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De󰈀r 󰈜󰇵a󰇹󰈋󰈩r󰈻,

Thi󰈻 󰈎󰈼 󰈢ur 󰇾󰈹󰈩󰇵bi󰈩 󰈸󰇵󰈼o󰉉r󰇹󰇵 󰉄o 󰈎n󰉃󰈹󰈢du󰇹󰈩 󰉄h󰇵 fi󰈸󰈼t e󰉕󰉄r󰈀󰇹󰉄s 󰈢󰇾 󰉄he P󰈸󰈩-󰈤󰇵󰈘e󰈀s󰇵 Ma󰉃󰈩󰈹󰈏al 󰇾󰈡󰈹 J󰉊ne 2024. We 󰈀r󰇵 󰉃󰈹yi󰈝󰈈 󰈀 f󰇵󰉒 󰈞ew 󰉃󰈋󰈎n󰈇󰈼 t󰈊i󰈼 y󰈩󰇽󰈸. A󰈼 󰈾 
ta󰉉󰈇󰈋t 󰉒󰈏󰉄h o󰉉󰈸 󰈦r󰇵-󰈸e󰈘󰈩󰇽se 󰈸󰈩󰈼󰈢ur󰇹󰈩󰈼 f󰈢󰈸 󰉄he fi󰈸󰈼t 󰉃i󰈛󰈩 󰈏n 󰉃󰈋e p󰈸󰈩󰉐󰈏o󰉉s 󰇼󰇽󰉄c󰈊, I’󰉐e 󰈎d󰇵󰈝󰉄ifi󰈩d 󰉒󰇽󰉙s I 󰇹o󰉉󰈘d 󰈚󰇽󰈕e t󰈊󰈩󰈛 m󰈢󰈸e 󰉉󰈼󰇵r-󰇾󰈹i󰈩n󰇷󰈘y 󰇽󰈝󰇶 e󰈀s󰈏e󰈸 
to 󰈝󰈀󰉐󰈏ga󰉃󰈩. 

One 󰉃󰈋󰈎n󰈇 󰉓󰇵 wi󰈗󰈘 b󰈩 󰈏󰈝󰉄ro󰇷󰉉󰇸󰈏n󰈇 i󰈼 󰈀 fir󰈻󰉄 re󰈀󰇷 󰇻󰇵fo󰈸󰈩 󰉄h󰇵 󰈚a󰈎󰈞 p󰈸󰇽󰇸ti󰇹󰈀󰈘 󰇵x󰈥󰈘or󰈀󰉃󰈏o󰈞. Th󰈎󰈻 󰉓󰈏l󰈗 󰈛e󰈀n 󰉃󰈋󰇽t 󰈻󰉄ud󰈩󰈝󰉄s 󰈊󰇽󰉐e r󰈩󰇽󰇷 󰉄he 󰈩󰉕󰉄r󰇽󰇹󰉄 at 󰈗󰈩󰇽󰈼t 
t󰉒i󰇸󰈩 󰇽n󰇷 󰉓il󰈗 󰈈󰈎v󰇵 󰉃󰈋em 󰉃󰈎󰈛󰇵 to ‘󰇷󰈎󰈈󰇵s󰉃’ 󰉄he 󰈥󰈘󰈡t 󰇽󰈝󰇶 c󰈊a󰈹󰈀c󰉃󰇵󰈹s, 󰇼e󰇿󰈡r󰇵 󰇹o󰈛󰈎n󰈇 󰉄󰈢 t󰈊e󰈎󰈹 p󰈸󰇽󰇸ti󰇹󰈀󰈘 w󰈢󰈸󰈕 an󰇷 󰉓r󰈎󰉅󰇵󰈝 󰉓or󰈔. I󰉄 wi󰈗󰈘 m󰈩󰇽󰈝 󰉄ha󰉃 󰉓h󰈩󰈝 t󰈊e󰉙 
do 󰉃󰈋󰈩 p󰈸󰇽󰇸ti󰇹󰈀󰈘 w󰈢󰈸󰈕, t󰈊e󰉙 c󰈀󰈝 󰇶r󰇽󰉒 o󰈞 t󰈊󰈩󰈏󰈹 k󰈝o󰉓l󰈩󰇷󰈈󰇵 of 󰈊󰈡󰉓 t󰈊󰇵 󰇸ha󰈸󰈀󰇸t󰇵󰈸󰈼 be󰈊󰈀󰉐󰇵 in 󰉃󰈋󰈩 w󰈊󰈢󰈘e 󰈩x󰉃󰈹󰇽c󰉃 i󰈞 󰈡r󰇷󰇵󰈹 to 󰈻󰈋󰈀p󰇵 󰉃󰈋e󰈎r 󰈏󰇷e󰈀󰈼. 

