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INTRODUCTION

Good readers make connections. 

· They make connections within the text that they are reading. 

· They recognize quickly that they have read the same word before. 

· They connect up the events in a story so that they realize how one event follows another. 

· They connect the characters so that they realize when conflicting goals or personalities are going to influence what will happen in a story. 

· They also connect what they are reading with things that they have read elsewhere, or that they know in other ways. 

· They understand that characters tend to behave similarly to other characters that they have encountered before. 

· They work out subtle meanings from similar contexts that they have met words in. 

· They understand that stories (and other texts) tend to draw on similar patterns and structures from other texts. 

Learning to make these connections is something that can and should be taught. This booklet is designed to equip teachers to see many connections for themselves and to be able to teach how to make connections to their students.

It is based on one particular book: “That Kookoory!” by Margaret Walden Froehlich, with illustrations by Marla Frazee. But it is not just about how to use that book. There are many books that could be used to illustrate the principles involved in this way of working, though “That Kookoory!” is particularly helpful because it is written in such a playfully literate style. 

This booklet is not simply a guide to a literature unit based on “That Kookoory!” You can use it as such a unit guide, but that would sell yourself short as a teacher and as a learner. What you should find is that by the end of reading and working with this booklet, you can do the same or similar things with other pieces of literature. This book could stand alone as an introduction to some fascinating ways of working with language, but you would make more sense of the ideas if you can work through them with a copy of “That Kookoory!”

I’ve set the booklet out with two organizing principles in mind. Much of it follows “That Kookoory!” page by page giving examples of connections that might be made – they are some of the connections that I’ve made myself as I have read through the book. Those connections will mostly look rather specific to “That Kookoory!” but you will find that they will show you ideas for applying to other books. Then, in addition, I’ve described some of the instructional strategies that might be used to capitalize on the connections. 

The booklet is not a recipe book. It is a potpourri of possibilities, a menu of stimuli. I hope that you will love using it, and that you will find yourself growing as a teacher in the process. 

Did I get all of these ideas in one reading? No, of course not. However, I have been doing this kind of thing for many years and I do generate a lot of connections in any particular reading. I read not just for the enjoyment of a story, but with my teacher’s antennae tuned to the possibilities of what I might be able to capitalize on for my students. I hope that this booklet will inspire you to do similar things. 

MODES OF WORKING

Many of the ideas in this booklet will involve on-going work over an extended time. There will often be a Focused Learning Episode, or Mini-Lesson, that initiates a continuing study. Don’t always be trying to obtain closure. You have never finished a reading, because it should feed into future readings and provide further connections. You may find it convenient to have many charts or learning centers around the room where you and the students can record your findings. A lot of these may be lists or other graphic organizers. I’d recommend that you try to use a variety of different formats for displaying your findings. That way your students are learning some other skills at the same time. 

The displays of information may originate from a class or group session and then may be added to over time as students find more examples. Sometimes you will model this discovery process, perhaps when you are reading aloud to the class. Or you may bring in examples from your own reading to share with the class and add to a list.

At other times you may do such a thorough job of the initial activity that it will be unlikely for there to be many additions to the list later. 

You could see these activities as a little like being language detectives or discoverers. While it is certainly possible to provide a big build-up to the task and use labels like these, I would recommend that you do not do so. Why not just think of it as reading? The truth is that this is just the sort of thing that it means to be a good reader. We should be able to be excited and to excite our students with the tasks themselves and the sense of connectedness without adding artificial motivation. By all means praise them for their discoveries, but work at deep thinking rather than superficial stuff like counting up contributions. And it wouldn’t cross your mind for a moment to give rewards for additions to lists, would it? That would quickly destroy the point of learning altogether.

Prepare yourself for multiple readings of “That Kookoory!” or of any other books that you select to apply these ideas. Some of the suggestions that I make will be things that really need to be done on the first reading. Others can be done whenever you wish, perhaps even months after you have introduced the book. You will have to guard against over-doing the use of a single book. A book that initially may be loved, can sometimes become tiresome, after extensive use, especially if your students do not find your activities appealing. Don’t feel as though you have to try every idea, and don’t read the complete book every time you come back for subsequent explorations. 

I have staunchly avoided preparing photocopiable teaching/learning materials. I am always reluctant to do that, because there is so much thinking that should be involved in using these effectively. Some teachers get used to depending on material that has been prepared by people who do not know their students and their learning needs. Thank goodness that you are not one of those teachers! 

I’ve carefully avoided placing grade levels for the activities because you are the one who knows your own students and what will work for them. Be careful, however, not to underestimate what they will be able to do once you get them interested in some of the more subtle features about how language and authors work. 

That last sentence gives an example of what you might learn yourself as you engage in this study. Did you notice that the word work is doing two different jobs there? Language and authors do not work in the same way. What I did was put them together playfully in a literary way. We could show it in the mathematical style as (Language plus Authors)Work. This literary device has the technical name syllepsis. Incidentally, there will not be a test at the end of the book! (But you will find a glossary there with an explanation of most of the words that appear in bold type in the book.

PAGE BY PAGE ANALYSIS AND TEACHING IDEAS

The title and cover immediately trigger associations with other rooster stories. Chanticleer, and The Musicians of Brementown are two of them.

Discuss how to pronounce the name. It should surely register as a cockcrow. That makes an interesting issue to sort out, perhaps with students trying different versions. Find a way of saying the name such that it doesn’t become too obtrusive when it occurs in the story. 

The illustrations help to create the atmosphere of the tale. The period in which it is set is depicted in the illustrations, not directly in the text. Don’t rush through the book, but give time for students to comment on what they see in the illustrations, at least some of the time. Be particularly aware that young students who have not had a lot of shared book experience before they start school will often need more time to engage with the illustrations before you move on. 

It is intriguing that Kookoory is shown in the first illustration as being present as the fair is unloading from the railway train. This suggests that he had a basis for telling his friends what was going to be at the fair. You might not realize that from the text alone. Notice the missing E from the beginning of “EDGERTON” in the opening picture. You might draw students’ attention to this as an example of the way that authors and illustrators trust their readers to make inferences. This is a great way to help them to realize how important their thinking is in reading. No one would assume that the town was actually called “Dgerton.” In the same way, they can be expected to work out what makes sense in the rest of the story even when it is “not all spelled out.” 

The Lead. 
How do books begin? Studying this question is very much an on-going task. Students should be introduced to the idea of the lead very early in their experience as readers, and much should be made of this concept. They should develop an awareness of what authors do to hook readers in, so that they can learn to do it in various ways in their own writing too.

This book opens interestingly because there is no obvious “voice” for who is speaking the opening lines. They are rather like barker calls.  Students will quite probably not know the term “barker.” The design of the text is interesting too, as it sets the items out in a list-like form. Elements /activities of a fair are introduced. 

· Brainstorming. 
· Generate other names for similar occasions – e.g., fete, gala, circus, carnival, parade, festival, etc. There would be many possibilities for generating webs of related words including more of the kinds of activities that are associated with these entertainments.

· Build a repertoire of songs or poems that are associated closely with fairs. 

E.g., Scarborough Fair, 

Uncle Tom Cobbleigh and all

As I was going to Strawberry Fair

Simple Simon met a pie-man

This should be one of the standard connections that you make with any book that you explore with your students.

“Lemonade.” Ask students what this implies for them. Some of them may have made and sold lemonade themselves. Doesn’t it have a different air about it from the names of other drinks? Perhaps the fact that it has a virtually implicit rhyme with “home made” has something to do with that.

“Cotton candy.” Do they know the alternative term, candy floss? Relate it to dental floss.  Now, what must floss mean? (Any silky thread-like substance.)

“Guess-your-weight.” Perhaps this was more popular at fairs before it was common for people to have scales in their homes.

“Give a gander.” Here is an opportunity to start collecting animal names used for other roles. 

· Start a list, perhaps a wall-chart, of expressions in which animals are used. Explain the notion of a metaphor and compare it with a simile. You don’t need a lot of examples to get started, but encourage students to add to the list over time. Here are some that came to my mind quickly: cat-like tread; like a cat on a hot tin roof; a cow of a job; within a bull’s roar; to dog someone’s footsteps; a cat o‘ nine tails; doggedly; to play leap frog; a dog’s life; a sheepish grin; to follow like sheep; to act the goat; to horse around; to monkey around; slothful; like a bear with a sore head; to duck one’s head; like a bull in a china shop; etc.
We’ll come back to a similar activity soon when we look at animal characteristics. It helps a lot when you get very clear what you are doing in an activity like this one. Thus, if someone were to come up with a suggestion like pony express, you would have to explain that such labels were not metaphors or similes but descriptions of what they actually were naming. If students get the wrong idea of what they are listing, they may become a little frustrated and feel that they are playing a version of, “Guess what teacher knows.” It’s a good idea to show some examples that do not fit, so that they are less likely to have this feeling. Besides pony express, you might give examples like piggy bank or dog show that would not belong in this list.

Introducing Characters. 
There are many ways for authors to effect the introduction of a character. “Nobody was more excited about Edgerton Fair than the rooster Kookoory.” We’ve seen the rooster on the cover and in the preceding illustration. This sentence now establishes him as a character and puts in his name. How else can you avoid saying, “His name was X”?  Eg,, “The night Max wore his wolf suit…” (Where the Wild Things Are) “In October he  backed his ox …”  (Ox-cart  Man,  where the characters are  not named at all in the whole book). Notice that it is often easier to get the character’s name into the story when the character is named immediately. “Rosie the hen went for a walk…” works much better than saying, “One fine day a little hen went for a walk. Her name was Rosie.” If you were going to use the second version, you would probably not choose to name the hen at all. 

· This can be an on-going class activity. Encourage students to find and report on different ways that they find characters introduced. You might build up a file of different ways, perhaps categorizing them through a class discussion. Encourage students to try different ways of introducing characters in their own writing. 

· With younger students you might simplify this activity. For example, 

make a list of stories with animal characters and divide it into columns such as: Characters who are named only by the kind of animal they are; Characters who are introduced as an animal first and then named; Characters who are named first and labeled as a kind of animal later.
This kind of simple classification lifts the level of thinking of young children and helps make them more active readers. If you start a chart with a few examples, you can add to it each time you read another story that involves animal characters. Immediately, your students are thinking about both characters and the author’s craft.

“Kookoory insisted ….” Explore the implications of this word choice. Insisted implies that he didn’t say it just once. It emphasizes the tone of speech. Perhaps he was overcoming some skepticism or reluctance. You can find support for this inference in the continuation, “blathering about the fair.” Find other expressions such as gabbling, raving, prattling. However, there are many expressions for nonsense that are similar to these but which should be seen as different. E.g. driveling, humbugging, etc. Then there are words which are similar but which don’t have the same effect, such as chattering, boasting, etc. 

A very strong principle needs to be established through these kinds of investigations. Words may be quite similar in meaning, but almost every word choice changes the impact of what is said or written. To use blathering has a different effect from raving and a considerably different effect from chattering If the author had chosen something other than blathering it would provide much less support for the use of insisted. It is a very empowering for students to understand how much impact different word choices make. It is also important to see how one choice affects others, as in this example. Don’t expect many of your students to make much of a deal about choosing the most effective words in their writing until they have seen it in other writing. Also, remember that this kind of learning will need discussion first for most learners. 

Often you can initiate a valuable discussion on word choices by asking, “How would the story be different if the author had chosen X instead of Y here?”

The text builds up more items as Kookoory adds to the list of what will be at the fair. As he lists acts and sideshows, the scenario is built and readers’ schemas for the fair continue to be activated and built up. You can increase that in your class through active participation, adding to a class list of acts and sideshows. If you start to group these in categories, you will help them to think of more examples, refine their understanding and increase the accessibility of what they already know. For example, you might group rides and target games and things to view, and so on. 

Kookoory’s friends are introduced visually first and then called simply “his friends” in the first meeting with them in the text. Some interesting issues would come up from a discussion about students’ predictions about the characters. The baker is identifiable as a baker from the picture. Grampy Spindleshanks might be thought to be the farmer from the way he leans against the farm fence. The purpose of his bundle of sticks is not immediately obvious, though they might be thought to be something to do with a farm. 

Following a Thread. 
It will be a wonderful exploration later to track these sticks put in by the illustrator, who uses them cleverly to enhance the story. There are ten in the bundle and one in Grampy’s hand when we first see them. We see five of them later made into brooms. Then we see them through the book. They are not mentioned at all in the text, so they were being carried to the fair, the bundle coming apart, and then the brooms used to carry the weasel. When the friends return from the fair, there are no brooms. The obvious inference is that Grampy made the brooms to sell at the fair. In this book I am not going to make a lot of suggestions for wider activities outside Language Arts. However, you will no doubt see that there is scope for all kinds of activities, including craft activities such as making brooms like Grampy’s.

It is not clear in the introductory picture what Mrs. Parsley is carrying  (apart from her baby) and in this case there is no apparent resolution later. Don’t feel as though you have to discuss every aspect of the illustrations. However, students need to understand that often the illustrators of books have not even met the author and may work completely separately from the author without any communication about what the author would have liked to have in the pictures. Some illustrators do a wonderful job of complementing the story, while in a few cases they may even detract from the story. We don’t know from the publishers how the author and illustrator worked on this book, but students should see how well the collaboration has worked.

The friends, “declared, ‘Oh that rooster! What a pester! What a pother! What a love!’” Declared is book language. You don’t often come across it in speech or other writing unless it is in a formal sense as in, “The mayor declared the new library open.”  Used about the friends’ expressions, it has a rather old-fashioned tone like the storybook character who says, “Well, I declare!” It makes the list of exclamations fit in much better than would a word like “said.” It is possible to make writing clumsy and artificial by overdoing the alternatives for said. This is a worthwhile area for study. These two examples – insisted and declared - clearly work well here. 

