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RUAE Practice 1

On the Edge of Reason

Hailed as the world's greatest living war photographer, the man who hates the label is the subject of a new documentary film
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	Sleeping amid the carnage of bloodied bodies, looking on as men were crushed under tank tracks while others lay with their brains hanging out, Don McCullin's senses were assailed by sights beyond his comprehension. It was in the battle to retake Hue City – fought in the aftermath of the Tet offensive in Vietnam in 1968 – that the award-winning photographer lost his mind. "It was like going into total madness and insanity... in the end, I became totally mad, free, running around like a tormented animal," he recalls.

The harrowing experience is described in a new documentary being released in cinemas this week that celebrates the work of the world's greatest living war photographer. McCullin is one of the last of a breed of artists who captured history as it was made: not embedded, nor showing up to snatch hectic images, then rushing off in search of the new. He and his kind would go – and stay – in harm's way and capture the ugly essence of what they saw.

In Hue City, McCullin sealed his international reputation: his photo of a shell-shocked marine remains one of the enduring symbols of the futility of war. In the aftermath, he was "drained" and "crushed" by the sheer amount of death he had seen. It was one episode in a lifelong mission to reveal the truth of war and suffering which has seen him risk his life, and sanity, to document some of the worst conflicts of the past 50 years.

International success and awards have, however, come at huge personal cost for a man who describes himself as having become a "war junkie". Collateral damage included his first marriage and children, who grew up constantly waving goodbye. His craggy face has the haunted expression of someone who has seen it all, documenting most major conflicts in recent decades, from Afghanistan and Iraq to Vietnam, the Lebanon and the Congo.

Painful memories of what he has seen mean there are ghosts of the past everywhere: "Even my darkroom is a haunted place." He hates being dubbed a war photographer, a handle "which today I really detest". It leaves him feeling "dirty" and he likens it to "being called a mercenary".

McCullin made his name photographing conflict in a quest to bring atrocities to international attention. And he has gone to extraordinary lengths to fulfil this quest, putting himself in the front line – he was taken prisoner in Uganda, blinded by CS gas in Northern Ireland, and somehow survived when his camera stopped a bullet in Cambodia.

The photographer, described by Harold Evans, a former editor of the Sunday Times, as “a conscience with a camera”, calls war a combination of “insanity” and “schizophrenia”.

Posing as a mercenary to cover the Stanleyville massacre in the Congo in 1964, he recalls his shock at seeing terrified boys "beaten and shot", with Congolese police killing and torturing people. "It was really terrible. They were skinned alive some of them," he says in the film. He returned to Britain in turmoil, thinking: "I love what I'm doing... but this other stuff is just too awful to live with."

He is tormented by the memory "that haunts me to this day" of a starving child among hundreds he encountered in Biafra in 1969. "He was an albino boy and he was standing looking at me, barely managing to stand on his spindly legs... he was making me feel so ashamed."

Fearful of being labelled a voyeur of misery, he saved the life of an old Turkish woman during the war in Cyprus in 1974. "I scooped this old lady up in my arms. It was like scooping up some rag doll that had fallen out of a child's pram. I just ran and ran with her. I don't know why I did it, but I didn't really want to see that old lady get shot down and killed."

McCullin adds: "I have been constantly accused of taking terrible pictures and people saying, did you ever help anyone? Of course I did, but I don't want to brag about it."

By 1976, McCullin was in Beirut, in the midst of vicious fighting between Christian and Muslim militia, where "it was murder from the word go... everywhere I went that day I could see another person being murdered in front of me". He remembers the fate of Christian gunmen captured in the Hilton Hotel who were "mutilated" and thrown off the roof of the building. "When it gets down to that kind of hatred, it becomes a form of insanity; it goes beyond your understanding of anything."

In 1982, during an assignment to war-torn Beirut, "a day of reckoning" came when he visited an abandoned hospital with children "tied to the beds, covered in flies... lying in buckets of their own filth, starving hungry, dying of thirst". Worse was to come. He was taken to a room where he was informed that "blind and insane" children, some as young as two, were kept. McCullin remembers the door opening and children flooding out "in their own filth and mess... like blind rats... I don't think I was ever more ashamed of humanity".

Shocked, he sought refuge in another room – discovering a child "playing with bits of debris, as if he had Lego". He adds: "I don't think I could have touched on more tragedy under one roof than I saw in that hospital that day... I've never forgotten it."

Earlier this month, Don McCullin returned from Syria, after one "last look at war and conflict and pain and hunger and suffering". The 77-year-old, who lives in Somerset, is now seeking refuge in nature: "I'm going to spend the rest of my life trying to eradicate the things we've been talking about. I'm just going to photograph the landscape." But his past, and its horrors, returns, he reveals in the film, "on a regular basis, as fresh as if it was happening today, to haunt me".