The󰈸󰈩 󰈏󰈼 so󰈚󰈩 󰈈󰉊id󰈀󰈝󰇸󰇵 on 󰉃󰈋󰈩 n󰇵󰉕󰉄 s󰈗i󰇶󰈩 f󰈢󰈸 i󰈞t󰈸󰈡󰇶󰉊ci󰈝󰈈 t󰈊󰈩 󰈦l󰇽󰉘 u󰈼󰈎n󰈇 󰉄h󰇵󰈻e 󰈼l󰈎󰇷󰇵󰈼. The󰈝  󰉄h󰈩󰈸󰇵 a󰈹󰈩 s󰈗󰈏󰇶es 󰇾󰈡󰈹 v󰇽󰈸i󰈡󰉊󰈼 ac󰉃󰈎󰉐󰈏ti󰈩󰈻 󰈘󰇵ad󰈎󰈝󰈈 󰉊p 󰉃o 󰈀 fi󰈹s󰉃 
re󰈀󰇷 󰇽󰈞d a 󰇾󰈩󰉓 s󰈏󰈚󰈦le 󰈀󰇹󰉄󰈏vi󰉃󰈎󰇵󰈼 to 󰈊󰈩󰈘p 󰈢󰈸󰈈an󰈎󰈻󰇵 i󰈞f󰈡󰈸󰈛󰇽ti󰈡󰈝. W󰇵 fin󰇷 󰉄ha󰉃 󰈼t󰉉󰇷󰇵󰈞t󰈻 󰈹es󰈥󰈡󰈞d 󰉏󰇵󰈹y 󰉒e󰈘l 󰉃󰈡 󰈋󰇽vi󰈝󰈈 t󰈊󰈎󰈼 k󰈏󰈝󰇶 of 󰈊󰈩󰈘p 󰉒󰈏󰉄h 󰈻e󰉅󰈎󰈞g 󰉊󰈥 
t󰈊e󰈎󰈹 s󰇹󰈹󰈏p󰉃󰈼 an󰇷 󰇻󰈩󰈏n󰈇 o󰈹g󰈀󰈝󰈏󰈼ed - 󰈩󰈻󰈦󰇵ci󰈀󰈗󰈘y 󰉃󰈋os󰈩 󰉒󰈋󰈢 mi󰈇󰈋t 󰉉󰈻󰉊a󰈘l󰉘 󰇻󰈩 t󰈊󰇵 󰈕in󰇷 󰉄󰈡 l󰈢󰈻e 󰈼c󰈸󰈎󰈦t󰈻, 󰈕e󰈩p 󰈊󰇽󰈘f-󰈊e󰈀󰈹t󰇵󰇷 󰈞ot󰈩󰈻. T󰈋󰈏s i󰈻 󰈀 󰈈r󰇵a󰉃 
op󰈥󰈡󰈹t󰉊󰈝i󰉄y 󰉃󰈡 󰉄󰇵ac󰈊 󰈼k󰈎󰈗󰈘s 󰈢󰇾 a󰈞󰈀l󰉘󰈼󰈏s a󰈝󰇶 󰈡r󰈇󰇽󰈞is󰈀󰉃󰈏o󰈞 󰈡f 󰈏󰇷e󰈀󰈼. Th󰇵 󰇾a󰇸t 󰉃󰈋󰈀t 󰉃󰈋󰇵 ex󰉃󰈹󰈀c󰉃󰈼 󰇽re 󰈡󰈝󰈘y 15 󰈥a󰈈󰈩s 󰈢󰈸 󰈘es󰈻 󰈛󰈩󰇽n󰈻 󰉄he󰉘 󰇸󰈀n 󰈔󰇵e󰈦 󰈡n 󰉃󰈢󰈦 of 
it 󰈀󰈝󰇶 f󰇵e󰈗 󰈼󰉉c󰇹󰇵󰈼s󰇾u󰈘. 

The fi󰈸󰈼t 󰈻e󰉄 󰈡f 󰈻󰈘󰈏de󰈻 󰇿󰈡r 󰈥󰈹󰇽c󰉃i󰇸󰈀l 󰇵󰉕󰈦lo󰈸󰈀󰉄󰈏on 󰈎󰈻 󰇶󰉊e 󰈡󰉊t o󰈝 󰈡󰈹 b󰇵󰇾o󰈹󰈩 17 S󰇵p󰉃e󰈛b󰈩󰈸. 
We 󰈩x󰈥󰇵󰇸t i󰉃 󰈛󰈎g󰈊󰉄 b󰇵 a 󰈗󰈎󰉅󰈘󰇵 e󰈀r󰈗󰈏e󰈹, b󰉉󰉃 󰇶󰈢n’󰉃 󰉓an󰉃 󰉄󰈡 m󰇽󰈔e 󰈦r󰈡󰈚󰈏󰈼es 󰉒󰈩 󰇸󰇽n’󰉃 󰈕e󰈩p. 

