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Annual 2 is packed with imaginative writing and art for New Zealand 
kids. It’s unmissable. (We can say this because we’re just the midwives.) 
These babies were coaxed out of New Zealand’s best writers and 
illustrators (extended metaphor, see chapter 4), and now we want them 
to reach as many readers as possible, including yours. 

This annual is all about reading for pleasure. Like its predecessor 
(Annual), we think of it as the School Journal unplugged: a treasury of 
writing forms that offers substance, hilarity, and adventurous extension. 
Middle readers have endless hours to read, and ripe brains. We hope 
this will be a book they return to over and over, always finding 
something new.

But we also believe Annual 2 offers something more: the possibility 
of turning readers into writers, and these teacher notes show how this 
might be done. They encourage students to read text closely and to 
examine in detail how writers generate ideas, shape their texts, and 
play with words.

All writers are firstly hungry readers. That’s how they become writers – 
by building vocabulary, by absorbing story architecture, by appreciating 
the complexities of character, by noticing the shape and rhythm of 
sentences and the music of dialogue. And reading all kinds of texts – 
stories, poems, screenplays, non-fiction – accustoms young writers to 
the mechanics of different forms, which in turn offers more possibilities.

The content in Annual 2 may stir a student’s hidden or less-confident 
writing self. There are short, heightened pieces of memoir; stories 
told through email and dialogue. There are comics, interviews, and 
even notices! We want imaginative writing in the classroom to be as 
pleasurable as reading. It should be an exploration and an adventure, 
bouncing students out of their usual furrows to take them somewhere 
new and surprising.

We hope you’ll think of Annual 2 as a repository of first-class writing 
templates. They are models that students can firstly enjoy, then borrow 
from wholesale for unfettered experimentation. All writers and artists 
stand on the shoulders of those who came before. Inspiration and 
imitation are first cousins – so steal away! 

Warm wishes to all teachers and students,

Susan Paris and Kate De Goldi

A NOTE FROM THE EDITORS



These teacher notes harness the creativity in Annual 2 to help you 
inspire the next generation of readers and writers. The notes are 
organised into seven chapters, each one designed to support the 
teaching of the English curriculum in years 5 to 9 – though we like  
to think the Annual contains something for everyone.

The English curriculum is built around two connected strands. 
Students learn to make meaning (listening, reading, viewing) and to 
create meaning (speaking, writing, presenting), and they are taught 
various processes and strategies to develop these skills. This enables 
them to think deeply about the way text is shaped for different purposes 
and audiences; the ideas in text; the use of language features for effect; 
and text structure. These achievement objectives lie at the heart of 
teaching and learning in the English curriculum – across all levels –  
and as such, they informed the shape and content of our teacher notes.  

Our chapters are structured using the same blueprint: a reading and 
discussion section, writing exercises, and suggestions for differentiation 
activities. These headings are repeated for every focus text. Each chapter 
also contains a useful introduction that outlines where it’s headed. 
We recommend browsing all seven introductions at the same time. 
This is a quick way to gauge content, but it also allows you to make 
decisions about the order in which you might want to teach the chapters.

In the classroom, an excellent way to introduce Annual 2 is by reading 
pieces from it aloud. Reading a text aloud is one of the most powerful 
ways you can engage students. In fact, most of us respond positively to 
being read to simply for pleasure. The experience is stimulating as well 
as soothing and, even better, listening to a competent reader releases 
listeners from difficulties they may face when reading independently. 

INTRODUCTION



Likewise, shared reading also provides increased support, allowing 
students the freedom to respond to ideas, issues, feelings, and 
experiences. Reading aloud and shared reading create inclusive, 
communal experiences, and as all teachers know, reading mileage 
and student achievement go hand in hand.

Some of the pieces in Annual 2 demand more of readers. They are 
asked to identify (and cope with!) satirical or black humour, to unravel 
complex plot, to process sophisticated or abstract ideas. Read a text 
yourself before deciding how to use it. You’ll also need to consider  
the amount of support your students will require.

Writing  
Young writers beginning to express their ideas are faced with many 
decisions: what words to use, how to put them together, how to 
structure text, what point of view to take, appropriate tone. It can be 
daunting. Annual 2 introduces a wide range of texts we think will inspire 
students to write. They act as models or even templates, providing 
words, phrases, and structures students can adapt and make their own.

Writers can feel defeated when their early efforts are met with 
comments and corrections that relate to surface features while ignoring 
the deeper purpose. We urge you to allow time for students to get their 
ideas down and teased out thoroughly, leaving correctness for later. 
When a writer gets ready to share their work, a focus on accessibility 
can be the prompt that motivates to check for sense, accuracy, 
and legibility.

You’ll notice we often suggest that students read their work back to 
themselves or to others. This is a good way for writers to check for 
sense and clarity. Most importantly, it allows them to be certain that 
their writing conveys the intended meaning. Reading work aloud is a 
powerful aide in the writing process.



Differentiation 
We recognise that all students have different needs, ranging from those 
requiring additional support to those wanting an extension to tasks 
on offer. Many of these chapters contain a selection of differentiation 
activities. Using focus texts from Annual 2, the notes suggest ways you 
could support and/or stretch students, depending on their needs.  
This means that in many cases, the whole class can work with the 
same text.

The main approaches for differentiation activities include:

• students working in pairs or groups to share their ideas    
 and skills and provide mutual support;

• using a shared-writing approach;

• encouraging the use of oral language, including students   
 reading their work aloud;

• going beyond a text, idea, or concept, for example, by    
 innovating on a text, responding to illustrations, or taking   
 a different point of view;

• using a template, framework, or map to support planning,   
 understanding, or the extension of ideas;

• providing prompts, challenges, or concrete objects to    
 generate and extend ideas. 

While the needs of students with limited English language knowledge 
are not addressed specifically in these notes, we recommend using 
supports such as those found on English online.
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Reading and discussion 
Skim the double-page spreads together, wondering aloud about the kind of text this is. It looks like a kind of comic, 
yet the text on the first page reads like the start of an official report.

Read the title and public service notice aloud. Discuss the concept of “chronological order”.
 • What kinds of text use chronological order? Why?

Provide some guiding questions as students work in pairs or small groups to examine the spreads closely.
 • What has happened to chronological order in this piece?
 • What is real time in each spread? How do you know?
 • What details are out of place?

Make sure you have used the term “anachronism” in your conversation with students.
 • Why do you think the illustrator created this piece? Is it just to entertain?
 • What information do you need to fully enjoy this piece?
 • How else could he have told this story?

1. Boundary Riding  
Playing with form

Texts used in this chapter: 

“Aotearoa Out of Time”          8 
“Community Noticeboard”                        86 
“Blended Families”       78

Once upon a time, we talked about “fiction” and “non-fiction” 
as if they were the only options available for readers and 
writers. Then we used the term “genre” as a way to identify 
the different purposes a text could have: to explain, instruct, 
report, persuade, entertain, recount …

Today’s writers can’t be fenced in so easily. They like to play 
with form. In Annual 2, text often crosses the lines. A number 
of pieces look and sound like one thing but behave quite 
differently. Is “Hospital Hangout” a serious expose about 
people living in a hospital or a spoof designed to make us 
laugh? Does Quentin Arundale really exist? 

Some students will be familiar with “boundary riding” from 
their own reading: novels in verse (Love That Dog by Sharon 
Creech), wordless picture books (The Arrival by Shaun Tan), 

“Aotearoa Out of Time” 

Readers as writers
 • Think about the experience of being out of time. Write Captain Cook’s log entry after his day at the A&P show  
   or Kate Sheppard’s diary entry after working on the sausage sizzle. Alternatively, record the story Māui tells  
   his brothers about his exploits up the Sky Tower.

 • Imagine Māui, Captain Cook, or Kate Sheppard in conversation with a person from one of the spreads. Write a  
   page in dialogue only. Research your chosen person so you have a better understanding of their life and times.

 • Draw a series of cartoons, with captions, to show a person/people from the nineteenth century struggling  
   with an aspect of modern-day life (cash machine, vacuum cleaner, Play Station). 

and illustrated narrative non-fiction (Shackleton’s Journey 
by William Grill). These days, all kinds of written and visual 
texts resist being pinned down. They defy categorisation. 

Annual 2 provides many opportunities to discuss form 
and purpose. Use these texts to explore the different ways 
writers have mixed things up to stretch possibility and  
keep readers engaged. Then support students to try  
some boundary riding of their own.

PAGE 8

Boundary Riding 
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Differentiation

SUPPORTING
Use the illustrations to encourage oral language and 
extend vocabulary. Students can write labels on a copy 
of the spreads, gradually increasing the number of nouns 
they can identify.  

STRETCHING
Discuss with students the features of a prose poem: 
it uses paragraphs with no line breaks but still contains 
metre, language play, and imagery. (Google The Cheese 
and Onion Sandwich and other New Zealand Icons by 
Vivienne Plumb.) Now write a prose poem that works with 
the idea of an anomaly in the space–time continuum, 
for example, Māui looking for his lost cell phone.

As a class, list the things that are out of place in each of the spreads. Then put them into chronological order.

“Community Noticeboard” PAGE 86

Reading and discussion 
Initiate a discussion about the different ways people share news and information. 
 • What about community noticeboards? Compared to social media, what are their benefits?
 • Have you ever read community notices? Do you remember any? What made them memorable?

Share the opening spread of “Community Noticeboard” and explain that this is a story. Give students time to discover 
and enjoy the different characters that emerge in the notices. Encourage them to think about age, personality, and 
preoccupations. Be sure to use the term “characterisation” in your discussion.
 • Which notices stand out for you? Why?

Together, skim the rest of the text and discuss the ways emails and text messages might tell a story. Explain that it’s 
possible for a story told this way to still have a narrative structure (a beginning, middle, and end) and narrative features, 
such as characterisation.

Allow students time to read the text carefully. Encourage double-checking to confirm or clarify the intersecting storylines. 
Provide support if anyone is confused. As they read, students should think about the way the writer has built a story from 
the community notices. They could then work in pairs, choosing one of the story’s conversations to unpack.
 • What makes the unfolding story engaging and fun to read?