Adapted from: http://www.independent.co.uk/arts-entertainment/films/features/on-the-edge-of-reason-the-torment-of-don-mccullin-8433309.html






Questions
‘On the Edge of Reason’
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	Choose any three examples of language from the opening paragraph (lines 1-6) and explain why each is effective in developing a shocking opening to the text.

[bookmark: h.30j0zll]Read lines 7-11.
(a) “The harrowing experience is described in a new documentary being released in cinemas this week that celebrates the work of the world's greatest living war photographer.” (line 7)
Show how this sentence performs a linking function in the text.

(b) Show how the author’s use of language supports the claim that McCullin is “the world’s greatest living war photographer”.

In your own words explain the “huge personal cost” of McCullin’s success. (line 17)

“McCullin made his name photographing conflict in a quest to bring atrocities to international attention.” (lines 25)
Explore the meaning of this image and then explain what makes it effective.

Read lines 31-57.
Show how the author’s use of language gives the reader an insight into the impact that Don McCullin’s experiences had on him.

Look at the final paragraph (lines 58-62).
Explain clearly whether or not you believe this paragraph to be an effective conclusion to the text as a whole - refer closely to the text to justify your response

Refer to the whole text – in your own words summarise the key points made about McCullin’s life and career.
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RUAE Practice 2
IN THE DRIVING SEAT
In this article Lucy McDonald looks into the world of women lorry drivers.

Think of long-distance lorry driving and the images that spring to mind are of burger stands in lay-bys, Yorkie bars and hairy male drivers. But next time you are on the motorway, take a second look at who is behind the wheel of that juggernaut in the slow lane. You may be surprised.

Once a rare sight on British roads, women lorry drivers are increasing in number. Better technology has made the driving easier and, along with female-friendly policies from companies, is helping to erode what was once the sole preserve of men.

According to industry experts, demand for qualified drivers currently outstrips supply and there is a deficit of up to 80,000. Although drivers say that the recession means there is less work, attracting more women to the job could solve a potential long-term recruitment problem. And more professional women are finding the prospect of life on the road appealing.

Kaz Horrocks is a long-distance lorry driver. “I was bored in my old job,” she says, “and I enjoy the solitude of driving. Every day is different—sometimes I see amazing sunsets and lambs playing in the fields. I love it when you see the year’s first hawthorn blossom and know that spring is near.”

Neither hawthorn nor lambs are in evidence when I meet Kaz at six o’clock one dismal June morning in a lorry park. About 100 lorries have overnighted here. They are in lines, slumbering giants on the asphalt, their cab curtains drawn tightly as the drivers sleep inside.

As much as 99 per cent of Britain’s freight is delivered by road, so next time you are stuck behind a lorry remember that without this workforce there would be no food on the table. This morning Kaz is taking me to deliver frozen meat. Inside her 40-tonne lorry, the cab is almost militarily neat with bunk beds, lots of ingenious storage and a kettle.

We sail around the M25 with a mighty view for miles ahead. “Chelsea tractors” have nothing on us—the windscreen is almost cinematic in its scope. Radio 2 is burbling in the background as we glide along. I am just a tourist, of course—for full-time female truckers the reality of work has its downsides, too. Until recently many truck stops had only male loos, and sleeping overnight in the cab alone would deter many women.

“I’ve never felt unsafe, though,” says Kaz. “There is a certain amount of curiosity from the men about why I’m driving a truck instead of working at a desk but, apart from the occasional snide remark, most of the guys are really friendly.”

The lifestyle is solitary by nature, but even more so for women. “There is a male camaraderie that I am excluded from,” Kaz says. “It takes a particular kind of woman to drive a truck. It isn’t something that a supermodel is going to do—you have to be a tough cookie.”


Personally, I enjoy the open road. I feel free when I’m alone in the car, driving far away with nothing for company but my CD collection and talk radio. The journey appeals more than the destination: no bickering children or phone calls, nothing that must be dealt with. And how much more glorious that detachment would feel if you were 6 ft above other road users . . .

The only way to test this happy vision against the other realities that Kaz describes— traffic jams, tight deadlines, aggressive drivers and machismo—is to hit the road myself, although as someone who failed her driving test four times years ago I approach the challenge of HGV training with no little trepidation.

The HGV training normally takes five days, but my instructor has just a morning to show me the rudiments. I climb the ladder into a shiny 17-tonne lorry and feel a shiver as I turn on the ignition. The roar as its engine awakens sends vibrations through my whole body. The lorry is 27 ft (8.2 m) long and 12 ft 6 in (3.8 m) high. My little car would fit quite comfortably in its cabin—possibly twice over. It has 350 horsepower (I am not really sure what this means but it certainly sounds impressive). There are eight gears and no dual control, which does not seem to worry my instructor in the slightest, even when I reveal my chequered driving-test record.

