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This resource has been designed to support teachers working 
with GCSE, A-Level and BTEC Drama and Performing Arts 
students.
The contents of the pack will support students in developing the 
knowledge, understanding and skills necessary to create, perform and 
respond to drama and theatre through:
•  Reflecting on their experience as an informed member of an audience of 

live theatre, enabling them to acquire knowledge and understanding of 
performance through analysis and evaluation.

•  Understanding the social, historical and cultural context of the plays
•  Understanding how play texts can be interpreted and performed.
•  Understanding the interrelationship between writer, performer, designers 

and director
•  Recognising and understanding the theatrical choices made by the 

creative team to create impact
•  Analysing and evaluating the ways in which different performance and 

production elements are brought together to create the NW Trilogy
•  Developing understanding of the characters, themes and form of the 

plays through practical exploration
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The central character Aoife, a young woman, has arrived in London alone. 
Aoife is pregnant and looking for work. Like many before her she has come to 
London to find work and make money she can send home. But she has also 
come to have an abortion, something prohibited in her home, the Republic of 
Ireland.

Set in an Irish Dancehall in Kilburn where Aoife finds work as a cleaner, the 
play shows the welcome and support she gets when she arrives in the heart 
of the NW London Irish community; from Katie an older woman who has been 
in London for many years, and Sean, who appears at first as a stereotypical 
drunk. We get a glimpse of Sean’s life as an Irish ‘Navvie’ living in London, a 
man who has come to London to work, but has no real settled existence or 
home.

They were with landladies and they weren’t even allowed a social life, they 
weren’t even allowed back to their rooms until a certain time. The only place 
they could be was the pub and often they were paid in the pub, for them to use 
the money in the pub.

The whole idea of the ‘drunken Irishman’ really came out of that depth of 
loneliness, of not having any roots there and the idea of constantly sending 
money back – an extraordinary amount of money being sent back home, 
billions. Susie

The music in Dance Floor beautifully evokes the sound and feeling of home, 
of the rural Ireland Aoife, Katie and Sean left behind to make a new life in 
London.

BY MOIRA BUFFINI
DANCE FLOOR
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The Life of Riley is set on the first day of the Notting 
Hill Festival 1976. Riley, a musician originally from the 
Caribbean, is preparing to play a set at the Carnival. 
But he has also arranged to meet with his daughter 
who he hasn’t seen for years; Paulette has travelled 
to Kilburn from Amersham, just outside London, 
where she was raised by her white mother.

Paulette confronts Riley with his failings as a father 
and husband, but she also wants something from 
him. He chose to prioritise his work as a musician, 
an insecure and erratic life style, leaving Paulette’s 
mother to cope as a single parent.

The play highlights Riley’s deep commitment to 
music, as a link to home and his identity as a migrant 
to London as part of the Windrush generation. When 
Paulette and Riley discuss what music means to 
each of them the play explores the tension between 
the authentic reggae that Riley is struggling to keep 
alive and Paulette’s more contemporary hybrid of 
popular music and soul.

The piece explores both the dissonance between 
Riley and Paulette and their moments of deep 
connection.

THE LIFE OF RILEY
BY ROY WILLIAMS
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The final play in the trilogy, explores the lives of South Asian immigrants 
who have fled persecution in Uganda and the fight for trade Union rights 
during the Grunwick dispute.

Anjali and her family have arrived in London following the expulsion 
of East Asians from Idi Amin’s Uganda in 1972. Having found work in 
London Anjali finds herself caught up in the dispute for fair working 
conditions at the Grunwick factory. Anjali’s instinct is to keep her head 
down and keep out of trouble. New to the country she needs this work 
and wants to establish herself and her family in the UK. But when she 
realises she has to align herself with her community, the women who 
supported her when she went through a particularly difficult time in her 
personal life, she has to make a decision about where she stands.

At the same time Anjali’s daughter, Meera, is also adjusting to life in the 
city; trying to find her sense of self and where she fits. Aware of her 
parents’ difficulties she also wants to taste what London in 1976 has to 
offer her.

Waking/Walking examines the impact of taking political action across a 
family that is attempting to assimilate into a new world.

BY SUHAYLA EL-BUSHRA
WAKING/WALKING
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What was your starting point with this play?
It was already decided Kiln Theatre wanted me to write about Grunwick 
– I didn’t know about it although I grew up in Brent. I spent quite a long 
time watching films on YouTube mini documentaries and mini interviews 
with people.

I mentioned it to an old school friend and he said his mum had been part 
of the Grunwick strike. She was Irish and they were part of the socialist 
workers’ party and they had come and joined the women from the factory 
on the picket line and he had this photo of his mother linking arms with 
these women; I remembered the photo from going around to his house 
30 years ago. He put me in touch with his uncle who had been part of it 
so that was all really useful to get that sense of the community and how it 
had linked the community together.

How did you distil a huge event into this story?
It felt so enormous, it was hard to work out how to tell this in a story in 
45 minutes. I also wanted to make it rooted in the real-life of individuals 
who were involved and the huge problem was, even though I’d spoken 
to my friend’s aunty and uncle who had been involved in it, they were 
Irish, they weren’t from the East Asian African community. And lots of 
the information, the documentaries about it were very much told from 
the white trade unionists’ perspective. It was really hard to find source 
material that was from the women themselves.

SUHAYL A EL-BUSHRA
WRITER OF WAKING/WALKING



page 9

NW TRILOGY

I did speak to Amrit Wilson who’d written the book ‘Finding a Voice: Asian 
Women in Britain’ and she’d met a lot of those women and documented 
their lives. I also met a woman called Sudjarta who had put together the 
exhibition; 40 years of Grunwick.

I decided I didn’t want to talk about (Jayaben) because she was so heroic 
- she needs her own biopic. So it was about finding a woman who would 
find it hard to make a decision and all the reasons she wouldn’t want to 
take part in that strike. Then to find that one moment where she goes ‘no 
I am going to do this,’ she changes over the course of one evening.