Now focus on the writer’s development of character.
 • How has the writer suggested different personalities in these emails and text messages?
 • Why has he used a variety of characters?
 • What does this do to the story? 

Readers as writers
 • Choose one of the story’s notices and write a few paragraphs to describe the character it reveals. Is the writer old,  
   young, male, or female? Confident or shy? Formal or informal? Don’t forget to consider the way he/she presented  
   their notice. What does this tell you about their character?

 • Write an email exchange imagining that a potential flatmate has contacted Hemi to ask about the haunted house.  
   Be sure to ask and answer questions from each side. 

 • Create some notices of your own, trying out different ways to convey character. Present your notice in the way you  
   think your character would (consider glitter, artwork, handwriting).

Boundary Riding 
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Differentiation

SUPPORTING
This story contains several sets of communication, either 
as emails or text conversations. Read one of these 
conversations aloud, with help from a student, clarifying 
the notice it’s connected to. Students can draw a 
communication map that begins with the writers of the 
notices, then track the pathways as people respond.

STRETCHING
How would you describe this text? What narrative  
features can you identify? Discuss other inventive ways 
to tell a story, for example, through Google slides.  
Now support students to do this.

Provide opportunities for students to work together to write some community notices. Display them on a board. Then plan 
how a “story” could develop.  

“Blended Families” PAGE 78

Reading and discussion 
Invite students to share their experiences of games like Ludo, Snakes and Ladders, and Monopoly. Discuss the features 
of these games: they use dice and counters, they contain numbered squares or a grid, most use a penalty and/or reward 
system (miss a turn, roll again, skipping spaces). 
 • How do these board games compare with computer games and video games? What features do they share?

Invite students to play the board game “Blended Families”. When they’re familiar with the game, focus attention on the text.
 • Who is the “speaker” in the game? 
 • What happens in his life as you move around the board?
 • Based on what you learn as you play, what kind of text is “Blended Families”? Is it just a game?

Prompt students to reread the text as a story, noticing the characters, the plot development, and the narrator’s changing 
feelings. Then encourage them to write out the text, using a new line for each square so the storyline clearly emerges. 
 • What narrative features can you identify?
 • What do you learn about the narrator? Is there character development?

Reinforce the idea that the approach to writing forms can be flexible: boundary riding allows writers to shape their texts  
in multiple ways, and this freedom makes it easier to achieve intentions.

For additional support, show students the board game “Naked Grandmother” from the first annual. The game can be 
downloaded from www.annualannual.com

Readers as writers
 • Use “Blended Families” as a model to write your own board game. Be sure to plan the appropriate features first  
   (character development, plot, etc.) Don’t forget to give your game a title.

 • Either rewrite “Blended Families” or your own board game from above in a different form, for example, as a series  
   of emails between the main characters or as an 8-page zine. What changed? What aspects of the storytelling   
   became easier or more difficult? Which form do you prefer and why?

 • Write something new that combines the features of two different forms, for example, captioned pictures along  
   a timeline or an email in which the writer shares an anecdote but is obviously biased and is trying to influence  
   the reader’s opinion.

Boundary Riding 
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Differentiation

SUPPORTING
Use shared writing and a framework to plan a family story. 
The story can be made up or taken from students’ own lives 
or a mix of the two. A useful framework could be: 
1. Introduction (When we went to the zoo …)
2. Problem (Dad fainted when he saw …)
3. Resolution (In the end, we had to …)

You could also provide sentence starters for each section 
(as above). Help students develop their story by writing 
sentences and then paragraphs, adding details along 
the way.
 

STRETCHING
Write a poem that shares a set of instructions, 
for example, preparing the house for a visit from 
grandparents. Invite students to read their work aloud 
first to themselves, then to a partner, then to the class. 
Encourage students to respond to feedback.

Students can work together to develop, rehearse, then record stories. Next, they should research images that enhance 
their stories and can be used to make an illustrated presentation. Encourage students to support each other by sharing 
their technical skills as well as providing constructive feedback. 

Extending the conversation 
Use other titles in Annual 2 to extend your exploration of boundary riding. Try these for starters:

 • “Docking Season” (page 137) introduces aspects of New Zealand culture into a science-fiction premise for   
    comic effect. (Generally, science-fiction isn’t funny.)

 • “Hospital Hangout” (page 26) is a comedy in the form of an interview, which exploits bad journalism (cliché,   
    badly judged questions and quotes, unusual and unnecessary details and emphasises).

 • “Screensavers” (page 27) combines careful sets of instructions – that actually work – with satirical humour. 
    This draws attention to the absurdity of the craft being made and its vengeful intention.

 • “How to Be a Rock Star” (page 130) gives serious and well-judged advice for something that will be impossible  
    for 99 percent of readers. This provides a satirical edge that is unusual in the “how to” form. 

Boundary Riding 
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2. Sparks 
Ideas and ways to communicate them

Texts used in this chapter: 

Historical photographs        22, 23, 45, 85, 117, and 152
“Island”         93
“Twelve Hats”        60
“Clipped”                       128
“Common Household Biscuits & Slices of New Zealand”    110 
   

Reading and writing are flip sides of the same coin: all 
writing is done to be read, even if the only reader is the 
writer (think diaries or shopping lists). Reading itself – 
whether for pleasure, information, challenge, or inspiration 
– is a crucial foundation and ongoing companion to 
good writing.

Readers inevitably become thinkers. Their world constantly 
expands as they take in other people’s ideas and use 
them to form their own. They become inspired and gain 
confidence, feeling they too have something to say, that 
they too can be creative. Scratch any good writer and you’ll 
find a reader. 

You’ll already be using a range of tools to spark students’ 
creativity: brainstorming, mind- or topic-mapping, lists, 
sentence starters, flow charts, and more. This chapter 

Historical photographs

shows how selected titles in Annual 2 can be used  
to generate and support further ideas for writing.  
Some pieces can be used as a model; others suggest 
topics, concepts, or ways of writing that can be imitated 
or adapted. Using these texts as a blueprint reduces 
the number of things students have to originate in their 
creative writing. It takes the pressure off, allowing 
writers to relax into their work. 

PAGES 22, 23, 45, 85, 117, and 152

Viewing and discussion 
Annual 2 contains six photographs from the Alexander Turnbull Library collection. In the spirit of surprise, none are listed 
on the contents page. Two of the photos were taken by Ans Westra in the 1970s; the rest are from the late nineteenth 
century. More information about these images, including Turnbull library reference numbers, can be found on the 
annual’s imprint page. 

Discuss the concept of a formal portrait (they were posed, expensive, and usually taken by a professional photographer 
in a studio). Explain that studio portraits were popular in the early days of photography. With students, look at the 
photograph of the man with the ventriloquist dummy on page 85.
 • Where and roughly when was this photo taken? 
 • What’s going on in it? 
 • Why might it have been taken?

You could look at the three other nineteenth-century photographs using these same questions. Alternatively, students 
could work in pairs and have their own conversations.

Introduce the idea of documentary photography. Explain that this form chronicles events and environments that are 
historically significant as well as everyday life. Documentary photographs aren’t posed; they capture a candid moment 
in time.

With the class, look at the two Ans Westra photos on pages 22 and 23. Encourage students to spend time noting the 
detail and speculating about the moment.
 • What is the first thing you notice about these photos?
 • What different expressions can you see?
 • What might the man with the towel on his head be thinking?
 • Why might the girl be sucking her thumb?
 • How has the atmosphere changed in the second photograph? Why?

Finish with a discussion about the most common way people now take photos (on their phones) and the rise of the selfie.

Sparks  
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Readers as writers
 • Imagine you are one of the children in the Ans Westra photos. What do you see, hear, smell, feel (as in touch)?  
   Write an 8-line poem that refers to each of these senses. Use plenty of nouns and verbs. These are robust  
   words that describe the material world and will keep your poem “grounded”.

 • You have just seen a dog driving a car. A policewoman interviews you, and she requires very detailed answers.  
   Write a script of the interview. The first question could be: What were you doing when the car came past?

 • Take your own documentary-style photograph (be sensitive when photographing strangers). Share photos   
   together on the smart board and discuss the details in each one. As a class, vote on your favourite image, 
   then write the Judge’s Report. 

Differentiation

SUPPORTING
Ask students to select a photograph and imagine they were 
there when it was taken. Provide a Who, What, Where, When, 
and Why framework to help answer questions about the 
photograph. Support students to turn their notes into 
sentences and one or more paragraphs. 

STRETCHING
Choose one of the photographs and imagine what 
happened next. Make notes. Then use this material  
to write the opening scene from a story or play.

“Island” PAGE 93

Reading and discussion 
Before you share this poem, practise reading it aloud to get the cadence right. It’s a tricky read!  
 • Have you ever slept in a tent? What have you noticed?
 • What are your sensory memories? Does one dominate? Why?

Provide copies of the poem and have students follow along as you read it aloud. 
 • What overall idea is the writer expressing? (that a tent is an entire world)
 • How is “island” a good metaphor for being in a tent? Can you think of others?

Point out that Lynley Edmeades’s poem is very visual. Ask students to note all the things she sees. This could be done in 
pairs or as a class.

Encourage students to note the poet’s use of precise adjectives to convey specific information (“red”, “yellow”, “green”, 
“blue”, “forgotten”). Then ask them to find all the unusual ways she puts words together (“to and from”, “foot-stick”,  
“torch dust mosquito”, “the lurk of grass”). 
 • What’s unusual about these word combinations?
 • Why has the writer done this?

Reread the poem, concentrating on the sounds and rhythm. Encourage students to notice all the “s” and “o” sounds.
 • What do these sounds do? (slow the poem down)
 • Why does the poet want this?

End by rereading the final two stanzas and discuss the careful use of line breaks and the driving rhythm.
 • What happens in the last two stanzas?
 • Why do you think the poet wrote it this way? 
 

Sparks  
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Readers as writers
 • Use “Island” as a model to write a poem based on observation. First, spend five minutes noticing an environment  
   (the market, school assembly, a cloudy sky). List four things you notice and write a short stanza to describe each  
   one. Read the first draft aloud, then add, subtract, and change words and their positions to craft the poem and its  
   rhythm. Even better, have a friend read your poem aloud. How does it sound being read by a different voice?  
   Like you  want it to?