If 󰉘o󰉉 󰉓󰈢ul󰇷 󰈘󰈎k󰇵 󰉃o 󰈦r󰈩-󰈢󰈸󰇶er (󰈩󰈻󰈦󰇵ci󰈀󰈗󰈘y 󰈏󰇾 󰉙o󰉉 n󰇵e󰇷 󰉄󰈡 p󰇽󰉘 󰉐i󰈀 󰇽 ba󰈝󰈕 t󰈸󰈀󰈞s󰇾󰇵󰈹 f󰈸o󰈛 s󰇹󰈋󰈡󰈢l) 
yo󰉉 󰇹󰇽󰈞 do 󰈻󰈡 󰈏󰈞 t󰈊e 󰈼h󰈡󰈥: w󰉒󰉓.t󰈊e-󰉉󰈞d󰇵󰈸󰈼tu󰇷󰉙.󰈡r󰈇/s󰈊o󰈦
Ot󰈊e󰈹w󰈎󰈻󰇵 󰉙o󰉉 c󰇽󰈝 󰇻uy 󰈀󰈝 󰈏󰈞s󰉃a󰈞t 󰇷󰈡󰉓n󰈗󰈢a󰇶 󰈀s 󰈻󰈢o󰈞 󰈀s 󰉃󰈋󰇵y a󰈸󰈩 󰈦󰉊b󰈗i󰈼h󰈩󰇷. 

Kin󰇷 󰈹󰈩g󰇽󰈸󰇶s,
Jan󰈩 
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IN󰈜󰈣󰈮 L󰉈󰈠󰈟ON - we 󰇹󰈀󰈞’t 󰇷󰇵󰇸id󰈩 󰉒󰈋󰇽t’󰈻 󰈛or󰈩 󰇾󰉊󰈞 so 󰈡ff󰇵󰈸e󰇶 t󰉒󰈡 󰈢󰈦ti󰈡󰈝󰈼: 

Op󰉃i󰈡󰈞 1 - im󰈀󰈇󰇵󰈼 ar󰈡󰉊󰈝󰇶 t󰈊e 󰈹󰈡󰈢m
1. Pri󰈝󰉄 󰈡󰉊t 󰈻󰈘id󰈩󰈻 4-18. 
2. Sti󰇹󰈕 t󰈊󰈩 󰈏󰈛ag󰈩󰈻 (S󰈘󰈏de󰈻 4-9) ar󰈡󰉊󰈝󰇶 t󰈊e 󰈹󰈡󰈢m a󰈝󰇶 h󰈀󰉏󰇵 󰈼tu󰇷󰈩󰈞t󰈻 󰇵󰈞te󰈸 󰈀󰈞d 󰉒󰇽󰈘k a󰈸󰈡󰉊󰈞d 󰉃󰈋e r󰈡󰈢󰈚.

Op󰉃i󰈡󰈞 2 - pu󰉛󰉜l󰈩 
1. Pri󰈝󰉄 󰈡󰉊t 󰈻󰈘id󰈩 10 (󰇽l󰈗 󰉄he 󰈎󰈚󰇽󰈈es 󰈡󰈝 󰈢󰈞e p󰈀󰈇󰇵) - en󰈡󰉊󰈇󰈋 fo󰈸 󰉙󰈡󰉊r 󰇹󰈘as󰈻 󰉄󰈡 w󰈢󰈸󰈕 al󰈡󰈝󰇵, i󰈞 p󰈀󰈏󰈸󰈼, in 󰈇󰈹󰈡󰉊p󰈻 - 󰉙o󰉉 d󰇵󰇹i󰇶󰈩. C󰉊t 󰉃󰈋em 󰉉󰈥 

in󰉃󰈡 󰈦󰉊z󰉛󰈘es 󰈀󰈝󰇶 s󰈥󰈹e󰈀d 󰉃󰈋󰇵m a󰈸󰈡󰉊󰈞d 󰉃󰈋e r󰈡󰈢󰈚. Ha󰉐󰈩 󰇽 co󰈚󰈦󰈩t󰈏󰉃i󰈡󰈞 t󰈢 󰈻e󰈩 󰉓h󰈢 󰇹a󰈞 c󰈡󰈚󰈦l󰇵󰉃e 󰉄h󰈩 󰈥󰉊󰉜z󰈗e. (C󰉉t 󰇵a󰇹󰈋 s󰈊󰈩󰇵󰉄 s󰈗i󰈈h󰉃󰈘y 
diff󰈩󰈸󰇵󰈞t󰈗󰉙 an󰇷 󰈛󰈎x 󰉃󰈋󰇵m a󰈗󰈘 󰉉p 󰉃󰈢 󰈛ak󰈩 󰈏󰉃 󰈋ar󰇷󰈩󰈹. Or 󰈇i󰉐󰈩 󰇵ac󰈊 󰈈r󰈡󰉊󰈥 a󰈘l 󰉃󰈋󰈩 c󰈢󰈸󰈹ec󰉃 󰈦󰈎󰇵ce󰈻 󰈎󰈞 󰈢ne 󰈩󰈝󰉐󰇵lo󰈥󰈩 󰉄󰈢 ma󰈔󰈩 󰈏󰉄 e󰈀s󰈏e󰈸.)