Avoid setting students activities like replacing the word said in a set of sentences. 

· You might find a passage that has well chosen alternatives and delete them to make an interesting cloze passage. 

· Just looking together at the effectiveness of good choices is helpful. Ask the students what difference it would make to use said instead of insisted and declared in these cases. Then have them find, over time, examples in their reading that they like. You might like to try showing them how irritating a passage could be if every speech had to be identified with an “interesting” speech marker.

“Fancy seeing you here!” she chirruped.

“Oh, I often come here,” he pronounced.

“After you,” she invited, as they reached the door.

“No, after you,” he retorted.

“How kind,” she simpered.

“Not at all,” he intoned. 

Is that nauseating enough to make my point?

Note that what the friends say about Kookoory seems to be written as much for its sound as for its meaning. Note also that another version of the same declaration is made as the last line in the book. Don’t underestimate the importance of this little speech. What it contributes is a sense of the relationship of the characters. The friends see Kookoory as endearing in spite of being something of a bother. He may be a pest, but only because he is so enthusiastic. They can’t help liking him. The final comment, “What a love!” tells us how to read the whole string of exclamations. Draw attention to this. How would the series be read if the last expression was, for example, “What a boaster!” or, “What a rotten little twerp”? The story, as well as this part, would be quite different if it were not for the “What a love!” This expression establishes the basis for Kookoory’s friends saving him later in the story. It would also, of course, be hard to justify calling the other characters “his friends” without some sign of their acceptance of his somewhat tiresome ways.

“At long last, the fair was tomorrow.” A grammarian might argue that the expression ought to be, “the next day,” rather than, “tomorrow,” but somehow “tomorrow” has more impact. It seems to be more immediate and active than the technically correct but passive “the next day.” Don’t be the least bit embarrassed if there are things like this that you sense, but cannot provide a detailed justification for. Do avoid being hidebound by rules, while of course seeking to help students to produce lively but appropriately worded writing. If you are writing yourself, and talking to the class about writing, you will have a much greater chance of being able to communicate about what seems to you to work and what does not. You will be learning to make choices in your own writing. Sometimes you will find that you have a really clear reason for making a choice and then you have understandings that you can talk about when you are sharing with writers. At other times, you will make choices in your writing for no better reason than that it seems to work. You may not be able to explain why that seems to you to be the best choice. There is nothing wrong with that feeling! 

There is no more powerful idea about writing than that writers make choices. Making choices influences the writing and some choices determine or constrain other choices. To say that the other characters were Kookoory’s friends necessitates some part of the story that shows that relationship. In this case, it is a central issue. If there were no evidence in the story about the friendship, then the word friends should not have been included.

You might want to imagine that the author overlooked the choice of “the next day,” but that would ignore the great number of wonderful choices that she has made. So the odds are that she did it on purpose, quite possibly running the two options and choosing the one that she thought worked better. While this is speculation on my part, it is the kind of speculation that teachers should make. It emphasizes that writers don’t just get their text down on paper, they revise it. They reconsider pieces of the text that they have constructed in the light of other parts of the text. And of course they bear in mind what they have already built into the text as they write on.

Notice the effect of “At long last, ….” The author spares us the details of what Kookoory and the other characters have been up to in the meantime as they would not add to the quality of the tale. Sometimes students need to learn to use expressions like this to “cut to the chase.” Otherwise they may ramble on and on without getting to the point. The classic problems in student writing include having the longest part of a story about a day at the beach being about what the family had for breakfast and packing the car. Unless these details caused the abandonment of the trip, for example, they need to be skipped over quickly. Show students how authors get such things done. Gather other examples. The technique of leaving one scene and resuming in another without spelling out everything that took place in between is sometimes called a jump cut and is used a lot in films and television as well as in novels.

Narrative Structure. 
 Now we come to the turning point in the story – the introduction of the complication. This is vital to the piece of writing because it is what makes it into a narrative and not just a recount (a straight retelling of what took place). All that has come in the text so far can be subsumed under the heading of the ORIENTATION. We have the introduction of the SETTING – the place and time, the CHARACTERS, and to some extent the STATUS QUO – that is, what life was like in the start of the tale. To make this into a narrative, there has to be a COMPLICATION. The complication is what goes wrong. In a story, someone wants something, but … In this case, Kookoory wants to enjoy the fair. If all we get is an account of what he did when he went to the fair, we may learn a lot about fairs and we may enjoy reading about what took place, but it is not going to be a narrative. And it probably has no real tensions to resolve and perhaps not a lot to hook the reader into wanting to know what took place. We are not saying that only narratives are worth reading, but we are recognizing that they are different from recounts. This is not just a string of events. Something has to go wrong so that there can be a RESOLUTION. Something has to prevent Kookoory from fulfilling his goal. In this case, it will be a common and important type of complication – Kookoory’s goal is in conflict with the goal of another character. We’ll come to that in a moment.

“Kookoory cavorted around the barnyard, crowing his head off.” Obviously he anticipates the author leaving him alone to have a great time at the fair!

Before we examine the complication, let’s look at the word choice. Cavorted is one of a number of verbs that capture lively movement. First, notice how much better it is to learn to use effective, impactful verbs than to use a mundane verb and dress it up with an adverb or adverbial phrase. “Kookoory walked around the barnyard in a lively manner,” may include the word lively, but it is still dull and stodgy. Notice also that the verb does more than label the way in which Kookoory moved; it also implies something of how he felt. The author could have used strutted or pranced, for example, to convey similar movements but these would indicate more pride than gleeful anticipation. 

How far you go into studying words, their meanings, structures and derivations is up to you. But if you don’t really explore some words with enthusiasm your students will be missing out on some remarkable learning. Get hooked on words yourself. Can’t you just visualize what a rooster looks like when cavorting? Doesn’t it elicit images and expectations? I know also that when I read that sentence the first time I had a clear anticipation that the word antics would follow soon after. (Sure enough, Froehlich did not let me down!) 

Try listing as many other words as you can think of that have similar meanings. You should have a good thesaurus or word finder (for synonyms and antonyms) as well as more than one dictionary.

· Explore synonyms and origins.
·  Look up the word cavort in a dictionary of synonyms. I used the Reader’s Digest Word Finder. You’ll find a set of synonyms, such as: cavort, caper, frolic, prance, frisk, gambol, bound, romp, play. Just discussing these can be interesting, but it becomes more effective and more intriguing when you now look up some of the synonyms. What you will usually find is that there is a considerable overlap but also some differences. Under caper I found the same words plus leap, jump, hop, skip, bounce. If you study the derivation of these words, I hope that you will be fascinated to find that they can be traced back to two different kinds of horse movements. To caper comes from the Latin for goat, but is also a shortened form of capriole, which is a special kind of jump. To cavort comes from curvet, which is a different kind of jump. Then, if you look up frolic you will find a slightly different list again, especially since its derivation is from a Dutch word for merry or glad. You might also notice that the spelling of frolicked adds a k to avoid having a spelling that would not match the pronunciation. Compare it with picnic, picnicked. 

You can explore with the class some of the situations in which they might choose to use these words. They might see that a stallion or mare would prance, but a colt or filly might frisk or frolic. Lambs might gambol or frisk. To say that a goat capered would have a special adroitness because of the derivation of the word. Again, avoid setting exercises such as writing out sentences to show the differences in meaning of these words. They make vocabulary learning tedious and are rarely beneficial. But do show enthusiasm when you see signs of this learning in your students’ writing. 

“… crowing his head off.”  This is an example of hyperbole, that is, exaggeration for effect. No one would believe that Kookoory’s head actually came off, but this expression captures something of the noise and the vigor of his crowing. It is often used for laughter too. Find other examples of hyperbole, such as She brought the house down, and He had them rolling in the aisles, or, It was raining cats and dogs.
“No wonder his goings-on attracted a weasel.” It’s a good feature of the layout of the book that this comes at the end of a page, as this helps to give a pause to recognize the implications. Here is the complication. Notice that the author has no need to make explicit anything more than this. If you know what a weasel is, then you have automatically constructed the complication. It is intrinsic to your understanding of weasels. This may be stereotyping but that is how much of our understanding works anyway. We see the weasel not just as a plausible predator but as a ready-made, instant villain. The author does not need to tell us that Kookoory’s goal of enjoying the fair is going to be placed in conflict with the goal that we immediately assume for the weasel of wanting to eat the rooster. Incidentally, isn’t it interesting that animals in such books can be seen as characters and as animals at the same time? We don’t set aside the idea of a rooster being fair game for a weasel, just because we have been introduced to it as a talking character. This awareness of conflicts in goals can be taught to quite young children.

· Characters’ Characteristics. 
· Character is conveyed almost automatically in some books by the selection of an animal. We have a tendency to do this with people too, setting up the dangers of prejudice, stereotyping and racism. Exploring how this happens with animals in children’s literature can be a more comfortable way of broaching the more serious issues with racial and cultural groups of humans. Compile a list of the characteristics that are assumed by reference to particular animals. Here are some examples, with assistance from Brewer’s Dictionary of Phrase and Fable. 

Ant: frugal and industrious

Ass: stupid

Bat: blind

Bear: ill-tempered, and uncouth

Bee: industrious

Bull: strong and clumsy

Cat: deceitful, curious

Cock: vigilant, insolent or arrogant and self-centered

Crocodile: hypocritical

Dog: faithful

Dove: peaceful and innocent

Eagle: majestic, alert

Elephant: remembering, sagacious

Fly: dirty and insignificant

Fox: sly and cunning

Goose: conceited and foolish

Gull: gullible

Hawk: vigilant

Hen: fussy and maternal

Hog: dirty and uncaring

Horse: speedy and spirited

Kitten: playful

Lamb: innocent, sacrificing, frolicsome

Lark: cheerful

Lion: regal, noble, courageous

Lynx: vigilant

Magpie: talkative, acquisitive

Mole: blind and obtuse

Monkey: tricky

Mouse: timid, busy

Mule: obstinate

Ostrich: stupid

Owl: wise

Ox: patient and strong

Parrot: mocking and verbose, unthinking

Peacock: vain, proud

Pig: dirty, obstinate, gluttonous

Rabbit: fast-multiplying, uncaring

Raven: ominous

Sheep: stupid, timid 

Snake: sneaky, evil

Spider: wily

Swan: graceful

Tiger: ferocious

Tortoise: slow and steady

Turkey: arrogant and insolent

Wolf: voracious, cruel

Worm: self-abasing, insignificant

Don’t feel that you have to provide this list from the beginning. You may well find that once you start on these, your class begins to add examples from key books. It is hard not to have your attitude to hares and tortoises as characters influenced by the famous fable by Aesop. It will be worth considering as you read stories together, to what extent the author has used the characteristics we expect, or has gone against the grain to present different characteristics. The students will find expressions in their reading, like “as sly as a fox.” They may internalize lines like Ogden Nash’s “Belinda was as brave as a barrel full of bears.”

The weasel is noted for slyness. You weasel your way into something by insinuating yourself where you have no right to be. You weasel your way out of something by escaping from deserved punishment. The weasel’s sinuous, narrow-shouldered body is presumably part of these meanings. Weasels are also known for a fondness for sucking the inside out of eggs while doing little damage to the eggshell. To put a weasel into a story with a rooster immediately puts the rooster’s goals, not to mention his life, in jeopardy. So “That Kookoory!” gets its complication foreshadowed by the mere mention of the weasel.

Notice that if you choose to use an animal character, these characteristics come with it automatically. An author can write about a pig which loves to keep clean, about a dim-witted owl, a wise sheep, or a kindly wolf, but to do so requires overcoming the readers’ expectations. It would have been possible to write a story in which the weasel actually joined Kookoory as a companion or accomplice rather than as an adversary. You will see also that while the characteristics of the cock or rooster may include vigilance in supervising the barnyard, it is not hard to accept that Kookoory should be so taken up with his own plans that he never notices the weasel’s interest in him. In fact, Kookoory himself is never aware of the complication in the story. That is left to his friends and the readers.

· Group Prediction. 
· Pause in the first reading at the end of the page where the weasel is first mentioned and use the Group Prediction Strategy. This means that you ask the class two questions: “What do you think will happen next? How do you think that the story will turn out in the end?”

If your students are already familiar with explicit knowledge about complications and resolutions in narratives, then you might word your questions quite differently. “What is the complication going to be in this story? How do you think that it will be resolved?” It should be a goal for your use of any strategy that your students will be able to take it over for themselves. That means that your simple questions are designed to get them, when they have enough experience, to be aware when a complication occurs in a story and to be actively predicting the possible resolutions and outcomes. They should soon understand that authors will often provide additional complications and that there may be a number of events in a story which are unsuccessful attempts to resolve a problem before the final resolution. 

· Innovating. 
· Try writing new words to Tom Paxton’s song, “Going to the Zoo.”

Here’s my beginning.

Kookoory’s going to the fair tomorrow, 

Fair tomorrow, fair tomorrow;

Kookoory’s going to the fair tomorrow,

 And he will stay all day.

He’s going to the fair, fair, fair;

We’ll see him there, there, there;

Joy is in the air, air, air;

We’re going to the fair, fair, fair.

You could use these ones to get you started, or do your own. Add verses that tell about what will be at the fair.