 • Write a poem in which the main sense is hearing. Subjects could be the sounds heard in a camping ground,  
   at church, at the pool. Write about what you hear, with some use of assonance and onomatopoeia. Try some 
   unusual word combinations like Lynley Edmeades.

 • Consider the ways a place changes at different times of the day or on different days, depending on the weather  
   or time of year. Brainstorm the details of a rainy lunch hour, then lunchtime on a sunny day. Be specific.   
   Then use these ideas to write a poem in two contrasting stanzas.
 

“Twelve Hats” and “Clipped” PAGES 60 and 128

Reading and discussion 
“Twelve Hats” and “Clipped” are examples of flash non-fiction. This is a way of writing that limits word length to encourage 
impact and intensity but still contains the features of fiction (narrative shape, descriptive language, and the exploration 
of an idea). Because the form is short, every word counts.

Provide an opportunity for students to read these texts in an earlier session before you focus on their narrative features. 
Explain that flash non-fiction is usually personal. Writers explore thoughts and feelings alongside factual details. 
 • What do these two pieces have in common? (They’re both very personal; they’re both about feelings.)
 • How do the writers ensure the reader identifies with their experience? (They use the first-person point of view,  
   humour, lists; they evoke a sense of family.)

Explain to students that flash non-fiction has a tight word limit, which means the writing is very focused. 
 • Why did Sam Duckor-Jones only write about his hats?
 • How would “Clipped” have changed if Eve Armstrong had included a long description of her nana?

Discuss the final two paragraphs of each piece. 
 • How do these work as endings? 
 • What do you feel after reading these endings? 
 • What do you now know about the writers? 

There is another example of flash non-fiction discussed in “Bones” (chapter five).

Differentiation

Record the words students use under each heading. Read 
these aloud together. Support students to write their own 
paragraph about the object, using and expanding (if possible) 
the details they describe.

When students have developed lists of words related 
to the senses, invite them to extend some or all of the 
details using descriptive language, including similes and 
metaphors. Each student can then craft their writing into 
a poem. Suggest they avoid adjectives.

Supply two or three concrete objects (an empty lunch box, a puffer jacket, a rugby ball) and examine one in detail. List the 
words “looks like”, “smells like”, “feels like”, and “sounds like”. Now ask students to describe the object using these headings.  

Sparks  
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Readers as writers
 • Write flash non-fiction that concentrates on a feeling or experience. Choose a starter: “The first time I …”, 
   “My brother gave me …”, “Whenever I …”, “We were at …” Jot down immediate thoughts, then slowly extend  
   to 400 words. Think about ways you can encourage the reader to share in the experience. Reread the flash  
   non-fiction texts in Annual 2 to remind yourself of the ways Sam Duckor-Jones and Eve Armstrong achieved this. 
   (There is one other example of flash non-fiction on page 80 of Annual 2.)

 • Write flash non-fiction about a significant personal item. Makes notes about where/who it came from, how it looks  
   and feels, where you keep it. Draw on what you know about descriptive language to bring your writing to life. 
   Be careful to use specific adjectives.

“Common Household Biscuits & Slices of New Zealand” PAGE 110

Reading and discussion 
Explain to students that creative ideas can come from anywhere, any time. Good writers and artists are constantly looking 
at the world, alert for possibilities

This piece is a spoof on a poster that’s often seen in fish shops. Find this poster on the internet (Google “fish species poster 
New Zealand”) and share it with students. 
 • What do you think attracted Giselle Clarkson to this poster? (the colour, the shapes of the different fish, the vast  
   amount of visual information, the Latin)
 • She responded with biscuits and slices, but what else could she have drawn? 

Discuss the pleasures of eating biscuits and slices. Encourage students to speak accurately, using vocabulary other than 
“delicious” and “yummy”. 
 • What is your favourite biscuit or slice on this poster? Why? 
 • What is your least favourite? Why?

Draw students’ attention to the words in italics under the biscuits and slices. Point out that the illustrator is having a bit  
of fun, pretending to use Latin. Students may not know that Latin is used to provide the scientific names for plants and 
animals (called taxonomy). Explain this, then find and discuss the Latin names for plants and animals that students 
suggest. Read these names aloud, emphasising their common sounds. Enjoy the language as a kind of music.

Revisit the biscuits and slices “Latin”. Give students time to say the words aloud, then try to spot links to the English 
language and to Latin. Discuss some of the jokes being made.

For fun, share with students the clip of Tom Lehrer singing “Elements”, his spoof on a Gilbert and Sullivan song: 
https://www.youtube.com/watch?v=U2cfju6GTNs

 

Differentiation

SUPPORTING
Help students find ideas to write about, using what you know 
about them. “My best/worst day at soccer”, “How to win 
a game of …”. Suggest they list the specific vocabulary of 
their chosen topic (football = “cross”, “touch”, “header”, 
“nutmeg”, “feint”, “corner”) to build a vocabulary deposit 
they can draw on while writing. 

STRETCHING
Students revisit a piece of their own flash non-fiction 
to find places to add figurative language. Think about 
simile, metaphor, personification, hyperbole, alliteration, 
and the use of analogy. 

Encourage all students to read their work aloud to develop an “ear” for good writing. This works well done in pairs.   

Sparks  
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Readers as writers
 • Imagine you have befriended a Martian who’s researching life on Earth. It’s your job to explain a biscuit. 
   What analogies could translate the concept of biscuits? How could you use simile, metaphor, or personification?  
   Then write either a series of 2-line statements (a poem) or a short paragraph. Share the following for inspiration:  
   http://www.poetrybyheart.org.uk/poems/a-martian-sends-a-postcard-home

 • Make your own taxonomy poster. Categories could include different-shaped pasta, pizza, shoes, musical  
   instruments, jellyfish. Write scientific names in fake Latin or go for a bi-lingual approach and simply label  
   your items in both English and te reo Māori.

Extending the conversation 
Spark students’ creativity by encouraging them to read other texts from Annual 2. Or you could read them aloud. 
The following are especially useful when explaining that writers can communicate in unexpected ways. 

 • “fnplfnp” (page 24) is a crazed conversation in which one of the participants is practically hostage and can only 
    make strangled, nonsense replies. Point out that the nonsense words are almost plausible. Encourage students  
    to imagine their own crazed conversation with entertaining nonsense language.

 • “Cheat Sheet for My Enemies” (page 145) is an acrostic poem (at each end!) – a challenging exercise that   
     pushes writers to be adaptable and search for alternatives. 

 • “Bad Luck Zebra: An Update” (page 44) might inspire your class cartoonists. Discuss with students which other  
    animal groups might be subject to species envy and how that might play out. Are lions really king of the jungle 
    or are they secretly in awe of the panther’s sleekness and speed. Does the chimpanzee long for a proboscis like  
    the greater spot-nosed monkey? Are tūī the airheads of Aotearoa’s avian family?

Sparks  
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Reading and discussion 
This text combines information and advice alongside humour. The writer’s purpose is made explicit in the title, and given this 
piece is published in an annual for young people, the audience is also clear.
 • The title clearly states the writer’s purpose. Why else might she have written this?
 • Who does the writer expect to read the article? Why do you think that?

Students could now work with a partner to find all the places in the text where it’s clear they are the target audience. 
Discuss the clues that helped them decide this.
 • Could anyone enjoy this article – even a reader with no interest in rock music? Why do you say this? 
 • Could this text be published anywhere else, like in a rock magazine? What changes would be necessary? Why?

Together, find some examples of humour in the text.
 • Why do you think the author used humour in this piece?
 • Do you think it would have worked without humour? How would a serious tone change the reading experience?

3. Why and Who  
Writing for an audience 

Writers write for all kinds of reasons, and the texts in 
Annual 2 demonstrate the full range of possibility: poems 
with evocative details that encourage the reader to pause 
and feel; text that offers advice; step-by-step instructions; 
playful spoofs that walk a tightrope between fact and fiction. 

Some students inevitably feel they only write because 
they’re told to – that their only audience is you. But this 
chapter uses text as a springboard for writing with a real 
purpose, to be read by a real audience. This doesn’t 
mean choosing a genre. “Why and who” is about effective 

“How to Be a Rock Star”

communication, and this means being aware of form, tone, 
syntax, and language choice. The good news is it’s not all 
serious. You can have a lot of laughs along the way.

 

PAGE 130

Readers as writers
 • Write your own “how to” using a different topic (“How to be a magician”/“How to be a football star”/“How to be  
   a blogger”). Think about who your text is for and how you will engage this audience. Which features will you copy  
   from Rock Star? Which features won’t you need? 

 • Rewrite “How to Be a Rock Star for a younger audience. Work with a partner to make sure your writing is pitched  
   at the right level. Be sure to think carefully about language choice and sentence structure.

Differentiation

SUPPORTING
Sit alongside each student to discuss purpose and audience 
as they plan and start to write their own “how to”. 
Alternatively, invite students to work in pairs to support 
each other at the planning stage. Partners should confirm 
or correct the match with the stated purpose and audience. 

STRETCHING
Challenge students to write two versions of the same 
text, choosing a different audience each time. 
For example, writing for same-age friends, then writing 
for very young children. Ask them to explain what 
makes each version different.

Texts used in this chapter:

“How to Be a Rock Star”    130
“Two Boys”     124
“Joy”       120
“Never Say Goodbye: The Art of Taxidermy”   102

Why and Who  
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Reading and discussion 
This piece shares the drawing “Immigrant Mind” by Andy Leleisi‘uao along with a response by Rez Gardi. Encourage students 
to form their own ideas about the image before they go any further. 

As they read the text, students should think about why Rez Gardi responded to the artwork the way she did.
 • What did the writer want us to think about and understand as we read the text and looked at the artwork?
 • Who is her audience? 
 • How did the writer connect with the audience and engage them?
 • How was sharing her own experiences effective? 