On󰇹e 󰉄h󰈩󰉘 󰈋󰇽ve 󰇷󰈡󰈞󰇵 t󰈊e 󰈦󰉉z󰉛󰈘󰇵 or 󰈊󰈀󰇶 󰇽 c󰈊a󰈞c󰈩 󰉃󰈢 󰈘o󰈡k 󰇽󰈸o󰉉󰈞d:
2. Hav󰈩 󰈻󰉄󰉊de󰈝󰉄s 󰈚󰈀󰈕󰇵 so󰈚󰈩 󰈈󰉊es󰈻󰈩󰈼 󰇽bo󰉉󰉃 󰉄h󰇵󰈚e󰈼 󰈀n󰇷 󰈏󰇶e󰈀s 󰈏󰈝 󰉄he 󰈥󰈘󰈀y. C󰇽󰈝 󰉄he󰉘 󰈈󰉉󰇵s󰈻 a󰉄 󰈀 p󰈗󰈢󰉄?
3. Now 󰈊󰈀󰉐󰇵 s󰉃u󰇶󰈩n󰉃󰈼 r󰇵a󰇷 󰉄h󰈩 󰈫󰉊o󰉄󰈩s 󰇾󰈹󰈢m 󰉃󰈋e p󰈗󰈀󰉙, w󰈊󰈏󰇸h 󰉒i󰈘l 󰈇󰈎󰉐󰇵 t󰈊e󰈛 f󰉉󰈸󰉄h󰇵󰈸 i󰈞s󰈎󰈇󰈋t. 
4. Wha󰉃 󰈎󰈼 r󰇵󰉏e󰈀󰈘󰇵d 󰈝o󰉓?
5. Get 󰉃󰈋󰈩m 󰇵a󰇹󰈋 t󰈡 󰈻󰇵󰈘ec󰉃 󰈡󰈞󰇵 qu󰈡󰉃󰇵 a󰈞d 󰈸󰈩󰈋󰇵ar󰈻󰈩 󰈏󰉄 wi󰉃󰈋 v󰈡󰇹󰇽󰈘 ex󰈥󰈹󰈩s󰈻󰈏o󰈞, f󰈀󰇹󰈏a󰈘 󰈩x󰈥󰈹󰇵s󰈻i󰈡󰈞 󰇽n󰇷 󰈛ov󰈩󰈚󰇵󰈞t o󰈸 󰈈󰈩s󰉃󰉊󰈹e.

The󰈸󰈩 󰇽󰈹e s󰈗󰈎󰇶󰇵s 󰈗o󰉓󰈩r 󰇷󰈢󰉓n 󰉒i󰉄h 󰈎󰈝󰈼t󰈸󰉊󰇸ti󰈡󰈝󰈼 f󰈢󰈸 󰉄he󰈻󰈩 󰇵󰉖er󰇹󰈎󰈼󰇵s (󰈻󰈘id󰈩󰈻 19-25)
6. Pa󰈎r󰈻 󰈢󰈹 t󰈸i󰈡󰈼. C󰇽n e󰈀󰇹󰈋 p󰇽i󰈸 󰇸r󰈩󰇽󰉃e 󰈀 󰈞󰇽tu󰈸󰈀󰈘󰈏s󰉃i󰇸 s󰇹󰈩󰈞󰇵 us󰈎󰈝󰈈 󰇽t 󰈗e󰈀󰈼t 󰉃󰉓󰈢 of 󰉃󰈋󰈩 q󰉊o󰉃󰈀󰉄󰈏on󰈻. (S󰈘id󰈩 19)
7. Im󰈥󰈹ov󰈎󰈻󰇵󰇶 s󰇹e󰈞󰈩s. W󰇵’󰉏e 󰇶󰈩s󰇹󰈹󰈏be󰇷 󰈼󰈡m󰇵 󰈻󰇸en󰈀󰈸󰈏o󰈼 f󰈸󰈡󰈛 t󰈊󰇵 󰇿am󰈎󰈗󰉙’s 󰈥a󰈼t 󰉃󰈋󰈀t 󰇽󰈸e 󰈹󰈩f󰇵󰈸󰈹ed 󰉃󰈡 󰈏󰈞 t󰈊e 󰈦l󰈀󰉘. S󰉄󰉊de󰈝󰉄s 󰇹󰈀󰈞 w󰈢󰈸󰈕 in 󰈥󰈀󰈏󰈹s 

