculum: English, Foundation to year 10 

• Knowledge of indigenous storytelling: All students will develop an awareness and appreciation of, and 

respect for the literature of Aboriginal and Torres Strait Islander Peoples including storytelling traditions 

(oral narrative) as well as contemporary literature. 

 

‘Traditional’ and ‘contemporary’ 



• There exist important distinctions between “traditional” Indigenous narratives—that is, those which have 

been transmitted over thousands of years within particular communities and clans—and contemporary 

fiction by Indigenous authors.  

• The first category comprises stories which articulate fundamental beliefs and values … and are directed 

towards Indigenous audiences. In contrast, contemporary fiction by Indigenous authors usually seeks a 

general audience and deploys genre types and narrative strategies drawn from Western traditions. 

 

‘Ethics’ of interpreting indigenous texts 

• Students will be taught to develop respectful critical understandings of the social, historical and cultural 

contexts associated with different uses of language and textual features.  (ACARA 2014 [online]) 

• According to Stuart Hall, we ‘all write and speak from a particular place and time, from a history and a 

culture which is specific…what we say is always ‘in context, positioned’ (cited in Lunt 2005, p. 59) 

 

Digger J. Jones 

• worldview presented in the novel is a fictionalized historical view from the perspective of a young boy living 

in in the late 1960s 

• presents views of about a particular historical event through a personal lens 

• this view is mediated by time 

• ‘contemporary’ literature 

• Has a dual implied audience 

• Pop passes on ‘traditional knowledge’ to Digger 

 

Cultural historicity and contemporary ethics: ‘Writing for children is usually purposeful, its intention being to foster 

in the child reader a positive apperception of some socio-cultural values which, it is assumed, are shared by author 

and audience. These values include contemporary morality and ethics, a sense of what is valuable in the culture’s 

past (what a particular contemporary social formation regards as the culture’s centrally important traditions), and 

aspirations about the present and future.’ 

 

Historical Novel 

Historical romance 

• ‘If history has any value beyond providing a livelihood to historians, it is to enlarge the imagination... With 

the shrinkage of space to live in, individual freedom becomes much more an inward affair. Though we may 

scarcely have room to swing a cat in our cities, we may still swing a dinosaur in our minds’  

(Garfield; cited in Brown & St. Clair, 2006). 

Social realism  

• The characters in history of fiction that we remember are those that kicked against the walls of their 

societies’(Paterson, cited in Brown & St. Clair 2006, p. 4) 

• The fictional protagonists [of historical novels]… occupy the marginalized position common to the central 

characters in much [young adult) fiction, contemporary as well as historical realism. 

 

Conventions of young people’s historical fiction:  

social realism and psychological realism 

• Social realism: the social and political worlds in which the protagonist lives is also a priority of the narrative 

discourse. They show us ‘ordinary people interacting with extraordinary events’ (Brown & St Clair 2006). 

• Psychological realism: focus on the internal thoughts feelings and perceptions of the young protagonists  

 

First use of the term ‘digger’: The Eureka rebellion, which is often referred to as the 'Eureka Stockade', is a key event 

in the development of Australian democracy and Australian identity, with some people arguing that ‘Australian 

democracy was born at Eureka’ (Clive Evatt).  

• The principles of mateship were seen to be adapted by the gold diggers …  
• The term ‘digger’ was later adopted by the ANZAC soldiers in World War I.  

 



Diggers and the ‘ANZAC legend’: The story of the Gallipoli landing inspired the legend of ANZAC, which …remains 

central to many Australians’ self-image. Before the war a largely urbanised and newly federated nation had looked 

to its rural environment for its national character.  

Social histories of Aboriginal ‘diggers’ 

Pop took me for a walk and we did the usual and snuck off to the pub without Nan knowing. He’s allowed in there 

because he was a soldier. I don’t know any other blackfellas allowed in the pub. I had a raspberry and chips.  

 ‘“I’m eighteen next week”, [Tom] said … 

“I’m joining up,” he said. 

My heart went cold and I thought of Paulie and what me Nan had said. 

“Why?” I said. 

 “Cause me grandad said no-one cares what colour you are when the bullets are flying”.’(Frankland 2007, p. 48) 

 

Diary Form 

Categories of diaries 

1. Aid to memory for practical purposes Eg. Business diary 

2. ‘Book of the self’: a form of autobiography that reflects on experience Eg. Travel diaries; social histories 

3. ‘Diary of conscience’: philosophical or religious matters, meditation and self-discovery 

 

Children’s diaries: ‘Enlightenment children were told to write reflective journals and to document their reading, that 

they should reflect on their conduct and that they were miniature humans. The diary would be a mirror into their 

inner world’ (Baggerman & Dekker 2009, p. 81) 

 

The diary novel in children’s literature 

• Trades on the assumption that diaries are ‘unstructured’, and provide sincere ‘truths’ about the narrator 

• First-person, character focalized narratives (diaries, letters) have the advantage of representing a sense of 

immediate access, and intensity of the character’s perceptions. (Prose 2006, p. 92).  

