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FOREWORD

I have always believed that everything starts in the writing. But in a male-dominated industry with the lack of male writers writing from a female perspective, and the limited number of female writers failing to receive as much publicity for their work, I, like many other black female actresses, can often feel somewhat forgotten about and neglected by the industry. Finding any parts, let alone roles which offer an actress the chance to play a strong female protagonist or a role which is uncompromising, truthful and dynamic can seem impossible. I have heard countless accounts of aspiring black actresses forced to write their own parts when studying drama in schools due to the lack of accessibility of culturally diverse resource material. Many a times in frustration I have questioned, aside from the few plays that I’m aware of, if there were more plays which feature a diversity of parts for actresses like me.

Through this monologue anthology Simeilia Hodge-Dallaway has opened my eyes to many plays which contain a realistic representation of what it means to be a woman today and more importantly, what it has meant to be a woman throughout the last sixty years. It’s enlightening to come across a collection of speeches that enables us to see ourselves throughout the years, as we celebrate our culture, language and experiences. It’s commendable that Simeilia has utilised her extensive knowledge of black plays to find some of the best speeches to feature in this monologue anthology; actresses around the world can now revel in a magnitude of parts written by Black British playwrights. At last, black actresses can feel empowered knowing that they have always had a voice in the industry, a voice which they can now use to succeed, grow and make a difference.

I hope that this volume will help actresses with auditions and showcases, and encourage practitioners to restage and create adaptations of past productions. More importantly, I hope it will inspire every generation of actors and non-actors to reconnect with the great legacy of Black British work.

Needless to say, this monologue anthology will benefit black actresses around the globe. It will also provide any reader with an insight into the many experiences of Black British women… and perhaps, this book will also give more writers the incentive to write parts for women, so that Simeilia Hodge-Dallaway can continue to create many more anthologies for black women for years to come.

Naomie Harris


INTRODUCTION

How many Black British plays can you name?

I posed this question to actors, students, and teachers and saw the same embarrassed look on their faces as they struggled to name more than five plays. Their faces changed to utter dismay when I told them that after setting up and managing the Black British Play Archive at the National Theatre, I had re-discovered over 400 plays written by Black British playwrights which had been professionally performed on stage in Britain. This was the very question that inspired me to create the first collection of monologue books for Black British actors and practitioners.

Before working on the Black British Play Archive admittedly I simply lacked any knowledge of the Black British play canon, and instead I sought validation from the work of Black American writers, namely Lorraine Hansberry and Ntozake Shange. I still remember receiving my first black play For Colored Girls Who Have Considered Suicide When the Rainbow is Enuf by Ntozake Shange, given to me by Rebecca Prichard after I performed in her play Fairgame produced by the Royal Court Theatre and staged at the Duke of York Theatre, St Martins Lane. I had an overwhelming feeling of validation when reading this play. It reflected parts of my culture, language, song, history. Needless to say For Colored Girls was the first play I directed at university. I feel strongly that it is imperative for people of colour to have an awareness of work which exists and reflects their history.

After graduating from Roehampton University in 2004, I gained the opportunity to assist the direction of the production Oxford Street by Black British playwright Levi David Addai at the Royal Court Theatre (2008). I later discovered the significance of working at the Royal Court as it was the first theatre venue in London to stage and offer dramaturgical support to new plays written by Black British playwrights.

The birth of Black British theatre companies took place in the 1970s and 1980s, created by leading black actors, directors and writers who desperately wanted to provide a wider platform for their peers, other upcoming black artists and themselves. Examples of such companies include, Black Theatre Co-operative (now Nitro) co-founded in 1979 by Trinidadian playwright Mustapha Matura and British director Charlie Hanson; Carib Theatre, formed in 1983, was founded by Jamaican-born actor, director and producer Anton Phillips; Temba, formed in 1972, was co-founded by actor Oscar James and Alton Kumalo; Talawa Theatre Company was founded in 1985 by Yvonne Brewster, Mona Hammond, Carmen Monroe and Inigo Espejel; Foco Novo Theatre Company was founded in 1971 by British director Roland Rees, American playwright Bernard Pomerance, and British producer David Aukinand; Black Mime Theatre was founded in 1987 by David Boxer and Sarah Cahn, to name but a few.

The social change in the theatre landscape presented an abundance of new plays from black Caribbean and African writers. An exciting time for Black British work. Sadly, many of these companies saw closure due to lack of funding; even now black theatre companies still struggle to produce the amount of work desired. Moreover, plays by Black British playwrights failed to have more than one stage production.

In 2010, I was head-hunted by Kwame Kwei-Armah OBE to manage his Black British Play Archive project at the National Theatre. In the two years I spent setting up and managing the Black British Play Archive, I was able to re-discover and read around 400 plays from the 1930s to 2012. I was also fortunate to work with many of the original founders ‘the Grandfathers and Grandmothers’ of Black British theatre companies and original cast members for the shows which formed the basis of my education of Black British play history. Directing plays with some of the original cast members who freely shared anecdotes with the younger members in the cast was an invaluable experience.

This project was more than just a project; it validated my existence in a world that I didn’t think black people really existed in. There were many times that I would read or direct a Black British play and find myself laughing hysterically, crying or simply whole-heartedly agreeing with the statements made. For the first time I was able to read plays which I had an emotional connection to. I could identify with the characters and their stories. I learnt more about our Black British history, cultural heritage and black iconic figures like Toussaint L’Overture, Maurice Bishop and Muhammad Ali.

I loved reading the earlier works, which I refer to as ‘classic plays’ from writers like Derek Walcott, Barry Reckord, Errol John, Alfred Fagon and Jackie Kay as they helped pave the way for a new generation of writers. When asked to suggest a classical play for the Sustained Theatre ‘Exploring the Canon’ event at Arcola Theatre, for me it was quite simple. I had just finished reading Errol John’s play Moon on a Rainbow Shawl and took the pleasure of directing the play with Martina Laird and Shyko Amos with actors from Acting Touring Company. I was even more delighted that after bringing this play to the National Theatre’s attention the play was rightfully given another stage production at the Cottlesloe stage in 2012.

Inspired by both classical and modern plays, I decided that I wanted to create a book which would provide readers with an insight into the breadth of work featured in the Black British play canon. This collection of monologues is orchestrated to capture the diversity of characters, themes, language and styles that have been used by Black British playwrights to tell the stories of Black British experiences.

This book aims to celebrate writers who have paved the way for the next generation and those who have taken the baton and continue to produce exceptional and groundbreaking work.

For the purpose of this book, I have only included plays which have been published to encourage readers to invest in the full-length version of the plays. I hope that actors will enjoy working on these speeches, using them to help strengthen their craft, and by doing so, help to ensure these plays are always remembered.