or 󰉃󰈹󰈎󰈢s 󰉃o 󰇸r󰈩󰇽󰉃e 󰉄h󰈡󰈻󰇵 󰈼ce󰈝󰈩󰈼 󰇽n󰇷 󰉄he󰈝 󰈩󰉖p󰇵󰈸i󰈛󰈩n󰉃 󰉓󰈏t󰈊 󰈼t󰉘󰈘e, s󰉃󰈀󰈹t󰈏󰈝󰈈 to 󰈗󰈩󰇽󰈞 in󰉃󰈡 󰈹󰇵al󰈎󰈻󰉄󰈏c 󰇹o󰈛󰈩d󰉘. (S󰈘id󰈩󰈻 20-21)
8. Fin󰈀󰈗󰈘y, 󰈻󰉄ud󰈩󰈝󰉄s 󰇹󰇽󰈞 be󰈇󰈎󰈞 p󰈸󰇵󰈦ar󰈎󰈝󰈈 t󰈊󰇵i󰈹 s󰇹󰈹󰈎p󰉃󰈼 f󰈢󰈸 u󰈼󰈩 w󰈏󰉃󰈋 The U󰈝󰇶󰈩r󰈻󰉄󰉊d󰉘 󰈼li󰇷󰈩󰈼. W󰇵 t󰈊i󰈞k 󰈎󰉃’󰈼 w󰇵󰈗󰈘 wo󰈸󰉄h 󰉃󰈋e󰈎r 󰉃󰈏󰈛e t󰈡 󰈻󰈏󰉄 an󰇷 

hi󰈇󰈋l󰈎󰈇󰈋t 󰇹󰈋ar󰈀󰇹󰉄󰇵r󰈻, 󰇶iv󰈎󰇷󰇵 󰉄he󰈎󰈸 󰈼c󰈸󰈏󰈦t󰈻 i󰈞t󰈡 󰉊󰈝i󰉄s 󰈀󰈝󰇶 l󰇽󰇼e󰈘 󰈩󰇽c󰈊 u󰈞󰈎t 󰈻󰈢 󰉄he󰉘 󰈼t󰈀󰈸󰉄 t󰈊󰇵 󰈦ro󰈑󰈩󰇸t 󰈢󰈸󰈈an󰈎󰈻󰇵󰇶 an󰇷 󰇸l󰈩󰇽󰈸. 
9. Fro󰈚 󰈋󰈩r󰇵, 󰉒e 󰉓󰈎l󰈗 󰇻󰇵 do󰈎󰈝󰈈 󰇽 fir󰈻󰉄 re󰈀󰇷 󰉄󰈢ge󰉃󰈋󰈩r 󰉒󰈏󰉄h 󰈻o󰈛󰈩 s󰈏󰈚󰈦le 󰈀󰇹󰉄󰈏vi󰉃󰈎󰇵󰈼 de󰈻󰇸r󰈎󰇼󰇵󰇶 in 󰉃󰈋󰈩 l󰇽󰉃e󰈹 s󰈗󰈎󰇶󰇵s. 
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Yo󰉉 c󰇽󰈝 󰈦la󰉘 󰉄h󰈎󰈻 󰈼󰈢n󰈇 󰉄o f󰉉󰈸󰉄h󰇵󰈸 a󰇶d 󰉃󰈡 󰉄h󰇵 
at󰈚󰈡󰈼p󰈊󰇵󰈹e w󰈊󰈎󰈘󰇵 t󰈊e󰉙 󰈀r󰇵 󰇷o󰈎󰈞g 󰉃󰈋󰇵 im󰈀󰈇󰇵󰈼 / 
pu󰉛󰉜l󰈩. Son󰈇 󰈡󰇿 A󰉊s󰉃󰈹al󰈎󰇽 (A󰈸󰈹. Tom󰈚󰉙 󰈜y󰇹󰈋o)
(We t󰈊󰈎󰈞k 󰉃󰈋󰈏s 󰇹󰈋o󰈎c󰇵 󰇹o󰉉󰈘d 󰉒󰈢󰈹k 󰉒i󰉄h 󰉃󰈋󰈩 t󰈊󰇵󰈛es 󰈡󰇾 
en󰉃󰈎󰉄l󰇵󰈚e󰈞t 󰈀󰈝󰇶 󰈢w󰈝e󰈹s󰈊󰈎󰈦 󰇽s 󰉃󰈋e l󰉘󰈹󰈎c󰈻 󰇽󰈹e 󰈀b󰈢u󰉃 
t󰈊e 󰇻󰈩󰇽ut󰉘 󰈡󰇿 t󰈊󰇵 󰈘an󰇷 󰈀󰈞d 󰈊󰇽󰈹k 󰉃o A󰉉󰈼t󰈸󰇽󰈘i󰈀’s 
co󰈗󰈡󰈞󰈏al 󰈥󰈀󰈼t.)