• Because the diary seems ‘unpremeditated’, it positions readers to trust the narrator, to think they are 

‘reliable’.  

 

Challenging binary oppositions: cultural hybridity 

• black/white 

• city/country 

• war/civil rights 

• Indigenous traditions/  Western traditions 

 

Narrator: First person narration:  

• In a first-person narration, the narrator is a character who relates the events that he or she has experienced 

or witnessed.  

• But, the reader is limited to the perceptions of the narrator, We can only see and know what Digger knows . 

 

Narrators can be reliable or unreliable 

• ‘I asked [Dad] where [Paulie] had been and he said Vietnam …overseas in Asia. I still don’t know where it is’. 

(Frankland 2007, p.9) 

• ‘“Oh”, I said, like I knew what [Tom] was talking about, but at the same time wondering who the Gurindji 

people were’. (Frankland 2007, p. 37) 

 

 

 

Point of view and focalization 

• Point of view is generally described in relation to the narrator. The narrator is the one ‘who sees’ [and 

reports!]  



• In this case, the story is mostly narrated from Digger’s point of view – not only perceptually (what he 

perceives), but conceptually (how he interprets things).  

• Think about ‘looking at our lives a bit’. 

• Though the diary often presents Nan’s, Pop’s, even Darce’s emotions, perceptions, as related by Digger 

 

Implied reader: Children’s texts may imply a female or a male reader, a reader of a particular age, race or class or 

with particular interests. The implied reader will be familiar with the repertoire of skills, knowledges and interests 

necessary to understand the text. 

 

Week 8 

Asia and Australia’s engagements with Asia: Asia and Australia’s engagement with Asia will allow all young 

Australians to develop a better understanding of the countries and cultures of the Asia region. Students will develop 

an appreciation of the economic, political and cultural interconnections that Australia has with the region. (ACARA 

2011, online) 

Comic versus picture book:  

• Comics ordinarily depict movement in time within a single page … picture books time tends to unfold over 

many pages.  

• Comics rely on juxtapositions between "pictorial and other images in deliberate sequence" (to quote Scott 

McCloud [9]) … picture books more commonly rely on juxtapositions between text and image. 

• In comics the gutters between panels enlist the reader's imagination to create closure, in picture books it is 

the turning of the page that prompts the act of closure. (Nel 2012, p. 445) 

• Gutter and narrative ‘gaps’: Gutter: Black or white space between panels,  

• In comic book theory, the term ‘closure’ refers to the work the reader has to do to fill in narrative ‘gaps’ 

between panels. The reader is required to supply details that the artist doesn’t show. The reader uses their 

‘background knowledge and an understanding of panel relations to combine panels mentally into events’ 

(Duncan & Smith 2009, p. 316) 

Identity in children’s texts/Persepolis: ‘Persepolis is at once a story of growing up and a reminder of the human cost 

of war and political repression. It shows how we carry on, with laughter and tears, in the face of absurdity. And, 

finally, it introduces us to an irresistible little girl with whom we cannot help but fall in love’ (Random House 

[online]). 

1. Childhood and adolescence as developmental stages  

2. Identities formed in particular socio-economic and cultural contexts (intersectionality) (Part-time Indian) 

3. Identities formed in particular historical and colonial contexts (Digger J Jones).  

 

Post colonialism: The word “postcolonial” refers to a period of state following (that is, “post”) colonialism, and to 

the effects of colonization upon cultures, peoples, places, and textuality. The terms most often associated with 

“postcolonial” are “imperialism”, which denotes the formation of an empire, and “colonialism”, which refers to the 

establishment of colonies by an imperial power that maintains control over them. (Bradford 2011, p. 177) 

 

Orientalism: These strategies are often evident today in discussions of the West’s relationship with “Islam” (which is 

frequently represented as a homogenous entity regardless of cultural and national differences”).’ (Bradford 2011, 

‘Multiculturalism and post-colonialism’, p. 165-66). 

 

As cross-writing for dual audience: 

• May be some ironic narrative distance between the child ‘Marji’, and the adult implied reader 

• ‘Unreliable’ child narrator 

• Offer reading positions for implied child and adult 
 

• As memoir /autobiography of childhood: 

•  From child to adolescent 

• Moments of adult reflection on the memory of the child self 

 



Week 9 

Three Act Structure of films:  

 
Mise en scéne (‘placing on stage’):  

 Setting 

 Casting 

 Lighting 

 Costume 

 Gesture/Movement 

 Placement within shot 

 

Camera distance and ‘perceptual point of view’:  Who is looking? The point-of-view shot (or succession of shots), to 

establish perceptual point of view combines camera work and editing processes. Concerns the way perceptions are 

interpreted ideologically  

- The attitudes readers are positioned to take to what is depicted, ie align with certain characters and their 
values and not others. 