I thrust the giant gearstick into first and ease my foot tentatively off the clutch. In principle it is just like in a car, but in practice the difficulty of everything required— effort, concentration, even aim—has been multiplied many times. I start moving and, for the first time in 20 years, remember why I never go on rollercoasters. The excitement is tremendous but so is the fear of something so powerful. I am not only in the grip of a monster but, supposedly, in control of it.

Within 30 minutes I am soaring around the training ground, doing nifty turns and even managing to reverse into a tight parking space. “Despite all the jokes, women are far better drivers than men,” my instructor says. “That’s why they are cheaper to insure. It’s because they can multi-task. I know it’s a cliché but it’s true. They are better pupils, too—they don’t think they know it all as soon as they sit behind the wheel.”

The national pass rate for the HGV test is 34 per cent, and although there are no gender specific statistics available he reckons that the pass rate for women is more like 70 per cent. Improved technology, in particular power steering, has made it easier for women to drive such large vehicles.

Yet the driving itself is only one battle in the war to win female hearts and minds—and the easiest. The industry has been male-dominated for so long that life on the road can still be difficult for women, even though equal opportunities legislation has helped.
Adapted from an article by Lucy McDonald in The Times
QUESTIONS
1. Look at paragraphs 1 and 2. What will drivers on the motorway find surprising and what are the reasons given for this? (3)
3 bullet points in your own words
· What the surprise is
· Reason 1
· Reason 2

2. What is the ’recruitment problem’? Paragraph 3. (2)
· Find the words ‘recruitment problem’ in the para
· Locate the answer in the text
· Explain fully in your own words

3. How is a link in the argument created in paragraph 5? (2)

4. Choose two of the following expressions the writer uses to describe her experience in the truck and explain how effectively they convey the experience.  (4)
· We sail around the M25 with a mighty view for miles ahead
· the windscreen is almost cinematic in its scope
· Radio 2 is burbling in the background as we glide along
· I am just a tourist, of course
5. Look at paragraph 6 from ‘Inside her 40-tonne...’ to the end of paragraph 7. How does the writer’s use of word choice or imagery clearly convey the experience of truck driving in these lines? (4)
6. In paragraphs 8 and 9, Kaz highlights some of the differences in experience for female truck drivers. What are they? (2)
7. How does the writer’s language convey her enjoyment of driving? Paragraph 10 (4)
8.   How does the writer use sentence structure to convey how impressive the truck is? (4)
9.  The writer uses several contrasts in paragraph 13. Choose one of these and explain its  effectiveness. (2)
10. How does the writer’s tone change in paragraph 14? (2)
11. Outline the main points the writer makes about female lorry drivers throughout the passage. (5) 	5 bullet points in own words   Tips: 
· Think about where there is a change in topic in the paragraphs as new points will be made then
· Think about which paragraphs gave facts about female lorry drivers
· Think about your previous answers
Section 2: Critical Reading
Scottish Text Practise
Drama
Bold Girls by Rona Munro Practise 1
This extract is taken from scene two of the play. In the social club. Marie has just reluctantly joined Cassie on the dance floor.

MARIE: Cassie, what’s wrong?
CASSIE: Oh, I’m just bad Marie, didn’t you know?
MARIE: No. I never knew that.
CASSIE: You remember that wee girl in Turf Lodge, the one Martin couldn’t get enough of? She was a decent wee girl. She’s bad now. Ask my mummy.
MARIE: Have you had words?
CASSIE: He’s out in less than a year, Marie.
MARIE: Martin!?
CASSIE: Joe.
MARIE: I know. It will be all right Cassie.

They stop dancing, they look at each other

It’ll be all right, Cassie.
CASSIE: I tell you Marie I can’t stand the smell of him. The greasy, grinning beer bellied smell of him. And he’s winking away about all he’s been dreaming of, wriggling his fat fingers over me like I’m a poke of chips—I don’t want him in the house in my bed, Marie.
MARIE: You’ll cope.
CASSIE: Oh I’m just bad. I am.
MARIE: Don’t. Don’t say that about yourself.
CASSIE: I’ll go crazy.
MARIE: I won’t let you. You won’t get a chance Cassie, I’ll just be across the road, I won’t let you go crazy. You just see what you’ll get if you try it.

Slowly Cassie smiles at her
(Putting a hand on Cassie’s arm)

Now will you come and sit down?

The doors at the back bang open
Hard white light floods everything

Oh Jesus it’s a raid!