Many people have asked me about my motivation for writing this book; my response would be: I guess it’s hard to look for something when you don’t quite know what you’re looking for?

Simeilia Hodge-Dallaway


This book is dedicated to my Ma Charmaine Miller and big sis Naomi Dallaway.
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From

FLESH TO A TIGER

by Barry Reckord

Flesh to a Tiger premiered (under the original title Della) at the Ward Theatre in Kingston, Jamaica in 1953. The play was first performed in the UK in 1954, under the title Adella. It was revived in London for the second time at the Royal Court Theatre in 1958 under the title Flesh to a Tiger directed by Tony Richardson. The cast included English Jazz singer Cleo Laine (Della), Tamba Allan (Joshie), Pearl Prescod (Lal), James Clarke (Shepherd Aaron), Edgar Wreford (The Doctor), Dorothy Blondel-Francis (Vie), Lloyd Reckord (George), Edmundo Otero (Papa G), Johnny Sekka (Ruddy) and Nadia Cattouse (Gloria) to name but a few.

Flesh to a Tiger explores the subject of modern-day medicines versus traditional Obeah remedies, a conflict which also becomes a battle of race, White doctor versus Black Obeah as a Jamaican single mother, Della, is put in an uncompromising situation to save the life of her dying baby. The play is set in Kingston, Jamaica. Della lives in an impoverished area in Trench Town, Jamaica, with her teenage son Joshie and sick baby Tata. Desperate to save the life of her dying baby, Della decides to stop using the unproductive remedies of the popular Obeah doctor Aaron Shepherd and instead trust new-age medicine prescribed by the white doctor, White Wolf. Aaron Shepherd is insulted and threatens to get revenge by killing baby Tata using black magic. Joshie and Della are not fooled by his manipulation, but when Aaron uses his power to encourage his followers to ostracise the family from the community, things suddenly take a turn for the worse.

About the Author

Barry Reckord was born in Kingston Jamaica on 19 November 1926 (under the name Barrington John Record) and passed away on 20 December 2011, aged 85 in Jamaica. Reckord came to England in the 1950s, after receiving a scholarship to read English at Cambridge University. He is recognised as one of the most intellectual and groundbreaking playwrights of the 50s and 60s, alongside other writers of his generation, namely Derek Walcott, Errol John and Edgar Nkosi White; they all helped to pave the way for black contemporary writers in Britain. Barry Reckord’s writing gives light to a range of different societal issues in London and Jamaica.

Other published plays by Barry Reckord include Skyvers and White Witch.

Summary (Extract)

DELLA is at the lowest point in her life. Aaron Shepherds’ followers have been taunting her from outside her house, her eldest son Joshie has decided to leave home and none of the medicines prescribed by White Wolf have worked on her baby Tata. Stuck in a house with a dying baby and no cure, Della has no choice but to take matters into her own hands.



DELLA

Leave me too, Tata; leave me for good.

What is Della? A dirty frock with a half-dead baby. ‘A good woman’ I hear you whisper, oh Lord? Joshie want goodness? He want station and power, so he sleep at White-Wolf’s, while the good Della dwindles, her future wrapped up with Tata bedclothes.

This useless fever will stay with you, Tata, shake and burn you till darkness come. The young men are for Della, not Shepherd. Tata, if I give you this pillow then plant the murder on Shepherd, how they would root up a tyrant… When the people hear that part of his magic is murder they will laugh and drink rum and spit obeah out. Oh, but the glutinous eye, treasure like its own pupil, the life it once lit on. Let Shepherd and the yard gorge themselves on the stenchy sin till they sicken, I won’t root up my son to purge them… Oh, Almighty God, my life’s in a tangle: single it out. If I’m to trudge on with my necessary purpose, reduce Tata to the unseen foetus I’d be glad to wash out.

JOSHIE re-enters.

You leavin’ me, Joshie?

JOSHIE doesn’t answer, but collects his things and goes.

Then take the lantern.

Exit JOSHIE.

In war young men just walk over to death; with no more thought than in a sleep they walk. So I must learn to use death to strain life clean. Tata, Tata. Good. Sleep. Life not made for use, it made in sport, and so light as it come, so light it should be wiped out. Oh, the long generations of mothers nestling sons, drag the power from my hand. How anxious to keep what breed in a dark corner stink with urine. When I whisper to the young men and they come to one another how Shepherd savage to quench a son, pity will kindle in them, anger spurt up, the multitude lose their dampening fear and blaze. Run, Shepherd, from the heat of that fire. So, Tata, by death you destroy Shepherd and yet make White-Wolf less strong. Now Negroes will wonder whether they should cook the food they can’t eat, wash the clothes they can’t wear, make the beds they can’t climb into, and sleep.

She smothers TATA, and sits by the child for a long time, saying nothing.


From

THE DEATH OF A BLACK MAN

by Alfred Fagon

The Death of a Black Man was Alfred Fagon’s second play, produced by Foco Novo and Hampstead Theatre, London, in 1975. This production was directed by Roland Rees. The cast of the original production included Mona Hammond (Jackie), Gregory Munro (Shakie) and Anton Phillips (Stumpie).

It could be argued that The Death of a Black Man was inspired by the controversial ‘Rivers of Blood’ speech by Enoch Powell in 1968, in particular the following line ‘…In this country in fifteen or twenty years’ time the black man will have the whip hand over the white man’. Alfred Fagon not only quotes from the speech but he also creates a powerful response highlighting Britain’s profit from immigration and the exploitation of black people which still continues today.

The Death of a Black Man tells the story of a young savvy black entrepreneur Shakie and the lengths he will go to to maintain his extravagant middle-class lifestyle in Chelsea, one of London’s most prestigious areas. Shakie has recently sold his water business to a white American tourist and is now on the hunt for another lucrative deal, which he hopes will involve selling African art and crafts to American tourists. Shakie’s unemployed flatmate Stumpie has radical ideas to revolutionise black political power in Britain and tries to encourage him to invest in a black music festival but ex-girlfriend and mother of his child Jackie is more interested in Shakie’s commitment to his family. After hearing the news of his estranged famous father’s death in the Melody Makers newspaper (the oldest weekly music newspaper), Jackie begs Shakie to go to Manchester and pay his respects to his father aka Shakie King the famous flute musician who was found dead in front of a betting shop in Piccadilly, Manchester. Shakie refuses and instead, under Stumpie’s influence, decides to burn the tapes of his father’s music to avoid white antique dealers profiting from it. Things quickly take a turn for the worse when Shakie’s latest business idea to sell black African arts and crafts to white American tourists falls through; suddenly Stumpie’s perilous proposals become more attractive. As the play unravels it’s clear that it goes beyond race and delves into our social conditioning and man-made desire for wealth, class and power.