- Example: Camera distance can be used to manipulate our sympathies for the protagonist (hero) or the villain 
(antagonist). 

 

Surface (overt) and passive (covert) ideologies:  
Explicit, overt (obvious?) messages 

 Often (apparently) intended 

 Frequently contradicted by passive ideologies 

Implicit, covert messages 

 Sometimes very difficult to expose 

 Arguably more powerful/influential for this reason 

 Need to be exposed through a close and critical analysis 

 

Freedom Writers and the L.A. Riots: The narrative of Freedom Writers is framed by documentary footage (and 

associated captions) of historical events (the Los Angeles race riots of the early 1990s)... 

 ‘This montage is the foundation on which the film is constructed, an inflammatory racialized space 

characterized by chaos, destruction, and the threat against white spaces…’ (Petersen 2009, p. 34) 

 ‘The aerial shots of the riots also enact the “white gaze” – from the audience vantage point, high in the sky, 

the raging racial bodies remain forever distant, a spectacle to be observed, an animal attacking its aggressor’ 

(Petersen 2009, p. 34) 

 

Freedom writers and the holocaust: The film also draws heavily on the Holocaust, the collective memory of which is 

particularly influential in the United States 

 ‘The ultimate fallacy of the comparison is that if anyone resembles the Nazis, circulating far more nuanced 
racial propaganda than a racial caricature, and attempting to rid the streets of “undesirables,” it is the 
privileged white population’ (Petersen 2009, p. 39) 

 

Representing Education and Educators in Freedom Writers: ‘Good Teacher’ vs ‘Bad Teacher(s)’? ‘Typically, he or 

she is an outsider who is usually not well liked by other teachers, while the bad teachers are typically bored by 

students, afraid of students, or eager to dominate students. The good teacher gets involved with students on a 



personal level, learns from those students, and does not usually fare very well with administrators. Sometimes these 

good teachers have a ready sense of humour.  They also frequently personalize the curriculum to meet every day 

needs in their students’ lives’ (Dalton 2004, pp. 25-26) 

Mixed message? ‘The tale of triumph comes at a price that the film isn’t equipped to confront, however, and I don’t 

mean just the sacrifice of her marriage and her every waking moment. The investment prevents her from ever 

repeating the success. The lesson of the film becomes an unintended mixed message. We can cheer the triumph of 

these lucky few, but the film all but proclaims that her experiment is an exception. If it takes the total commitment 

of an extraordinary individual to reach students, then isolated success is all we can expect from this broken system.’ 

Week 10 

Popular pedagogy:  

• ‘[Henry] Giroux’s development of the term public pedagogy is based in his foundational view that culture can 

and does operate in pedagogical ways’ (Hickey-Moody, Savage, & Windle 2010, p. 227) 

• Popular pedagogy is the idea that ‘teaching and learning are not  

confined to formal educational sites and institutions of socialization—school, family, church and 

community—and may in fact contradict the lessons these teach ... research conducted on sex education 

finds that popular culture texts comprise the most important, indeed, preferred source of information about 

sex for young people’ (Bullen 2011, p. 12) 

• Twilight versus raunch culture  

 

Narrative theory: The way a story is told, the way it is narrated, the language that is used, the use of genre 

conventions … i.e. the strategies employed in the telling of the tale, positions the implied reader to respond to the 

text in a particular way, and thus is a means by which the text attempts to socialize the implied reader to buy into 

the kinds of values and ideologies that are embedded in the text. 

First person narration and Focalisation: 

• Narrative focalisation as invitation to identification: ‘If Edward was a vampire – I could hardly make myself 

think the words – then what should I do? Involving someone else was definitely out. I couldn’t even believe 

myself; anyone I told would have me committed’ (Meyer 2005, p. 120) 

• Intimate first person narration, focalised through Bella, invites the implied reader to share Bella’s secret and 

her passion for Edward. 

 

Implied reader and Real Reader: The texts suggests an adolescent audience (There is an adolescent protagonist and 

mainly adolescent characters; it’s set around high school life for the most part; and it explores ideas of “first love” 

and typical adolescent insecurities about sexuality, image and popularity). 