All the women freeze, legs apart, arms raised as if they’re being searched
The same hard light stays on them

DEIRDRE: Brick in your hand, hard in your hand, hit skin and it will burst open and bleed, hit bones and they’ll break, you can hear them break, hear them snap.
MARIE: Why are you asking my name, you know my name.
DEIRDRE: Smell the petrol, lungs full of the smell of it. Blow it out again and you’ll be breathing fire. Throw fire in a bottle and it runs everywhere like it’s water.
MARIE: Everyone knows where I live.
DEIRDRE: Get a car, fast car, drive it till its wheels burn, leave it smoking, burning, exploding.
MARIE: Everyone knows all about me, don’t they? So what do you want to know? What do you want?
DEIRDRE: The whole town’s a prison, smash chunks off the walls ’cause we’re all in a prison.
Cut the hard white light

Questions
6. Summarise what happens in this extract. Make at least three key points. 3 marks
7. By close reference to one example of word choice, show how Cassie’s attitude to Joe is made clear in this scene. 2 marks
8. Look closely at the dialogue and stage directions and then explain what they tell us about:
(a) the difference in personality between Cassie and Marie 4 marks
(b) Deirdre’s personality. 3 marks
9. By referring to both this extract and to the play as a whole, comment on the playwright’s use of at least two different dramatic techniques used in the play. (You may want to comment on: characterisation, setting, stage directions, lighting changes, monologues, cross conversations, use of colloquialisms, symbolism or any other dramatic technique.) 8 marks
OR
10. Discuss the theme of conflict and violence in this extract and elsewhere in the play. 8 marks

Bold Girls by Rona Munro Practise 2

Cassie: Aw Jesus I hate this place! (She gets up, kicking the ground)
Marie: We’ll get a weekend in Donegal again soon, the three of us and the kids. Sure we could all do with a break.
Cassie: I’m leaving.
Marie: What?
Cassie says nothing.
What do you mean, you’re leaving?
Cassie: Do you know she gives me a tenner before every visit to go up town and buy fruit for them, “poor Martin” and “poor Joe”. That’s all she’s allowed to give them, all she can spoil them with, fruit, so she wants to have grapes and melons and things you’ve never heard of and shapes you wouldn’t know how to bite into. I’ll bring her home something that looks and smells like the Botanic Gardens and she’ll sniff it and stroke it like it was her favourite son himself, ‘stead of his dinner…And I’ll have three or four pounds safe in my pocket, saved, sure she doesn’t have a clue of the price of kiwi fruit. (Pause) I’ve two hundred pound saved. I’m going, Marie.
Marie: Going where?
Cassie: It’s desperate, isn’t it? Thirty-five years old and she’s stealing from her mummy’s purse. Well I thought about asking the broo for a relocation grant or something you know, but it seems to me all they can offer you is the straight swap of one hell hole for another.
Marie: You talking about a holiday?
Cassie: I’m talking about getting out of here.
Marie: Cassie, where could you go with two kids for two hundred pounds?
Cassie says nothing for a moment.
Cassie: Sure you’d need thousands wouldn’t you? Enough to buy yourself into a different country and a different kind of house and a different kind of life altogether. Thousands. (shaking her head) But I’m going.
Marie: Oh Cassie you don’t mean it.
Cassie just looks at her.
Marie: That would kill your mummy.
Cassie: I could leave her the children. Teresa turns to her before she turns to me and Brian’s getting all the washing and polishing and wee cups of ice cream to keep him smiling that Martin ever got.
Marie: But you couldn’t leave you children. No –you couldn’t leave your children.
Cassie: Why not, Marie? Why not? Amn’t I just a black hole of sins already? Why not?
Marie: But – you couldn’t. It’d eat you up missing them.
Cassie: I’m getting chewed and swallowed and eaten alive by all that I’m wanting and can’t have whatever I do. It’d be cheaper to leave them, easier…you’re just across the road.
Marie: But- Cassie.
Cassie: (sighing) No. I can’t leave the children.
Marie: You wouldn’t want to.
Cassie: Oh Marie…(sighing) Here’s our taxi. Let’s get those wains back to their own beds.
Marie and Cassie exit.
Deirdre enters, looking over her shoulder

She is clutching a few bags, handbags and a carrier. She starts to empty them out., searching methodically for valuables which she pockets swiftly, pausing to try a lipstick on the back of her hand before hurling it disdainfully away. She rummages in the carrier bag, pulling out a couple of cans of beer and a knife, a switch blade. She stares at it wonderingly., then flicks out the blade. She grins. She looks back in the bag. She pulls out a swathe of material, a remnant, fifteen yards of shiny peach polyester. Deirdre stares at it then flicks the roll so it unravels at her feet. She looks at the broad, smooth stretch of material then starts slashing at it, ripping it, trampling it till she’s breathless. She stops, panting.
Black-out.