“The weasel lurked … “ This kind of word choice gives you the opportunity to make a real difference to your students as language users. You could have your students tell you what they think lurked means, or look it up in the dictionary, write it into a clear sentence, and so on. But that just trivializes what learning language is all about. This is time to get excited. This is a perfect word choice and you have to get that across to your students. Don’t be afraid to tell them how good it is and why it is so good. Talk about what it means and how it is different from other possibilities. Check it out with them in a good dictionary. What you will find is that the definition is only part of its meaning. We call that its denotation. What is also important is its connotation, that is, what other meanings it implies. When we consider all the nuances of meanings we see that it doesn’t just mean that the weasel hid himself. The word connotes sneakiness, lying in ambush, avoiding observation, not just being concealed but being “latent” (which indicates that something can happen because of its presence there). It can also mean to move about furtively, to skulk, to slink, or to prowl. To prowl has the notion of preparing to catch prey, the idea of a purpose behind being there. Skulked is almost the same as lurked, but it connotes the idea of cowardice or defeat, as we see at the end of the book.

Your students will probably not know all of these words until you explore them. You may not have used some of them yourself. I’ll make this point repeatedly. The most effective way to develop vocabulary (which helps writing immensely) is to learn to discriminate amongst words with similar meanings. When you start to see why one word does the job better than another, even though either could be used, then you start to refine and build your vocabulary. 

Try them out to describe how the weasel was behaving so that they can see the differences. One way of doing that would be to write the sentence on chart paper or an overhead transparency leaving a space instead of the word lurked. Then you can fill the space with a succession of cards or overlays or by writing in the space to test out how the sentence reads with the different possibilities. If you tried skulked, you would talk about how the situation would be different. You would be more likely to use skulked in the sentence if the weasel had just suffered a defeat of some sort. Perhaps he would be skulking in hiding, licking his wounds and planning revenge. Similarly, he could slink, but to do so really requires movement. While lurking can be a way of moving surreptitiously, it does not necessitate movement. The weasel could loiter, but to convey that he intended harm to Kookoory we would need to use the legal extension of calling it loitering with intent. 

Drama and Role-play. 
You may not have much experience in using classroom drama and/or role-play to assist learning in your program. If you have not, then this is a good opportunity to develop a wonderful teaching and learning tool. No matter how well you talk about ways of moving, there is going to be more clarity from engaging in drama to explore how movements differ from each other. In some cases, students won’t really understand quite what a word means until they experience it in action. You can read about the taste of sugar, but you have to taste it to know what the description means. 

· There is a host of ways that you can explore what movement words mean. Here is one you might try. It is a good idea to provide a model first just to show how it works. 

Put students in pairs and give each pair two cards with verbs identifying movements. Each pair works at practicing how to move in each of their particular ways. Then they display the action to the rest of the class, one at a time. Although you could do this with the audience unaware the specific words they are acting out, that is less helpful than putting the word cards up first. That way the students are choosing from two options. Everyone is likely to experience more success this way. 

Another alternative, especially for the first time of trying the activity, is to put two pairs of students together so that they can pool ideas and clarify their thinking with each other. Remember with these kinds of activities, that it is the learning that is important, not the guessing the answer. Give useful feedback that helps to clarify what was shown. 

The following are some sample pairs of words. Note that some are easy to distinguish and others very difficult.

To strut/to saunter

To stroll/to dawdle

To jog/to trot

To pace/to stride 

To stride/to stroll

To stroll/to amble 

To stroll/ to wander

To limp/to stagger

To limp/to stumble

To slink/to saunter

To steal/to dawdle

To trudge/to tramp

To wander/to plod

To lumber/to clump

To march/to tramp

To skip/to bounce

To prance/to bound

To scamper/to trot

To scuttle/to race

To creep/to slink

To meander/to wander

To straggle/to promenade

To limp/to hobble

To run/to sprint

To waddle/to totter

To creep/to tiptoe

To cavort/to caper

You can put together any pairs of words that you want to try or let students pick words out of a pile at random. 

Help students to see that in some cases they may have done a good job of portraying the movement, but that the subtlety of the distinction between the words made it hard for the rest of the class to discriminate them. Make sure that they see this as a learning experience. You may be able to show some further differences yourself. Talk about the results. Try applying the words to different animals. 

Let’s get something very clear here. This activity should be fun. It looks like a game, but it is a teaching/learning activity. It is not a test of who knows which words. It is not a contest of who can guess the right answer. It does not need points or a scoring system. It is a lively, enjoyable way of exploring the sometimes-subtle variations among the meanings of related words. Your students do not all have to know the meanings of all the words in advance to undertake the activity. It can be done with quite young children. They are going to learn as they try to dramatize the words. You will be busy explaining, modeling, clarifying, giving examples. The odds are that you are going to be learning too.

Take strut, for example. This is a useful case because the way that a rooster walks is often used as an example for the meaning of to strut. If you study this word, you will see that it includes the idea of swaggering or looking proud. However, it is derived from looking rigid and erect while walking. The word strut is also used to name the kind of support that stiffens a beam or part of the wing of a plane, for example. Clearly this similarity comes from the words’ origins and you can see how both meanings are clarified by realizing this. 

Don’t use an “all-or-nothing” approach. This is not the kind of activity where the students get one turn each and it is either right or wrong. Be prepared to find something about a performance that is effective, while perhaps at times asking for someone to take that feature a little further. For example, you might say of someone who is walking in a proud manner to show strut, “Good. You’ve really got the idea of someone who is ‘strutting’ looking proud. Now can you show that a strutter is also going to walk a little stiffly? Try to think about a rooster showing off to the hens.” I think that someone who is strutting has to be either looking to see what effect he or she is getting from whoever is watching, or is deliberately avoiding looking at the watchers. There’s something pompous and vain about strutting. Then to “strut your stuff” is not quite the same thing, but you have to have a fair amount of self-confidence to do it, even if it is not as stretched as vanity. 

Do you see what I’m getting at? As soon as I start to explore words, I start trying to clarify what they mean, how I would use them, how they are slightly different from other words. This is how we get power to use words well. We have to find out why we would choose one word over another one. I repeat that this is an extremely important part of learning to be an effective language user. The nice part about it is that it can be a great deal of fun.

You can take this activity and use it at other times. This particular one is really effective because the students are moving and it is much easier to see what they are trying to show. Think of other possibilities, such as facial expressions: grin/grimace; smile/smirk; frown/glower, etc. Or emotions: joy/enthusiasm; serenity/exhaustion; tired/exhausted; sadness/anger; angry/enraged; etc.

In addition to this kind of word choice, you can also explore some that are contextualized differently. For example, in sports reportage you will find expressions like, “She burst through the defense,” or, “He exploded to the hoop,” or, “They catapulted off the blocks.” There are great possibilities in hunting up such usages, making choices from different options and seeing how the words of one situation transfer to another.

The key principle in all of this is that you enlarge and refine vocabulary best by exploring the shades of meaning in clusters of words that have related meanings.

· There are marvelous opportunities to extend these comparisons into discussions in a strategy that I call Concept Shading. To do this, you would for example, ask students to discuss whether hobbling was more like limping or stumbling. In some cases, there will be a clear-cut right answer, but it is always the debate and the putting forward of support for the argument that is important. As you discuss the issue, you will find that you start to develop a cluster of related words.

“The weasel lurked under the umbrella leaves of a castor bean plant …” This is a metaphor. It could have been written as a simile, “under the umbrella-like leaves,” or, “under the leaves of a castor bean plant which protected him as an umbrella would have done.” You do not have to prefer metaphors over similes all of the time, but often they have more snap and zing to them. The question is whether or not the metaphor makes it clear which attributes are being considered. In the case of umbrella there do not seem to be any attributes that might be thought relevant that would be misleading, so the metaphor is a good choice. At some stage, you may find examples in writing where choosing a metaphor might be more confusing than an equivalent simile.

· Make a list of all the different ways that you can use leaves. Separate the list into different sub-lists. For example, some uses might depend on characteristics of particular leaves, such as herbs, or on size and shape, such as being able to serve as an umbrella. Some of the uses might be common, while others showed originality and imagination.

“… and watched Kookoory’s antics.” I mentioned before that the use of cavorted on the previous page set up, for me, an anticipation of the word antics. Here the author delivers what I expected. This is a rather intriguing example of cohesion in writing. In this case, I don’t think that it would have mattered at all if antics had not been used. What it does do is to maintain a tone in the writing. There is a similar style to the word choice that connects this piece of the text to the earlier piece and which gives more variety than if the author had written, “and watched Kookoory cavorting.” You will not need to make much of this with your students, but it is part of the higher levels of being a good reader or writer. For example, if an author mentions that someone took an umbrella with him when he set off, then you should expect that there is a reason for telling you this. There ought to be some justification for it in the weather, but you are also entitled to anticipate that somewhere in the tale that umbrella will take on some further significance. 

· You might like to stop and think of some of the ways that you could use an umbrella in a story. It would be just the thing to leave behind somewhere to cause your character to go back somewhere when he was not expected back. This could be set up nicely by mentioning, in passing, that the weather had improved during the day, which could account for the character forgetting to take the umbrella on the next stage of his travels. An umbrella might be a handy defensive weapon, or a thoughtful gift for someone in difficulties, or a means of introducing someone who could share its protection from the rain. And so on. 

One of the things which young writers need to learn is to include what is needed in a story when it is needed. If you want to have your character meet someone in the rain, you could say, “He was glad that he had brought his umbrella with him.” How much better, though, to go back and change the draft so that he was seen taking it with him that morning. Learning that you can revise text in this way, is a major step forward for any writer.

“I’ll nab him while he’s eating,” This pattern is familiar, particularly in Bill Martin Jr’s “Old Mother Middle Muddle.” (Holt, Rinehart and Winston, 1970) In that predictable book, Old Mother Middle Muddle setting off to make a cup of tea, unknowingly sets up a chain of expectations starting with the mouse who anticipates that she will drop some crumbs. “’Oh joy!’ said the cat, ‘when the mouse comes out to eat the crumbs, I’ll pounce on him!’” The sequence travels right through the dog, the pig, the cow, the donkey, the bee, the rooster, the fox, the goose, and the goat to the turkey. Then when she gets to the kitchen she has forgotten about the cup of tea and thinks of washing her socks. You may have difficulty finding a copy of this book now, but you could pretty well write your own version just from the one example and the chain of animals. The trickiest bit would be the goose planning to vanquish the fox, which is against the grain of most encounters in stories. Bill Martin had the goose plan to “beat him with my wings.”

This notion of a predator and an unsuspecting victim is central also to “Rosie’s Walk” by Pat Hutchins (Picture Puffin, 1970). This has wonderful possibilities for activities too, especially since the problems that the fox encounters trying to nab Rosie are not mentioned in the text, but shown on the alternating picture-only pages. These adventures cry out for a class to write the full story.

Another connection could be to Steven Kellogg’s “Island of the Skog,” where the mice, who start as victims of cats, escape only to find themselves cast as the villains in a new setting.

Over the course of the year, you and your class could compile a list of other books in which the main character is being pursued by a predator. With older classes, you might take this simple idea as it is shown in stories with animal characters and see how it is handled with humans, where the goal of the antagonist is less likely to be quite as predatory.

Notice that the weasel has positioned himself ready for when Kookoory has his meal. When Kookoory does not eat, but goes to bed instead, there are still hens available. The author does not explain why these are unacceptable to the weasel, but the effect is that a battle of wits is set up. In this case, of course, Kookoory is unwittingly a participant in that battle. 

There’s a really important thing about how stories work, and thus about how to write them, that is hidden in this notion. The point is that in real life, the weasel could not have been concerned which of the poultry he ate. If the rooster disappeared into the coop then one of the hens pecking away at the grain would have done nicely. Ah, but where is the story in that? 

At some stage, and here is an opportunity, you have to help students to understand that when they write a story they are constructing plot lines, tension, attempts to resolve the tension, etc. They are also telling about things that relate to the real world. In the real world, the weasel would just catch and eat a hen. In the story, the weasel and the rooster are adversaries and for the weasel to eat a hen would not advance the story. (It could advance a story, but not this one. For example, that might require Kookoory to become concerned about outwitting the weasel to protect “his” hens.) Authors have to decide how much detail to give to explain why events in their stories may differ from what we expect would happen in real life. Froehlich could have stated that the weasel saw the hens, but that he had set his mind on eating that cocky rooster. Or perhaps that because the weasel loved eating eggs, he decided not to eat one of the layers. Instead, she chose not to explain this away at all. In this case, that doesn’t seem to matter. But I’m sure that sometimes you get annoyed watching a television show or reading a story by the thought, “No one would do that in real life!” Young writers need to be able to make decisions about whether to justify what takes place or not. The best way to learn how to do that is to see when they are reading when it works to leave out the justification, and when it does not. 

“… licking his lips.” Here is a good example of the way in which literal language becomes figurative. The notion of licking one’s lips has come to indicate not just the salivation that Pavlov’s dogs displayed when the signal foretold eating, but the anticipation of any success. 

“Hoping to make morning come more quickly, Kookoory went to bed early without touching his supper.” There are two aspects of logic here. One the one hand, you have Kookoory’s failure to understand that time would not speed up because he went to bed earlier. This is worth talking through, to consider the difference between reality and what we perceive. The passing of time is both a steady and a variable concept, depending on how you look at it. The other aspect of logic is that the author had to mention that Kookoory did not touch his supper to avoid the logical conclusion of the weasel eating him when he ate. The words are chosen to emphasize Kookoory’s excitement. 


“Weasel bided in a rose brier outside the chicken coop.” Notice that “the weasel” has just become “Weasel.” He is now a character, rather than a generalized animal. You could draw students’ attention to this, probably not on the first reading. It then becomes a fascinating study to track how he is referred to through the rest of the book. You will find that he remains Weasel consistently until the human characters become involved with him. Then he is referred to as “the weasel” again, until his very last mention in the book. What a wonderful insight into what it means to be a reader! We are in on it; the humans in the story are not. We will know that Weasel has been there tracking Kookoory; the characters will not. Technically, this is called dramatic irony.  Students might like to know that brier may also be spelled as briar.  