About the Playwright

Alfred Fagon was born in Clarendon, Jamaica on 24 June 1937. He came over to Britain in 1955 and the first job he landed was for the British Rail in Nottingham. Alfred worked in many different jobs before settling in Bristol for several years to pursue his dream of a writing and acting career. He became one of the most notable Black British playwrights of the 1970s and 1980s. At the peak of his writing career, Fagon died from a heart attack in 1986 at the age of forty-nine. The Alfred Fagon Award was set up in his memory in 1996 for playwrights of African and Caribbean descent. The award is supported by the Peggy Ramsay Foundation, Talawa Theatre Company and the Royal Court Theatre.

Other published plays by Alfred Fagon include 11 Josephine House and Lonely Cowboy.

Summary (Extract)

All of the action takes place in Shakie’s house in Chelsea.

Black middle-class JACKIE left Chelsea two years ago to escape the public humiliation caused when she discovered through the press that her boyfriend Shakie was only fifteen years old when she fell pregnant with their daughter Pricilla, at the age of twenty-eight. Now, two years later, Jackie returns to Chelsea to confront the estranged father of her baby. She finds it hard to hide her resentment when she is faced with the reformed Shakie, a successful and savvy entrepreneur who has been living extravagantly in the heart of Chelsea on the respectable Kings Road. With a fridge filled with champagne and his water business sold to an American businessman, it becomes far too much for Jackie to swallow.



JACKIE

What am I supposed to do? Thank you? Oh my God, I should be crying, tears running down my eyes! Me, a big 30-year-old woman allowing a 15-year-old boy to screw me in the middle of England and give me a baby. I remember quite clearly when you drive the last nail into my heart to kill me. Before I screws you you told me you told me you were twenty-one. So in my final humiliation to my family, I sue you for maintenance. It was headlines in all the newspapers! ‘Twenty-eight year-old woman sues 15-year-old boy for maintenance.’ How was I to know you were only 15?

…

Look at you. Eighteen, and you look a grey wreck old man of 35. I don’t care how many times you sell the continent of Africa to the American tourists. You will never have a penny for yourself, you’re too stupid, thief and wicked! Boy, I have to laugh! You at 16 open the first water bar, selling London stinking water to poor American tourists! You are heartless, fatherless and motherless.


From

STRANGE FRUIT

by Caryl Phillips

Strange Fruit premiered at the Crucible Studio, Sheffield as part of the 1980 autumn season. It was directed by Jimi Rand and the original cast included Valerie Murray (Mother), Yvonne Gidden (Vernice), Sylvestra Le Touzel (Shelley), Trevor Laird (Errol) and Paul Barber (Alvin). Strange Fruit has subsequently been produced in London and Liverpool.

Caryl Phillips named his first play Strange Fruit after the harrowing song of the same name performed by Billie Holiday in 1939. The song explored racially motivated violence in America, in particular lynching. The play, similarly to the song, could be described as a protest against racial prejudice; however, Caryl Phillips goes one step further to explore the estranged relationship of a mother and her children who are worlds apart.

Single mother Vivien Marshall left the West Indies with her two sons to start a new life in England. Despite her efforts to educate her children in the best schools in Britain so that they could easily assimilate into the English culture, her sons rebel against her and join the Black Front movement. With their first protest approaching Errol desperately wants his mother to support the civil rights movement by participating in a two-day strike. However, Vivien is more concerned about his turbulent relationship with his on-and-off again white girlfriend. Errol looks forward to participating in a two-day strike with his brother. But when Alvin returns from attending his grandfather’s funeral in the West Indies, the strike is the last thing on his mind.

About the playwright

Award-winning writer Caryl Phillips was born in St Kitts in the Caribbean and then came to Britain in 1958 aged four months old. He was raised in Leeds, Yorkshire and studied English Literature at Oxford University. It was at university that Caryl Phillips discovered an interest in writing as none of the books he read were about people like him. He began his writing career in 1980 with his stage play Strange Fruit which opened the floodgates to a successful career in theatre, radio, television, novels and film. Phillips has won many awards and accolades, namely the BBC Giles Cooper Award for Best Radio Play of the Year for The Wasted Years (1984) and the Silver Ombu for Best Wcreenplay for his film The Mystic Masseur (2001) at the Mar Del Plata film festival in Argentina, to name but a few.

Other published plays by Caryl Phillips include Where There Is Darkness, The Shelter and Rough Crossings.

Summary (Extract)

Vivien Marshall (MOTHER), a school teacher in her late forties, left the West Indies to start a new life with her two boys, Alvin and Errol, in inner-city England over twenty years ago. Wanting to put the past behind her, she refuses to go back to the West Indies for her father’s funeral and instead encourages her eldest son Alvin to go on her behalf. But after experiencing a hostile reception from his family in the West Indies, Alvin demands the truth, forcing Vivien to relive some of the most painful memories of her past life in the West Indies and the truth about his father. Alvin starts to realise that the apple doesn’t fall too far from the tree.



MOTHER

Well he tried to organise a boycott and come out on strike. He wanted the team to refuse to play.

…

Alvin, you’ve got to understand that up until then the captain of the West Indies has always been white and your father felt it ought to be a black man. He wanted to be captain himself, and everyone said he ought to be the captain. He was, Alvin, the best all-rounder the island had ever seen. Wallace Marshall. He could do it all, son.

…

Nobody signed their contracts and it looked like the tour was off unless Wallace was made captain but…but, someone from London flew out and offered everyone except Wallace twice the money, plus bonus, to sign up.

…

They signed of course. Three days later the team took off on the tour without your father.

…

Your father’s life collapsed, Alvin. He lived for cricket. He knew nothing else, so what else could he do? He started to drink. Errol was only a few months old at this time, and at first I managed to hide it from my parents. But then he came round one time in a drunken rage when Vernice and Wilfred were visiting. They felt they ought to get Wallace some help so they told my mother, who came to live with us, and my father offered to look after Wallace. He wouldn’t have it. He said he wanted us, his family, and my mother left. The day she left us and Wallace came back was the last time I saw her, but it was no good. I didn’t want to live with a drunk, I didn’t want you all to…to… (She begins to cry.)

…

No, I want to go on. You said you wanted to hear. What the hell was I supposed to do, then? Hope you all wouldn’t notice, that it would all go away like magic? Well, it wasn’t going away, Alvin. It was getting worse. I had to get out. We had to get out. So we came to England.


From

MEETINGS

by Mustapha Matura

Meetings premiered at the Phoenix Theatre in New York in 1981.

The play was first performed in Britain at the Hampstead Theatre, London, on 25 March 1982, directed by Mustapha Matura, with the following cast: Corinne Skinner-Carter (Jean), Rudolph Walker (Hugh) and Angela Wynter (Elsa). It was revived in 2007 at the Arcola Theatre with Davinia Anderson, Nicolai La Barrie and Inika Leigh Wright.