Discuss the differences between the life experiences of immigrants and non-immigrants. 
 • What kinds of experiences do immigrants commonly have? (change, trauma, loss, grief, isolation,  
   powerlessness, rejection)
 • What does a person need to understand these experiences? (prior knowledge, an imagination, empathy)
 • How has Rez Gardi helped us to better understand Andy Leleisi‘uao’s artwork and experiences?

Imagine this art response was written by a non-immigrant.
 • How would it be different?

We recommend sharing “Crochet Country” and “A Pony Tale” from Annual 2 with students before you embark on the 
following exercises.

“Two Boys” PAGE 124

Readers as writers
 • Write about either “Rangimatua” (page 34 of Annual 2), “An Autumn Morning” (page 50), or the painting by   
   Gareth Price (pages 126–127) – but don’t read the text on these pages. Keep in mind purpose (your personal  
   response and/or information you want to convey) and intended audience.

 • Write text about one of the historical photos in Annual 2. Imagine you are trying to explain the backstory to the  
   image, for example, what was happening before the photo was taken, who took it, and why.

 • Find an image that resonates, then write text that captures what you like so much about it. Find ways to help 
   the reader feel what you feel. Think about ways to make connections with you own life and experiences  
   and to share this.

Differentiation

SUPPORTING
Students can work in self-selected pairs or groups to 
brainstorm the backstory to one of the historical photos. 

STRETCHING
Imagine you are an art curator and your gallery it about 
to display the four historical photos in Annual 2 (pages 
45, 85, 117, and 152). Write some text that is designed 
to spark visitors’ interest in the photos (no more than 
a hundred words per image). Try a mix of information, 
speculation, and questions. 

Why and Who  
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Reading and discussion 
This beautiful, complex essay will require several readings and some discussion for students to fully understand and 
appreciate it. Provide a brief definition of an essay: a piece of writing that usually presents a writer’s point of view about 
a topic. Then read the essay aloud to the class.
 • Why do you think Lloyd Jones wrote this essay?
 • What message is he sharing?

Explain to students that the tone of voice a writer uses – called register – can tell you a lot about their purpose and 
audience. Register includes language used, sentence structure, and the formality or casualness of the writing.
 • Why do you think the author speaks to the reader?
 • How does this change the tone? 
 • What does the tone tell you about the author’s awareness of his audience?

“Joy” PAGE 120

Readers as writers
 • What does “joy” mean to you? Make brief notes about something you love to do or a place you like to go. 
   Write a few paragraphs to share this pleasure. Use the same intimate, personal register as Lloyd Jones to ensure  
   readers really engage with your perspective.

 • Use what you’ve learnt from reading “Joy” to write an essay with a completely different purpose: to express   
   your point of view on a topical issue, such as the pollution of our rivers. Choose your audience (dairy farmers,   
   campers, fisherpeople, conservation activists) and consider tone, sentence structure, and vocabulary.

 • Write a few paragraphs about a topic you know a lot about. Use words and phrases (“we”, “that reminds me”,   
   “you”, and “I”) that convey a casual tone, as if you are having a conversation with the reader. 

Differentiation

SUPPORTING
Offer students simple ideas for a pleasurable topic to 
talk about: eating an ice cream on a hot day, running fast 
downhill, or playing with a pet. Encourage students to talk 
about the topic and write notes. Then make a recording.  

STRETCHING
Rewrite the result of the middle writing exercise above 
as a speech. What changes need to be made for an oral 
delivery? Who is your intended audience? What changes 
need to be made for them? 

Reading and discussion 
Students will need to read and form their own response to this text before you focus on purpose and audience. If they haven’t 
considered whether this interview is true, you’ll need to discuss this. Spoiler alert: this is a spoof. It’s a kind of tall tale where 
the content sounds perfectly plausible but is made up!
 • When you first read this interview, how did you respond?
 • Did you have an inkling it might not be true? What aroused your suspicions?
 • How does the writer pull this piece off?  

“Never Say Goodbye: The Art of Taxidermy” PAGE 102

Why and Who  
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Readers as writers
 • Write your own fake interview. Encourage students to use writing techniques that will help them pull this off 
   (using a serious tone, combining details that could be true with ridiculous details, using photographs and   
   captions to illustrate the story).

 • Write an email of complaint to Melinda Arkle, expressing outrage that this interview is fake. Be sure to outline 
   your objections.

Differentiation

Interview a person with an interesting job or hobby and 
write a text that doesn’t twist the truth.   

Have students research a topic, then write bullet points 
that mix fact with fiction. Students could then “fact check” 
each other’s work.

As a class, list five examples of “fake facts” in the story, then five examples of what might be true facts. How do we know 
whether a statement is true? What can we do if we’re not sure? Discuss ways students can double-check information, 
then research some of the facts to verify them.   

Extending the conversation 
Use any other title in Annual 2 to explore the writer’s intended purpose and audience. Compare the ways different writers 
with different purposes have shaped their texts for their audiences. The following titles are especially relevant and are a 
good model for student writing:
 • “Screensavers”        27
 • “Cosmic Pancakes”       82
 • “Emergency Haiku”                   118
 • “Hedgehogs”       48

Find the places or details that made students doubt this text. For example, would someone really send a dead squirrel to 
New Zealand to have it stuffed? Is that list of tools for real? 
 • Why do you think the author wrote this?
 • How did you feel when you realised this was a spoof?
 • Is it fair to trick readers? Why?

Why and Who  
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Reading and discussion 
Ensure students have plenty of opportunities to enjoy these three stories, including hearing them being read aloud  
by you. Explain that each writer has chosen words carefully to establish setting, mood, and character. Each text has  
its own particular vocabulary.

“Phantom Riders” contains a lot of specialised skateboarding terms. Together, list these words and find out what 
they mean. Encourage the experts in your class to share their knowledge. 
 • Why has the writer used these specialised words?

“Mud Prayer” uses many archaic terms. Students can list these, then guess their meanings.
 • How does the writer make it possible for you to work out the meanings?
 • What does this language do to the story?

Point out to students that many of these words are also slang (“bogging”, “arse-over-tea-kettle”, “gobdaw”). 
Discuss what slang is.
 • When does Annie use slang? 
 • What does this tell us about her mood? 

Start a class list and encourage students to research more slang to add to it. 

In “The New Late Works of Mozart”, the writer has the main protagonists use invented scientific-sounding terms to 
explain their unlikely actions (“multi-dose triclorohydrazine dream stick”, “visual filter mist”, ‘i-mods”, “nanites”). 
Find these words with students. 
 • How do these words make the story and the characters convincing?
 • What other function do these words have? (They create humour.)

Together, study the verbs David Larsen uses (“achieve”, “abducting”, “lounged”, “sweating”, “fretting”, “bustling”,  
“summoning”, “seize”, etc.). Point out that these verbs are all heightened and a little bit self-important. 
 • What does this tell us about the narrator? (He’s using a lot of dramatic licence to tell a really good story.)
 • How does this choice of language change the story?
 • In what ways is the story better because of language like this?
                            

4. Vital Organs  
Language 

Texts used in this chapter: 

“Phantom Riders”           4 
“Mud Prayer”        96
“The New Late Works of Mozart”        50 
“Joy”      120
“Wealth”         36

Language is a writer’s most important tool. It is functional, 
telling us what, where, why, and who – but it’s much more 
than that. In the right hands, language creates and suggests 
layers of meaning. It allows the reader room to make their 
own associations and interpret text in different ways. 

Vital Organs is divided into three sections: vocabulary, 
figurative language, and extending a metaphor. 

A broad vocabulary is the foundation for good writing. 
Encouraging your students to be adventurous with words 
will pay rich dividends. Likewise, figurative language 
colours text so that the reader is persuaded by the writer’s 
take on the world. (Read the first chapter of Stop the Train 

1. Vocabulary: “Phantom Riders”, “Mud Prayer”, “The New Late Works of Mozart”        PAGES  4, 96, and 50 

by Geraldine McCaughrean for a master class in vivid 
storytelling.) Extended metaphor is more demanding. 
For starters, expose your students to as many examples 
of this as possible. They need to absorb the effects of 
the technique as readers before they embark on using 
it themselves. 

Vital Organs  
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Discuss with students the value of being specific in writing: carefully chosen words can make writing more vivid and allow  
a writer to better convey mood. Start with nouns and verbs. For example, when might “beagle” or “pit bull” be a better 
choice than “dog”? When might “salad grind revert” be better than “trick”?

Context is everything – and sometimes a non-specific term will do – but encourage students to think more about language 
choice as they write. 

Readers as writers
 • Write a short “puzzle” poem. This describes an object using mostly nouns and verbs along with a few strong   
  adjectives (for example, a hoodie = cotton, cord, knot, cuff, elastic, nylon, letter/writing, seam, lining, insulation, 
  hollow head, arms, wrapping, sheltering). Build a sizable collection of words, then select and rearrange them into 
   a poem. Experiment with line breaks and sounds to ensure the best effect. Then exchange puzzle poems with  
  classmates to see if everyone’s objects can be identified.

 • Write a brief episode (ten lines or so) that describes a character hurrying to complete a task on a hot day. 
  Think carefully about your vocabulary. How vividly does it capture the task, the materials involved, the character’s  
  physical sensations and feelings, the sense of hurrying? Test out the impact of your words as you go by reading  
  sentences aloud to yourself or a partner. 

 • Write a scene where two friends are walking and talking. Show the very different personalities of the two by   
  what they do (verbs) and say. Warn students about using too many adverbs and help them to understand they  
  can be unnecessary, for example, “He smiled” is better than “He smiled happily.”

Differentiation

SUPPORTING
Create a list of everyday objects, using common or 
generic terms as far as possible (for example, “shoes” 
rather than “sneakers” or “boots”). For each item, ask 
students to come up with a list of more specific words. 
You can repeat this activity with a list of adjectives or 
adverbs. Encourage students to use these kinds of 
words for more precision in their writing. 

STRETCHING
Using the skateboarding glossary as a model, students 
list specialised vocabulary for a sport or activity they 
know nothing about (gymnastics, football, video 
gaming, film-making, blogging). This will require some 
research. Swap lists with a partner and try to identify 
each other’s subject.