Questions

1. In your own words, summarise what happens in this extract 4 marks
2. With close reference to the text, explain how Cassie is feeling at this point in the play 2 marks
3. With close reference to the text, describe Marie and Cassie’s relationships 2 marks
4. How does Cassie feel about how Nora treats the male members of her family? Quote to support your answer 2 marks
5. How does Deirdre’s character appear to the audience? Quote to support your answer. 2 marks
6. This extract shows Cassie and Marie’s friendship. With close reference to this text and elsewhere in the play, discuss how Cassie and Marie’s relationships changes as the play progresses. 8 marks
OR
7. Symbolism is used throughout the play to reveal themes. With close reference to this extract and elsewhere in the play, discuss the different examples of symbolism and how they link to themes of the play. 8 marks



Tally’s Blood by Ann Marie di Mambro Practise 1

Rosinella seated, head in hands:
Looks up wearily when Massimo approaches:
Massimo looking at her very coldly; no sympathy at all.

MASSIMO: It’s time we talked about Hughie—
ROSINELLA: (Interrupting) Take me to Italy, Massimo.
MASSIMO: What?
ROSINELLA: I want to go to Italy.
MASSIMO: Why —all of a sudden? 
ROSINELLA: Just to get away from here.
MASSIMO: But why now?
ROSINELLA: Because I can’t face it here. There’s too much heartache.
MASSIMO: How long for?
ROSINELLA: I don’t care.
MASSIMO: What about the shop?
ROSINELLA: Do what you like with it. Shut it. Sell it. I don’t care if we never come back. 
Massimo looks at her with disbelief.
MASSIMO: You mean that, don’t you?
ROSINELLA: I just want away.
MASSIMO: When I think of the times I’ve asked you to come to Italy with me. Oh, but you always had an excuse ready. Now—because YOU’RE unhappy, because 
YOU miss Lucia—we’ve just to go. Just like that. To hell with the shop, to hell with everything I’ve worked for. To hell with everything except what YOU want.
ROSINELLA: If you knew what I’ve been through. 
MASSIMO: Oh Rosie, Rosie, do you think I don’t know. ‘What you’ve been through’. It’s all I’ve ever heard. But what about the rest of us? Do we not go through anything? What about Lucia —what about Hughie—what about me? 
ROSINELLA: Massimo . . . please. Don’t do this to me.
MASSIMO: But you really don’t care for anyone else’s pain except your own, do you?  I never realised that before and I wish to God I didn’t know. All these years 
I’ve known what it meant to you, no being able to have a family. God knows, you never tried to hide it. Never. But did you ever once think what it’s been like for me? Did you ever think maybe I would have liked a child. A son to work alongside me, to plan things with. A son to leave my shop to . . . You know something else, Rosinella? It’s only now I know what I must’ve put my father through. (Voice breaks) But you! You never think of anyone but yourself.
ROSINELLA: Lucia. I want Lucia.
MASSIMO: (With contempt) Oh aye, ‘Lucia, Lucia’. You love her that much you don’t want her to love anyone else. You love her that much, nobody else has to get loving her. Oh aye, you love Lucia alright.

Questions
1. How do the stage directions in lines 1—3 prepare the audience for the conflict which follows in this scene? 2 marks
2. Explain how sentence structure is used in lines 4—15 to reveal what the characters are thinking and/or feeling. 4 marks
3. Re-read lines 20—38. Using your own words as far as possible, summarise the reasons why Massimo is angry and/or upset. 4 marks
4. Explain what Massimo is saying to Rosinella in lines 40—42 of the extract. 2 marks
5. This extract shows one moment in Rosinella and Massimo’s relationship. With close reference to this extract and elsewhere in the play, explain how their relationship is portrayed. 8 marks