Meetings is a three-hander which explores the human need for cultural heritage and identity. Inspired by the new generation of young, affluent middle-class business men and women who benefited from the oil boom of the late 70s, Mustapha writes about a couple’s loss of identity in a new world consumed by fast cars, swimming pools and chicken and chips. The play tells the story of husband-and-wife Hugh and Jean, who are both at the height of their careers. Although they are not short of business deals or money to buy the most extravagant luxuries, it quickly becomes apparent that something pivotal is missing from their lives, preventing them from being truly happy.

About the Playwright

Award-winning playwright, poet and actor Mustapha Matura was born in Trinidad in 1939 to an Indian father and Creole Scottish-African mother. Mustapha travelled to London by ship in 1962 and worked as a hospital porter for a year before pursing an acting career in Rome with fellow Trinidadian filmmaker Horace Ové. After starring in stage plays there, on his return to London, Mustapha decided to pursue playwriting.

Mustapha has written over twenty plays which have been staged in London and America. His writing tends to explore the West Indian experience in London as well as comment on the influence of the western world on the Caribbean islands. Mustapha’s first full-length play As Time Goes By won the George Devine and John Whiting award in 1971. Since then, he has continued to write exceptional plays which celebrate his Trinidadian-British identity.

Other published plays by Mustapha Matura include Welcome Home Jacko, Playboy of the West Indies, The Coup, Nice, Rum ’n Cola Cola, Independence, Trinidadian Sisters (an adaptation of Chekhov’s Three Sisters), Nice, Independence and As Time Goes By.

Summary (Extract)

The action takes place in Hugh and Jean’s house in Trinidad.

JEAN has landed the biggest break of her career; an opportunity to market a new American brand of cigarettes. Husband Hugh’s new friendship with Marie, an old country woman, reawakens his taste buds to traditional Caribbean food. Hugh immediately realises that creole food, and thus a connection with his cultural heritage, is what is missing from his life. This could not be further away from his wife’s fast-paced American-inspired life, which is consumed by business meetings, fast food and new fancy high-rise buildings.

Hugh employs Marie’s granddaughter Elsa to cook his childhood favourite creole dishes. This distracts Hugh from his work commitments and wife; he grows an even larger appetite for black African culture and begins attending Shango meetings (a religious Yoruba ritual ceremony) situated in the countryside. Jean becomes fearful that her husband’s new pastime will destroy their reputation, career and marriage.

Hugh is convinced that his new way of life will only make their marriage stronger, but rag-to-riches Jean is not prepared to give up everything she has worked so hard to gain, so easily.



JEAN

You mean give up what we have, what we work for. Is dat what yer want? I do’ know what yer want, ter tink dat old woman go adopt yer and give yer she grandaughter an everyting go be cosy, is dat what you want, ter give up everyting we have for dem bush people. I go tell you something yer know, dem en’ de only people who was poor an suffering. My people an dem was Portuguese but dey wasn’t rich neither. Yer hear Perez an yer tink dey rich, but my father show me our family album an tell me how his granfadder come to dis island wit only a stitch on he back, yer hear, but dey en’ lie down in de sun an drink rum, dey sell dis an buy dis an build up dey life. Yer know he was de first man ter bring a motor car on dis island eh, dey bring tings wit dem ter dis island too, culture, roads an dey sweat an you want me ter give up what dey do fer some dream you have, everyting dey do, dey die fer.

…

Yer want a virgin eh, well that’s normal, take she, but do’ forget, fer everytime you horn me, I could do it twice, an a know how…

JEAN leaves.


From

ROSE’S STORY

by Grace Daley

Rose’s Story was produced by the Drama Society and performed at the Polytechnic of the South Bank, London, on 25 January 1984, directed by the author, with the following cast: Lola Henry (Rose Johnson), Everton Francis (Mr Johnson), Jenny Baker (Sister Jones), Michael Hinckson (Bertie), Debbie Jenkins (WPC), Diana McDowall (Sister Ennis), Ruth McDowall (Sister Thompson), Diana Phillips (Mrs Johnson), Hazel Samuels (Elaine Johnson), Ainsley Sewell (Leroy Williams), David Seymour (Doctor) and Doone Smith (Social Worker).

Rose’s Story is inspired by Grace Dayley’s personal experience of living in a Mother and Baby home. Dayley wrote the play with the hope of challenging the myth that only ‘troublesome’ young women occupy these homes.

This story highlights the strength and courage of a teenage girl who fights for the life of her baby and independence. Rose is a teenage runaway who unexpectedly falls pregnant at the age of fifteen. Older boyfriend is delighted at the prospect of being a father but lacks the ambition to quit smoking weed and find employment. Rose is forced to reconnect with her estranged family for support and advice. Rose’s mother recruits the assistance of her Christian family, authoritarian husband (who refuses to have a pregnant daughter in his home), police and social worker to encourage Rose to abort her unborn baby. Rose is determined to keep her baby and finish her education but without the financial support of her parents or boyfriend this seems very unlikely. When Rose’s social worker suggests living in a Mother and Baby home, Rose agrees to the move but as an under-age adolescent her fate lies in the hands of her parents.

About the Playwright

Jamaican-born playwright Grace Dayley wrote her first play, Rose’s Story, while she was a student. She received dramaturgical support from British-born playwright Caryl Phillips who helped her develop the characters and storyline of the play. After writing several drafts, Dayley submitted her script to theatre companies who were impressed with it but failed to take it through to production. Unshaken by their response, she decided to set up the Drama Society to produce the play herself at the Polytechnic of the South Bank.

Grace Dayley also wrote Grace’s Story which premiered at the Cockpit Theatre in London in 1986.

Summary

This speech has been taken from the opening scene set in the doctor’s surgery. ROSE has just received the news of her pregnancy and talks directly to the audience.



ROSE

Jesus Christ, look ‘pon me now… Now they are going to start catorgorizing me, I’ll be on this list, that list and the other list, I’m already on the list for running away from home.

By the way my name is Rose and this is my story… As you have heard, I’m pregnant, yeah, fifteen years old and pregnant. (ROSE looks down at her tummy and then looks back at the audience.) Let me tell you how it all started… My parents, hum, yeah my parents, you see, they are Christians and you know what these Christians are. I grew up a loner in a house full of people, people who did not know and who did not want to know. My parents, well, we’ll forget them for now. My elder sister, Jennifer, she is into her books and getting to university. I don’t think she’s all here some of the time. My brother Patrick, him, he’s only interested in his little job at Sainsburys and buying pretty clothes. Elaine, my younger sister, now she is the devil himself, she don’t put up with shit from nobody, parents, teachers, nobody! She used to get beaten nearly every day, she is so hardened to it now that I don’t think it matters anymore. Me now, I was the quiet one, the one who could be shoved around and told to do anything, (Shakes her head.) no, boy, no I was no trouble.