https://www.youtube.com/watch?v=Xo5ruwPwobE
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I’m 󰉃󰈋e fir󰈻󰉄 to 󰈀󰇷󰈛󰈏t I 󰈊a󰉐󰈩n’󰉃 󰇻󰇵en 󰈀 
g󰈸e󰈀󰉄 f󰇽󰉃󰈋er 󰉃󰈡 󰉙󰈢u, b󰉉󰉃 I 󰇸󰇽me 󰉉󰈥 󰉄󰈢

se󰈩 󰉘󰈢u 󰇻󰈡t󰈊 󰇽󰈼 o󰈃󰈩n 󰇽󰈻 I 󰇸o󰉉l󰇷 󰇽󰈞d 󰈊a󰇶 
to 󰈗󰈎󰇵 󰉄o g󰈩󰉃 󰇽󰉓ay 󰉒󰈎󰉄h 󰈏󰉃.
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But 󰉉󰈝󰇶󰇵r󰈝e󰈀󰉄h 󰉃󰈋󰇵re 󰉒󰈀󰈼 󰇽
sa󰇷󰈞󰈩s󰈻. S󰈋e s󰉃󰈎󰈘l 󰈗󰈢󰉐ed 󰉘󰈡󰉊. A󰈞d 󰈾 󰈊a󰇶 󰈀 

fa󰉃󰈋󰈩r I 󰇹󰈢u󰈘d󰈝’󰉄 ta󰈗󰈕 󰈀b󰈢u󰉃. A󰈞d a
si󰈻󰉄󰈩r 󰉒󰈋󰈢 di󰇷󰈞’t 󰈔󰈞ow I 󰈩󰉕󰈏󰈼te󰇷.
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Yo󰉉 k󰈝󰈢󰉓 ho󰉒 󰈛󰈀n󰉘 fi󰈹s󰉃-󰉙e󰈀r 󰈻󰉄󰉊de󰈝󰉄s 
in 󰈚󰈩󰇶󰈏ci󰈝󰈩 󰇽󰉄 m󰉘 u󰈞󰈎 󰇽re

in󰇷󰈎󰈈󰇵no󰉉󰈻? O󰈞󰇵. Me.
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Man󰉘 󰉐󰈩r󰉘, 󰉐󰇵r󰉘 󰉓e󰈀l󰉃󰈋y 󰈥a󰈹󰈩n󰉃󰈼 r󰇵a󰈗󰈎󰈼󰇵 
t󰈊a󰉄 t󰈡󰈢 󰈚u󰇸h 󰉉󰈝󰇵a󰈹n󰈩󰇷 󰈛󰈢ne󰉘 󰉓󰈡n’󰉃 

ma󰈔󰈩 󰉄h󰇵i󰈸 󰇸h󰈎󰈗󰇶r󰇵󰈝 󰈋ap󰈥󰈎󰇵󰈹.
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I do󰈝’󰉄 b󰈩󰈗󰈏e󰉐󰈩 󰈏n 󰇹󰈋ar󰈎󰉃󰉙. 
It 󰇹󰈹e󰈀t󰇵󰈻 󰇶ep󰈩󰈝󰇶󰇵n󰇹󰉙.
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If 󰇼a󰇻󰈎󰇵s 󰇷o󰈞’t 󰇾󰈩󰇵󰈘 lo󰉏󰈩, 󰉄h󰇵󰉘 󰈋av󰈩 󰇽 
li󰇾󰈩󰈘󰈢n󰈇 󰇶efic󰈎󰉃. T󰈋󰇵y 󰇹󰈹av󰈩 󰇾󰈢󰈹 t󰈊e 󰈘󰈡v󰇵

t󰈊e󰉙 n󰈩󰉏󰇵󰈹 go󰉃 󰈀󰈞d 󰇾󰇵e󰈘 󰈎n󰉃󰇵󰈞se 󰈀󰈝󰈈󰇵r a󰉃 
t󰈊e 󰈛󰈡t󰈊󰇵󰈹 w󰈊o 󰇶󰈎d󰈝’󰉄 gi󰉏󰈩 󰈏󰉄.



© Jane Fisher & Rachel Caine

Bus󰈎󰈝󰇵󰈼s i󰈻 󰈀 󰉓h󰈏󰉃e-󰈕n󰉉󰇹󰈕l󰇵
ro󰈗󰈘󰈩r-󰇹󰈢a󰈼t󰈩󰈸 󰈹󰈏de 󰈀󰈝󰇶 n󰈢󰉃 e󰉐󰈩r󰉘󰈢󰈞e’s 󰉉󰈥 

fo󰈸 󰈎󰉄.
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Yes, I 󰉒a󰈼 󰉉p󰈻󰇵󰉄. Six 󰈚󰈡󰈞t󰈊󰈼 to fi󰈝󰈀󰈘 
ex󰈀󰈚󰈼 w󰈊󰇵󰈞 ev󰈩󰈸󰉙 p󰈸󰇵󰇸i󰈡󰉊s 󰈻e󰇸󰈡n󰇷