Weasel is still lurking, but the author has chosen a different word, bided, not just for variety, but to convey that he has to settle in to wait now. Notice the jump cut. It was not necessary to say that the weasel moved from the castor bean plant. You might notice also that the artist chose to put the weasel on the roof of the coop and so, to be consistent with the text, she drew the brier large enough to overhang the roof.  

· Vowel Study. 
· Look at all the words on this page with a double “o”. There are: coop, rooster, roost, (Aha, isn’t that worth looking into itself?) foot, Kookoory, looked, mistook, moon, door. Classify them by sound and add others to each list. Discuss the word cooperate which used to be written co-operate to make it less likely that people would misread the beginning as a single syllable. We use hyphens less than we used to.

“At the crack of dawn …” We seem to use this expression to mean very early in the morning rather than as intending the exact moment that the sun begins to appear. The “break of day” is similar. Both imply more exactitude than we would normally be aware of.  The dawn seems to emerge slowly.

“I’ll lick that rooster’s bones-o.” This surely must be an intertextual connection by the author. She had in her mind, whether consciously or not, the words of the song, “Fox went out on a chilly night.” In the final stanza, “The fox and his wife without any strife, cut up the goose with a carving knife. They never had such a supper in their life, and the little ones chewed on the bones-o.” It is hard to believe that this did not feed into Froehlich’s writing. Never think that there is something wrong with this. It is in no way plagiarism. The author’s experiences as a reader equip her to write better. The input that we provide for our students in the stories, the informational texts, the songs, the poetry, the experiences we share with them, provides resources that they draw on in understanding other texts that they will read and in composing texts themselves. 

How do you teach this to your students? In most cases, they will learn it from their experiences as a reader and writer, but simply drawing their attention to how we make intertextual links, like bones-o, will make an impact on many of them. 

Don’t forget to sing the song!

There follows in the text a list of things that Kookoory did through the night. The author shows us that Kookoory is restless and impatient rather than telling us. 

“… ruffled his feathers.” What can other animals do, not necessarily to show impatience, but as signals that we might interpret? Consider their: fur, manes, tails, whiskers, ears, claws, hooves, paws, etc. You can build up a set of phrases with the students where body parts are moved. For example:

twitched her whiskers; stamped his hoof; sheathed her claws; flashed his fangs; and so on.

“Keyed up as he was, …” This works as a bridge from the list of  Kookoory’s motions to what transpired. It shows the purpose of that list. It is a literary structure, rather difficult to read, but effective. You might compare it with, “So keyed up was he, that he …” or, “Kookoory was so keyed up that he …”

“… Kookoory mistook the setting moon for the rising sun.” This cleverly justifies all the activities that Kookoory now undertakes. Given our awareness of the role of roosters in waking people with their crows at dawn, the author had to justify how Kookoory could make this mistake. Notice how the artist backs her up by showing the moon through the window. If the view was larger, it would not support the possibility of the mistake. Notice also how effectively that tiny dot that represents the pupil of Kookoory’s eye is placed. You might like to experiment, as I did, by making a copy of the picture and whiting out the eye. Then try placing the dot to see just what a difference it makes where it goes. It is such a small speck, but exactly in the right place. I do not think that many students get much help in learning that kind of precision their art. It is probably necessary to learn how it makes a difference before you can learn how to do it. In general, people learn what they value more easily than things that they do not value.

Parallel Structure. 
“Off his roost he jumped; out the door he flapped.” Again, these are choices made for literary effect. To see what impact they have you really have to try them in the more common structure. “He jumped off his roost; he flapped out the door.” To me, this does not come near the impact. Help students to see how the parallelism is vital to the success of this piece of text. It will not work as, “Off his roost he jumped; he flapped out the door.” An effective way of presenting this material is to write the chunks of meaning on separate cards and then try moving the chunks around, rather than handling the text as separate words. Try writing other parallel clauses with your students. For example, “Kookoory waited impatiently inside the coop; the weasel waited patiently outside the coop.” Try moving some words around to study the effect of different positions in the sentence. For example, in this case you could try all the places where patiently and impatiently would fit. Don’t be too concerned about closure in these investigations. You may like one version much better than another, but that does not mean that everyone must agree. However, you want your students to realize that although there may be several places that you can put patiently, that does mean that you can put impatiently in positions that do not match.

This business of parallel structure goes much beyond these questions of style. We use it also to help show cause and effect. “The sun rose. Flowers opened.” You cannot miss the cause-effect relationship. Compare that with, “The sun rose. Opening of flowers occurred.” Parallel structure helps with compare/contrast forms. “The frog’s skin is smooth, moist and green. The toad’s skin is rough, dry, and brown.” That is easy to follow, though rather over-simplified.

Selectivity. 
Just in case you are starting to get a little anxious about fitting all of this in, let me remind you that you will not do all of these activities, and you won’t do all the ones that you choose on the first time through the book. You might comment in passing as you read this sentence. Perhaps even reread it. “Oh, listen to that again, ‘Off his roost he jumped; out the door he flapped.’ What an interesting way to put it.” Then you just read on, but you have sowed a seed that you might harvest a long time later when you came across another parallel structure in a different text. “That reminds me of a sentence in ‘That Kookoory!’” And away you go to explore the idea of parallel structure with your class. 

Poetic Language. 
“ … a peevish minute …” This is neither a common word, nor a common usage, but it is full of connotations of mood. It conveys the frustration of Weasel in missing Kookoory. Again, the author has resisted any temptation to tell us that Weasel had fallen asleep. “Having to get loose from his doze,” looks after that on its own. 

This page is full of poetic language. There is alliteration, such as mottled moonlight and poised to pounce, assonance, such as loose from his doze, and piece, Weasel, sneaked. There is the simile of the checker piece moving on the shadow smudges that represent the black squares of the board. Notice too that this image is set up already by the mottled moonlight and that it is confirmed by the illustration. 

There is also the imagery and personification of “a little cottage huddled …”  You might find it interesting to study huddled. It has a variety of meanings and you might be more familiar with the idea of a bunch of things huddling together, rather than just one thing. The word is used also, however, for someone or something drawn up into a small place, or of being tucked away secretly. 

· Try finding some other terms for how a house might be positioned, using personification. Examples include, squatted, nestled, clung to the hillside. 

Teaching about Literary Devices. 
It is one thing to identify interesting aspects of language on a page, a different thing to have a way of teaching about those aspects. How should you get across to students what is enmeshed into the writing here, and on other pages? This gives opportunities for a subtle and vital set of teaching skills, and for a variety of quite different approaches. 

It would be quite legitimate, especially if you were working with a class of fairly experienced readers, to “front-load” the activity. That is, you would make it explicit up-front what you were doing. You would introduce the idea of literary devices, or tropes, or figurative language. You might make a list of some common literary devices and discuss briefly the meaning of each of them. If I were using this approach, I would have this discussion after the first reading of “That Kookoory!” Then, I would engage on a kind of scavenger hunt, or search, for examples of all of the devices that we could find as we did later readings. I would let students have access to the book, perhaps in small groups, to read through and talk about examples. This would generate some worthwhile discussions as students tried to sort out, for example, whether or not huddled was an instance of personification. Is it also a metaphor? Is personification always metaphorical? 

Don’t be frightened by this kind of stuff. You do not have to be an English major to develop interest in how literary language works. You do not need to know all the “right” answers. This is a learning experience. 

We would gradually build up a chart of the different uses of figurative language in the book. We would also try to expand this listing by finding examples in personal reading. One way of doing that would be to attach strings from examples on our “That Kookoory!” chart to smaller charts where we listed examples of that same device found elsewhere. 

Now, here is a quite different way of going about it. You might display this page, by writing it out on a board, or by photocopying it and distributing copies, or by making a transparency. Then you read it through with the class and simply ask them what they like, find interesting or intriguing, find confusing, or would like to talk about for any reason. Many aspects of language emerge in these discussions, even with quite young readers. They may identify some of the tropes or literary devices that you wanted to focus on. In those cases, somewhere in the discussion you can label the device and help them to clarify what it means. You will then be on the lookout for other examples. One of the main questions that you will use in this approach will be, “Why do you think the author wrote it that way?” Sometimes you will try alternative wordings that perhaps express a similar idea more simply but without the same flair or rhythm. Do not be concerned if neither you nor your students can really say why you like, “ ‘I’m in no special hurry, not I,’ Weasel said,” better than, “ ‘I’m not in any special hurry,’ Weasel said.” Remember that authors make choices, and not all authors would make the same choice. 

The key to both of these approaches is that you are getting to talk about how language works to convey meanings and recognizing that meanings are not always simple. Students who can talk about the kinds of choices that authors make, will be better equipped to make choices when they are writing themselves. 

This kind of learning should begin very early in children’s schooling. Get young students used to making choices and to thinking about other ways of saying things.

“What? Grampy Spindleshanks not up yet?” Kookoory cried. “This will never do!” Kookoory is a character in the book, but he is also a rooster – and roosters see it as their job in life to get the day started for people. In this event we see something of the role of characterization. If the author had made this character something other than a rooster, we would see less justification for this happening in the story. 

“He planted himself …” This is a kind of ‘getting set,” adopting the firm stance that will enable him to perform. Have students try out what postures would constitute “planting themselves.”

In telling Grampy what delights are in store at the fair, Kookoory adds, “We’ll dance ‘Skip-to-My-Lou,’ Grampy!” You may have the details of how to do such a dance. You could at least teach the song to your class. Notice the implication that Grampy is a sprightly soul.

Foreshadowing. 
“pulled a raveling on one of Grampy’s bed socks  …” This is a fine example of foreshadowing. This little piece of text may seem to be of little significance, but it sets up what will follow. The author makes it possible for her to use this piece of thread later in the story. We do not know at what stage of her writing she thought of using Grampy’s unraveled sock thread for tying up the weasel. If she thought of it as she first got to this part of the text then she had very thoroughly prefigured it. What is more likely, is that when she came to write about capturing Weasel she realized that she wanted something to tie him up with. Instead of having someone pull out a piece of rope or a net which would be hard to justify in the story, she would have gone back to this episode and inserted the piece about Kookoory using the raveling to wake Grampy. 

Hey, that’s pretty clever, isn’t it? Realize that you can model this wonderful lesson about drafting writing for your students anytime that you need to go back and change something in the draft. They need to understand that writers do a lot of revising, of moving ideas around, of taking out a bit because they realize that they have covered it in another place. They also need to know that when revising, especially in examples like inserting foreshadowing, is done well, it becomes “seamless.” That means, the reader of the publication draft cannot tell where the changes were made.

Ravel is an intriguing word. I have long been interested in words that can have opposite meanings. I’ve just found a book, “Wordplay” by Chris Cole (1999) that names these kinds of words self-antonyms. To ravel something may mean to tangle it up, or to untangle it. Similarly, to unravel a thread might mean to disentangle it from a knotty mess, or to make it come apart from where it was meant to be. There are many fascinating words that can mean the opposite of, or something opposed to, one of their other meanings. For example, if you play tennis with someone, that person could be your partner or your opponent. A person may run fast but a garment with fast colors does not run at all. To cleave can mean to separate or to join two things. To dust something might mean to remove the dust from it, or to cover it with dust. Once again, this is an option for further exploration. It would not be a good idea to try to get students to come up with a list of such words on the spot. Once you have broached the topic it is available for on-going discoveries. Notice in particular that the prefix in- can mean “towards, within,” etc, or can mean “the opposite of.” Thus a word like inflammable may look as though it means “the opposite of flammable” when it really has virtually the same meaning. 

“… grumble out of bed, …” I love the way that this works. How can we explain it? In effect, this is a conflating or compacting of two actions. The author uses a different kind of process to imply the movement process by association. Grampy would have grumbled about being woken up, and then tumbled, or climbed, or got, or some other verb of moving, out of bed. The author put these together to get him out of bed grumblingly. It works because of the adverbial expression “out of”. If he was in bed, and is now out of it, then he must have moved in some way. She thought that it conveyed more to mention that he was grumbling than how he moved physically. The fact that grumbled is like tumbled makes it easier to get away with this. In effect, a well-chosen verb that shows something of someone’s mood will convey how someone moved. You don’t grumble out of bed in a jaunty, bouncy manner. “He fumed to the door,” does not imply a light step. In a similar manner, verbs of movement may convey quite a lot about mood. If you slink along, there are reasons for it – actually several different kinds of slinking exist. 

“Kookoory hopped out the window and skipped away.” While these verbs have similar meanings, see what would happen if you interchanged them. Do you find that the way he moved is suddenly described in a quite different way? Perhaps it is because of their similarity that instead of simply indicating any quick and light movement as skipping does when it comes second, hopping would seem to indicate a definite one- or two-footed jumping. You skip light-heartedly, but hopping does not imply that same mood. 

“ ‘Shame to eat such an amusing fellow,’ Weasel murmured.” I think that this is a fairly common theme in literature. The villain, sometimes grudgingly, acknowledges the effort that the protagonist has put up in an uneven battle. Don’t most of James Bond’s opponents confess to being sorry to have to kill him, before the tables are turned? Sometimes this is rather patronizing, as perhaps it is here. Weasel certainly doesn’t nip back to wait for a hen instead!  What do you like about the choice of murmured here?