Tally’s Blood by Ann Marie di Mambro – Practise 2
Hughie, scruffy-looking, short trousers, dribbling his football. Franco enters from opposite side of the stage.
FRANCO: Here, Hughie.
Hughie kicks it to him, they kick it around a bit, Franco picks up ball and takes it to him and ruffles his hair.
FRANCO: How you doing, Hughie son?
HUGHIE: Alright.
FRANCO: You starting the school soon?
HUGHIE: Worse luck.
Franco takes coins from his pocket. Hughie’s eyes light up, don’t leave the coin.
FRANCO: See your big sister –
HUGHIE: what one?
FRANCO: Bridget. Who else?
HUGHIE: What about her?
FRANCO: Do you ever here her talking about me?
HUGHIE: Who to?
Franco tosses the coin, catches it, puts both hands behind his back.
FRANCO: To anyone. Have you ever heard her saying anything about me?
HUGHIE: Like what?
Franco brings his clenched fists out and holds them in front of Hughie.
FRANCO: Oh, I don’t know – maybe something like she likes me, or she thinks I’m nice. What hand is it in?
HUGHIE: No really. That one.
Franco opens his hand.
FRANCO: Wrong.
HUGHIE: Anyway, why don’t you ask her yourself? She’s standing over there.
Franco looks over his shoulder, Bridget is standing; he opens his other fist and gives Hughie the coin.
FRANCO: Here y’are, son.
Franco pats him on the head and goes over to Bridget who is looking the other way, he pauses, runs his fingers through his hair, gets his pose ready.
FRANCO: Ciao Bella!
BRIDGET: (melting) Oh Franco, hello.
FRANCO: Buona sera.
BRIDGET: I like your tan.
FRANCO: It’s all over my body – except for my –
BRIDGET: (interrupting) Did you miss me?
FRANCO: Did I miss you? Did I miss you?
BRIDGET: What about all those lovely girls in Italy?
FRANCO: Never clapped eyes on them.
Bridget scoffs.
FRANCO: Honest to God. They’re not allowed past the doorstep. And see if you fancy someone over there you’ve to go to the house and sit with the whole family.
BRIDGET: And how would you know?
FRANCO: Rosinella told me. Look, I brought you a present.
BRIDGET: Oh, Franco.
FRANCO: It’s a wee corneet.
BRIDGET: A what?
FRANCO: An Italian good luck charm. You can wear it on a chain.
BRIDGET: I don’t have a chain.
FRANCO: Or a bracelet.
BRIDGET: I haven’t got a bracelet either.
FRANCO: You could even put it on a watch.
Bridget laughs.
FRANCO: Don’t tell me – you don’t have a watch.
BRIDGET: It doesn’t matter. I still love it.
FRANCO: I’m sorry it’s so wee. But it’s real gold.
BRIDGET: Thank you. (she kisses him)
FRANCO: In Italy, if you like someone, you buy them gold.
BRIDGET: Is that right?
FRANCO: So, what have you been up to while I was away?
BRIDGET: Never been out the door. (Sees Franco’s look of disbelief) Honest to God. And my da’s driving us mad. Does nothing but talk about war. Him and his cronies. ‘There’s going to be a war. There’s going to be a war. We were in the last war. We know the signs.’ I’m just glad to get out.
FRANCO: (indignant) Just – to get out?
BRIDGET: No. To see you.
FRANCO: Good. Let’s go.
He offers his arm and she snuggles in.
FRANCO: (sings) Parlami d’amore...Bridget.
They go off.

Questions:
1. Summarise what happens in this extract. 		4 marks
2. With close reference to the text – dialogue and stage directions, describe the relationship between Hughie and Franco. 				4 marks
3. With close reference to the text, describe Franco and Bridget’s relationship at this point in the play 2 marks
4. What is Bridget’s attitude to war? Justify your answer with reference to the text 		2 marks
5. This extract introduces the theme of war in the play. With close reference to the extract and elsewhere in the play, discuss how the playwright explores the theme of war. 		8 marks
OR
6. This extract gives us an insight into Bridget and Franco’s relationship at the beginning of the play. With close reference to the text and elsewhere in the play, comment on the development of Bridget and Franco’s relationship. 		8 marks
Sailmaker by Alan Spence Practise 1
(Lights up. Ian enters, running)									1
ALEC	Ah had a yacht. Y’ought to see it. (Runs out for yacht)				
IAN	Put it in the canal. Ye can all see it. 
ALEC	(Comes back with yacht) There!
IAN	Is that it?										5
ALEC	Aye. Ah found it in the Glory Hole. 
IAN	(Takes yacht, examines it) It’s got nae sails or nae mast or nothing.
ALEC	(Takes yacht back) Ah’m gonnae get ma da tae fix it up. Ma da’s a sailmaker. 
IAN 	Your da sells stuff on the never never and collects the money roon the doors. He’s a tick man. 											10
ALEC	He’s workin as a tick man. But he’s really a sailmaker. That’s his real job. That’s his trade. 
IAN	How come he disnae work at it?
ALEC	Don’t know. Maybe there’s nae jobs. 
IAN	Ye need a trade. That’s what ma da says. He’s gonnae get me in wi him at the paintin when ah’m auld enough. 									15
ALEC	Maybe ma da’ll go back tae his trade. (Holds up yacht) That was a great poem he made up.
IAN	Your da?
ALEC	(Nods) Ah had a yacht
	Y’ought tae see it.
IAN	Your da didnae write that!								20
ALEC	Aye he did!
IAN	He didnae!
ALEC	He did!
IAN	Well how come ah’ve heard it?
ALEC	Maybe ma da told your da. 								25
IAN	Aye, maybe! (Sarcastic)
ALEC	Ye know, they must have had sailmakers way way back in the aulden days, where there was pirates an explorers an that. Right back...
IAN 	Roman Galleys...
ALEC	Vikings!											30
IAN	When’s yer da gonnae fix it up?
ALEC	Soon. 
IAN	Ah can just see it. It would look great wi red sails. Just like the song. 
ALEC	Eh?
IAN	There’s a record. Red sails in the sunset. 						35
ALEC	That’s right. Ah’ve heard of it.
IAN	It’s great. (Sings) Red sails in the sunset. 
ALEC	(Joining in) Way out on the sea (waves boat up and down in time. They laugh, self-conscious. ALEC brings boat down to rest on floor, face down.)
ALEC	Used to be Jacky’s. Ah got it when he went to America. 					40
IAN	Aw his stuff got shared oot. Ah got his soldiers. 
ALEC	Did ye?
IAN	He’s ma cousin tae, ye know. You’re no the only wan!
ALEC	Must be great in America, eh?
IAN	Cowboys and gangsters an that.							45	
ALEC	Magic.
IAN	Hey look, it’s a submarine. (Pushes a yacht forward) German battleship on the port bow. Prepare to torpedo.
ALEC	They’re firing depth charges! Dive! Dive! Dive!
	(IAN makes explosion noises, ‘blows’ up yacht)
ALEC	(Taking yacht again) It’s a shark. It’s gonnae get ye! (Attacks IAN with it, going for his throat)
IAN 	Aaaaargh!										50
(They lose interest in the game)