 

YA fiction: sexuality and authority:  Difference between children’s literature and young adult (i.e., adolescent) 

fiction is the explicit inclusion of questions of power and sexuality (Trites 2001, p. 472)  

 “Power” means both the ability to do something (a capacity—e.g., to articulate a desire, to make decisions 
concerning lifestyle and values) and restraints on action (a constraint—e.g., legal punishment, parental 
permission)—mainly interested in illegitimate authority: the use of constraining power to enforce 
inequalities; the withholding of equal capacities by denying access to them for some people 

 Sexuality and (illegitimate) authority are linked in (some) gender roles, especially in the presentation of 
inequalities between men and women, and the denial to women of capacities granted to men, as natural 
and desirable (e.g., desirable women are passive and submissive, beautiful objects, chosen by potent men 
who are active and domineering, powerful subjects) 

 

Reinvention of the gothic novel: 

• Gothic novel origins: 18th century 

• First gothic novel: Horace Walpole’s The Castle of Otranto (1764). The heroine’s name is Isabella 

• Motifs in Gothic fiction: fainting heroines (women in distress), high emotions, secret passages, castles, 

supernatural events, darkness, mystery, etc (Botting 2014, p. 2) 

• Gothic romance and gothic horror 



• Bella as a beautiful blank, vacant heroine and Edward as Byronic hero (good-looking, mysterious, brooding, 

dangerous lover)? 

• However, Groper argues that Edward is an anti-Byronic hero because he is ‘reformed into someone safe and 

dependable’ (2011, p. 145)  

 

Romance conventions: Romance is ‘a work of prose fiction that tells the story of the courtship and betrothal of one 

or more heroines’ (p. 19). It consists of 8 essential elements: ‘a definition of society, always corrupt, that the 

romance novel will reform; the meeting between the heroine and hero; an account of their attraction for each other; 

the barrier between them; the point of ritual death; the recognition that fells the barrier; the declaration of the 

heroine and hero that they love each other; and their betrothal’ (p. 14). 

 

Week 11 -review weeks 1,5,7,8,9,10 

Narrative theory: The real reader, the implied reader and the Narratee 

The real author, implied author and the narrator 

Types of narrators: First person; Third person limited; Third person omniscient  

Reliable vs. unreliable 

Intrusive vs. unintrusive  

Focalization: How does the text position the implied reader to accept or reject certain values? 

Ideology: The main function of ideology is to make certain social values seem natural and universal, rather than 

relative (and therefore about the operation of power) (Stephens 1992) 

SURFACE ideology: The explicit statements of social, political, and moral beliefs a writer wants to recommend to 

children are the “surface ideology” of a text… At this level, fiction carries new ideas which may be non-conformist, or 

revolutionary in an effort to change imaginative consciousness. (Nodelman & Reimer 2003, p. 151)  

PASSIVE ideology: Passive ideology or unconscious ideology are the values that a writer takes for granted and are 

assumptions that are often assumed by the wider society. (Nodelman & Reimer 2003, p.152) 

Genre: What are the conventions/features of these genres?  

YA fiction, Historical Fiction, Biographical Fiction/Fictionalised autobiography, Diary Form, Paranormal romance and 

vampire genre, Graphic novel, Memoir, School story  

YA fiction and the blockbuster text: Why study this sort of young adult fiction?  

The paranormal romance: the history of vampire stories and their influence on Twilight 

The paranormal romance: what expectations/conventions are set for this story, and are they met? (The love triangle, 

human and supernatural being, threat to civilized society solved through love narrative etc.)  

Representations of gender (and class, and education, and sexuality) 

The ethics of reading and writing Indigeneity (refer to Bradford), Indigeneity and Australian curriculum frameworks. 

The diary form: how is it used? To what effect? How does it shape our sense of narrative time?  

Who is the implied reader – EVIDENCE from the text itself? Language 

Historical contexts: which important events are mentioned in the novel? Why are these important, and how is the 

implied reader positioned in relation to them?  

Film and ideology: Tools for analyzing screen narratives, what are the key scenes in Freedom Writers? Analyses the 

elements of Mise-en-scéne, camera work, sound, etc. Who is the “good teacher” according to Hollywood?  

The Diary of a Young Girl by Anne Frank – how was this used as an intertext? Is the analogy between LA and the riots 

with Nazi Germany and the Holocaust fitting, or anomalous?  

Social conformity: does this film encourage freedom or conformity? Do the students adopt Erin’s way of seeing 

the world, and what are the consequences of that?  A universal childhood, or a particular, culture/site specific 

childhood? How does this text disrupt or challenge common assumptions about children and childhood?  

Histories and identities in Persepolis 

Text is about living in a postcolonial world, tries to challenge stereotypes about the ‘East’. 

Post colonialism, Orientalism  

Persepolis as cross-writing/memoir: Fictional memoir for multiple implied readers 