Embellishing text. 
“… tussling loose from a tangle of honeysuckle.” You can think of these expressions as embellishments. We are exploring the writing in this book. We are not just reading and enjoying the story. Our interest – well I hope you share it – is in how it has been put together. We should be learning from the author’s craft, so that we will be better readers and writers ourselves as a result. And, of course, then we will be better equipped to help our students to be better readers and writers too. There is a level of decoration or embellishment that can be added to a story which will enhance it. Beyond that there is a level which would start to irritate some readers or to confuse them. If we got a detailed description of the honeysuckle plant, perhaps its botanical name (Lonicera periclymenum, also commonly called woodbine), maybe the history of this particular one, how it had come to be there, some of the testing times it had come through … I think I’ve made my point. As readers, we want to enjoy the story. We want to be entertained. Authors have to learn how much embellishment is good, and where it is well placed, and also when to stop “gilding the lily.” The alliteration and assonance, the rhythmic nature of the writing, seem quite appropriate here because they are not delaying the telling of the tale. Students need to learn that sometimes a writer can get so carried away with decorations to the text that it becomes unappealing to the reader. 

· Going “Over the top”. One way to discover something about how this works is to get your students to try writing an over-embellished piece. Give them a topic or let them choose their own and have them try deliberately to write a piece of “way over the top” writing. Suggest that they pretend that they are trying to impress someone with flowery, ornate writing. The piece should make sense, but the task is more to display what you could do if you “pulled out all the stops.” Be prepared to be amazed at what some of your students may produce. 

There is a really interesting variation to this that you might like to try instead. It is a little harder to set up. Give half the class the task I outlined above. Ask the other half to role-play themselves as great writers. Devise a scenario such as having a magazine writer visit who wanted to see what they could do spontaneously that would show their readers what an outstanding writer could produce. Again, you may be surprised at what some of your students are capable of under such circumstances. The interesting part is in discussing what the writers tried to do to fulfil their tasks. You may find that the students already understood that great writing is not necessarily ornate. They already have some understandings that you can build on about the negative side of over-embellishment. 

“He donned patience like a pocket handkerchief …” OK, we have another simile here, but what does it really mean? I can’t think of another time that I’ve seen this kind of simile to describe patience. Of course, it is not really describing patience, but Weasel’s adoption of an attitude of patience. Hence, the author, I assume, thought of putting on something temporary, that was not really part of the weasel’s normal manner. Perhaps that is slightly misleading, since the weasel has already shown a good deal of patience. I think the best chance of understanding this choice is to try some alternatives. No basic garment will do the job. “… put on patience like a pair of trousers,” isn’t going to work. “… put on patience like an overcoat and scarf,” might do it. 

“… gathered for a leap,” presents a strong image in the positioning of the weasel’s limbs. We might normally expect the expression to be, “gathered himself for a leap.”

“… dodged in the direction of the bakery.” The word dodged here does two jobs in one. It not only shows Kookoory’s movement, but it also conveys the idea that this sudden movement evades his would-be captor, even though it was not deliberately done. 

“Peering in the window, he saw the baker snoozing behind stacks of doughnuts on his counter.” Here is another great example of the support of the illustrator. The author says Kookoory peered in the window, so the artist has to put him in that position. That means she has to draw a window low enough for him to see through, or put him up where he can see in through a higher window. She does this by putting him on the handlebars of the same bicycle which she had the baker riding a few pages before. That takes planning! Notice, too, the simple but adroit example of foreshadowing with the stacks of doughnuts ready for the day’s undertakings. 

When Kookoory wakes the baker, he continues the listing of things that they will see at the fair. Here is a moment to look back to the list he gave at the first meeting with his friends, and at the pair he announced to Grampy. The four items are in the same pairs but #3 and #4 have become #1 and #2. Why? You find similar variations in sequences in other books. See Donald Hall’s “Ox-cart Man” for example. The best explanation may be that the phrases flow off the tongue better. The author may well have tested the alternatives and liked the rise and fall inflection of the sentences better this way. 

The baker is always referred to in the book as “the baker,” whereas Grampy Spindleshanks and Mrs. Parsley are given names. This practice of identifying people by their occupation did provide the origins of many surnames, including Mr Baker. See how many names in your class or of other people known to the class seem to have origins like this. 

“Kookoory took flight …” In this case it is both literal and figurative language. His flight in this instance is described in terms of his progressive landing places instead of his means of progress. We can speak of movements in both these senses. “What were his movements?” could elicit an answer that focused on the places on the route, or on the kinds of motion. 

The weasel’s response is again described in his actions more than by telling how his frustration was starting to build up. Your students can learn much from comparing, “Footsore and dusty, Weasel eyed Kookoory’s flight and smothered a groan against his own lean shoulder,” with “Weasel was beginning to get tired and frustrated.”

· This should be a regular modeling activity for writing. Even with beginning writers, when you are doing a piece of joint construction take opportunities to write alternative expressions so that your students get used to choosing the one that they prefer. Help them to see that sometimes one expression should be preferred because it is clearer. At another time, one sounds better than the alternative. One has more style, but is less clear. One avoids repeating the same word too many times. Another has some humor in it that the alternative lacks. One suits the expected readers better than other choices might. 

Don’t just say the pieces of text, write them down so that your students can see them. This not only models the spelling of the words for them, but it gives them a better chance to consider the options. You can read both, or more, through. Then when you select one and cross out the other you are showing something more about editing and revision. 

“In her cottage by the fence, …” This is not a common way to identify the location of a cottage – we would expect it to be the other way round – but it places the cottage next to Kookoory who is on that fence. This illustrates one of the most important ways in which text is connected. What is new information in one sentence is referred to again as known information in the next sentence, or very soon afterwards. On the previous page, Kookoory flew to the fence. The fence is new information. After mentioning how Weasel feels about what is going on, the author comes back to set up the encounter of Mrs. Parsley and Kookoory. She starts by placing the cottage into view. How does she do this? By locating it next to the fence, which we have already met. Simple, huh? And that’s what you will find again and again in connected text. Take your students on a walk through some text to see how new information is introduced and then used again to introduce the next new information. 

Mrs. Parsley had rocked Babsy, and of course the artist has made sure that there are rockers on the cradle. Notice that they go side to side, not backwards and forwards like a rocking chair. 

· Compile a list of beds, especially noting ones for babies. E.g., cradle, cot, crib, bassinet; bed, bunk, waterbed, trundle-bed, and so on.

Notice the effect of repeating far, and how it is tied in with At last.

“… cuddled like a dormouse …” is a simile that may not add much meaning for readers. The pink shawl is mentioned here, and that will be part of the capture of the weasel later too. 

“Babsy slept and Mrs.Parsley dozed.” Distinguish between slept and dozed and try other words such as snoozed, napped, slumbered.  

“Kookoory pecked the window. Kookoory tapped the door.” This is a scaled sequence for attracting attention, leading to the full-scale lifting the latch and hollering. 

· Look back at the speech markers for each of Kookoory’s visits. He cried and then sang to Grampy, crowed to the baker, and hollered to Mrs. Parsley. The author has gone for variety of expression. 

Kookoory again cites two Fair Day activities that were mentioned in the beginning of the book, and adds balloons, obviously fitted to Babsy, as the cotton candy might be as well. Again, this is evidence of the thoroughness of the author’s structuring. We might go back and check that Grampy is told about dancing at the fair, and remember this, pages later, when he is described as “spry as a goat.” 

“… to land on his feet atop a passing wagon.” The wagon is a device the author has introduced to prolong Weasel’s difficulties in catching Kookoory. And atop is chosen for its “feel.” It reeks of days gone by. 

“ ‘Drat,’ Weasel said.” I’d suggest that it is probably not wise to ask your students to list the different expressions that people use to indicate their frustrations! You might end up with a list of @#$%^*!

Why is there a ditch beside the road? Here the author has put in a ditch for her convenience, but it is a normal feature of roads to have some kind of drainage. 

“To be less obvious …” Find some other ways of expressing this. E.g., “So that he would not be seen,” “To keep hidden from view,” “To stay out of sight…” You do not have to like one way of saying this more than another, but exploring options is empowering for all writers. 

Word ladders. 
“Follow the fellow …” The author obviously chose this repeated expression as much for its rhythm as its meaning. You might like to use this to introduce some wordplay. You only need to change one letter to go from follow to fellow. There are more complex chains of words where you can move from one word to another changing one letter at  a time and making a word at each step. Lewis Carroll called this game “Doublets” but they are most often called word ladders these days. It is more interesting if the two words have something in common. For example, from that page of “That Kookoory!” I made gasped into panted, and trot into walk.

Gasped, gassed, passed, pasted, panted.

Walk, wall, wail, tail, toil, tool, toot, trot.

This stuff isn’t for everyone. You might try it occasionally, but it is probably more a question of introducing it to your class and letting those who like it play around with it. There is a host of other wordplay types. For example, just see how many of the words on that page still make a word when you remove the first letter.

“ ‘Koo-koory-koooo, and a rah-rah-rah!’ sang Kookoory to the rosy sky.” Here is confirmation of the rooster’s name matching his crowing. The “rosy sky” indicates dawn. There is a saying, “Red sky at night, sailors’ delight; red sky in morning, sailors’ warning.” (Also used with shepherds instead of sailors.) I have also seen it expressed as “gray skies” instead of red, and as “rainbow at night.” In this case, the warning of rosy skies does not seem to lead to bad weather for the day. 

“So they romped along – Kookoory riding, Weasel trotting.” This is another example of parallel structure, but it seems to apply more to the rooster than the weasel, since romped implies pleasure as well as speed. 

The next page is interesting (Aren’t they all!) because the author takes time to present more of a logical explanation for what takes place. She sets this up with the opening word.

“Now, Edgerton Fair was a good deal yonder.” This Now does not mean, “At this moment in time.” Instead, it signals that the author is addressing us, the readers, more directly. It is like saying, “Now stop here for a moment while I explain the situation to you.” She then proceeds to account for why Kookoory gets off the wagon to eat and why Weasel is prepared to wait for him to finish. 

· Find other expressions to convey the sense of “a good deal yonder.” Notice that it is a dated expression that helps to maintain the tone of the text. 

The grammatical structure “Neither one nor the other” can be compared with “either …. or ….” 

“and they’d been abroad for a good while.” The word abroad can be used to indicate travel overseas, but here means just “out and about.” The author deliberately chooses an expression for a time period that is imprecise. 

“What should appear around the next bend but the prettiest cornfield. Corn tassels beckoned in the early morning breeze.” The issue raised in the previous paragraph is hunger. It is a touch of irony that the author uses here to focus on the appearance of the cornfield. Doubly so, since it is as though the cornfield arrives around the bend, rather than the wagon and Kookoory and the Weasel. The corn tassels “beckon” so there is a kind of implicit pun on the idea of attraction. The breeze that is mentioned here is going to have more significance on the next two pages.

There is a succession of expressive word choices in the next couple of paragraphs. Several of them provide paired wordings, which often add flair or emphasis to writing. We have: wiltish and puny; for lack of supper the night before, and for want of breakfast; up hill and down dale; plunged from the wagon and darted into the cornfield; lolled dry and dusty; thistle and burdock. The author may have made up wiltish but it is easy to figure out what it must mean. Readers may not know burdock, but if they know thistles they can hazard a pretty good guess that burdock is a similarly uncomfortable weed. We would more commonly say plunged into than plunged from. This would not work as well if Kookoory did not then dart into the cornfield. In effect, he plunges into the cornfield, but the author has depicted it in two stages.

“ ‘I’ll only stop for a bite,’ said Kookoory.” This is the kind of expression that foreshadows trouble through its transparent innocence. We know from our intertextual resources that this is too naïve an expectation. We know the story of “The Hare and the Tortoise.” Just a little nap? That couldn’t cause any problem, could it? Uh-oh, something is going to go wrong. It is also like the repeated miscalculation in “Just in Time for the King’s Birthday,” where the farmer in his innocence allows the animals just a tiny taste of his cheese – “No harm in that.” 

· Priming. Over time, build up a list of the signals in different books that warn the reader of a coming complication. This simple activity does a great deal to alert young readers to some very sophisticated skills in both reading and writing. 

“Weasel’s tongue lolled …” How much more expressive this is than, say, hung. 

“He coasted to rest …” This is one of the ways that movement can stop. A bicycle can “coast.” What else can? What other ways are there of stopping? Try grouping them into sets. 

Homophones. 
“ …Weasel allowed, …” This term shows that his thinking is part of a logical argument. Its effect is like, “I’ll grant you that.” You might connect this word to aloud and study some homophones. Here are some from “That Kookoory!” Fair, fare; Hi, high; sight, site, cite; to, too, two; more, maw; bean, been; morning, mourning; right, rite; sun, son; piece, peace; not, knot; away, aweigh; saw, sore; through, threw; sell, cell; night, knight; weight, wait; road, rode; paw, pore; one, won; allowed, aloud; trussed, trust. I suggest that you do not make too big a deal out of homophones. However, being aware of the different spelling patterns that can represent the same sound pattern is helpful in developing spelling skills. Word sorts are valuable for extending this kind of study. If you make word cards with these words on them, you and your class, or the class working in small groups, could sort the words into sets. For example, you would find a number of words that have different ways of representing the /or/ sound, or the “long i” sound, or words with silent letters, and so on.
Weasel daydreams of chicken dinner. Kookoory is a rooster or cock, but as a meal he is “chicken.” List the animals that are used as meat and the name of the meat, such as lamb/mutton, cow/beef, pig/pork, deer/venison. Turkey seems to be an exception. 

“Meanwhile, Kookoory’s friends had turned out for the fair. They made haste, anxious to catch up with him.”