You know … it was a miserable existence, nobody outside that house could understand, it was church, school, church, school and more church, school.

There was young people’s meetings and prayer meetings in between, but basically church and school was the only … no, no, is the only thing I know, we couldn’t even watch television, … yeah, tell me in this day and age which child cannot watch television… well I couldn’t … not until two months ago when I ran away from home with Leroy. Leroy, sweet Leroy. He came to live next to my home about eighteen months ago. I’ve been seeing him ever since… on and off… About a week before I ran away from home, my parents found out about him, you see I’d been sneaking out to see him all that time and they only found out because of busybodies and church busybodies at that. After they knew, I think I went to hell and back. I was watched and scrutinized, scorned, beaten, no one could ever imagine what it was like, they even timed me when I was sent to the shops. (Tears coming to her eyes.) How are they going to take this? I think I’ll be better off dead, God knows… It was just as well that they didn’t know that Leroy only lived next door ’cause that would have been a turn up for the books…so after thinking of ways to commit suicide, yeah, a fifteen-year-old thinking how to commit suicide. It wasn’t the first time, anyway, I’d thought of it before when I was much younger, this time I decided to run away. I just couldn’t take it.

Hey, I just remembered a recitation we used to say at Sunday School, it’s called ‘Wits’ End Corner’, and that’s just where I was. It went something like this:

‘Are you standing at Wits’ End Corner Christian with a troubled brow?

Are you thinking of what lies before you

And all you are bearing now?

Does the world seem all against you?

And you’re in battle all alone?

Remember at Wits’ End Corner

Is just where God’s power is shown.’

Well, I’d pray to this invisible God often enough, no direct answer came, so I suppose it was his way of answering by putting the idea of running away to me. It may have been the devil, but I prefer to think it was God.

The way I did it though was so sneaky, no one knew: I pretended that I was ill when they were going to church, when they came home, I was gone. (Smiling a little.) I must admit a smile does come to my face when I imagine the horrified look on their faces when they realised that one of their slaves had absconded, and this time she had taken all her clothes… Oh boy… Yes, that’s right, this wasn’t the first time … I’d left for a day or a weekend before. But this had been the longest I’ve been away. This time Leroy and I have a place to stay, with his friend, and now…well now speaks for itself…

[DOCTOR re-enters the room.]


From

CHIAROSCURO

by Jackie Kay

Chiaroscuro was commissioned by the Theatre of Black Women in 1985 and was performed by the company at London’s Soho Polytechnic on 19 February 1986. This production was directed by Joan Ann Maynard with the following cast: Jacqueline De Peza, Vinny Dhillon, Bernadine Evaristo and Ella Wilder.

Jackie Kay’s first play, Chiaroscuro, explores the theme of ‘identity’ through sexuality, gender and race. Four black women, Opal, Aisha, Beth and Yomi, look into their family history and relationship with other women in search of a new identity. Jackie Kay specifically focuses the play on the subject of naming asking many painful questions such as ‘How did we get our names? Where are our past names? What do we call someone who is black and a lesbian? What is the history of black lesbians in our community?’ Jackie forces us to revisit our colonial past revealing the disconnection between us and our ancestry and more importantly the hidden and forgotten history of lesbianism in the black community. Throughout the play the four actresses take on multiple characters to support the stories of the other women, and are on stage all of the time. Chiaroscuro cleverly interweaves song, dance and poetry to tell a story about the love between women both sexual and sisterly.

About the Playwright

Jackie Kay MBE is a lesbian playwright and poet. She was born in Scotland, England in 1961 to a Scottish mother and Nigerian father, and then adopted by a white couple and raised in Glasgow. She studied English at the University of Stirling in Scotland and then embarked on a writing career. Jackie’s writing tends to draw on her personal experiences exploring subjects such as adoption, lesbianism and dual heritage identity. Arguably, she is most famous for her first collection of poetry entitled The Adoption Papers which won the Saltire Society Scottish First Book Award. Jackie Kay has written many plays for the theatre; Chiaroscuro is her first stage play.

Summary (Extract)

The women are dressed in all-in-one jumpsuits in various different colours; OPAL is dressed in a black jumpsuit.

Opal is a heterosexual woman who was fostered by a white family from birth. Her reflection in the mirror of a black woman startles her. But when she develops a friendship with Beth, a black lesbian, she finds herself falling in love with a black woman for the first time.



OPAL

I can’t believe I’m feeling like this. It’s crazy, I’ve only seen her three times and seen three very good films into the bargain! Not the sort I’d usually go and see, but when I’m with her it doesn’t seem to matter what we do. It is so strange. She’s a woman! This attraction is so physical. At first I thought, this isn’t real. I must just admire her or something. But last night I wanted to lean over and kiss her! I wonder if she feels like that for me? Maybe she just wants to be good friends. Wouldn’t that be a laugh! Me melting away for her and her just wanting to be good mates. What would we do anyway? We’d go and see another film, maybe that Desert Hearts she’s been telling me about. I’d go back to her place and…oh, I just can’t imagine it. Sometimes, you just meet someone like that. (She snaps her fingers.) and you feel like you’ve known them all your life. I feel that way with Beth. Somewhere I believe I was meant to meet her that day in the café before the sun went down and the summer slipped away.


From

BACK STREET MAMMY

by Trish Cooke

Back Street Mammy was produced by Temba Theatre Company and premiered at the Lyric Hammersmith in London in 1989 directed by former Artistic Director of Talawa Theatre Company Paulette Randall with the following cast: Cecilia Noble (Maria/Jackie/Jan), Pamela Nomvete (Dynette), Stephen Persaud (Eddie/Skolar) and Michael Stewart (Jacko). Back Street Mammy was produced again in 1991 at the West Yorkshire Playhouse directed by Burt Caesar.

Trish Cooke was inspired to write her first play Back Street Mammy after reading a controversial article which suggested that the increasing statistic of young, single black mothers in Birmingham was caused by black women in Birmingham purposefully getting pregnant. Back Street Mammy is a powerful response which gives a voice to young mothers highlighting the societal, familial and personal pressures on young females growing up in a world of inequality. Although the play focuses on the young mother-to-be, we also see the effects on the rest of the family who all in turn feel a sense of responsibility. The play centres on the life of an intelligent studious teenager, Dynette, who aspires to be a language interpreter. But when she is faced with peer pressure at school together with new sexual desires, she readily falls for the first boy who shows her any attention. Eddie Thomas sweeps her off her feet and she falls pregnant after her first sexual encounter. Eddie returns to his ex-girlfriend Sonia while a pregnant Dynette has to confront her family and make the biggest decision of her life – whether to have an abortion or become a single mother.