How did you decide on the music choices in the piece?
I wanted to tap into the intergenerational thing where the parents are 
new to the country, the teenage daughter is trying to fit in and she’s 
taking on this completely new culture and adapting to it in a way that 
her parents are finding hard. I think music is really a way to do that when 
you’re a teenager; it’s a way of finding your tribe. It was a good way to 
mark the difference between her and her parents. It was a time when the 
beginnings of punk were happening and for a young Asian girl it would 
put her at odds with her parents.

The Ramones (a US band) came about because I was researching the 
early days of punk, there were some British bands but realistically they 
wouldn’t have been on anybody’s radar. I just wanted to capture that 
sense of a movement beginning, not just in terms of the parents in the 
factory, but also capturing that level of society where there was rebellion 
in the air.
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There’s so much not seen, have you imagined what happens on 
the daughter’s night out?
I think Meera would go with her friend and she might even have half a 
cider and perhaps meet a boy and I think her head would be completely 
turned. It’s that thing of being a teenager at school and going to 
something your parents don’t know anything about and it’s this whole 
other world and how mind blowing that is.

It’s also interesting to think about her perspective on her of her mum 
being involved in those strikes, being politically involved.

Amrit Wilson talked about how it was such a patriarchal society – when 
you come over as immigrants suddenly clinging to a patriarchal culture 
becomes important because they don’t want to let go. For these women 
to go off and work in the factories and then go on strike was pushing 
against that.

There’s something in that about women’s relationship with their daughters 
and their daughters trailblazing and pushing down doors that their 
mothers couldn’t.

What would you want the audience to take away from this play?
We can hear stories about people who are brilliant, break the mould and 
take a stand. But it’s actually really difficult when you try and apply that to 
your everyday life, because we’re all a part of these systems that make it 
hard to be idealistic.

So I think by watching a story where a woman examines why is it difficult 
to do the right thing, and then goes to join everybody on the picket line, 
I hope that young people watching would acknowledge why it is difficult 
and why it’s important.
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There’s a big issue around who is actually able to protest within our 
society. It is a privilege to be able to do that, it takes money, it takes being 
a race or a class where you can afford to be arrested or it doesn’t matter 
so much if you are. I think it’s a useful conversation to have.

I went on a Kill the Bill protest a few months ago, it was absolutely full of 
young people and it was just amazing. I hope they carry on realising the 
importance of protest.

There is a huge race issue running through the play Brent is such a 
celebration of multiculturalism, but you have to acknowledge that racism. 
Ultimately my experience growing up here is that everyone was quite 
harmonious. But it wasn’t this utopian ideal.

I thought about the First generation immigrants, how much are you 
supposed to give in, how much do you lose to assimilate, how much do 
you need to keep?

ULTIMATELY MY 
EXPERIENCE 
GROWING UP 
HERE IS THAT 

EVERYONE 
WAS QUITE 

HARMONIOUS. 
BUT IT WASN’T 
THIS UTOPIAN 

IDEAL.
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Were you involved with the writers on drafts or redrafts in shaping 
these stories?
Taio: There are whole films in this and the individuals who led these 
movements, so it was tricky to think about a theatrical way to tell these 
stories. Where’s the story, where’s the people; what the people want 
from each other, where they affect each other, love each other, hate each 
other?

The next job was about finding the stories that focused the writers and 
therefore speak to audiences. This was when further research really 
happened. We joined some of the interviews the writers did as part 
of their research. It was really useful for me as a director to be in the 
research so early in the creation.

Susie: When we read all three plays together, what was extraordinary 
was suddenly they were all connected, even though they’d all written 
them in isolation. What we thought was going to be a hard job; to find 
something to bring them together was not there because each one 
passed the baton, there were so many layers.

Taio: What’s really fascinating with all three plays is that there’s a 
conversation between generations, about the domino effect between 
first generation migrants and their children, who are born here but 
because of the colour of their skin are not accepted. Because ultimately 
there is a perceived connection between Britishness and whiteness and 
brown skin will always be other. The whole way this country perceives 
migration, immigration, ethnic minorities is completely connected to an 
understanding of race and to skin tone.

THE DIRECTORS 
SUSIE MCKENNA AND TAIO LAWSON
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How are you sharing the directing of the plays?
Susie: We’ve been working pretty symbiotically on all three at the 
beginning, it was important that both of us were working and touching 
on everything and that’s been a real journey and a joy and as we’ve been 
going forward for practical reasons we’ve split up a little more. There will 
be a lot of times when we have to hold each other’s hands, or support 
each other or go in as a dynamic duo if we need that energy to sort 
something out.

How do you approach the representation of some cultural tropes 
that are presented across some of the plays?
Susie: We have talked about this in all three plays; Dance Hall starts with 
a drunken Irish man and which is deliberate but at the same time I think, 
where do we go with that? My hope is that the play then investigates that 
and you understand why.

Taio: There are tropes, but it’s like Arinze Kene’s play Misty talking about 
the violence in the black community, yes it’s another play about violence 
in the black community but it’s also true, it’s also happening so we have 
to speak about it.

We spoke to some of the musicians and we heard about the push and 
pull between their family responsibilities and responsibility to themselves 
as artists. We spoke to Roy about his personal experiences and my 
personal experiences of paternal figures in the black community. So while 
we were very aware of this play featuring another problematic West Indian 
dad, there were truths about how tricky life was for those black men at 
that time, in a Britain that hated them no matter what choice they made. 
That is a truth that still feels needs investigating, in a nuanced, deeper 
way.
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This play speaks to a truth about the way in which those black and 
brown communities are set against each other in order to deflect from the 
power unity. The way those stories have been written in the past weren’t 
necessarily given the space and platform to explore and be nuanced.

Riley is an opportunity to attempt to go into the tropes of the absentee 
black father. To dig a little deeper, to investigate that a little bit more, 
rather than tracking old ground.

Susie: There is racism in all three plays against another community. I 
think that’s so important to see and to hear with the idea that that’s what 
the right wing play on, they don’t want us to like each other, or even 
understand each other. It’s all about power isn’t it? It’s about holding the 
power, as soon as people aren’t divided, suddenly that’s a very powerful 
movement.