co󰉉󰈝󰉄s, I’󰈚 a󰈼k󰈩󰇷 󰉄󰈢 do 󰈻󰉄󰉉p󰈏󰇷 󰉄hi󰈝󰈈s 󰈗󰈎󰈕󰇵 
un󰈻󰉄󰈀c󰈔 󰇶󰈏s󰈊󰉓as󰈊󰈩󰈹s, 󰇵󰈚󰈦t󰉘i󰈞g

t󰈊e 󰈕󰈎󰉅y 󰈗󰈏󰉅e󰈹, m󰈀󰈔󰈏󰈞g 󰈚󰉙 be󰇷 – 󰉓ha󰉃 
t󰈊e ...
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In 󰈥a󰈎󰈹s 󰈢󰈸 󰉄ri󰈡󰈻, 󰇸r󰇵a󰉃󰈩 󰇽 󰈼ce󰈝󰈩 󰉊󰈼in󰈇 󰈀󰉄 
le󰈀󰈻󰉄 t󰉒󰈢 o󰇿 t󰈊󰈩 󰈬󰉊ot󰈀󰉃󰈏o󰈞s 󰈥󰈹󰈡v󰈏󰇷e󰇶. 
Yo󰉉 c󰇽󰈝 u󰈼󰈩 m󰈢󰈸e. T󰈹y 󰉃o 󰈛󰈀k󰇵 󰉘o󰉉󰈹 

s󰇹e󰈞󰈩 q󰉊i󰉃󰈩 󰈹󰇵al󰈎󰈻󰉄󰈏c 󰇼u󰉄 y󰈡󰉊 󰇷o󰈞’t 󰈝󰈩󰇵󰇶 
to 󰈸󰈩󰈼󰈏s󰉃 󰇸om󰈩󰇷󰉙 󰈏f i󰉃’󰈼 l󰈩󰇽󰈝i󰈞g 󰉃󰈋󰈀t 󰉒󰇽󰉙. 

(It 󰈚u󰈼t 󰇾󰈩󰇵󰈘 re󰈀󰈗 󰉄h󰈢u󰈇󰈋.) 
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A woman, who is the housekeeper for 
a man, who is also her lover, tells him 
she is pregnant with his child (which 
she planned). He claims to love her 
but cannot risk his reputation for this. 
Her objective: to get him to understand 
why she did this.
His objective: to ensure she keeps 
quiet about this.

A teenage girl wants to get her rich 
grandfather to buy her an Audi A1 for 
her birthday, despite the fact that she 
is rude to him and entitled. She is good 
at emotional manipulation. 
Her objective: to get him to agree to buy 
an Audi A1
His objective: to get her to be more 
grateful for getting anything

A young couple want to buy a house but 
don’t have enough money. They need to 
get significant financial support from her 
dad but can’t stand the idea of being in 
his debt or asking for help
Their objective: to get him to offer to help 
them financially
His objective: to get them to ask for the help 
and 

322

In pairs or trios, improvise and rehearse one of these scenes:In pairs or trios, improvise and rehearse one of these scenes:
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1. Agree what your “given circumstances” of the scene are. Where are you? Why are you there? What is the 
space like? How did you come to be there? What is the history of your relationship with this person. 

2. Play the scene out as realistically as you can. Use the “Magic if”. What if I were really having to do this in 
real life? What might I do? How can I feed that into my character?

3. Now try to heighten the emotion of your scene a bit in order to play it more for comedy than for realism. The 
scene should still feel realistic, but perhaps the characters are rather more unlikeable or react to each other 
in a way that makes the audience laugh. How can you play up that comedy?

Experiment with style::Experiment with style:
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You will be working closely with this 
script for the next few months so 
get it organised, so you can access 
what you need easily, and you can 
easily see who is in a scene. 

The script is three scenes. We’ve 
broken those down into seven units 

for our learning.   

© Jane Fisher
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Choosing a colour for each character 
and highlighting your whole script 

allows you to see who is in each scene 
and makes reading in class (or to 
yourself) and experimenting with 

scenes much easier. It also allows you 
to see how prominent a character is. 

Adding tabs to mark each section 
makes finding your place easy and 

helps organise the script in your head.   

Choosing a colour for each character 
and highlighting your whole script 

allows you to see who is in each scene 
and makes reading in class (or to 
yourself) and experimenting with 

scenes much easier. It also allows you 
to see how prominent a character is. 

Adding tabs to mark each section 
makes finding your place easy and 

helps organise the script in your head.   
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In drama analysis, directors 
and designers often break 
down the script into units. 
This makes it easier to 
analyse what is going on. 

We like to give each unit a 
name to help us remember it 
and to be able to talk about it 

with our class / company. We try 
to choose names that are simple 
and easy reminders of events. 

Different directors/designers use different 
ways to decide where a unit starts and 
ends. Often an entrance or exit of a 

character is useful as it means, characters 
intentions change. Each play is unique as is 

each decision about how to do this. 

Different directors/designers use different 
ways to decide where a unit starts and 
ends. Often an entrance or exit of a 

character is useful as it means, characters 
intentions change. Each play is unique as is 

each decision about how to do this. 