Vital Organs  
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Phantom Riders 

• like a fish spied through water
• the park’s a type of purgatory
• swoop like gulls
• grinning ear to ear

The New Late Works of MozartMud Prayer

• the treacle-slick creek
• creek-brown teeth 
• so thin the boards wouldn’t know he  
 stood on them
• a tongue you could whet a knife on

• trotted up like a tame dog
• the spires and mansions and   
 crazy billowing structures
• shot through with twentieth-  
 century harmonies
• like watching the sun come up   
 over a rain-forest canopy
• mad as a sack full of ferrets

On the board, list what students find, then discuss the impact of their examples.
 • Why does Sarah Johnson compare skateboarders with gulls? (speed, flight, purpose)
 • Why does Mrs Collins describe the park as a type of purgatory?
 • What does “whet” mean, and what kind of tongue must Ma have?
 • What do you know about ferrets? How would they behave together in a sack?

As a class, translate the examples of figurative language back into plainer language.
 • What are the differences between these two approaches?
 • What can a good simile or metaphor do to a piece of text? (make it vivid, bring it to life, help the reader to see 
   the world differently)
 • What is the risk of using a lot of figurative language?

Readers as writers
 • Write a short episode from your point of view, in which you are stuck temporarily in a lift with an adult you don’t  
  know. Show your reader that adult. Include at least three examples of figurative language. Write a 1-page draft,  
  ending with the lift door opening.

 • Choose a character from one of the three Annual 2 stories. List all the figurative language in the story that builds  
  a picture of that character. This is your character dossier. Now write a paragraph or two showing that character  
  doing something outside of the story: eating, arguing, playing with a pet, playing a sport, hanging out with a   
  friend, etc. Use action, dialogue, language, and imagery that is consistent with the character. One or two “special  
  effects” will do.

 • Compile a small cast of characters. List each person’s characteristics: their appearance, way of speaking,   
  mannerisms, etc. Imagine you are writing the beginning of a screenplay and need to include a concise character  
  description for each cast member. What good metaphors or similes can you include to encapsulate them? 

 • Think of a place that’s special to you or that you know well. Brainstorm all the features of that place, including who  
  else goes there and why. Try for a list of at least ten things. Then select your favourite four and rework them to have  
  some special effects. Try for one example each of metaphor, simile, personification, and onomatopoeia. 

2. Figurative language: “Phantom Riders”, “Mud Prayer”, “The New Late Works of Mozart”     PAGES 4, 96, and 50

Reading and discussion 
Your students will already know many of the different kinds of “special effects” or literary devices they can use in writing, 
including simile, metaphor, personification, hyperbole, and others.

Send them on a treasure hunt, looking for examples of figurative language in one or more of the three stories featured. 
They will find:

Vital Organs  
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3. Extending a metaphor: “Joy” and “Wealth”                        PAGES 120 and 36

In these texts, the writers use a central metaphor as the basis for rich description. Revisit the texts with your students to 
focus on the way each writer does this to convey their central ideas.
 
Reading and discussion 
Discuss with students the concept of abstraction and provide examples (jealously, honour, loyalty, time). Explain that 
abstract concepts or feelings can be the theme of a piece of writing. You could contrast the abstract with examples of  
more concrete subjects in writing. A famous example is William Carlos Williams’s “The Red Wheelbarrow”. Closer to  
home: “Then Murray Came” by Jenny Bornholdt. 

Look at the opening paragraph of “Joy”. Point out that Lloyd Jones takes a fact (our bodies are sixty precent water) and 
uses it to introduce the central idea in his essay: that the sea is our home. Discuss the way Jones strengthens his idea  
by using an extended metaphor. He makes a connection between two unrelated things (the ocean and the human body) 
and builds on this connection through several comparisons. 

Look at a scan of a human brain online. Discuss with students what you see. Then look at an aerial photo of an atoll. 
 • How persuaded are you by Jones’s comparison?
 • How do you think this metaphor is setting us up for the rest of the essay? (It’s preparing us for the idea that   
   people and the sea are natural playmates.)

Explain that Nick Ascroft also uses an extended metaphor to express his ideas about wealth. Discuss the usual ways  
of measuring wealth, then look at the first two lines of the poem.
 • How does Nick Ascroft measure wealth?
 • Can you think of other ways it could be measured? (love, happiness, talent)

Together, list all the activities the writer mentions in the first half of the poem.
 • What do you notice about these activities? (They’re all pleasant!)
 • What is the big idea or message the writer wants us to understand? 

Look at the line “poverty too” and explain that although the writer is referencing the opposite of wealth, he hasn’t 
abandoned his main idea. Falling down from laughing too hard and an “agonising wait” for cinnamon buns aren’t bad 
things – Nick Ascroft is simply being playful and approaching his theme from another direction. Untangle the good from 
the “bad” and continue adding to your list.

Reread the last five lines of the poem aloud and discuss students’ interpretation of them.
 • How does Nick Ascroft finish his idea? (That time can be enjoyed with others or alone; it’s the having of  
   time that matters.)

The nineteenth-century poet Emily Dickinson wrote a now-famous poem: “Hope is the thing with feathers”. She compares 
hope with a bird, and it’s an excellent example of extended metaphor to share with students. 

Readers as writers
 • You need to be a good observer to come up with metaphors. Here’s a simple exercise to develop your observation  
  muscle. Study an ear (ask a classmate!). Notice its shape, nooks, and crannies. Feel it. Imagine it laid flat on a   
  table. Write down everything that an ear reminds you off (a kidney bean, a dried apricot, an embryo, the letter C,  
  a comma). Turn each comparison into a sentence that will help readers see ears in a new way: “The ear is a shrivelled  
  kidney bean”, “The ear is a river valley running into crevices”, “The ear is the letter C drawn by a child learning to write.” 

 • “Joy” and “Wealth” both use extended metaphor to explore an abstract idea. What other abstract ideas could you  
  write about? Make a list with a partner. It could include music, love, boredom, sadness, impatience. Now choose  
  a metaphor (time, size, distance, a weather system, etc.) that you can use to explore the idea. You could use 
  Nick Ascroft’s poem as a model to write pairs of lines to express the idea through the metaphor you’ve chosen.

Vital Organs  
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Differentiation

SUPPORTING 
Use a shared writing approach to write a poem about 
happiness. As a warm up, suggest students give happiness 
an emotion, a smell, a sound, a colour. Or suggest they 
compare happiness to a geographical feature, a natural 
element, a geometric shape, an animal, an insect. 
Are any of these useful? Then support students to write 
phrases and/or sentences that describe happiness.  
Encourage the use of metaphor, simile, personification, 
and other literary devices. Have students read the lines 
aloud to check for sense and overall flow as the poem 
takes shape. Students can illustrate their poems and 
publish them in a collection.

STRETCHING 
Point out the way Ascroft uses the phrase “poverty too” 
to indicate a shift to a “negative” measure of wealth in 
the sixth stanza of his poem. Ask students to copy this 
idea as they describe happiness. Encourage students to 
use metaphor, simile, personification, and other literary 
devices to intensify their writing. Illustrate these poems 
and publish them in a collection. 

Using the topic “Happiness”, ask students to write their own or a group poem about the way they measure or 
experience this feeling.   

Extending the conversation
Plenty of other writers in Annual 2 put language through its paces. This isn’t always in ways you might expect. 

 • “Island” (page 93) – unusual word associations, figurative language, and lots of sensory detail (especially colour)

 • “Geef me een Kusje” (page 80) – figurative language and a heightened use of rhythm and assonance

 • “Community Noticeboard” (page 86) – an infestation of colloquial language!

 • “Common Household Biscuits & Slices of New Zealand” (page 110) – a gleeful display of fake Latin, both aurally  
    satisfying and full of jokes

Vital Organs  
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Reading and discussion 
As students will know, a haiku is a carefully constructed poem that is typically, but not always, seventeen syllables long. 
 • What happens when a writer is forced to write something using few words?

Explain to students that traditionally, haiku were contemplative. They were written to capture a moment in time, a response 
to nature, or a surprising idea or image. It would help to show student some examples (www.poets.org).
 • What do you notice about “Emergency Haiku”? (Their content is unexpected for haiku.)
 • How do they compare to other haiku you know?

Discuss the way the content of these haiku breaks the mould (the writer works within the haiku structure but playfully twists 
meaning and buries surprises). 
 • At what point in each haiku does the writer surprise you?
 • How does the haiku structure make this text funny?
 • Why do you think the writer chose the haiku structure?

Readers as writers
 • Write your own set of emergency haiku, using different dangerous situations. Try to make each final line deliver a  
   surprise or unexpected conclusion.

 • Choose a different subject, for example, a season of the year, a sport, an emotion. Write linked haiku on this theme.

 • Chose a subject and write four sentences about it. This could be a family dinner, rain, “frenemies”, gumboots,  
   gaming. Then turn these sentences into a haiku.

5. The Bones  
Text structure 

Texts used in this chapter:

“Emergency Haiku”     118
“fnplfnp”        24
“Garage Sale”       38
“Next Thing You Know You’ll Be Happy”    46
“Geef me een Kusje”       80

Good writers chose their words carefully. They learn to think 
carefully about structure, too. 

Structure is the way a piece of writing is organised, and this 
will depend on what the writer wants to do and say. What is 
their mission: a memoir or an interview? A persuasive essay 
or a recipe? Satire or screenplay or sonnet? All these forms 
have some structural requirements. This might be questions 
with answers, step-by-step instructions, stage directions, 
or the careful building of an argument. 

This chapter looks at the overall structure of a text (think of 
it as the architecture) and at internal structure – the way 

“Emergency Haiku”

sentences and paragraphs have been arranged, but also 
stanzas and scenes in narratives. Work with your students 
to learn the “rules”, but let them know there’s always room 
to move.

PAGE 118

“fnplfnp” PAGE 24

Reading and discussion 
Ask students to look at the illustration and suggest the context. Confirm that the boy is at the dentist. Invite them to share 
their experiences of having dental work done.
 • What do you notice about the way this text is written?

The Bones 
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Ensure students understand that this text is a conversation written entirely in dialogue. Read the text aloud, making 
appropriate noises for the lines in italics. 
 • Why has Bill Manhire written the boy’s responses as nonsense?
 • How has he kept the conversation going, even though the boy isn’t making sense?