All three plays end on a hopeful note – but they end on a protest and the 
protest hasn’t changed.

I think what the writers have managed to do it create this microcosm of 
very personal stories, individual stories of working people juxtaposed to 
this massive backdrop of change that was happening in this country.

That’s what makes these plays extraordinary, that they touch on so much, 
in such little time and all we can do is tell the very human stories of the 
‘average’ person against that backdrop, show the dilemmas that people 
face and play them with truth.

ALL THREE PLAYS END ON A 
HOPEFUL NOTE – BUT THEY END 

ON A PROTEST AND THE PROTEST 
HASN’T CHANGED.
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The research process undertaken has been key in the 
creation of the three plays; the writers and directors 
have described the challenge of creating a production 
that explores the human stories within the context of 
complex and seismic social and political change.

The team at Kiln put together detailed research packs 
which included newspaper and broadcast reports on 
key events as well as oral interviews; speaking to and 
hearing first hand experiences of people who lived 
through these times.

The UK’s role as a colonial power and continued 
influence post-independence; in Uganda, the 
Caribbean and in Ireland, is at the heart of the trilogy.

Understanding how and why British Citizens from 
around the world arrived in the UK post-war is key. 
People were invited, as UK citizens, to come to London 
to find work and help rebuild the country after the war.

Many migrants regarded the UK as ‘the mother 
country’ and thought they would be welcomed. What 
they found on arrival was a mixed response; welcome 
from some, but hostility, racism and resistance from 
many who considered them not to be citizens, but 
‘aliens’ who had no right to be here. 

Outlined below are a few key events that provide 
specific context to each play and links to some of 
the articles, books and documentaries which have 
informed the writing of the trilogy.

NW Trilogy explores three 
different, but related, stories of 
migration to London.



page 17

NW TRILOGY

The borough of Brent housed the biggest population of 
Irish migrants anywhere in the world.

Irish people had been coming to Kilburn as seasonal 
labourers since the early 19th C. Irish emigration is mostly 
documented from the time of the Great Famine in 1845. 
English policies regarding rent and eviction led to many 
Irish families being pushed off their land and out of their 
homes. This led to them emigrating to America, Australia 
and Britain.

It was the Irish labourers doing post- war reconstruction 
and slum clearance after the War who led to Kilburn being 
called ‘County Kilburn.’

Many were housed in boarding houses and were unable to 
go back to their rooms throughout the day. Figures show 
that opportunity for social mobility for Irish migrants was 
poor. In 1981 82% of Irish Londoners were in manual or 
low paid junior jobs.

For thousands of Irish migrants the dance halls provided 
a ‘home from home’, a place where they would gather, 
socialise and see show-band acts from Ireland.

‘Built by the Irish, for the Irish. I used to dance here all the 
time when I was new. It was the only place I felt properly 
warm. The music lit a fire; we had ceilidh nights - the 
whole crowd doing the same steps and that brings people 
together. All of us in from all over Ireland but in County 
Kilburn now.’ Dance Hall – Moira Buffini.

DANCE FLOOR
‘COUNTY KILBURN’

IN 1981 82% OF IRISH 
LONDONERS WERE IN 

MANUAL OR LOW PAID 
JUNIOR JOBS.
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Reproductive rights
The character of Aoife arrives in London, pregnant and unmarried.

The Republic of Ireland, a predominantly Catholic country, has been shaped by social 
conservatism and Catholic moral teaching throughout its history.

Contraception was illegal until 1979 and 
then was only available when prescribed 
by a doctor as part of family planning. In 
1985 the law was changed to allow the 
sale of contraception to those over the 
age of 18.

Abortion was illegal until 2018 when The 
Abortion Act permitted terminations up 
to 12 weeks and later, if women’s health 
was at risk, or in cases of fatal foetal 
abnormality.

Thousands of women would travel to the 
UK each year to have an abortion, the 
alternatives for unmarried women who 
were pregnant were stark. Aoife speaks of 
her fear of going back home;

‘They’d send me to the nuns. They’d put 
me in a laundry and I’d never get out’.

The laundries refer to institutions, or 
asylums, in Ireland that housed women 
considered ‘fallen’ (prostitutes), mentally 
ill, or came through the criminal justice 
system. They were run by the church 
and were very secretive places. Women 
who were considered outside of the 

boundaries of moral or social norms were 
sent there to work. Some remained for 
their whole lives.

A public enquiry in 2013 reported no link 
between unmarried mothers and forced 
adoptions, however, there are many 
women who have told their personal 
stories; of their babies being taken away 
for adoption and being unable to trace 
them in later life.
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From 1894 Uganda was a protectorate of the British Empire, gaining independence 
in 1962, Uganda became a republic but remained part of the Commonwealth.

Following a period of civil war Idi Amin seized power in 1971 and expelled 70,000 
East Asian Ugandans from the country, transferring their property and assets to the 
African population.

Many of the East Asian Ugandans were in middle class professions; teachers, 
entrepreneurs, or civil servants. Most of those expelled were citizens of the UK and 
colonies and around 28,000 chose to move to the UK. Arriving in the UK many, out 
of necessity, found low paid work and experienced a sharp decline in their standard 
of living.

The Grunwick dispute
The Grunwick dispute began in 1976 
when the mainly East Asian women 
workforce took strike action in response 
to punitive working conditions – the 
managers restricted breaks and insisted 
on women working overtime.

First to support them were the local 
postal workers, who refused to deliver 
post and packages for the factory.

Jayaben Desai became a figure head for 
the strike as the dispute grew.

The dispute saw a huge change in trade 
union activity, with traditionally white male 
trade unionists joining the newly arrived 
women on the picket line. The action 
drew support from across the UK trade 
Union movement.

11th July 1977 was a mass day of 
action; with over 20,000 trade unionists, 
including 1300 Yorkshire miners, coming 
to London to support the strike.

The role of the police in the strike was 
controversial; the workers’ right to picket 
was not respected and there were mass 
arrests.

Jayaben Desai and others went on 
hunger strike in order to draw attention to 
their cause.

Ultimately the strike failed; the TUC, 
concerned with legal challenges, 
withdrew its support in June 1978.