· What are some of the ways that authors can handle simultaneity? The “Meanwhile, back at the ranch” idea is so famous that Trinka Hakes Noble wrote a picture book built on the title with alternating pages of events in town, and, of course, meanwhile back at the ranch … Simultaneous action might also be shown with parallel columns of text. Most commonly, the author shifts attention back and forth focusing on what is most important and rarely needing to detail all that has happened to the other characters in the meantime. Modern action novels often use a lot of cutting back and forth for suspense, leaving one character in trouble while the plot brews thicker elsewhere. 

Attending to issues like this helps your students to learn more about the narrator’s point of view. 

· How else could we say, “They made haste”? 

Were they really anxious to catch up with Kookoory? In the story they have no awareness of the Weasel. This kind of clarification is often necessary in working with student readers who may not divorce their understanding from that of the characters. If you ask them why the friends were anxious, you can be sure that some will think that it is because of the weasel. Sorting out what the characters know is helpful not only in comprehending the text, but also in developing transferable skills in point of view. This means that they are more likely to write with a consistent point of view, rather than to fall into the trap of writing as though they knew things that did not fit in with the point of view that they had espoused up to that point. It is not only young writers who sometimes let us know what is going on inside the head of someone without justifying how that is known to the narrator.

“ … spry as a goat …” Here’s another simile. Have you compiled a list of the ones in the book?  And did we think of goats as “spry” when we thought of animal characteristics earlier?

“… wound the yarn of his bed sock … The yarn had gone all cat’s cradle from Kookoory’s tweaking it.”  Here’s a thread running through the story. (Pun!) This section connects to the earlier event and will be significant again soon. Cat’s cradle is not immediately clear as a description of the thread, but it works as a metaphor with anyone who can figure out a relationship with the string game. We assume that it means “tangled.” I would avoid getting your students to unravel their socks, but you might like to see what string games your students know.

“The baker wore his fresh doughnuts… two bags bulgy with powdered sugar… little Babsy scarfed in her pink shawl …” All through this page, the author is assembling the tools that she will use in the climactic scene. All of these elements have been established in advance or linked to something that is already established in the story. This is crafting, and we need to applaud it with our students and help them to see how authors do it. If you want to read a really extreme example, try Douglas Adams “Dirk Gently’s Holistic Detective Agency,” where the author has enormous fun assembling the most unconnectable collection of events and circumstances and then bringing them together with an extravagant flourish of happenstance. 

· Try getting your students to make up ways of bringing several different items together in a story. I suggest that this should be an oral game rather than a writing task. Give them a challenge like: fit into a story a wheelbarrow, a banana, a  piece of string and a car that has broken down. Encourage them to find unusual ways of solving the problem, not just, “A man was walking down the road wheeling a banana and a piece of string in a wheelbarrow, when he saw a car that had broken down.” 

The sugar was to “dredge” the baker’s “confections.” Notice that to dredge has quite distinct meanings, one taking away something and the other adding something on, rather like to dust. What makes something a “confection?”

Babsy was carried “pick-a-back.” I can’t find an origin for this though it is known to date back to at least the 16th century and exists in several different forms, including piggyback. Try inventing an origin for it. See what your students can come up with and make up something fairly outrageous yourself. 

Babsy was “scarfed” in her pink shawl. This is an invented form, using a noun in a verbal structure to simplify and enliven the writing. Using a word to do a different job from the one that it would normally do syntactically is called grammatical metaphor. 

Now the author uses a deliberate and unusual ploy. She takes the breeze that was first mentioned as blowing the corn tassels, uses it to account for the pink shawl being around Babsy’s head, and then makes it the connector for Kookoory and Weasel. And she does that with partial sentences. In effect, she is saying to the reader, “Remember where we left Kookoory and the Weasel? Well, here’s where we bring it all to a climax.” You probably won’t find many instances of this specific technique in your reading. But if you bring it to the attention of your class, what you can then look for in subsequent literary encounters is the different ways in which authors signal to the reader that the denouement is nigh. It may be something as simple and skillful as how Bill Martin indicates that we have come to the final contrast in “When It Rains, It Rains.” After a string of pairs like, “When it’s hot, it’s hot. When it’s cold, it’s cold,” we find, “When I’m good, I’m good. But when I’m bad …” That But tells us that we are not going to just get the same pattern. It is not, “When I’m bad, I’m bad,” but, “But when I’m bad, I’m perfectly horrible!”

This page does have one of the few pieces of text that I would like to modify. It seems to me that one connection is missing. Instead of the line, “where Weasel, with such an appetite …” I would prefer, “That breeze waved the thistles where Weasel, with such an appetite …” so that it matched the sentence re-establishing Kookoory’s position. Is it arrogant of me to think I could improve this? Perhaps, but that shouldn’t stop us from engaging critically with an author’s text. In some cases, books are published with vast scope for improvement. It is not a criticism of Margaret Walden Froehlich to find one little thing that might be improved. And perhaps some of my students would present a good argument for the way that she did it, which I hadn’t thought of. 

At this point in the story, the characters have to figure out what we readers have known for a long time. They see the rooster and the weasel and put two and two together, or in this case one and one! Notice, that they see “the weasel” not “Weasel” as he has been called while he was a character rather than an unknown predator. Babsy’s call of Kookoory’s name (that is, she crows herself) is the trigger that sets of the climax. 

“The weasel woke and rallied. “It’s now or never!” he cried. Yet again this is a wonderful word choice. Students need to be helped in such a case to see the complexity of meanings that are connoted by rallied. It does imply meanings like “recovered, gathered new strength, etc.,” but it is also a term used in military settings to describe gathering the troops, or getting them ready to overcome a setback. In this case, perhaps the weasel is recovering his senses after sleep and regaining his focus on his goal. That cry is a bit like a battle cry too.

On the next page, all of the author’s and the artist’s preparations are put into effect. The powdered sugar, the shawl and the sock thread are the tools used to capture the weasel. It’s a slick operation conveyed concisely but with panache. The powdered sugar is “launched [as] an eye-squinting sneezer of a cloud.”  The effect has been transferred to the cause. You can’t just up and write this kind of lively description without playing around with language. Don’t be afraid to try some of this kind of stuff with your class. They will not need to use such expressions often, but how nice to be able to do so if the opportunity arose. “There was a shiversome, knee-knocker of a thunderclap right above their heads.” “It was a tar-melting broiler of a day.” Don’t stop me, I’m on a roll!

· Concept Shading for Vocabulary Development. 
· One way to work on word choice is to ask students questions like, “Why is trussed better than tied would have been here?” This will usually lead on to considering other words as well in a cluster. They may need to study some of the words to help discriminate the way that they are used. In these circumstances the dictionary becomes a tool rather than a crutch. That is a very significant issue. All too often, students look up words in the dictionary to little current benefit and for no continuing gain. In this case, they would be trying to find any nuances in the definitions that would help them to understand the differences. You would often need to provide some input about usage, for example to mention that turkeys are trussed for roasting. 

I strongly recommend this question form, at least some of the time. It is much more focusing and productive than, say, “Is trussed the best word that the author could have used here?” You will find that it triggers discussion better than, “What else could the author have used instead of trussed?” Another way of extending thinking is to use the question structure of the instructional strategy that I call Concept Shading. For example, that would start with a question like, “Is trussed more like tied or more like bound?” In the process of discussing this, you would find that you had introduced (and written down) a number of other words that fit this cluster of meaningfully related words.

The friends then continue their journey to Edgerton Fair bearing the bound weasel in a triumphant procession. There are lots of connections that you could make with this, including the “wild rumpus of a celebration” in Maurice Sendak’s “Where the Wild Things Are.”

The idea that they will put the weasel in a cage “and then we’ll turn him loose” may be traced to one of the many versions of the song “A-hunting we will go.” Steven Kellogg has played around with that in his usual lively way in a book with the same name. He provides the music in the back of the book. Your students could write new verses for the song, including, of course, one for “That Kookoory.”

Before the weasel is turned loose the friends experience the fun of the fair, with a listing of a number of the features that Kookoory had earlier identified. This is part of the coherence and continuity of the text. To suddenly list a set of different activities would undermine what had been established. 

“… for folks and tads, …” Without knowing the meaning of tads many students would be able to come up with a good hypothesis.

The word plied is complex and versatile. Its several meanings seem to cooperate in this instance. 

Notwithstanding the food he is given, Weasel (back to being a character in the story once the people have finished with him) is not happy. “Off Weasel skulked, grim-grumpy and burpish for a fellow who’d spent the day at the fair.” Here is skulked which we saw earlier wouldn’t do the same job as lurked. Here are wordplays that convey more sense than we could quite explain. And notice the effect of fellow, which has a tone that enables it to be used for a character that is also an animal.

The final page is the rounding off. There is no tension to resolve, only the anticipation of another fair next year. Notice the effectiveness of word choices that utilize sounds as well as sense. There are: before/baker; puzzled/nuzzle; Kookoory toppled sound asleep; baker’s/neck.
And finally, the ending is tied in a neat bow with the other bookend, adapted from the beginning of the plot, “ ‘That little Kookoory – such a pother! Such a pester! Such a love!’ said his friends.”

FURTHER EXPLORATIONS.

I have suggested a number of intertextual connections as we have gone through this book. You should make further connections as you and your students find similarities, or differences, with other texts. 

There are many other activities that are worthwhile, but not necessarily triggered off by specific aspects of the text as we got to them. Let’s identify a few of them.

STUDENT-INITIATED DISCUSSIONS. 

Once you start making explicit connections with other texts and with any other information that this book resonates with for you, expect that some of your students will start to make similar connections. You will have to handle this with some sensitivity. Do not feel as though you have to work right through your own agenda before you start to explore some of the ideas that your students come up with. This might seem so self-evidently sensible that you wonder why I would even mention it. Unfortunately, some teachers do cling to the idea that they must control the introduction of every feature of the curriculum in their classes. Also, unfortunately, there can be just the opposite problem. Sometimes teachers are so infatuated by the idea of students generating ideas that they turn off their sense monitors and wallow around off target, not really achieving anything worthwhile. 

So, be delighted when you get students seeing connections with other texts, but keep your focus on helping your students to advance as language users. You will need to cope sometimes with “connections” that students make which you just can’t see even after the student has explained them. That does not mean that the student was wrong. We do not always connect ideas in the same way. 

Work at getting your students to actively struggle with ideas. That means they will be actively engaged in decision making rather than passively going along with points that you or a few of the students are making. Be aware that lower-progress readers and writers often get very adroit at making the teacher do the bulk of the thinking for them. Remember also to try to develop a range of modes of presentation of ideas and thinking. Use quick sketches, for example, so that all the students respond to a question on paper rather than getting just a few students responding orally. Here is a major strategy for developing students’ thinking about text.

STRATEGY: RECIPROCAL TEACHING

I’ll introduce this strategy in its general form first, and then give suggestions for introducing it with “That Kookoory!”

Reciprocal Teaching is a flexible instructional strategy, developed by Palincsar and Brown (1986) that takes the form of a dialogue between the teacher and the students, developing into a discussion where the teacher and student share the same goals and alternate roles. It focuses on comprehension and metacognition, particularly developing predicting, clarifying, questioning and summarizing. Its value may be greatest with students who focus more on the superficial aspects of texts, perhaps those who concentrate more on reading the words accurately than on deeper comprehension. As with most good instructional strategies, it shows a transfer of responsibility as it progresses through teacher modeling to students being able to carry out the procedure for themselves. The standard procedure for introducing strategies is:

a) Teacher Modeling - where the teacher shows the skills in action and talks about the process; 

b) Joint Action – where the teacher encourages students to participate and take up some of  the decision making;

c)  Student Independent Action – where the students take the leading role or work with the skills on their own. 

This is a scaffolding procedure marked by a gradual reduction in the amount of teacher support. When scaffolding teachers model the technique, choose material that makes participation more likely and decrease their own role as the students come to handle the task for themselves. The teacher moves more to a coaching and feedback role. Be conscious of the way in which some students cling to the scaffolding and of the temptation on your part to maintain a major role too long. Scaffolding is very effective but seductive.

Reciprocal Teaching is normally used on informational texts, but it can be applied to other texts such as narratives, especially when the teacher is trying to help students learn more about how texts work. It is best learned in a series of sessions in a sequence of a few days, and then used occasionally once it is established. It may well be learned more effectively in small group settings and once it is well established you may be able to run several small groups using it independently at the same time. 

Each student needs to be able to see the text, so use a transparency or run off copies of a short text. When you use informational texts, it helps if they have headings, sub-headings and diagrams, though this is not necessary for all uses of the strategy. 

Explain that you are going to show the class some of the ways in which good readers engage with texts and information, and that once they get used to the strategy, they will be able to use it themselves. 

Step 1. Predict. Start with the title, headings, sub-headings, illustrations, diagrams, if applicable. Talk about what expectations these elicit from you and how you make those predictions. You might comment on previous experience with similar texts, background knowledge of the topic, details in the graphics that accompany the text, or knowledge of concepts in the headings, for example. Your predictions can be focused on information, or language, or both. Basically, this uses the Think Aloud strategy. You will be talking about what you expect to see in the text. This prediction is done at the beginning of the reading passage, but can also be done at frequent intervals through the text. Normally, you will be predicting what you expect the author to mention next, and explaining why you think that. You are activating your background knowledge of the subject matter and the style or genre of the text. 