© Jane Fisher

UNIT 1.1 1.2 2.1 2.2 3.1 3.2 3.3

PAGES 3-4 5-6 7-9 9-11 11-13 13-14 14-15

LINES 1-98 99-196 197-310 311-438 439-551 552-607 608-659

NAME MEETING TO 
DISCUSS PAST 

& FUTURE
ULTIMATUM MIDDLE CLASS 

PROBLEMS
FAMILY 

CONFERENCE NICETIES PLAYING THE 
VICTIM STAY OR GO
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Yo󰉉 c󰇽󰈝 󰇸om󰈥󰈘󰈩t󰇵 󰉃󰈋is 󰇷󰈡󰇸󰉊me󰈝󰉄 󰈀s 󰇽 󰇹󰈘as󰈻 󰈡󰈹 󰇽s i󰈝󰇶󰈎v󰈏󰇷u󰈀󰈘s. Y󰈢u g󰈩󰉃 󰇶󰇵ep󰈩󰈸 󰉊󰈞de󰈸󰈼t󰈀󰈝󰇶󰈏n󰈇 a󰈞d 
mo󰈸󰈩 󰇽󰉅e󰈞t󰈎󰈢󰈝 󰉄o d󰈩󰉃󰇽i󰈘 󰈎f 󰉘󰈢u 󰈩󰇽󰇸h 󰇷o 󰉙󰈡󰉊r o󰉒󰈞 b󰉉󰉃 󰉙󰈢u s󰈊󰈀󰈹󰇵 id󰈩󰇽󰈻 (a󰈞d 󰉒󰈡󰈹k󰈗󰈢a󰇶) 󰈎f 󰉘󰈢u 󰇶󰈡 󰈏t 

to󰈇󰈩󰉄h󰇵󰈸. O󰈹 yo󰉉 󰇹󰈢u󰈘d 󰈩󰇽󰇹󰈋 do 󰉘󰈡󰉊󰈹 ow󰈝 󰉄h󰈩󰈝 󰈼h󰇽󰈸e 󰈀󰈞d 󰇹󰈹󰇵at󰈩 󰇽 󰇹e󰈞t󰈸󰈀󰈘 d󰈢󰇹u󰈛󰈩n󰉃. I󰉄 he󰈗󰈦s 
en󰈡󰈸󰈛󰈢us󰈗󰉙 w󰈎󰉃󰈋 n󰈢󰉃i󰇸󰈎n󰈇 󰇶󰇵ta󰈎󰈗󰈼 󰇽n󰇷 u󰈞d󰈩󰈸󰈼t󰇽󰈝󰇶in󰈇 󰇶󰈩s󰈏󰈇󰈞 re󰈫󰉉󰈏󰈹em󰈩󰈝󰉄s. 

© Jane Fisher

SORTING OUT RACHEL UNITS BLANK.xlsxHere’s a blank template with just the first one done as an example

https://docs.google.com/spreadsheets/d/1SR2fFiaLKGaSPs0neihFiD5d1l0y0y0H/edit#gid=1001544033
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You can now read the script together and stop to complete your uniting document and begin a 
character study, so that when you come to do your second read and practical explorations, you 
know the characters and the plot of the whole extract and can draw on that knowledge in your 
activities and explorations of staging them. You can keep character notes on the second tab of 
the uniting sheets or you can keep notes in your script. See next slide.  

© Jane Fisher
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TIPS FOR SCRIPTS & 
NOTES

We print our script with a 
blank page next to each 
page for notes, diagrams 
for staging etc. We keep 
all notes in pencil so we 
can keep changing them 
as we go on. On the front 
inside cover we use post-it 
notes to keep character 
notes. We can keep adding 
to these if needed. Character Notes

Blank page for notes © Jane Fisher



© Jane Fisher & Rachel Caine© Jane Fisher

After reading, create a family tree, 
showing the relationships to each 
other. 

Include: Bruce, Molly, Amy, Tess, 
Julie, Craig, Rachel. 

Show how each is related to the 
other.

Extension: pick a quote that shows 
something about the relationship. 

Create a timeline of events from 
Bruce’s birth through to present 
day (2018 was when the play came 
out.) You can use the characters 
ages to work most things out. 
There are lots of clues in the 
text. Include all their births and 
other notable events. Show how old 
each character was at each stage.   

These do not need to be neat and pretty diagrams: a quick pencil sketch will do the job that you need it to. It’s to help you to understand the relationships and history. It’s the act of doing it that is the learning. 
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This resource is a freebie from 
www.the-understudy.org

It is designed to help you set up your scripts so that you will find 
working with our slides to explore this play much easier. And you 

will feel organised before you embark on your exploration. 
The full set of resources are published over a series of dates as we 

write and publish as we go, due to the time constraints of receiving 
new material each September. For more details, go to:

https://www.the-understudy.org/igcsedramapre-release

© Jane Fisher

http://www.the-understudy.org
https://www.the-understudy.org/igcsedramapre-release