“We have shown that workers like us, 
new to these shores, will never accept 
being treated without dignity or respect.” 
Jayaben Desai

WAKING/WALKING
UGANDA



page 20

NW TRILOGY

The character of Riley arrived in London as part of the Windrush generation; those 
travelling from commonwealth countries in the Caribbean to work in the UK from 1948. 
British citizens who came to London to help rebuild the city and work in the newly formed 
National Health Service.

The 1971 the Immigration Act gave those Commonwealth citizens already in the UK 
indefinite leave to remain, but after that someone with a British passport born overseas 
would need a work permit and proof of a parent or grandparent in order settle in the UK.

Having set out as British subjects, the 
Windrush generation arrived to find that 
they were “immigrants”.

Many of the Windrush generation comment 
on British ignorance of the empire by 
comparison with what they knew of Britain. 
White Britons who were ignorant about the 
British empire did not know or acknowledge 
that Caribbean migrants were also British, 
with a long history that connected them 
with Britain. Constance Nembhard recalled:

“We grew up under the colonial system 
and we knew everything about England – 
everything. And we came here, nobody had 
ever heard of Jamaica. I mean few, few, 
people. And it was funny, the few who had 
heard of Jamaica treated you differently. 
Those who had never heard, they all had 
the opinion that we lived in trees.

Black people were seen as belonging in the 
British empire, not in Britain. Caribbean and 
other migration from the Commonwealth 
was widely seen as bringing an alien 
“colour problem” into Britain.

Wendy Webster, professor of Modern 
Cultural History

THE LIFE OF RILEY

https://theconversation.com/windrush-generation-the-history-of-unbelonging-95021
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Windrush scandal 2017
2012 – the government’s “Hostile Environment’ legislation was designed to 
deter immigration; making it unviable for those without documentation to live 
in the UK.

In 2017 it emerged that hundreds of 
Commonwealth citizens, including 
many of the Windrush generation, 
had been wrongly detained, 
deported and denied legal rights.

Many of the Windrush generation 
had arrived as children on their 
parents’ passports. The Home 
office destroyed thousands of 

landing cards and other records 
from the arrivals in the 40’s – 70’s. 
People who arrived as children were 
unable to get jobs, access the NHS 
and other benefits despite living, 
raising families and working here 
the majority of their lives. Some 
were to deported to the Caribbean, 
where they had no family or support 
structure.

2021 – charter flights to Jamaica 
continue; forcibly deporting and 
‘repatriating’ people with criminal 
records.

History and significance 
of Carnival
The Notting Hill Carnival was founded in 
1964 as a way of celebrating Caribbean 
culture. Claudia Jones, one of the 
founders, a socialist and Black Right’s 
activist, believed passionately in the 
importance of class unity. She also saw 
the important role the arts played in 
people’s lives and activism; ‘A people’s 
art is the genesis of their freedom’.

Carnival grew in numbers and 
significance for the Caribbean 
community in London, to the concerns 
of some in the establishment. By 1976 
the organisers were under pressure to 
cancel or move Carnival to a park but 
resisted this. Eventually the authorities 
agreed Carnival could take place but, 
in order to control the event, drafted 20 
times more officers than the previous 
year in to police the event. This 
enormous police presence created a 
tense atmosphere of confrontation and 
provocation and on the second day 
minor incidents escalated after heavy 
handed policing, resulting in two days of 
rioting.

Trojan records
Trojan Records was founded in 1968 in a warehouse in Neasden Lane, 
Willesden. Trojan records was instrumental in bringing Jamaican music, and 
reggae in particular, to a London and subsequently global audience.

‘Trojan’s rapid growth during its first 
year was due in no small part to 
the development of a working class 
youth movement that embraced 
Jamaican music as part of its 
culture: skinheads’

Trojan records introduced a range 
of artists to the UK with success 
for Desmond Dekker, The Maytals, 
Bob and Marcia (Young, Gifted and 
Black), and Gregory Isaacs amongst 
many. They were particularly 
important in supporting less 
commercially viable, but culturally 
important Reggae acts and their 
most famous and significant import 

was Bob Marley and the Wailers.

In 1972 Island Records pulled their 
investment out of Trojan, chasing 
more lucrative acts and Trojan 
Records went into decline.

In 1979, their profile was revived by 
the Two Tone movement.

https://www.brent.gov.uk/media/16416864/windrush_generation_learning_resource_accessible.pdf
https://www.jcwi.org.uk/windrush-scandal-explained
https://trojanrecords.com/the-trojan-records-story/


page 22

REHEARSAL DIARY



page 23

NW TRILOGY

NW TRILOGY REHEARSAL DIARY
BY ASSISTANT DIRECTOR ASHEN GUPTA

WEEK 1
Monday began with a full company meet and greet which 

was incredibly exciting – the most people I’ve seen in a 

room together since the start of the pandemic! - followed 

by a readthrough of all three plays in the afternoon. Most 

of the week has been table work on the three plays, with 

Susie and Taio running separate rehearsal rooms. Table 

work consists of the directors, writers and actors asking 

questions of the script and answering them as we work 

through each play. Who answers the question can depend 

on who asks it; for example, if an actor asks a question, 

it can be the director and/or the writer who provides the 

answer. The questions asked can be about characters and 

their backgrounds, intentions in each scene, about the world 

in which each play is set etc. The purpose of asking all these 

questions is to discover the truth of each play fully.

Moira, Suhayla and Roy have all been in the rooms to make 

minor script changes where necessary, and we had our first 

introductory movement session with Yarit. As decisions are 

made and the worlds are starting to be built, I have been 

printing off images to stick on the walls as visual prompts 

and reminders of what we have been creating. Both Susie 

and Taio are fab at maintaining sensitivity around topics of 

conversation, as all three plays deal with some hard-hitting 

realities for immigrant communities – it’s been wonderful 

to establish a rehearsal room full of love and kindness for 

everyone present.
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WEEK 2
This week we started to see the end of table work and the beginning of 
finding shapes to each of the plays – a week of physicality! Taio loves to 
start each session for Life of Riley with his favourite game; four square 
– which I won on my second go! Unfortunately, this upset the dynamic 
in the room, so we had to have another round for Taio to win. The game 
has been a fantastic way to bond as a company and start becoming 
more comfortable on our feet. Waking/Walking has also been getting 
dancing with Susie and Yarit teaching us how to pogo like we’re at a 
punk rock concert in the 70s – as well as our younger cast members 
learning how to use a cassette player that’s from the “olden times”.