Now focus on the way the writer has kept the conversation going, even though one person is barely saying anything.

 • Why do you think the writer has chosen this kind of structure for his text?
 • How does each piece of dialogue relate to the response the boy gives?

In some places, the dentist seems to be responding to the boy’s sounds. Find some examples and discuss what’s 
happening in the conversation.

Readers as writers
 • Imagine what the boy is trying to say and write his dialogue. Make sure each response fits into the conversation in  
   a way that retains the flow. Once you’ve written the boy’s lines, you could act out the conversation with a partner.

 • What does the boy think about his experience at the dentist? How does he describe it to his mother/father in the  
   car on the way home? How does his parent respond? Write the conversation.

 • Think of a time you’ve had a one-sided conversation (or just imagine a scenario: one person is eating, exercising,  
   has lost his/her voice). Write the conversation, with dialogue for each person. 

Differentiation

SUPPORTING
Read the conversation aloud with a partner. After some 
practice, students could perform it to the class.

STRETCHING
Turn the story into a regular narrative, using full sentences 
and speech marks. Encourage the addition of extra detail 
to develop the characters and explore their feelings.

Use a simple story-map template to support students to turn the text into a story. They should list the setting, characters, 
and problem. They can then write sentences about what happens at the beginning, middle, and end of the story.   

“Garage Sale” PAGE 38

Reading and discussion 
Although this text is a screenplay (the script for a film), begin by discussing plays. Students will be more familiar with this 
form. Review what they know about play scripts, ensuring you cover the main features, such as characters’ dialogue and 
stage instructions. 

Now have students read “Garage Sale” at least once before you discuss its structural features.
 • What do screenplays and play scripts have in common? How are they different?

Explain the abbreviations EXT (an exterior shot) and INT (an interior shot), then look at the section on page 38 that starts 
EXT. RACE – DAY. Explain that this scene is to be filmed outside but it’s also a flashback. Have students find the other 
flashbacks in the text (there are two more on page 39).
 • How are flashbacks different from a simple change in time or place? 
 • What additional information do these give you about the characters?
 • How many different scenes are there in this script?
 • How do these work together to tell a story?

You could also share the screenplay “What Is Ugly?” in the first annual.
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Readers as writers
 • Rewrite “Phantom Riders” (Annual 2, page 4) as a screenplay. Photocopy the text before working through it   
   carefully to mark into scenes. Be sure to write directions and include some flashbacks. 

 • Write the opening scene of a screenplay, introducing characters and an impending problem that leaves the   
   viewer wanting more. First, think of the ending to your screenplay. This will help with story structure and ideas for   
   what the opening needs to do. Use no more than four characters. Suggested settings: at lunchtime, walking home  
   from school, waiting in a queue. 

Differentiation

SUPPORTING
Give students one scene or section of a story to rework 
as a screenplay. Use a scene that has a single setting in 
time and place, plenty of dialogue, and some need for 
directions. If necessary, provide support for writing 
the directions.

STRETCHING
Challenge students to write further scenes for the screen-
play in the exercise above. These scenes need a different 
setting and/or flashbacks.

“Next Thing You Know You’ll Be Happy” PAGE 46

Reading and discussion 
This song is available as an audio file on annualannual.com. Play it to students and encourage them to look at the musical 
score as they listen.

Talk about the time signature. The song is in 6/8 time – two lots of three quavers. Together, clap or beat out the rhythm. 
Discuss the way this rhythm has a lilt – it’s waltz-like. Compare with 2/4 or 4/4 time, which is the typical time signature for 
a march or an anthem. (Students could clap out the beat of the national anthem.) Talk about the way the time signature 
sets the mood of a piece of music.

Then look at the first page of the song.
 • What pattern can you see in the lyrics? (There’s a list of four happy moments with a refrain after each set of two.)

Look at page 47.
 • What do you notice about the lyrics on this page? (Bic Runga intensifies and completes her idea of happiness.)
 • What is the main idea of this song? (Happiness comes from simple pleasures.)
 • How does the melody match the meaning or feeling of the words? 

Readers as writers
 • Use the pattern set in the first section of Bic Runga’s song to write another verse. Start by composing new words  
   for the first and third lines, leaving the second and fourth lines the same (“Next thing you know you’ll be happy”).  
   Try out your new lines a few times, making changes to ensure it fits the tune and sounds right. Work with   
   partners to develop several new verses: you could sing, play, and record them.

 • Lyrics are similar to poems, though perhaps a little looser because the melody carries lyrics and smooths   
   the rough edges. Write a poem that works with a simple idea, for example, waking up, swimming in the sea,  
   helping a younger sibling go to sleep. The poem should be short, with a repeated refrain (“Close your eyes/It’s  
   time to go to sleep”). Alternatively, students could choose an emotion, like Bic Runga, and work with that.
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“Geef me een Kusje” PAGE 80

Reading and discussion 
“Geef me een Kusje” (give me a kiss) is a short text written as flash non-fiction. Discuss the features of this form with 
students: no longer than 400 words, with a tight focus on the topic. Explain that this writer has chosen to write about the 
life of her father, who left Holland after the Second World War to start over in New Zealand. Then read the text aloud. 

Discuss the use of the second-person point of view (“you”), which will be new to many students.
 • Who is the “you” the writer is addressing? The reader? Herself? Another member of her family? 
 • What is the effect of the second-person point of view?

Help students understand that this point of view makes a text feel more intimate. The writer is remembering herself as a 
child, but she is also watching herself as a child. It is fresh and unexpected.

Discuss the way this piece moves backwards and forwards through time and makes a link to oral storytelling, which is  
often discursive. People tend to wander off-track when they are telling a story, to follow a new idea – but they eventually 
return to the main action. 

Together, identify the time shifts in this text. 
 • Why might this be a good way to structure a story about family memories?

Readers as writers
 • Bring a photo or item to school to use as a springboard for oral or written storytelling. If you choose to write,  
   limit text to 400 words and maintain a tight focus on the topic. (Most writers know it’s easier to write too much  
   and cut back than to add more to a piece that’s too short!)

 • Use a different medium to share a personal story: make a photo essay, a painting, a rap. Act out a scene or   
   create a dance. Work on your piece until you feel it’s ready to share.

Extending the conversation
“Conversation Games” is a personal essay about the way the exchange of stories can encourage conversation. Bypassing 
the more typical essay structure, Sophie Rea tells stories from her own life. These work as her essay’s introduction and 
conclusion. Explore this essay with students to identify ways the writer both adheres to and subverts the essay structure.

“Cheat Sheet for My Enemies” is all about structure. Because it’s an acrostic poem, the rules are non-negotiable. James 
Brown’s poem is a double-acrostic, with double the challenge. Discuss the challenges of this form with students and 
identify the ways James Brown has managed to be coherent. He has worked with a list of “facts”. This means each line is 
independent from the other, while still contributing to the main gag. Discuss with students the importance of the title. 
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The note at the end of this essay suggests reading it aloud to someone. Please do! Reading aloud to your students and 
pausing to discuss ideas along the way is better than any teacher notes!

Reading and discussion
Discuss the idea of family stories with students, then share one of your own. Encourage students to share some.  
Then look at the way Sophie Rea opens and closes her essay with three small family stories.
 • What is the effect of this? (They demonstrate the satisfaction to be had from sharing stories; it gives the essay  
   heft and life.)
 • Why do you think the story about her grandmother came last?

Encourage students to think about the lists in “Conversation Games” and discuss their effect. Explain to students that 
lists are, practically speaking, a kind of shorthand – and this provides visual variation as well as a change in rhythm. 
More importantly, lists condense and provide a kind of cumulative energy. They are little stories in themselves and also 
sometimes the seeds of stories.
 • What do Sophie Rea’s lists do? (They tantalise with story possibility; they provide the beginnings of story.)

Compare these lists with the ones in “Twelve Hats” (page 60) and “Cosmic Pancakes” (page 82). 
 • How are the lists similar? How are they different?

Conversations can occur in many different circumstances. Encourage students to think about when and where their  
most memorable conversations with family and friends have taken place.
 • Why might some circumstances or places be better for storytelling and swapping anecdotes?
 • Who tells the stories in your whānau or friendship group? What does this tell you about that person?

Discuss Sophie Rea’s equation (“different people + time + good questions = interesting stories). 
 • How might you start a conversation with someone you don’t know very well?
 • Why does curiosity give us stories? 

6. Telling 
The ways we relate and retell stories 

Texts used in this chapter: 

“Conversation Games”       16
“I Spy”       112
“A Pony Tale”      108
“Hedgehogs”         48

There are infinite stories in the world. We all have one: a life 
story, an anecdote from the day … gossip is small stories! 

So how should we tell these stories? Before they begin, 
every writer has decisions to make about style. Whose 
point of view will control the story, for instance? Should 
it be first person, which has a certain intimacy, or third 
person – a little more removed? What is the story’s focus? 
What will the writer include or omit? Should reportage be 
straightforward or will information be hinted at? Heavy 
on description or mainly dialogue? Perhaps illustrations 
or graphics will be an important part of the experience. 
Shaun Tan’s story “Eric” in Tales from Outer Suburbia is 
dependent on the reader seeing the illustrations for a full 
and nuanced understanding of the story. The same goes 
for comics and a lot of picture books. 

“Conversation Games”

Sometimes a piece of writing is said to have a certain kind 
of “voice”. This is a tricky notion to pin down, but perhaps 
the best way to describe it is as the writer’s signature: 
distinctive and unique – a combination of tone, rhythm, 
vocabulary, and subject matter. Voice is what makes you 
recognise a writer on the page; it’s part of the “how” 
of storytelling. This chapter explores how we tell stories, 
true and invented. Your students will be coming to 
recognise their voices, and the following four examples 
from Annual 2 will give them a sense of the possibilities. 

PAGE 16
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Readers as writers and storytellers

 • Look at the list of questions the writer’s family used on page 19. Write four questions of your own to get people  
  talking. Try them out in a group or at home. Report back. Which questions worked the best? Were there things  
  you might change?