About the Playwright

Actress, writer and children TV presenter Trish Cooke was born in Bradford, West Yorkshire, England to Dominican parents. Aside from writing for theatre, Trish Cooke has also written for television and radio, with credits including EastEnders, The Real McCoy, Brothers and Sisters.

She attended Leeds Polytechnic graduating with a BA degree in Performing Arts, before moving to London in 1984 with the hope of pursuing an acting career. Cooke initially worked as a stage manager at the Black Theatre co-operative theatre company for six months. After receiving her Equity card, she worked as an actor in London and regionally. In 1988 Cooke received a Thames Television Writers Bursary and began a writing residency at The Liverpool Playhouse, which culminated in writing several stage plays and scripts for television including Children’s BBC Playdays, EastEnders, Real McCoy and Brothers and Sisters, showcasing her ability to write for adult and young audiences alike. She is probably most renowned for the interracial adaptations of children’s fairy tales namely Pinocchio (2005), the Olivier Award-nominated Cinderella (2007), Aladdin (2009) and Little Red Riding Hood (2010), which have been produced at The Theatre Royal Stratford East.

Other published plays by Trish Cooke include Running Dreams.

Summary (Extract)

MARIA, a fifty-year-old Catholic, wife and mother of three daughters, lives with husband Skolar and youngest daughter Dynette. Maria and her two eldest daughters were all teenage mothers, forced to drop out of school early and compromise on their careers. Maria hopes that her words will be enough to deter her youngest, Dynette, from making the same mistakes.



MARIA

Chil’ move from me way, you don’t see how de place in a mess. And is talk you want me to talk! Why you cannot gi’ me some help in de house? Every day de same. Every day I sit down at dem people sewing machine making teddy bear. Ten pence they does gi’ me for one, yes, two shillin’ and they does sell the same teddy bear wid my number on it for five pound. You see how life is? And if I did study maybe it would be me wid de five pound not de small change. You know how many teddy bear I have to make to come home wid a decent wage? Plenty. And I tired work now Dyn, you don’t think is time one of me chil’ come home wid some good good news. I sick of hearing de same ‘Mom I expectin’.’ I sick of being grandmother. I sick and tired Dynette. Come home and tell me dat you pass your exam and ‘Mom I want to be a doctor or a lawyer or something special.’ I did think dat all a my babies is something special but nearly all a dem do like me. So you want to talk. Don’t talk, listen. Dats de bes’ advice I can gi’ you. And don’t jus’ listen, listen good. (Pause.) Back home I did always say I would make a seamstress but is me own dress shop I did want, yes girl, you ol’ modder had big dream. I did think of going America to study…open a fancy clothes shop… Maria Fashion. Those were de days…I use to make all me own clothes you know, now I so tired when I finish work all I have time to do is cook and clean. What I am saying is I could a had all of those things if I had kept myself to myself…if I had take care. (She looks at Dynette hard.) But I meet a man and I start to make children for him. Don’t follow me Dynette. Is not a life for you. You is me, las’ chil’, do me proud ne?


From

THE DRAGON CAN’T DANCE

by Earl Lovelace

The musical production of The Dragon Can’t Dance was first performed at Theatre Royal Stratford East in 1990, presented by Talawa Theatre Company and directed by Yvonne Brewste, with the following cast: Laura Beckford, Cyril Niri (who was nominated for Best Actor London Fringe award in 1991), Oscar James, Jacqui Chan and Anni Domingo.

The Dragon Can’t Dance by Trinidadian author Earl Lovelace was written as a novel before being adapted for the stage. Lovelace uses the story to make bold statements about the political and social state of Trinidad focusing on the censorship of the people, the African-Indian racial divide and the social conditioning of a post-colonial generation.

The Dragon Can’t Dance takes place a few days before Trinidad Carnival. The play centres on the life of Aldrick Prospect, a man who lives to recreate the dragon carnival costume each year. Like the other members of the Calvary Hill community who participate in the carnival year after year, Aldrick, dressed as the dragon, is able to experience a momentary feeling of power, freedom and authority; a world away from the harsh reality of an impoverished mundane life in the hill. In his costume Aldrick is able to approach Sylvia, the woman he secretly loves. After a year of preparing his costume, when carnival day finally comes, Sylvia rejects his offer to dance as she has already accepted the owner of the hill, Mr Guy’s bid to purchase her carnival costume; Mr Guy won Sylvia’s undivided attention on carnival day. What’s more, the Calypsonian Philo, renowned for his rebellious songs, succumbs to producing a more profitable commercial song. Disheartened by the lack of change on carnival day, Aldrick begins to question the meaning of carnival and his unmasked identity. He decides to abandon his role as the yearly roaring dragon, becoming an accomplice to Fisheye’s short-sighted idea to take on the government (police) unmasked.

About the playwright

Earl Lovelace was born in Toco, Trinidad in 1935. Earl studied at Johns Hopkins University in Baltimore where he graduated with a MA in English in 1974. Earl began his career mainly interested in writing novels. In 1962 he won the Trinidad and Tobago Independence Literary competition, which helped to kickstart his career. His first novel While Gods Are Falling, was published in 1965, and was followed by Schoolmaster (1968) and The Dragon Can’t Dance (1979) to name but a few. In 1962 Lovelace activated his playwriting career with his debut The New Boss. He has had several plays produced in Trinidad and England.

Other published plays by Earl Lovelace include Jestina’s Calypso and The New Hardware Store.

Summary

Mulatto widow CLEOPHILDA, owner of the parlour store on the hill, annually plays the ‘Queen of the Band’. She is unreserved about her beauty and superiority over the other members of the Calvary Hill community and is renowned for befriending the ‘darker skinned’ community only during carnival time. Cleophilda’s younger model is seventeen-year-old Sylvia, whose beauty and virginity do not go unnoticed by the men on the Hill, in particular, the owner of the Calvary yard Mr Guy and Aldrick Prospect. Both men fight to win the affections of the young beauty in the lead-up to carnival; although Mr Guy’s efforts to buy Sylvia’s attention appear successful, the love between Aldrick and Sylvia is incontestable.

Aldrick returns to the yard after serving a six-year prison sentence for hijacking a police car and taking two policemen hostage. He is keen to try his luck with Sylvia for the last time. But mother-figure Cleophilda has other plans for her protégé.