Questions
1. By commenting on two examples of language in lines 1-10 show how the dramatist creates a realistic impression of where the boys live and how old they are.			(2)
2. Refer closely to the boys’ language lines 5-8 and show how Ian and Alec differ in their opinions of the yacht.	(2)
3. Look at lines 10-15 and explain how we are made aware of the boys’ admiration of their fathers. (2)
4. In lines 15-26 the boys bicker playfully. How is this made clear through the language? (2)
5. Lines 27-50. By referring closely to dialogue show how does Spence change the mood in lines 27-39. (2)
6. Lines 27-50. By referring to stage directions how are we made to understand the boys’ playful nature? (2)
7. By referring to this extract and elsewhere in the play, discuss the bond between Ian and Alec in the play. (8)
Sailmaker by Alan Spence Practise 2
(They exit, DAVIE and BILLY enter, opposite sides of the stage)
BILLY		What’s up wi your face?
(Davie shakes head)
		What’s the matter?
DAVIE		Ah just got ma jotters. Week’s notice. 
BILLY		Jesus Christ! What for?
DAVIE	Ach! They’re sayin the book’s a dead loss. They’re gonnae shut it awthegether. Put the sherriff’s officers on tae the folk that still owe money. 
BILLY		Bastards. 
DAVIE		Gettin that doin just finished it. Losin the money an the ledgers an everythin.
BILLY		But that wasnae your fault!
DAVIE	Try telling them that! So that’s me. Scrubbed. Again. Laid off. Redundant. Services no  longer required. Just like that. Ah don’t know. Work aw yer days an what’ve ye got tae show for it? Turn roon an kick ye in the teeth. Ah mean, what have ye got when ye come right down tae it. Nothin. 
BILLY	Ah might be able tae get ye a start in our place. Cannae promise mind ye. An if there was anything it wouldnae be much. Maybe doin yer sweeper up or that. 
DAVIE	Anythin’s better than nothing.
BILLY	An once yer in the place, ye never know. Somethin better might come up.
DAVIE	(Dead) Aye. 
BILLY	Like’s ae a storeman’s job or that. 
DAVIE	Aye. 
BILLY	We never died a winter yet, eh?
(DAVIE nods. BILLY exits.)
DAVIE		Scrubbed. Get yer jacket on. Pick up yer cards. On yer way pal! Out the door.
(ALEC is playing with yacht, positions fid like bowsprit, bow like mast, tries to make ‘sail’ with cellophane, can’t hold all the separate bits, drops them. DAVIE comes in behind him)
DAVIE		Bit of bad news son. 
(Pause)
		Ah’ve lost ma job. They gave me ma books. 
ALEC		What’ll we dae?
DAVIE	Billy says he might be able tae fix me up wi something. Wouldnae be much. (Shrugs) Better than nothin. Ach, that was a lousy job anyway. Ah’m better off out ae it. Whatever happens.
Place is a right mess eh. Amazin how it gets on top of ye. 
ALEC		Ah’ll shove this in the Glory Hole. Out of the road.
(Folds up cellophane, puts tools in bag and picks up bow, yacht, carries the lot and exits)
DAVIE		Ach aye. Not to worry. Never died a winter yet. 
(Fade lights. Two notes on mouth organ, fade)

QUESTIONS
1. Sum up what happens in this extract.  (4)
2. Comment on the significance of Davie’s stage directions. (2)
3. Comment on the significance of the final stage direction. (2)
4. Look at the difference in the way Davie tells Billy and Alec his news. (The sections have been highlighted to help you). Explain the contrast in tone (i.e. explain what the tone is when he tells Billy and then explain what the tone is when he tells Alec) and explain how the language tells you this (give one example for each tone). (4)
5. At the end of the extract which is also the end of the Act, the stage directions refer to Alec and the yacht. The yacht is an important symbol in the play and is linked to various themes: dreams, escape and the father/son relationship. Comment on the significance of the yacht in the extract and in the rest of the play. (8)
Poetry
Carol Ann Duffy Practise 1
Mrs Midas by Carol Ann Duffy
	It was late September. I'd just poured a glass of wine, begun
	to unwind, while the vegetables cooked. The kitchen
	filled with the smell of itself, relaxed, its steamy breath
	gently blanching the windows. So I opened one,
5 	then with my fingers wiped the other's glass like a brow.
	He was standing under the pear tree snapping a twig.