By the end of the week, Dance Floor has completed its initial blocking 
and we can start to see the shape of what an end product might look/
feel like. To round off our first big week on our feet, we started to try out 
some ideas for our big opening sequence, with Abdul leading some call 
and response vocal warmups for our cast. One of these warm ups is ‘9 
minutes to sunrise’

-  One person sings ‘9 minutes to sunrise now baby now, what are we 
gonna do’

-  Everyone repeats with ‘they’ve got 9 minutes to sunrise now baby 
now, what are we gonna do’

-  That person sings ‘I just got just, 9 minutes, 9 minutes to come and 
share it’

-  Everyone sings ‘9 minutes to sunrise now baby now, what are we 
gonna do’

-  Next person in the circle starts with ‘8 minutes to sunrise…’
-  Continues round the circle for however many people you have
All three plays ended the second week on a high having all started to 
find blocking, and my focus in the mornings has been on running lines 
with actors when they aren’t busy to try and get off book as soon as 
possible. Hearing the music and seeing the actors get on their feet 
allows everyone on the team to start visualising what the final show 
might look like.
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WEEK 3
Today we started to explore some more detail to 

the characters, particularly in Dance Floor. We 

were given a mopping masterclass by the Kiln’s 

cleaning supervisor Ragne – looking at the finer 

details of physicality of an experienced cleaner 

vs. an inexperienced one, which was incredibly 

insightful from a directors point of view, but 

also it felt as though our actors were able to 

take some really clear movements from the 

masterclass and apply them to their characters.

Yarit has begun intimacy work with Natasha and 

Ronny for Waking/Walking in a closed rehearsal 

room. It’s been so important to provide a safe 

space for the actors as Yarit starts this work, as 

it requires a level of sensitivity and privacy. The 

time spent on these details empower the actors 

to take ownership of the scenes and enable 

them to repeat the movements safely each 

performance over the course of the run.
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WEEK 4
This week saw the first full run through of 
Dance Floor, as well as starting to create 
the ending for the show. The company 
led by Abdul started to explore what 
the picket line at the end of the show 
might sound like, and did this by trying 
out different chants you might expect to 
find on the picket line. We chose some 
slogans that we saw on actual placards 
from the Grunwick strike in ’76-’78, and 
listened to audio clips from interviews at 
the time. We looked at some chants in 
Gujurati for the south Asian women who 
started the strike, and incorporated some 
more familiar chants such as ‘workers, 
united, will never be defeated’. We began 
to look at music we want to incorporate 
into the picket line too, and explored 
songs in Irish as well as reggae music to 
bring all three of our communities together 
at the end of the play.
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WEEK 5
It’s our last week in the rehearsal room 

before tech. All three plays are up and 

running, with both Susie and Taio paying 

close attention to moments that aren’t quite 

working and tweaking accordingly. This 

can be through blocking or through shifting 

an actors intention as they play the scene 

– knowing what to effect or change to 

achieve the end goal of the show is a very 

important skill to have as a director. We’ve 

spent a lot of time rehearsing the transitions 

between the play, however as so much of 

that requires the cast to be on stage with 

the correct costume and props, we’ve 

had to plot in temporary timings with the 

expectation that it will all change in tech. 

I’ve spent much of my time looking out for 

‘belief drops’ in all three plays – moments 

where I suddenly don’t believe that what is 

happening in front of me is true and I am 

taken out of the world of following the story 

for whatever reason. We ended the week 

with a full run of the entire show including 

transitions, with some staff members at the 

Kiln watching; our first real audience! 
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INSIGHT FROM THE CREATIVE TEAM
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How will you approach designing for three 
different plays in one production?
I started by looking at each of the plays 
individually and working out how to serve them as 
standalone pieces. Very quickly after that though, 
I’ve been more interested in threads that link all 
three together. Lighting will work well to provide a 
single environment that all three plays inhabit. So 
I’ve been making aesthetic and style choices that 
take all three plays into account.

Is there a key concept or idea common to all 
three pieces which will guide your design?
We’re all keen to create a recognisable 
environment for the audience. Walking into the 
theatre they should feel like they’re in a version of 
Kilburn that they can identify and connect with; a 
kind of extension of the street they’ve just been 
walking down outside.

And are there design elements which will 
be distinct to each piece which reflect the 
differing content, style, structure and tone of 
each play?
The pieces move between and dance hall, 
a street in Kilburn, inside a flat and onto a 
picket line. These location changes provide the 
opportunity for the lighting for each play to be 

distinct whilst also remaining in a visual world that 
links them all together.

Can you tell us about how you think about 
the space you are designing for - the Kiln 
auditorium - and how that affects your 
design decisions?
The Kiln is a small and intimate space which 
allows me to make quite spare and simple 
choices about the lighting. The stage also 
stretches upstage quite a long way from the 
audience which allows for bigger, bolder lighting 
ideas. That means I should be able to create a 
lighting design that’s both intimate and epic in the 
Kiln space!

Is there anything more you would like to 
share about your design process for this 
production?
We’ve looked at lots of pictures from the last 50 
years to help immerse ourselves in the world of 
the plays. Working on these three plays with the 
directors, Susie and Taio alongside the rest of 
the design team has introduced me to a slice of 
North West London history that I wasn’t familiar 
with before. I’m looking forward to working with 
the team in the theatre to tell these stories that 
are rooted right here in Kilburn.

RICHARD HOWELL
LIGHTING
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Activity 1: Thematic devising:
Introduction: This activity offers a way for students to engage with central 
themes and moments of text from NW Trilogy. Through working with fragments 
of the play students will devise short performances and explore the way the three 
stories in the trilogy interact to create a complex and rich picture of the lives of 
migrants to Brent in 1976.