CLEOTHILDA

No. I will stay too long. Let me go and put down these things…well…shake my hand. Is a long time. You looking well. Jail agree with you…and, you know, last night…yes, it was last night…I dream you. I didn’t tell you, Sylvia? I dream how you come here with a rope in your hands and was pulling down the shop, my shop; but you didn’t have to pull it down. It gone to the dogs already. I find it so funny that you should want to pull down my shop. But you don’t have to pull it down, Aldrick, it pull down already. Sylvia ain’t tell you the Indian boy, Pariag, buy the shop at the corner…well, he buy it. I ain’t vex with him. I ain’t vex at all. I ain’t jealous. He young, and is a free country, so if he come to this town, to this hill, and put up a shop for people to buy from him, I is the last one to say anything ill. The only reason I mention it at all is because last night I dream how you come with this long, long rope and tie the shop and try to pull it down, and I want you to know that it pull down already and I tired. I really tired, you know. I find things ain’t have no value these days, and the little value they have they losing faster than babies borning on this hill. This place going to the dogs. Long ago when you and Philo was living here, it had decent people on this hill – poor, but decent. Now is the last crumbs and dust of people here, doing anything for a dollar. They racketeering, they robbing, they shooting. No! They ain’t using knife again. Is like since Fisheye pick up that gun and stick up the police and kidnap their jeep, guns sprouting all over town. Prayer is all remain. Prayer. I don’t know what woulda been my condition if I didn’t used to pray. Battoo’s Funeral Home woulda long carried me away. And, with Sylvia going away from here in a month or two, I can’t imagine what I would do…she ain’t tell you? You ain’t tell him, Sylvia? I don’t want to tell him your business, you know, though when you give out the invitations everybody will know. You shame? You shouldn’t be shame, you know. Guy is a City Councillor now. He is a man treat you good from the beginning: TV, radio, fridge, stereo, dress, show. He old, is true. Everybody have to get old…people say I old too…you don’t have to love him now. Love will come, and if it never come, at least you will be comfortable; for one thing you know about him is he will take care of you which is more than you could say for these young fellas buzzing around behind you. The boy, Raymond, good looking but where he going to put you? Now and again he make a pair of sandals for one of his friends. He ain’t working nowhere. How you going to live so? You will him ’bout Raymond? You know ‘bout Raymond? You ain’t tell him ’bout Raymond?

…

Well, I better shut my big mouth and go. I will see you later. But the reason I saying all this is so he will know he can’t come here just so, breeze in here after five years in prison and tantalize your brain. What you could do for her, Aldrick? I talking plain. Tell me what you could give her.


CONTEMPORARY
MONOLOGUES


From

MULES

by Winsome Pinnock

Mules premiered at the Theatre Upstairs at the Royal Court in London on 25 April 1996, directed by Roxanna Silbert with the following female cast: Sheila Whitfeld, Abi Eniola and Clare Perkins who each played multiple roles in the production. After the Royal Court production, Mules toured to various theatres in the UK.

Winsome Pinnock wrote Mules for Clean Break, a theatre company based in North London which is dedicated to showcasing stories about imprisoned women. The play is one of Pinnock’s most powerful pieces. It tackles the subject of drug trafficking, exposing the many reasons why women enter this violent, dangerous and life-threatening illegal business.

About the Playwright

Playwright, academic and chairwoman for the Alfred Fagon Awards, Winsome Pinnock was born in London to Jamaican parents. She is arguably, one of the most established and resilient Black British female playwrights in London. Beginning her professional writing career with her first stage play, Winds of Change, in 1987, Winsome has remained a constant figure in Black British play history, unafraid of tackling social and political issues. Her writing has responded to a wide range of topics; Can you Keep a Secret tackled racial killings, inspired by the death of Stephen Lawrence, A Rock in Water explored the life of Claudia Jones, activist and cofounder of Notting Hill Carnival, and IDP (internally displaced person) was a response to the situation in Darfur.

Other published plays by Winsome Pinnock include Leave Taking, Talking in Tongues, A Hero’s Welcome, A Rock in Water and One Under.

Summary (Extract)

Northern Teenager ALLIE (previously played as a girl from Liverpool) has run away to London to escape sexual abuse from her mother’s boyfriend. She is mugged in central London and is kicked out of her bedsit when she struggles to pay the rent.

Homeless on the streets of London, a kind designer-dressed American lady, Birdie, gives her money, a hot breakfast and offers her a job opportunity that will keep her off the streets forever. Desperate to prove she can make it without her mother’s help, Allie accepts the most dangerous job of all.

In this speech Allie talks to Lou (a young Jamaican mother who also worked for Birdie) in the prison cell.



ALLIE

Donna gives me this love letter for Alice, right, but she doesn’t tell me Letitia’s going with her. So Letitia thinks I’m after her precious Alice and jumps me on the way to PE. Fucking cat scratched me up to ribbons. Next day Letitia’s bought me two roll-ups and a packet of Wrigley’s because she’s found out the truth and she’s sorry. You got to laugh, ent you? (Slight pause.)

A bird come in recreation today, bashed itself against the windows like a mad thing. Donna reckons there’s loads of ’em trapped in the walls. You can hear ’em.

Lou changes her position but doesn’t speak.

Come on, cheer up. It may never happen. (Slight pause.) Joke.

You should see all the shit me and Zoë’s got past the kangas. She reckons they turn a blind eye ’cos we’re all more manageable when we’re zombified. We’re sitting on a fucking goldmine. Anything you want, just ask and I’ll get it for you.

(With no response from Lou, she starts to answer herself back.)

Lisa’s been sent down the block again. ‘She hasn’t. What’s she gone and done now?’ Attacked one of the kangas. ‘She didn’t.’ She did. ‘Never.’ On my life. You’d a thought she’d learnt her lesson last time. ‘She’s always in trouble that one.’ I know. She’ll come to a bad end. (Slight pause.) Joke.

Lou turns away from Allie.

You’re selfish, do you know that? Do you think that you’re the only one who doesn’t get a visit? The only one who doesn’t get phone calls? At least you get letters. Home is a long way away for all of us.

I know what you’re doing. You’re sucking all my energy up into your silence. You can’t do that. The rules are different here. Don’t you understand? There isn’t enough pity to go around.

(She turns away from Lou.) When I was ten I started getting sharp pains in my side and had to be taken to the doctors. Where does it hurt? Here, here or here? His fingers were cold where they touched – no, prodded – me. His pokes left little indentations all over my body because there was no life in my skin. His touch felt like love or as close to it as I could imagine. His touch stayed with me long after the pain had gone and I longed for it. If I concentrated hard enough I could make the pain appear by an effort of will. It became the mystery of our street. I was so obviously not faking it and yet no one could find the reason for the pain. It was the first time I’d got one over on them. They wanted me to hurt because healing me gave them a reason to live, a reason to continue to believe in themselves. Sometimes when the doctor was examining me I felt our roles were reversed and that I was prodding his tummy, listening for his irregular heartbeat and when our gazes met – one cold stare meeting another – I could see that he was aware that I knew.