If you do not have a lot of experience of this kind of thinking, and are apprehensive about making predictions and then finding out that the text really does not deal with the topic the way that you predicted, you have two clear options. 

a) Read the passage for yourself first and “predict” what you already know is there. In most cases, to start with, you will be in this position anyway as part of your planning and preparation for your teaching. You could let the students know that you already know what is in the text, but this is what you would expect and why. Or, you can act as though it is new to you too (without lying about it!). 

b) Take this as a wonderful opportunity to learn new skills yourself, and to model being a learner to your class. It may be a little unnerving to “go out on a limb,” but there is no need to saw the branch off! Be fascinated by instances where the author went a different way from your predictions. Be prepared to show students how much harder this is for you to do when the material is on a topic that you do not know a lot about, than when you know a lot about the topic.

Whichever way you go about this procedure, do not reject suggestions from the students in this first phase. Even though this is the teacher modeling stage, remember that your aim is to get your students to be able to do it. So if they come on track in the first stages, that may simply speed the process up. Make sure, however, that their contributions have a reason behind them - that they are not just guesses. What the students contribute will give you insights into their comprehension, especially when there is some breakdown in their understanding. This may be revealed as a lack of personal experience of the subject matter, perhaps indicating a difference in cultural background, a misunderstood word or concept, or inaccurate knowledge.

Once this is established as a procedure the students will take leadership roles coordinating the sequence. They will make the predictions themselves, though you can still join in the process. You will also monitor their contributions, perhaps asking for an explanation of why a student made a particular prediction. In the transition stage, choose material that assists prediction. Gradually increase the difficulty. Sometimes you will have the opportunity to comment on a real surprise where the text promised to go in one direction and the author jumped away to somewhere completely different.

Step 2. Read. Now read the passage together. You can do this in a variety of ways. With young children you will probably do it aloud together, or perhaps you will read it to them and then reread it together. Most of the time, with older students, the reading will be silent. The whole activity can be done in quite small chunks of text, so the reading may be of just one paragraph, or it might be a longer piece. 

Once this is established as a procedure the student who is leading the discussion should direct everyone else to start reading and indicate where they should read up to.

Step 3. Clarify. Raise questions about puzzling things in the text, and let the students ask questions about anything that puzzles or surprises them. Comment on differences between what you predicted in the text and what was actually there. This is an important step in developing the students’ on-going comprehension monitoring and metacognition.

This stage is not the full exploration of the text, but a kind of clearing the decks for action, so that the students can examine the text without confusions in the next step. Note also, that it is quite possible to make this the final stage of the procedure, using clarifying to sort out any difficulties that may be left after the other steps.

Once this is established as a procedure the student who is leading may ask other students what difficulties they are having and may attempt to clarify the issue, or may call on you to clarify it.

Step 4. Question Generating.  In its full form, this is a discussion where everyone’s understanding is extended, more by asking questions than by answering them. To develop the skills necessary, ask students three types of questions. In is usual to start with the first kind and move up the levels, but once you have established this way of working, it is not necessary to work through these in that sequence. 

The kinds of questions are: 

a) Text-explicit Questions (or Literal questions, sometimes called Right there questions) – those where the answer is directly stated in the text.

b) Text-implicit Questions (or Inferential questions, sometimes called Search and find questions) – those which require inferences; the answer is in the text, or can be worked out from what is in the text, but it is not directly stated. 

c) Background Knowledge Questions (sometimes called Beyond the text questions) – where the answers are not in the text at all but can be found from outside sources. The answers to these questions need to match up with what is in the text, or else they should trigger off deeper discussion of why they do not match.

Another way of labeling these three kinds of questions is: in the lines, between the lines, beyond the lines.

One advantage of using such categories is to ensure that you don’t confine yourself to the same kind of questions all the time, but it is yet more valuable in helping students to learn to ask more effective questions. Explain that you are not trying to ask questions to check up on them or to show what they do not know, but that you are showing them how asking particular kinds of questions that lead to better understanding and to different kinds of thinking as they read. Sometimes you will find it helpful to explain why you asked that particular question. When you stop to think about the reasons behind your own questions, you are more likely to be able to get away from the “checking that you were paying attention” kind.

Students answer the questions. Often this is a good time for them to 

substantiate their answers, by explanation and by reading the part of the text that helped them to answer the question. 

Once this is established as a procedure the students take up the role of question generator. In the early stages, it helps to have them identify the kind of questions that they are asking. Your praise should focus more on the questioning than the answering. 

Step 5. Summarizing. Show students how to identify what you think is the most important information in the section of text. For different purposes, you may highlight key vocabulary, topic sentence, gist, or main idea. As you work through the text, help students to see how one paragraph connects to another, or one idea leads on to the next. You might also look at the use of graphic organizers to display information in tables, concept maps, etc. Where the earlier predictions or comprehension were inaccurate, ensure that the summary repairs the students understanding. In some cases, students may fall into a pattern of remembering what they predicted better than what was actually there.

Once this is established as a procedure students may use a variety of different ways to record what they get out of the text. At the end of each session they should summarize in some way what was learned as information and what was learned about language. 

Applying Reciprocal Teaching to “That Kookoory!” and other Narratives.

I would suggest that you do not try to use Reciprocal Teaching from the beginning of the book. You may notice that the strategy of Group Prediction that I recommended has some similarities to Reciprocal Teaching in that they both feature prediction as a starting point. If you try Group Prediction and your students do not seem to be applying reasoning to their predictions, this would be a good time to move into the beginnings of Reciprocal Teaching. You could help them to see how you would make predictions from the same part of the text. 

On the other hand, you might move onto Reciprocal Teaching when your students show that they are developing skill at making predictions. You could build on that to show them how much further the strategy could be taken. 

The early part of the text where it says, “No wonder his goings-on attracted a weasel,” would be one starting point for Reciprocal Teaching. You might start with something like, “Aha, let’s look at what the author is doing here. When I read something like this, I am pretty sure that the author did it for a purpose. She wants me to think about what would happen when a weasel becomes aware of a rooster. I think that the weasel will try to catch and eat the rooster. Actually, this situation reminds me of Pat Hutchins’ book, “Rosie’s Walk.” I expect that the weasel will have several attempts to catch Kookoory, but that somehow they will all fail. I don’t know why she would mention the weasel if it was not going to try to catch Kookoory.” Almost immediately in the text there is confirmation that this prediction is on the right track.

As you work through the story of “That Kookoory!” you will find a very large number of possibilities to show students how one part of the text leads to the next or a later part. For example, as Kookoory sets off to wake everyone, the author states, “It took Weasel a peevish minute to get loose from his doze.” As an effective reader, you can see that the author put this in to buy time for Kookoory to put some distance between himself and the weasel. What kind of a story would have him walk out of the coop and get immediately caught and eaten! Then, you can point out that the very next words are, “By that time.” Instantly, this confirms that your prediction is on the right track. 

As you point out features of the writing like this, you encourage the students to participate as more engaged readers, and of course, to learn more skills to use in their own writing. As they succeed in the procedure, there self-confidence increases and they become more willing to make connections. The more willing they become to try the more effective their predictions are likely to be. If students are not succeeding, you will have evidence in their predictions, questions and summaries or why that is so. Adjust the difficulty of the text. Help them to understand why predictions that they make do not match up with the author’s intentions. In many cases, the prediction may not match, but still be a valid possibility. Often an inaccurate prediction is based on too small a section of the text. The young reader may be responding to the last sentence only, or may miss the import of the text structure. In such cases you can help students to recognize discourse markers. For example, if you come across however, or but, you expect that what follows will be a contrast from what went before in the text. On the one hand should signal an imminent on the other hand. If you find not only, you anticipate a but also.

You do not have to use the full form of Reciprocal Teaching. If you can get a dialogue going where the students start to pick up and comment on the same kinds of things that you have modeled for them about the way in which the text is constructed, you have achieved something very significant. Many of the features of “That Kookoory!” that I focused on in the page by page discussion could be discussed at the instigation of the students. Indeed, that should be a goal. You can add an additional focus by helping students to identify the parts of the story that correspond to the generic features of a narrative, such as the Orientation, Complication, Attempts to resolve, etc.

One thing to watch out for as you develop this way of working, is that you may find that you have a few students who catch on quickly and participate eagerly, while the rest just tag along or sit there uninvolved. If you are working with young children, that will not matter to start with as others will probably join in as they learn what you are doing. Don’t feel as though everyone will be ready to handle this quite sophisticated skill immediately. However, with older students this may need a more sensitive treatment. You need to find ways of getting those who are less participatory to start trying to make connections. You can do this in a number of ways. One would be to specifically ask a less active student to ask a Text-Explicit or “Right There” question, gradually expanding the range of questions that you ask such students.  While it is good for students to be exposed to the positive models of more advanced students, sometimes you need to separate out a group of less confident students so that you can get them more involved. Be aware when you do this of avoiding the self-fulfilling prophecy that sets them up to see themselves as inadequate. Also be very careful that you are using this group to help them to participate, not make them more dependent on you. Just being in a smaller group may be enough to change the nature of their participation, as they will get more opportunities to speak and feel safer.

As you move on to use Reciprocal Teaching with other texts, you might find it helpful to make a chart of the steps in the strategy along with a list of the three question types. Once the students have the idea, they should not need much revision by teacher modeling. You may also find ways of using the strategy in small groups with you working with one group while other groups work independently.

So you don’t think that you are much of an artist? Isn’t that a tragic outcome of so many of our educational programs? Responding meaningfully through art to show an idea, is one of the best ways of developing artistic skills. A quick map of the story with the key events located is going to add to the understanding of all of your students. They can do it for themselves, or you can build one up with the class, perhaps getting students to draw scenes to add to the map. If the focus is on the ideas, rather than on the art, students will learn more about drawing. However, start to overcome any negative ideas of quality, in yourself and the students by learning to look carefully at the artwork and to talk about it. Weasel smothered a groan against his lean shoulder. Let’s look carefully at what a lean shoulder looks like. Do NOT make templates for students to draw around and color. Encourage them to study the pictures in the book to see how the legs fit onto the body, and so on. 

Many students will not know much about weasels. There is quite a list of similar animals or overlapping names such as ferrets, polecats, ermines, stoats and weasels. There is scope for research and sorting out of these names. When I was young my father taught me how to tell stoats from weasels. He said, “A weasel is weasily distinguished and a stoat is stotally different.” Thanks, Dad! Actually, it is a rather fascinating thing for me, because it is the first time I’ve ever written that down, and I had to choose a spelling for both of those words.

Many teachers do not take advantage of the learning potential of drama in the classroom. They may have only thought of drama as a performance skill, but it is a versatile and effective tool for learning too. I suggested some ways of using drama to explore the subtle differences in the meaning of words. Here are some other possibilities for using drama as learning tool. 

The text says that the people at the fair had plied the Weasel with popcorn, peanuts and cotton candy. You can explore the specific meanings of plied in the dictionary and in discussion, but that won’t show all that it implies. Have the students role-play different ways of plying Weasel with food, trying to show the different tone or motives in their behavior. For example, one might be mocking or taunting Weasel. Another might be very sympathetic to him for being shut in a cage. One might be doing the feeding surreptitiously, another openly. One might be teasing or tormenting him. And so on. 

Point of View.  Try exploring the difference that the narrator’s point of view makes. Have students write a scene, such as the capture of the weasel, in the first person, but from the different points of view of each character. Then compare the versions. Help them to understand that a writer has to take account of what the character knows. Thus, someone writing from Kookoory’s viewpoint has to have him startled by the event.

The capture of the weasel is crafted through the story. As we saw, the author and the illustrator assembled all that was needed for the capture in advance and brought them together at the vital moment. What if Weasel was to be captured or overcome in some other way? Devise some alternatives and then explore what impact they would have on the story. What elements would have to be inserted? What could be left out? Notice that this is not an exercise in writing a different ending to the story. Instead, students will learn a lot about the cohesiveness of a story, the interweaving of elements and the interplay of characters and events. What if Weasel outwitted the first attempt to capture him? 

THE "LONG LIE" STRATEGY 

The "Long Lie" is one of a range of rewriting strategies that focus readers' attention on both structural and informational aspects of texts. It is a versatile technique that can be used at different levels. A Long Lie is prepared by summarizing a familiar text and distorting it. Distortions are made by changing information or the words. You can write the summary first and then make changes in it, or you can distort the text as you summarize.

The major advantage of the strategy is that it gets students transacting closely with a text in an enjoyable way.

Alterations in the text can be changes to words or expressions. These could be spelling changes or different words, including homophones. They could change the tone of the writing by changing modals, etc. However, most changes at upper grade levels would be distortions of the information. 

Strategy for Use. 

Step 1.  Choose a passage of manageable length that contains information, or expressions, or words that you want your students to become familiar with. Write a summary and "play around" with the text as you do so. Try to make changes at significant points in the text so that correcting the text will focus attention on parts of it that you want to highlight. You might find it helpful to set the text out with double space or space and a half between lines to give students room to correct the text.

Step 2. Give students time to correct the text. The activity can be done in many different ways. Try it as a paired activity as well as individually. At times, it might be advisable to allow students access to the original text, while at other times they should do the task without reference to the original.

Step 3. This could be used as an assessment task; in this case you would count up the percentage of accurate corrections made. Otherwise, go through the passage briefly with the class identifying changes they made. Use the opportunity to focus attention on how they recognized that a distortion had been made, and when necessary, model for them ways in which they might have spotted the mistakes. Explain briefly some of the reasons why you made changes.

Once this is established as a procedure, make construction of the Long Lie a class activity. You can get students to prepare these individually and then swap their texts with a partner and correct each other's text, or they can be constructed as a group activity (which has the added benefit of discussion about the text). Note that this is an effective way of developing students' summarizing skills.

Sometimes, use the strategy in conjunction with other strategies. For example, after completing a Long Lie, students or the teacher and students together might construct a Retrieval Chart or a Semantic Map to show the key information and its interrelationships. An activity like this at the end of the sequence helps to repair missing or inaccurate information.