 • On page 20, the writer says it’s the details that make a story interesting. Look at the examples she lists, then think  
  about a piece of writing you’ve done or a story you’ve told. Find places in the text where you could make it more  
  interesting by adding details. Then do it!

 • Ask an older member of the family to share a memory: their first time flying, swimming in the sea, travelling, eating  
  something strange … Carefully listen to the story, make notes, then write it down. Use the story on page 21 as a  
  model. Write no more than half a page.

 • Read the above story aloud as many times as you need to memorise it. Is there anything you might add or leave  
  out that makes the story work better aloud? Present your oral story to friends or family. 

Differentiation
Provide the means for students to record their above stories in ways so everyone can participate. Options include making 
an audio or a video recording, using a braille keyboard, signing, painting a picture, drawing a cartoon or zine, or making a 
collage from magazine images or photographs.

Reading and discussion
Read this story to the class. The focus here is on the way writers use implication to “show, not tell” parts of a story.  
Remind students that writers expect readers to use their knowledge of the world to work some things out for themselves 
(called inference). They provide a few clues, but good writers don’t tell their readers what to think.

Discuss the opening scene of this story, when Johnny meets the three city detectives. 
 • How does the writer show rather than tell what kind of men these are? 
 • How did combining what you know about people with what the writer says help you to figure out the 
   men’s characters?

Later on in the story, Johnny has an exchange with Chantal. This provides essential information that helps him solve the 
case. Discuss the way Paul Thomas handles this scene, ending with the sentences “Chantal went off thinking she hadn’t 
answered my questions. I let her think that because I’m a nice guy.”
 • How does Chantal reveal an important piece of information to Johnny?
 • Which words show this? 
 • What clues has Johnny put together to find this out? 

Discuss with students the different ways a skilful writer builds character (dialogue, actions, gestures, relationships). 
Discuss the added complexity of a first-person point of view. The narrator’s bias inevitably colours their version of events 
and representation of other characters.
 • What do we learn about Johnny’s character? Do you think he’s feeling conflicted? Why do you think this? 
 • How would you describe the tone of Johnny’s narration? (He’s a bit too pleased with himself and possibly feels  
   superior to others.)
 • How does this make you feel about him?
 • At the end of the story, the writer shows a reversal in the role of tea maker at the police station. What is the 
   writer telling us? 

“I Spy” PAGE 112

Telling 



25ANNUAL 2 TEACHER NOTES

Readers as writers
 • Write a paragraph showing Danielle’s reaction to being arrested. This should be in the third person. Try to show,  
  not tell. We already know about Danielle’s family problems. How can you describe her reaction without telling  
  us what she’s thinking? 

 • Johnny wants to be a detective. Imagine another crime in the town where he lives. Make notes. What is the crime?  
  How is it discovered? What clues does Johnny find? How does he solve the crime? Is the offender punished?  
  How do your main characters react? Now write your story. Keep in mind how much you need to tell your readers  
  and what they can figure out for themselves.

Differentiation

SUPPORTING
Support students to write their paragraph about Danielle. 
List some details that describe her personality (reminding 
students that they won’t necessarily use all of these 
details). Then write sentences that show Danielle’s likely 
reaction and emotions to her arrest. What does she say 
or not say? What expression is on her face? What is her 
body language? What does she do? 

STRETCHING
Rewrite the paragraph about Danielle being arrested 
from Johnny’s point of view, in the first person. Consider 
not only Danielle’s reaction but also Johnny’s feelings 
and reactions. Does he regret what he has done?  
How can this be shown, not told? 

Reading and discussion
Look at the photo with students and discuss their responses (quite possibly they will be bemused). Compile a list of class 
questions to refer to later.

Read this piece aloud, then discuss the way Gregory O’Brien has constructed it. He starts by giving a context for the photo, 
then he describes what he sees. Next, he tells an anecdote and a joke from his childhood. He finishes by explaining more 
about the artists’ work. His tone is friendly and full of wonder, yet he still conveys a lot of information. 

Ask students to consider which parts of the text provide information about the artwork and artists and which parts are 
about the writer.
 • What is the effect of the personal information? (We feel a connection to the writer. He seems friendly, and this  
   in turn encourages us to listen to him and trust him.)
 • What would happen if you removed these details? (The artwork might feel more remote and difficult to 
   understand.)

In the last paragraph, the writer sums up the artists’ work (“Their art is all about …”), but the final sentence is a question. 
 • Why do you think the writer ends with a question?

Talk with students about the writer’s title: “A Pony Tale”. Discuss the concept of “a play on words”. Help them to see that a 
title is usually the reader’s first contact with a text and is an important feature, not an afterthought. The title is part of the 
text and sets the tone. 
 • What other titles might you give “A Pony Tale”? 
 • How would those titles change the way you read and understand the piece?

Explain that titles can be memorable, mystifying, ornate, or deliberately plain. They can be short or long. With her first 
novel, the American writer E.L. Konigsburg went for broke: Jennifer, Hecate, MacBeth, William McKinley and me, Elizabeth. 
Discuss with students some of their favourite book titles. 

“A Pony Tale” PAGE 108
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Readers as writers
 • Find an artwork that interests you: it can be a photo, street art, or a reproduction of a painting or sculpture.  
  It could also be a piece of music or a dance. Write notes about what you’d like to tell someone about this artwork  
  and how you’d tell them. 

 • Using “A Pony Tale” as a model, tell readers about the artwork you’ve chosen. Write in the style of a storyteller.  
  You could also record your words as an audio file for sharing. Or present orally to an audience, using a   
  reproduction of the artwork as a visual aid. Don’t forget to pay attention to your title.

Reading and discussion
Students will be familiar with completing projects on curriculum-related topics. “Hedgehogs” is a kind of homage to the 
school project in all its glory. It is of course about hedgehogs, but it also gives a glimpse of its maker, Ravi. It tells a small 
“character” story. 

Discuss with students the different ways “Hedgehogs” presents information. 
 • Which parts tell us facts?  
 • Which parts are for entertainment? 
 • Which parts are both?

Look at the images in more detail and discuss their role. They provide visual appeal but also a lot of humour.  
 • Why is the cooking with hedgehogs photo there? 
 • How do you know it’s for a laugh when some people really do eat hedgehogs? 
 • Why has Ravi included some things just for fun?

Discuss with students their experiences of hedgehogs and where they see them (squashed on the road, snuffling around 
at night-time). Identify places in the poster that inform the reader of the dangers hedgehogs face, including reading the 
extract from “The Mower”.
 • What new tone does this extract introduce to the poster? (It’s a more sombre reflection on the way humans   
   impact on hedgehogs.)
 • Why is this kind of variety a good thing?

Readers as writers
 • Think of a topic you’d like to make an informational poster about. Hippos? Skateboarding? The human brain?  
   Good things to collect? Then think about what you’d like to tell your readers. Make notes about the kinds of 
   information you’d like to include. Be sure to consider different tones and moods as well as the visuals before   
   making your poster.

Extending the conversation
All of the items in Annual 2 tell stories in one way or another. The following examples will allow you to focus on the different 
ways writers choose to tell their stories or shape a piece of non-fiction.

 • “Blended Families”: Lots of people are familiar with both the small and big challenges that come when families  
     are combined. What happens when this material is turned into a board game? A unique approach to a common  
     experience, see how it all becomes very funny …

                              cont.

“Hedgehogs” PAGE 48
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 • “Joy”: The author is intent on convincing us that we belong in the sea and that body surfing is second nature.  
     He takes us by the hand, leads us to the beach, and before we know it, we’re rolling around in the waves, too.

 • “Mud Prayer”: Renata Hopkins’s way of telling is to plant the reader firmly in her main character’s point of view.  
     We experience the comings and goings of life in a nineteenth-century guest house and a surprise arrival.

 • “Cosmic Pancakes”: In this more straightforward telling, the writer works with instructions and text boxes to  
     share a recipe. Persuasion is also called for to convince the reader that sauerkraut in pancakes is worth a try.

Telling 
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Reading and discussion
Check that students have picked up the double meaning of docking. The farming term won’t be familiar to many, and it 
isn’t made explicit in the story. For the record, lamb’s tails are docked (removed) between the ages of 1 day and 6 weeks. 
“Dock” is also a verb used to describe two spacecraft coming together in space.

Once students have read this comic, discuss the way the illustrator tells two stories at the same time using a dual set of 
images: the New Zealand space station and the US spacecraft.
 • What are the two settings?
 • How does the image on page 138 help you to understand the connection between the two stories? 

Together, look at page 139. Point out that all of the frames on this page stay with Jess on the farm. Then look at the next 
spread (pages 140 and 141).
 • What’s different about these pages? (The frames jump between three settings and involve four people.)

Take a close look at page 142. Discuss the way the frames alternate between the two settings in a careful sequence.
 • Why has the illustrator done this? (to add humour, increase tension, build towards a climactic moment)
 • What else do you notice about this page – and the next? (There are very few words.)
 • How does this change the storytelling? (The reader needs to pay close attention to the illustrator’s depiction 
   of the action.)

Discuss the way the illustrator uses very few words on this page but still manages to convey numerous meanings and 
emotions and keep the story moving. Look at the final page.
 • How are the astronauts feeling now? (Snubbed!)
 • What frame tells you this? (The fifth frame contains the exclamation “uh”.)

7. Pictures with Stories  
Using images to (help) tell stories 

Texts used in this chapter:

“Docking Season”     137
“The Keeper”        62
“Screensavers”        27 
“Mud Prayer”        96 
“Bad Luck Zebra: An Update”      44

This generation is more visually literate than any before. 
Time on screens explains some of this, but over the last 
two decades, a new spirit of adventure has emerged in 
children’s publishing. Wordless picture books, travel 
atlases, visual timelines, books that discuss photographs 
– it seems there is no end to new ways of communicating 
visually with children.

There are also comics – not a new from, although they’ve 
enjoyed something of a renaissance in recent years, 
especially in the classroom. Comics are now regarded as 
“legitimate” texts, and not just for independent reading. 
Educators have come to value the multiple ways the form 
can be used to develop comprehension skills. This is 
because comics are much more than illustrated stories. 
They have a unique feature as texts, with their constant 
interplay between words and images. Like a series of 
film stills, the frames propel the action from one scene 
to the next. Comics are also concise. Action, emotions, 
and relationships can be shown without the need for 
explanatory text. A picture can be worth a thousand words. 