Drama strategies: Improvisation, devising, still image, movement, choral work.

1.  Move the class into six groups and 
ask each group to create an image 
in response to one of the themes.

• Arrival
• Home
• Family
• Opportunity
• Resistance
• Community

The image can be abstract or 
naturalistic; this should be a quick, 
intuitive, response to the theme they 
have been given.

2.  Now give each group the 
corresponding lines of text 
(resource 1) and ask them to add 
this to their initial image, adding 
movement and new images to their 
piece. They should integrate their 
original still image into this piece.

As a group they will need to decide 
how to share their lines of text and 
combine with their movement and 
images; they can use speaking in 
unison, repetition, cannon, and 
individual lines.

3.  Organise the space ready for the 
groups to share their pieces in turn, 
moving from one group to the next 
without comment in order to create 
a whole class performance.

4.  Ask students to discuss what they 
have created as a whole and what 
they feel the NW Trilogy might be 
about from these fragments.

5. Extension.

You could ask groups to devise a 
moment that continues on from 
their piece.

In order to do this, ask students 
to think about where would they 
take their piece next and to create 
a short scene that would develop 
their idea.

The following activities are written as lesson plans; teachers may choose 
to follow the whole lesson sequentially, or select certain exercises which 
meet their specific priorities.
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Resources 1: text extracts

Arrival
I was struggling with my case and he was yelling ‘Stand on 
the right, stand on the right.’
I didn’t know what he was talking about and I froze
I watched all these people going down into this terrible 
mouth
And they were all backing up behind me

Home
Now I’ve seen the hell of Euston Station, I know that. You 
come out on a summer night and the sky’s a deep blue and 
the smell of the whole fresh planet hits you. I don’t know 
how you can miss air so much. And as you walk home, 
the stars… There’s no stars in London, That’s what I can’t 
stand. The night sky’s the colour of a cup of tea

Family
You don’t know what you’re talking about. Even though 
you were never actually there, you were always there, in my 
head.
I thought I hated you. I grew up believing I hated you. But 
all of the stories I grew up hearing about you. The way 
Mum’s face, even now, lights up and smiles whenever she 
speaks about you, thinks about you.
I envy you.

Opportunity
You got into that school and you should be proud —
You got into that grammar school because you’re bright
What we’d have given for a decent bit of schooling. Life’s 
given you a chance —
You could be anything you want
I try understand her anger
I know how those teachers see her
But she has so much.
I left school when I was twelve.

Resistance
They’ll all get the bloody sack and new women hired in their 
place, there’s always someone willing to work for less than 
you.
You’re not joining that picket line. The Imperial Typewriters 
strike she was talking about, I saw the pictures. Women 
outside. Crowds gathering, police strong-arming every 
which way. It’s not safe- I’m not letting you put yourself in 
danger like that.

Community
These are the women who washed me and burned incense 
to soothe me
These are the women who brushed my hair when I didn’t 
have strength to lift my arms
These are the women who cried for me when I could no 
longer cry myself
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Activity 2: Text and subtext

Introduction: This activity gives students the opportunity to work with short text extracts and explore characters from the 
three plays in the trilogy. Interrogating the scenes’ text and subtext will help focus on the intergenerational relationships within 
the plays. Each one has an older character who has been in London for some years and younger characters who are either 
second generation or newly arrived migrants with their family.

Drama strategies: Text analysis, simple staging, still image, character work, physicality, thought-tracking, interior 
monologues.

1.   In groups of four or five ask students 
to read the information provided 
(resource 2) outlining the characters, 
setting and the context of each of 
the three plays and discuss the 
questions suggested.

2.   In their groups ask students to 
begin by creating a first still image 
and thoughts for each character as 
outlined on their information sheet 
(resource 2).

3.   Now ask the students to read their 
scene (resource 3) together as a 
group thinking about what is said, 
but also about the subtext of the 
scene - the things that go unsaid.

4.   Ask the groups to choose a specific 
moment – three or four lines of text 
– and together create an interior 
monologue for each character, 
expressing the subtext, or things 
that cannot, or are chosen not to be 
said in this moment.

Rehearse the scene with those 
taking on the actor roles creating the 
action and speaking the text from 
the play and the other members 
of the group speaking the interior 
monologues, or subtext, for them.

Students will need to think about 
how they pace this work; where 
do the interject and perform the 
interior monologues? What do the 
actors do while this is happening; 
do they freeze in these moments, 
or continue silently with actions 
decided by the group?

5.   Share the groups’ scenes and 
interior monologues and discuss the 
work.

• What did the exercise reveal 
about the characters and 
their different experiences or 
perspectives?

• What decisions did you make 
about what is unspoken 
between them and the reasons 
for this?

• Are are there differences 
between the generations that 
you noticed in your exploration 
of the text and subtext?

• What questions do you have 
that you hope will be answered 
or explored further when you 
see the production?
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Resources 2:

A Dance Hall

Characters
Aoife – a young woman, in her late teens. Aoife has recently arrived 
in London, alone looking for work. She comes from Kerrykeel a small, 
rural village in Donegal. She has just started as a cleaner in the Dance 
Hall in Kilburn. She is pregnant and left home without telling anyone – 
she sent her mother a letter telling her she’s ok and will send money 
home. Aoife feels she can never return home; she is frightened if she 
goes home she will be sent to ‘the laundries’, places in Ireland run by 
nuns where single women went to give birth. The babies were often 
given to other families for adoption, and many died from neglect.
Katie – has been living and working in London for many years. 
Originally from Ireland, Katie is married to a Caribbean man and they 
have a daughter; Veronica is 15 and is at grammar school. Katie 
says she’d never take her daughter back to Ireland ‘Irelands great at 
making women suffer’.
Setting – 1976, in an Irish Dance Hall in London, the hub of the Irish 
community in Brent where they would gather and socialise each week.

Discuss:
• Aoife has applied for a number of jobs that she was turned away 

from, finally she has begun work as a cleaner at the Dance Hall, 
how is she feeling at this point?