Here is a simple example of a Long Lie based on the familiar story of “The Three Billy Goats Gruff.”

“Once underneath a time their were four Billy Goats all with the sirname Gruff. Wear they lived the grass was getting too plentiful so they wanted to go between the rushing river to the mountainside where the grass was dry and brown. The only weigh a cross the river was through a bridge. A mean trowel lived inside the bridge. When the Little Billy Goat Gruff tried to chop the bridge the trowel threatened to eat him. The Little Billy Goat asked him that his bigger brother wood come soon. When the Big Billy Goat tried to paint the bridge the trowel threatened to wash him too. The Big Billy Goat questioned him that his bigger brother would come soon. When the Great Big Billy Goat came, the trowel tried to threaten him, but the Great Big Billy Goat buttered him into the ragging river. Then all two Billy Goats Gruff went up the mountainside to the grass. They eight and eight until they all got thin.”

This could be used after the class has read or had read to them the original story, or it might be assumed that they could handle it without a recent encounter. This is a variety of different kinds of distortions in the new text. Have fun in making some yourself and let your students enjoy them too. 

You can introduce these as a whole class activity, with you leading the students working through a passage together, but I think in most classrooms you could begin with pairs of students working together. I usually write or say an introduction like, “I tried to write down the story (or the information) we read yesterday, but I’m not sure if I got it all right. Would you go through this for me and fix up any bits I got wrong.” The fact that the students easily see through this subterfuge is part of their enjoyment.

As we established at the beginning, it is not enough to just work through “That Kookoory!” trying the activities suggested here. The idea is to take those experiences and parlay them into applications to other books that you work with. The following are some questions that you can ask yourself to help you to identify possibilities in other texts for explorations of language and ideas. 

QUESTIONS FOR TEACHERS TO GENERATE CONNECTIONS AND ACTIVITIES IN LITERARY ENCOUNTERS.

· How does this piece of text work? How is it made?

· What parts of this do I like most? Why?

· How does the lead work? What hooks does the author use to keep the reader reading?

· How does this text break up into episodes/sections?

· How does this section of text connect to the sections before it and the sections after it?

· How does one part of the text help to predict another part?

· What other texts do I know that are like this text? In what kinds of ways?

· What other texts have similar structures?

· What other texts have similar plots?

· What other characters have similar problems to solve?

· What other characters in books are like this one?

· What kinds of language are used?

· How does the text model features of specific generic structure?

· What differences are there between this text and conventional factual writing, or conventional fantasy?

· How playful is the language?

· What is interesting about the words used?

· What opportunities are there to increase and refine students’ vocabularies?

· What word-listing tasks would be appropriate?

· What tropes, or types of figurative language, are used?

· What explorations of writer’s techniques would be appropriate?

· How does the collaboration of author and illustrator work?

· What art experiences could be based on the illustrations or the text?

· What threads are seen through the text and/or illustrations?

· What examples are shown of foreshadowing?

· In what, if any, ways does the author address the reader apart from a conventional narration?

· What other aspects of the author’s craft are identifiable?

· How do choices made by the author affect other choices in the text?

· What alternatives were there to this expression? How else could it have been put?

· What effect would it have to change a wording to something similar?

· What alternatives are there to the way in which the complication is resolved?

· What rewriting activities would be appropriate?

· What functional aspects of language are shown that would give appropriate examples for modeling and teaching activities?

· How do choices that the author has made connect to problems that you have grappled with in your own writing?

· What messages does this text carry? What silences does it have?

· What does this text tell us about the world? About people?

· What aspects of gender bias, racism, stereotyping, etc., might need discussion?

· What experiences might my students need to help them to understand the text?

· What possible confusions are there between information and ideas in this text and what my students may know or believe?

· What opportunities does the text offer for role-play or dramatic investigations? 

· What features of the design or layout of this text have significance for our learning?

GLOSSARY

Alliteration: The repetition of the same or similar consonant sounds in words that are near each other in a text. Alliteration is most commonly focused on the beginning letters of words, but is not confined to beginnings.

Assonance: The repetition of the same or similar vowel sounds in words that are near each other in a text.

Book language: Some words, such as alas, are rarely met outside books. Some expressions, such as said Mother are not found in speech either. Learning to read and write is therefore more than learning to apply what is learned about talk to a different medium.

Brainstorming: An activity where as many relevant ideas as possible are listed about a focus topic. Brainstorming generates the list and may be followed by an activity like categorizing the suggestions. It does not involve discussing or critiquing the ideas suggested. 

Cloze passage: An instructional device where words are deleted from a continuous text, i.e., not the same as individual sentences with gaps, and readers find words to replace the gaps. To be useful as a learning experience, cloze is best done by teachers making the gaps themselves and focusing on the thinking about language and information that is needed to solve the gaps, rather than just on students getting the answers right. Some gaps will have a single correct answer, others will have more than one answer that will fit but a more defensible answer than others, and some gaps will have many possible answers.

Cohesion: The features of text that hold or tie it together. For example, pronouns may maintain representation of a character so that the reader recognizes that he refers to the same male character and she to the same female character until a change is indicated. Referring to something mentioned in a previous sentence by this or these is another means of providing cohesion.

Concept Shading: An instructional strategy that focuses on discriminating amongst a cluster of words related by meaning. It starts with a question of the form, “Is X more like Y or more like Z?” where X, Y, and Z are words of similar meanings and expands through additional questions and discussion.

Connotation: The meanings that are associated with a word because of the way that it is used rather than its actual definition. (Cf. Denotation)

Crafting: The act of writing, particularly in such a way that the text shows features that may interest a reader in the writing itself and not just its message.

Denotation: The definitional meaning of a word; what you would expect it to mean without considering its context.

Discourse markers: Elements in text that indicate the structural relationship of ideas. For example, for example, in conclusion, not only …but also, on the one hand/on the other hand, therefore, first/second/…, if…then… .

Dramatic irony: A feature of writing where the characters in the text are unaware of events that the readers know about because they have been described without the characters being present.

Embellishment: Decoration added to the writing to make it more stylish and appealing rather than to convey the meaning as simply as possible. Writing that is flowery and obtuse may be over-embellished. 

Figurative language: A general term for the range of writer’s tools that present ideas in ways that are not meant to be interpreted literally (as though that was exactly what was meant) but as an illuminating comparison.

Focused Learning Episode: A specific time of teaching and learning in a sequence of activities, usually aimed at helping students to develop the skills that they need to carry out a task.

Foreshadowing: A literary device whereby an author introduces into a text something which will be used more significantly later.

Generic features: The characteristic aspects of text that indicate what genre it is. For example, the imperative voice, implied subject, sequencing, etc, of a procedure (how-to).

Genre: Any activity involving language and action which is characteristic of the way in which people in a cultural group get things done. E.g., arranging a date by telephone, a recipe, telling a joke, a television documentary.

Grammatical metaphor: Use of a word from one grammatical class to do the work of a word from a different grammatical class. The most common form is nominalization where a verbal phrase is used to name a participant. E.g. The crafting of stories is a complex skill. 

Graphic organizer: Any of the variety of ways of showing information in a visual display, involving graphic symbols and probably words. E.g., flow charts, tables, venn diagrams, concept maps.

Group Prediction: An instructional strategy for developing students’ understanding of the construction of stories and other texts. The teacher interrupts a reading to ask two questions, usually worded something like: a) what do you think will happen next? And, b) How do you think it will work out in the end? Small groups of students may discuss this very briefly. Some whole class sharing may follow. The teacher reads on, and may interrupt the text again a number of times. 

Homographs: Words that have the same spelling but a different meaning. . E.g., bow(cute knot)/bow(bobbing with respect)/bow(front of boat). Note that they may or may not have the same pronunciation.

Homophones: Words that have the same pronunciation but different meanings. E.g., road/rode/rowed. 

Homonym: Words that have the same form, that is surface characteristics rather than underlying meaning. Literally, they have the same “name.” As the name of a word might refer to either its written form or its spoken form, the term “homonym” is ambiguous and would be better replaced by choosing the appropriate word from “homophone” and “homograph.”

Hyperbole: A literary device of exaggeration or overstatement for effect. It is probably more often done unintentionally. E.g., “I’ve told you a million times to stop exaggerating.”

Instructional Strategy: Any technique for teaching (whether by direct instruction or by facilitation of learning) a particular skill or knowledge component. It is an instructional strategy if it is a technique that you could reuse with other material or for somewhat different objectives. The point of identifying such a term is to distinguish focused teaching activities that teachers can learn to transfer and use effectively on many occasions, from merely having students complete activities without teaching them skills that are also transferable. 
Intertextuality: The knowledge of other texts that readers and writers have access to as they read or write. For example, a reader who recognizes a plot similarity to a book that she has read, or a writer who uses a word he learned from reading, is using intertextual skills. 

Irony: Language that conveys a message different from what the literal meaning of the words would be. Often the irony is shown in the tone of voice used in speaking, and this may need to be signaled in some way to a reader. E.g., “Oh that is clever!” said about some particularly stupid action.

Joint construction: An important instructional strategy especially for early stages of writing development. The teacher leads a class to construct a text. Usually, the teacher scribes and elicits suggestions for what to write from the students. The teacher is participating in the construction of the text, often suggesting ideas and helping students to choose from options. Joint construction may go through a full authoring cycle including revision and publication, or it may focus on the first draft or some other phase of writing.

Jump cut: In writing or film, to move from one scene to the next without filling in the details of how the transition was made in time or space. For example, a person is seen closing one door and then opening another in a different place. The technique is often combined with interposing of a scene with a different character. 

Lead: The beginning of a piece of writing, particular related to its intention to gain the reader’s interest. 

Learning experience: Everything we do ought to be some kind of learning experience, but if teachers are not thoughtful their students may do many activities that do not lead them to new skills, knowledge or attitudes. 

Literary Encounter: A meeting with a book, or other text, where the reader adopts a stance or style of engagement that facilitates learning about texts and the world that are transferable to future reading and writing and interactions with the world. 

Metacognition: Thinking about or awareness of one’s thinking, or thinking that is directed by a strategy or plan, or the ability to take stock of one’s resources to carry out a thinking task.

Metaphor: A literary device where language is used figuratively such that some notion is described in terms that are usually associated with another. E.g., “The sea roared, shook its mane, and pounced on the beach.”

Mini-lesson: A Focused Learning Episode where the teacher identifies a particular skill that a group of students would benefit from instruction on, and conducts a short teaching sequence to help the students acquire the skill.

Modals: Words in a text that serve to convey the level of certainty of the notions. E.g., should, might, ought to, must.
Multiple readings: Using the same text several times, perhaps supported by work with connected texts, so that more opportunities may be provided to learn from the writing. The initial reading may be interrupted less often than later readings, though some predictive events will probably occur. Later readings may not always be of the complete text.

Narrative: Used in a general sense to refer to any telling of events, but has a specific sense as a generic form.  A narrative genre involves: an orientation (setting, characters and perhaps establishing the status quo); a complication (some problem to overcome, the conflict of goals of more than one character, or the thwarting of the main character’s goal); a resolution (often involving a number of events which are attempts to resolve the problem before the climax when resolution occurs); and perhaps a coda (a rounding off). 

Personification: A literary device where an inanimate object is referred to as though it had animate characteristics. E.g., The cottage clung to the mountainside.

Prefiguring: The process whereby a writer works out in advance what will be needed later in the text, usually with the effect that elements will be inserted into the text so that they will be available when needed. The alternative is for the writer to revise earlier text to add in what is later found to be necessary. This is usually “seamless” so that the reader cannot detect which process was used.

Priming: The initial element in a foreshadowing sequence that is intended to alert the reader to the later significance of an element in the text.

Reciprocal Teaching: An instructional strategy that develops dialogue between teacher and students to explore texts, particularly focused on predicting, clarifying, questioning and summarizing. 

Recount: A generic form in which events are related. It may be an imaginative recount if the events are invented. Recounts differ from the narrative genre in that they do not have a complication and resolution.

Scaffolding: Any instructional tactic that provides temporary support to enable students to perform a task that they are not yet able to perform on their own, designed to help them to become independent of the help.

Self-antonym: A word that has at least two meanings that are contradictory. E.g., A fast runner moves quickly, while a fast color does not run at all.

Simile: A literary device where an explicit comparison is made between two things or notions, usually utilizing the word like or as. E.g., The sea is like a lion. Cp. Metaphor.

Substantiation: Providing an explanation for a response particularly to comprehension questions. Students substantiate their answers when they can indicate what part(s) of the text they used to form their response and how they did it.

Syllepsis: A literary device (and sometimes a mistake) in which two words are referred to by the same word in different senses. E.g., He lost his temper and the argument.

Text: Any coherent purposeful stretch of language, whether spoken or written.

Think Aloud: An instructional strategy where the teacher, or a student, models thinking processes by speaking the steps being used and giving a rationale for the steps taken in, for example, problem solving or predicting events in a story.

Trope: A general term for literary devices or figurative language tools that change the meaning of the language. Metaphors, similes, irony, are examples of tropes.

Word ladder: A form of wordplay where one word is changed into another one letter at a time with all of the intermediate steps also being words. E.g., WORD-ford-fort-foot-soot-slot-plot-ploy-PLAY.

Word Sort: A learning experience involving students grouping sets of words on self-chosen or teacher-imposed criteria. For example, students may take their spelling list and find all the different groupings that they can make on the basis of the vowel patterns. Word sorts may incorporate many different kinds of sorting criteria. 

Writer’s choice: The decision that a writer makes between competing possibilities for wording, tone, sequence, etc.
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