	Now the garden was long and the visibility poor, the way
	the dark of the ground seems to drink the light of the sky,
	but that twig in his hand was gold. And then he plucked
10 	a pear from a branch - we grew Fondanted' Automne - 
	and it sat in his palm like a light bulb. On.
	I thought to myself, Is he putting fairy lights in the tree?

	He came into the house. The doorknobs gleamed.
	He drew the blinds. You know the mind; I thought of
15 	the Field of the Cloth of Gold and of Miss Macready.
	He sat in that chair like a king on a burnished throne.
	The look on his face was strange, wild, vain. I said,
	What in the name of God is going on? He started to laugh.

	I served up the meal. For starters, corn on the cob.
20 	Within seconds he was spitting out the teeth of the rich.
	He toyed with his spoon, then mine, then with the knives, the forks.
	He asked where was the wine. I poured with shaking hand,
	a fragrant, bone-dry white from Italy, then watched
	as he picked up the glass, goblet, golden chalice, drank.
25 	It was then that I started to scream.
Questions
1. Referring to at least two examples, analyse the use of poetic techniques to create mood in verse 1.  (2)
2. In what ways is the language of verse 4 effective in building up to the climax ‘It was then that I started to scream’?  (4)
3. Identify and analyse aspects of the language or structure in this extract which create a believable narrative voice for the persona.  (4)
4. By referring to this poem and at least one other by Carol Ann Duffy, show how effectively she explores the joys and sorrows of a close relationship. (8 )

Carol Ann Duffy Practise 2
War Photographer
In his darkroom he is finally alone
with spools of suffering set out in ordered rows.
The only light is red and softly glows,
as though this were a church and he
a priest preparing to intone a Mass.
Belfast. Beirut. Phnom Penh. All flesh is grass.

He has a job to do. Solutions slop in trays
beneath his hands which did not tremble then
though seem to now. Rural England. Home again
to ordinary pain which simple weather can dispel,
to fields which don't explode beneath the feet
of running children in a nightmare heat.

Something is happening. A stranger's features
faintly start to twist before his eyes,
a half-formed ghost. He remembers the cries
of this man's wife, how he sought approval
without words to do what someone must
and how the blood stained into foreign dust.

A hundred agonies in black-and-white
from which his editor will pick out five or six
for Sunday's supplement. The reader's eyeballs prick
with tears between bath and pre-lunch beers.
From aeroplane he stares impassively at where
he earns a living and they do not care.
Questions
1. What is the significance of the place-names in line 6? Comment on two literary techniques(4)
2. Comment fully on the phrase: “the blood stained into foreign dust.” (2)
3. Comment on the use of contrast in stanza 4. (2)
4. What is the tone of the ending of the poem? Give evidence for your answer.  (2)
5. Why is the phrase “running children in a nightmare heat” effective?	(2)
6. With close reference to the text, and at least one other poem, comment Duffy’s use contrast.(8)
Section Two: Critical Essay
DRAMA
Answers to questions on Drama should refer to the text and to such relevant features as characterisation, key scene(s), structure, climax, theme, plot, conflict, setting . . .

1. Choose a play which you feel has a turning-point. Describe briefly what happens at this turning point and then, by referring to appropriate techniques, go on to explain how it makes an impact on the play as a whole.

2. Choose a play in which the playwright presents a flawed character who you feel is more worthy of our sympathy than criticism. By referring to appropriate techniques, show how the character’s flawed nature is revealed, then explain how, despite this, we are led to feel sympathy for her/him.

PROSE
Answers to questions on Prose should refer to the text and to such relevant features as characterisation, setting, language, key incident(s), climax, turning point, plot, structure, narrative technique, theme, ideas, description...

3. Choose a novel or a short story or a work of non-fiction which explores an important theme.
By referring to appropriate techniques, show how the author has explored this theme. 

4. Choose a novel or a short story in which the author creates a fascinating character. 
By referring to appropriate techniques, show how the author has created this character and why you found him/her so fascinating.

FILM AND TV
5. Choose a scene or sequence from a film which provides a climax to the action. Briefly describe the events leading
up to the climax, and then explain how the techniques used by the film makers create a heightened sense of importance in this scene or sequence.

6. Choose a film or TV drama* which has a character who could be described as a hero or as a villain. Explain how the character is introduced and then developed throughout the film.
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