• Aoife is not much older than Katie’s daughter Veronica who is 
studying at grammar school, what do you think Katie thought when 
she first met Aoife?

Opening still image:
Using two of your group as actors create a still image showing a 
moment where Katie is looking at Aoife as she mops the floor. Ask 
those in the group not playing Aoife and Katie to sculpt the two actors 
into the image.
Now as a group together create a thought- track of this moment; 
speaking the thoughts of Katie and Aoife. These can be fully formed 
sentences or they could be abstract words expressing the feelings 
and sensations experienced by the characters at this point.

B The Life of Riley

Characters
Paulette – 21, has grown up with her white mother outside of 
London. She’s now studying law at University. She hasn’t seen her 
father since she was a child. She loves to sing.
Riley – one of the Windrush generation, he moved to London from 
Jamaica in 1948. Riley’s passion is reggae and he has played as a 
session musician with many famous acts, including Bob Marley, when 
he first came to London. He’s agreed to meet his daughter Paulette, 
but also, having an opportunity to play a session at the Notting Hill 
Carnival which might further his career he has arranged to meet 
another musician, Jimmy, to head to the session.
Setting – 1976, a heatwave, during Notting Hill Carnival, on the street 
in Kilburn next to a phone box.

Discuss:
• How do you think Paulette might have contacted Riley and what 

she might she have said to set up this meeting?
• What do you think Paulette wants from this meeting?
• Why do you think Riley has agreed to meet?

Opening still image:
Ask the group to create a still image showing the moment when 
Paulette and Riley first meet. Ask those in the group not playing Riley 
and Paulette to sculpt the two actors into an image showing when 
they first see each other on the street outside the phone box.
Now ask the group to create a thought- track of this moment; 
speaking the thoughts of Riley and Paulette. These can be fully formed 
sentences or they could be abstract words expressing the feelings 
and sensations experienced by the characters at this point.

C Waking/Walking

Characters
Anjali – a woman in her late 30’s. She and her husband Deepak 
and daughter Meera left Uganda in 1972 when Idi Amin expelled 
70,000 East Asian people. He gave them 90 days to leave. Many 
families came to the UK as British citizens. She has found work in the 
Grunswick factory.
Meera – Anjali’s daughter, 16 she has been in London since she was 
12.
Niamh – 16, Meera’s friend from school. The daughter of Irish 
migrants she is from a large family and has grown up in Brent.
Setting – 1976, Anajli and Meera’s small flat. The girls have been 
listening to the Ramones ‘I want to be your boyfriend’ and trying on 
makeup rather than get the food ready for Anjali’s return. Meera and 
Niamh have talked about going to a gig that evening and Niamh has 
suggested they tell Meera’s parents that they are going to see a film 
of Tom Jones (the novel be Henry Fielding) to help with their English 
literature school work.

Discuss:
• How do you think Anjali feels after working at Grunswick all day 

coming home to the sound of the Ramones and the food not 
prepared?

• Niamh has encouraged Meera to listen to the Ramones, how do 
you think she might react when Anjali arrives home?

• How do you imagine Meera might feel in this situation?

Opening still image:
Using three of your group as actors create a still image showing 
the moment of Anjali’s entry into the flat. Ask those in the group not 
playing Anjali, Meera and Niamh to sculpt the three actors into the 
image.
Now as a group together create a thought- track of this moment; 
speaking the thoughts of Anjali, Meera and Niamh. These can be fully 
formed sentences or they could be abstract words expressing the 
feelings and sensations experienced by the characters at this point.
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Resource 3: Text extracts

Scene 1: Dance Hall
AOIFE It really is a sickness that’s what’s surprising. Every morning, 
I’m sick… It’s because I dream, you know, I dream of the flowers 
growing in the lanes and then I wake up. They have no lanes here, no 
wild flowers, no fresh air and of a morning I feel so ill
KATIE Like properly sick?
AOIFE Sometimes it lasts all day
Katie senses something unsaid.
KATIE Did you come on your own, Aoife?
AOIFE Yes
KATIE D’you have any family over?
AOIFE Two uncles in Coventry but I don’t know them
KATIE No Aunties or sisters?
AOIFE I’m the eldest. There’s eight younger at home
KATIE Eight younger and your Mammy let you go?
AOIFE I just came. It was like I knew I had to go. I sent her a letter 
from Liverpool. And I can send them money home, I told her that. I 
said I’ll be sending you money
KATIE Did you leave behind a fella?
AOIFE No I did not
KATIE There’s no fella?
AOIFE This water’s black; I’ll get a fresh bucket
KATIE Are you in trouble, Aoife?
AOIFE What?
I’m not
I don’t know why you’d ask that
Why are you asking that?
KATIE You’re in trouble, aren’t you? 
Aoife is having a physical reaction to Katie’s questions.
AOIFE I’m not
What d’you mean by trouble?

Scene 2: Life of Riley
RILEY: What you do?
PAULETTE: What?
RILEY: You child, what do you do? With your life?
PAULETTE: University, studying law.
RILEY: But you don’t like it.
PAULETTE: I like it fine.
RILEY: You call me a liar before.
PAULETTE: You are a liar.
RILEY: Why don’t you just tell me what you want?
PAULETTE: I like university.
RILEY: Come on.
PAULETTE: I like it. They just don’t feel the same way.
RILEY: What ‘dat mean?
PAULETTE: What do you think?
RILEY: I’d thought it’ll be different.
PAULETTE: Different?
RILEY: Better, you know.
PAULETTE: Why?
RILEY: Cos yer….
PAULETTE: Cos I’m what?
RILEY: No mind.
PAULETTE: No say it.
RILEY: I don’t want to.
PAULETTE: What century are you living in, mate? Was that your 
intention when you knocked her up? That your child would have a 
decent life if she wasn’t as dark as you?
RILEY: No.
PAULETTE: Lie bad!
Another moment of uncomfortable silence between them.