“Docking Season”

Annual 2 contains two long-form comics. One of them, 
“The Keeper”, is an illustrated New Zealand classic, 
but you’ll also find paintings, historical photographs, 
diagrams (one of them knitted!), and a poster. Then there 
are the less easily defined visual offerings, like the class 
project about hedgehogs, the community noticeboard, 
the depiction of life in New Zealand after a “leakage” of 
“historical matter”. Whatever their exact form, all of these 
pieces have one thing in common: their images make a 
significant contribution.

PAGE 137
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 • What is the family’s attitude to the astronauts? (They are overly casual, distracted by farm work and their relief  
   that the lamb has arrived without complications.)
 • How is this shown in the illustrations?
 • What are the advantages of a comic? Are there disadvantages?

If possible, show students a copy of the first annual (Annual), which has a great guide to visual storytelling (“Every Picture 
Tells a Story” by Paul Beavis).

Readers as writers
 • What happened next? Brainstorm scenarios for the next episode in this story. Will the astronauts enjoy their   
   roast? Will they get back to their own base or are they stuck in the En Zed station forever? Plan a storyboard  
   (the sequence of frames and what they will show). Don’t forget speech bubbles and captions.

 • In pairs or small groups, plan a comic strip with a clear storyline. Consider setting, characters, and plot and 
   whether you want to use dialogue and captions. Find a storyboard planning template online if you need help.   
   Once you’ve refined your storyboard, draw final artwork.

Differentiation

SUPPORTING
Print out storyboard templates and help students decide 
on a story they want to tell. Then help them to plan the 
details, concentrating on the first three or four frames. 
Establish a setting and introduce one or two characters. 
Encourage students to keep it simple.

STRETCHING
Ask students to rewrite their comic with a double 
storyline. How will you show that the stories are 
different? How will you link them? Prompt students 
to use the strategies in “Docking Season” as they 
plan and develop their comic strip.

This complex story requires a lot of inferring to understand the setting, the characters’ relationships, and who’s who.  
The storyline is also told in several ways: illustrations, journal entries, and annotations to the journal. Ensure students 
have read the text at least once – and support them to make inferences – before discussing the way the visual features 
help tell the story. The following discussion may work best in small guided-reading groups. Everyone will need a copy of  
the text.

Reading and discussion
Together, look at the opening spread of “The Keeper” (pages 62–63) and read the text aloud. Ensure that students  
understand this is a journal entry.
 • What does this text tell you about the story’s setting and characters?
 • What extra information do the illustrations provide?
 • When you first read this, what questions did you have?

Discuss pages 64 and 65. Ensure students have made the distinction between Michael’s original journal entry and  
Mr Clinton’s note.
 • What important information do you learn in the first sentence of Mr Clinton’s note? (Time has passed since  
   the journal entry was written.)
 • What do you learn about the relationship between Michael and Mr Clinton on this page?

“The Keeper” PAGE 62
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 • What is the implication of Mr Clinton’s note on page 65? (Something has happened to Michael; the journal is  
   no longer in his possession.)

Read the next four pages, stopping at the end of page 69. Discuss the three pages of illustration and the long journal entry. 
 • What did you learn from the illustrations? (The villages are isolated; people are suspicious of one another; 
   the villagers are “tribal”.)
 • Why is the journal entry on page 69 useful? (It provides a concentrated amount of information and speeds 
   the narrative up.)
 • Why is Mr Clinton’s note important to the story?
 • Why do you think this story is being told in different ways?
 • In what ways did this help/challenge you?

Read page 70, then briefly discuss the role of teachers, books, and learning in this comic.
 • What role does Mr Clinton play in this story?
 • What about Michael?
 • Why are they outsiders?

When students have finished the text, compare the role of the loners to that of Michael’s and Mr Clinton’s. Discuss the 
concept of post-apocalyptic fiction. It’s a genre that allows writers to explore their ideas about society: the competitive 
survival instinct, tribalism, the ideals of co-operation and kindness, and those aspects of human existence that “civilise” 
us, such as learning, art, and aspiration.

Explore the idea that illustrative style can help to set and convey a story’s mood (line work, use of colour, cross-hatching, 
composition, perspective). Then discuss the differences between Jonathan King’s illustrations in “Docking Season” and 
Henry Christian-Slane’s. 
 • What feelings are conveyed by these two different styles?
 • What does the style tell you about the storytellers’ purpose?

Readers as writers
 • Create a 1-page dossier about one of the main characters in this story. Describe their personality and relation 
   ship with the other main characters. What is their role in the village? How do the other villagers see him/her?   
   Draw your chosen character on the front page of the dossier.

 • Write a brief sequel for “The Keeper”, using illustrations, captions, and dialogue to show life on the new island.  
   Storyboard your comic first, using no more than fourteen frames (approximately one double-page spread).

Differentiation

SUPPORTING
Identify the sequence of events in the story. You’ll need 
to think about what happened before Michael starts his 
journal, the events he records, and what you can infer might 
have happened later. Plot these events on a timeline.

STRETCHING
Rewrite Michael’s journal entry on page 71 as a series of 
frames. Be sure to include captions and dialogue as well 
as drawings. (Alternatively, students could do this same 
exercise for page 77.)
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“Screensavers” PAGE 27

Reading and discussion
This article provides instructions for making craft – with a twist! Discuss the opening text and the joke in the title. 
Don’t forget to mention the revenge craft collective. Then look at the image on this page.
 • Who do you think the hands belong to? 
 • What story does this image tell?
 • Who do you think will be taking revenge and why? 
 • What do you make of the author title?

Together, scan the next three spreads and discuss the projects on offer.
 • How difficult do the projects look? 
 • How do the visual features support the instructions?

Look at the digestive system on page 29 and the letterbox on page 31. Have students reread the opening paragraphs that 
go with these projects, then draw their attention to the large size of the two photos.
 • Why are these photos so large?
 • What role might they have to play, other than to be helpful? (They are playfully emphasising the ridiculous nature  
   of the crafts being made; they ensure their ugliness is on full display.)

Readers as writers
 • Choose a craft or other activity you know well. Make a set of instructions for this, using drawings, photos, video,  
  flow charts, and other visual features as well as words. Test your instructions with others. Are they clear and easy  
  to understand? Do they work? Do you need to add or clarify any parts?

 • Instructions depend on a sequence of steps, so it’s very important that they are written and/or illustrated in the  
  correct order. What can you do if an activity requires two or more sequences? How can you make this clear by  
  using visual features?

Reading and discussion
This story opens with a double-page spread of a painting by Star Gossage. The “illustration” comes ahead of the story. 
It works a bit like a stage set. 
 • What draws your eye first in the painting? What is that figure?
 • What other information does the painting give? (It’s night-time, there’s a rural setting, there’s a gravel road. 
   It also establishes a certain mood.)
 • How do the image and title of the story connect? 
 • Why do you think the painting comes before the story? 

Having discussed the image (and title), read the heading at the top of page 98. Discuss with students the way the image 
plus title plus heading sends them into the story with certain assumptions. 
 • What might you speculate about the story before you read it?
 • Considering what the painting and story title suggested, are there any surprises in the first two paragraphs?  
   (The voice is lively and cross and feels almost modern.)

Read the rest of the story aloud. 
 • Do you see the painting differently now? Do you think it “matches” the story?
 • What would have changed if the painting had come mid-way or at the end of the story? Which placement do  
   you think is best?

“Mud Prayer” PAGE 96
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Readers as writers
 • Using the first three paragraphs of “Mud Prayer” as a model, make notes for the opening episode of a story in   
  a specific setting – it could be rural, inner city, suburban, at the beach, in the bush, indoors. Like Annie, your   
  character should be doing something physical (a chore, a sport, walking, biking, etc.). Show how the physical 
  surrounds affect the activity. What’s the weather? The time of day or night? What emotions is your character   
  experiencing? What is he/she thinking?

 • Look through magazines, art books, or photographs or look online for an image to go with your story opening.  
  It doesn’t have to exactly “illustrate” the story. Think of it as setting the scene and mood. Once you have your  
  image, write a heading. Then write the episode.

 
Reading and discussion
This cartoon is a sequel to a series that was published in the first annual. In this series, Bad Luck Zebra struggled to fit 
in because of his stripes. He was the lone zebra in a world of horses! Now, his luck has changed. Look at the update with 
students and discuss what you see.
 • Who are these characters and what are they doing? 
 • How old do you think they are? What tells you this?

Ensure that students understand that everyone on the beach is a horse but one character is not. This is our main character. 
Now look at the caption.
 • Who in this scene is the caption referring to?
 • What would you say about his social status? (He is being emulated by the others, who obviously covet his stripes.)
 • How does the illustrator suggest this?
 • Does Bad Luck Zebra need a new name?

Readers as writers
 • Work in pairs (an illustrator and a writer) to plan one more cartoon about Bad Luck Zebra. Imagine he is tired  
  of being so popular and constantly copied. Potential settings include the school disco, the hairdressers, the   
  Costume Cave. Notice the way Sharon Murdoch carefully constructs her scene to ensure the joke is swiftly 
  conveyed. What details are essential? Use dialogue if you want and/or a caption.

Extending the conversation
Annual 2 is packed with illustrations and artwork. Compare the different ways imagery is used in different pieces of work. 
Help students make the distinction between images that add something extra to the way you read the text and images  
that are essential in order to make full sense of a piece. Encourage students to talk about the ways in which illustrations 
and artwork enrich written text and are also satisfying or enchanting in their own right. Are there any pieces whose images 
they like to look at without reading the texts? Help them to find language to explain why they particularly like an illustration 
or artwork. Is it the colour? Or lack of colour? Is it the composition or materials used? The perspective? The mood?

 • “Aotearoa Out of Time”           8

 • “Conversation Games”        16

 • “Wealth”         36

 • “The New Late Works of Mozart”      50

 • “Island”          93

 • “I Spy”        112

 • “Emergency Haiku”     118
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