Scene 3: Waking/Walking
MEERA: You ok mumma?
ANJALI: We didn’t get a break all afternoon, Meera, what on earth 
was that godawful noise? And what have you done to your face?
NIAMH: That was my tape, I’m so sorry. We had to drown out your 
man downstairs.
ANJALI: He’s so loud. Although what you were playing didn’t sound 
much better, Meera, look at this mess, what have you been doing all 
day?
MEERA: Sorry, mumma-
NIAMH: It’s my fault, I was distracting her.
ANJALI: (spots the notepad) You’ve done some studying at least?
As Meera quickly swipes it, closing it.
NIAMH: Oh, aye. We thought we’d make a start on our English. You 
know before we go back.
ANJALI: That is very sensible, Niamh.
NIAMH: We’re doing Tom Jones. In fact there’s a film of it just come 
out. I was thinking of going tonight if Meera fancies. My cousin 
Siobhan’s coming too. She’s 18. She’s very responsible.
ANJALI: It’s a bit late.
MEERA: Please Mumma. It will help me understand the book.
ANJALI: Go in the day.
NIAMH: Tonight’s the last night.
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Activity 3: The fourth play –  
providing context

Introduction: NW Trilogy brings to life the human stories within of London in 
1976. Transitions within and between the plays will work to reveal the wider social 
and political context impacting on those people trying to live their lives within a 
period of change.

All we can do is tell the very human stories of the average person if you like, the 
man in the street, the woman in the street, against that backdrop and show the 
dilemmas that everyday people face and play them with truth.

The transitions become a fourth play; 
we are looking at how the transitions 
will put us where we are; we will hear 
the colonial voice, the BBC voice, that 
will have an attitude towards the people 
that this audience are going to fall in 
love with…. So the migrant voice isn’t 
in the transitions, it’s about the opinion 
of the migrant that is in the transitions. 
(Susie and Taio)

NW Trilogy asks the audience to 
consider what was happening socially 
and politically in 1976 and how much 
has changed since then. The play ends 
with the Grunwick strike and references 
protest, activism and resistance then 
and now.

This activity will give students the 
opportunity to consider activism and 
protest they have experience of or 
witnessed and, reflecting the form 
of the play, ask them to place an 
image of protest alongside images 
and soundscapes that reflect the 
broader political context and opposing 
perspectives on these key events.

This activity could be done before or 
after your visit to the Theatre, however, 
doing this activity after seeing NW 
Trilogy would allow students to draw 
on the elements within the staging of 
the production more fully and create 
their own work in response to their own 
experience of activism and protest.
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Drama strategies: Still image, movement, transitions, multi-media, 
political theatre, Brechtian techniques.

1.  Move the class into small groups and ask them to discuss recent 
protests that have taken place in the last year or two - you could 
mind-map this as a whole class writing your ideas on big paper or 
IWB.

Here are some examples; students may think of others that they are 
aware of – they can be big protest/mass movements or a very small 
protests.

• Black lives matter
• Windrush
• Removal of statues (Bristol/Universities)
• Anti-vax/anti-mask protests
• Abortion/anti-abortion rights (particularly RI and NI)
• Climate change
• Trade Union rights
• Asylum/immigration
• School sit down playground protest at Pimlico Academy
• Mental Health
• Sarah Everard protest
• Grenfell

Think about what the protestors want and how these protests have 
been reported. What was the response of government, mainstream 
newspapers, TV news, or on social media?

Ask the groups to choose one example (this would work well if groups 
choose different focuses, but it is important they choose something 
that matters to them).
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2.   Ask the groups to create a still-image of 
those protesting. Think about the range 
of people, from different walks of life and 
backgrounds who might be on this protest 
and what has brought them here.

Students could create short biographies, or 
thought tracks for each of the people in their 
image. For example; at the Sarah Everard 
protest there were many young women 
present, but also men who wanted to stand 
as allies, mothers, fathers, grandparents or 
even members of the police force.

When they have created their still image ask 
the groups to create placards or banners 
these people might be holding. Researching 
on-line could provide lots of ideas for this. 
Placards and banners are short and to the 
point to get their message across, they can 
be funny, angry or informative.

3.   Now ask the students to consider the 
broader political context through to this 
event and think about images and voices 
that comment on what is happening. 
This can be a combination of voices in 
support of those who are protesting and 
taking action, but also those who are in 
opposition. In the NW Trilogy we hear and 
see the responses from the ‘establishment’ 
– those who hold the power, can they find 
examples of this for their depictions of 
protest? Think about:

• What are the differing opinions or attitudes 
to these protests?

• Are there facts or information about events 
that could help contextualise this moment 
of protest?

• What is the response from government, or 
others in authority?

When students have identified these ask 
them to find a way to perform and share 
their work in the drama space. Can they 
find a way to choreograph moving from their 
images of protest to the images and words 
of those giving a wider context to the social 
and political forces at play?

Depending on resources available, you may 
be able to upload images, film and sound 
recording onto the IWB and play these as 
the students perform and share their work.

Alternatively, students may need to 
demonstrate their ideas live; print out, or 
describe some of the images they would 
choose to include and members of their 
group could speak the voiceover texts - as 
a government representative, or the voice of 
the BBC for example.

5. Adding music

Consider the impact a choice of music might 
have on your scenes. Can you find a song 
that connects to your scenes, and amplifies 
the feelings and thoughts associated with 
what is happening? It might be something 
explicit in the lyrics, or it might be the music, 
tempo and atmosphere that feels relevant.
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began-a-timeline-1.3987076

The Ugandan Asian Explusion: Twenty years after- Mahmood 
Mamdani (Journal of Refugee Studies)

Just a Memory - Dancing at the Galtymore

Other
Grunwick 40- Remembering Grunwick 40 years on
https://grunwick40.wordpress.com/

https://vimeo.com/100301347
https://www.youtube.com/watch?v=x8-pqCv07CU
https://www.youtube.com/watch?v=SYgdQG_orwk
https://www.nationalarchives.gov.uk/education/resources/bound-for-britain
https://www.nationalarchives.gov.uk/education/resources/bound-for-britain
https://www.irishtimes.com/news/ireland/irish-news/how-the-troubles-began-a-timeline-1.3987076
https://www.irishtimes.com/news/ireland/irish-news/how-the-troubles-began-a-timeline-1.3987076
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