Lou turns away from Allie.

Bette on E wing does healing. Perhaps you ought to see her. I heard she healed Mandy. Who tried to kill herself? She placed her hand over Mandy’s wrist where there was a deep gash and a light come out of her palm and everybody who was there swears they saw the light enter the wound which closed itself up. Now it’s as smooth as a newborn baby’s. Where does it hurt? Here, here or here?


From

TO RAHTID

by Sol B River

To Rahtid was produced by Talawa Theatre Company, directed by Yvonne Brewster and performed by Angela Wynter at the Young Vic Theatre in London on 22 February 1996.

To Rahtid is a one-woman monologue play which unapologetically tells the story of the painful black diaspora experience. Sol leaves no grave unturned as he explicitly recounts the horrific physical and mental pain and torture which continues to be inflicted onto the bodies and minds of the black generation. From the experience of being whipped by the master to the loss of loved ones, Sol still manages to present a battered yet strong black woman, Mout, desperate to preserve her culture, language and memories.

To Rahtid was Sol B River’s second professionally staged play and his first play to be staged in London. It received outstanding reviews; the Guardian compared it to the works of one of Sol B River’s favourite writers suggesting that it was like ‘Samuel Beckett on amphetamines’ and solo actress Angela Wynter received critical acclaim for her superb performance. To Rahtid is written in a series of flickering, disjointed lyrical expressions conveyed in a fusion of Patois, English and Jamaican, which all surprisingly come together in perfect harmony to create a coherent story.

About the Playwright

Playwright, director, producer and actor Sol B River, was born in Leeds in Yorkshire to Jamaican parents. After receiving a MA in Screenwriting, Sol B River pursued a professional career as a writer, initially writing for theatre. In 1994, Sol wrote his first professionally staged play, Moors Masterpiece, which was commissioned by and performed at the West Yorkshire Playhouse. The success of this production resulted in Sol B River’s first Writer-in-Residence appointed role (1994-1996) at the West Yorkshire Playhouse. 1998 was a groundbreaking year for Sol B River; he became the first Black British playwright to have a collection of plays entitled River: Plays 1 published by Oberon Books as well as writing his first play to be performed internationally – the legendary Jamaican Story The White Witch of Rose Hall produced as part of the University of the West Indies’ 50th anniversary at the Philip Sherlock Centre in Jamaica. Sol B River’s unique lyrical voice has given him the opportunity to write for the theatre, radio and also collaborate with dance companies.

Other published plays by Sol B River include To Rahtid, Moors Masterpiece, Unbroken, 48-98, Walk Against Fear, Making Waves and Two Tracks and Text Me.

Summary (Extract)

MOUT talks directly to the audience sharing an experience of the black diaspora.



MOUT

… move in a dis style … dat syle … lickle pickney ting … time soon come … dear lord – … but wait … pickney gal? … uh hu … lickle pickney gal … in an … out in a … time come too quick … wretched hold … name … name … never mine … brethren forgotten … long gone … dem been punish … tin air gone … lickle after the sun wake the day … mother gone … four hundred years duration … not to de day … love gone … where de hope … dem tek way de normal run … hang de basket where we can’t reach it … held with a coffle … in de hold … no …. any and any punishment … dem no love … until now noting … you see you … not a ting till de 50’s when – … kiss me neck back … nineties? … good lord! … Coming up two thousand … urban jungle … want for something to make a reverse … then lickle most … look yonder … move! … lickle more … lickle most again … gawn … we jus a drif … it dawn pon me … too late all de early life morning sun … find demself … wha dis? … (Kiss teeth.) … go way! … dem! … see dem in de hold … mash up … mad … mad up … de screaming piercing … so it go … in a de head … orumila come and gone … come and gone already … like the sunset in Negril … dipping in and out of sea … but blood … seeing …. me feel warm blood … never did know … where de compass did point … deal wid dis … de position in dat hold! … stan up … or die … nough pain … watch me now … laying prostrate? … listen me sir … do I stan up? … stay laying … or… laying prostrate… nough pain … what? … prostrate? … yes sir … don’t stan up … or sit down …. humility? …. adoration … but nough pain still … still … never mine … mi tink twice … during an after … sudden whip … trust in gees u … wid the master … in a merciful … (Kiss teeth.) … Jesus… where are you? … tink tree times … during an after … sudden strike … God did punish us … for ginalism … ginal me? … proof is proof me need … those who don’t hear feel … what me never hear? …. during an after … this foo foo ride … it dawn on me … dem say … it’s OK … deal wid dis! …. we is frien … mother land and ting …. Offer-han … shake … but wait … is dis me is born for … ha! … the very tought … dis time … in me life … me should be drinking rum … you know say … me is having non … not a taste … so dat … the whip that inflic …. for noting … or everting … or noting … dem don’t have no reason … dem just favour it … I overstand … the whip that inflic … me first did see it … God believe it … be merciful… (Kiss teeth.) … Jesus … there is no Jesus … it dawn on me … stupid … foo foo … no not foo foo … eh? … uh uh … give me a bligh … what unu … make me tink … big old whip …. stupid master … what? …. me get lick for dat … turn dunce … yes … de screaming pearcing … so it go … in a de head … in a me ear wax … in a de brain… chop like jelly coconut … dis condition … dash my brain out … full moon take place me head … me turn fool … fool? … nu mus … pressure pon de chains dat hold me … sunrise … sunset … pressure pon de same place … where de rescue … none … part a dem plan … torment … but wait … dem nu do dat … no … ha! … me have a chance … (Kiss teeth.) … nu mus … stop unu groaning … what pain … you must have a chip … stop it! … we can’t … someting forever wrong … me can’t lie … dem want me fi work like a machine … behave like a machine … mud up …. sack dat … mi go fight you … you hunt me … make me speak … jus a word … I beg una … make some noise … bwoy bwoy bwoy … listen me … hu hu hu hu … again … tek off de chain … listen me again … … … … nuh … spare noting … as noisey as the dead in a de bottom of the sea … eh? … de sailing? … everyting hush up except de waves … we can’t move … that me could feel … just the coconut tree … I tink … dem could see … I did flex … me nu move … but de trees … dem have de best view … swaying … tilting … all that forsight because of dem height … but me mind start fi tinge … eyes bigger than me belly … oh yes … me want fi see … everyting cool … under manners … what dis … all the early life morning sun … de ship fix it eye … I hear someting … dem come fi me … de ship fix it eye… you see me all the light me ever had … selfish … but what dis have to do with me … oh … new world what? … me don’t have anyting fi you … you want fi kill me … bless dem at the bottom of the sea …me frighten … uh uh … it dawn on me … what? … de language? … yes… all dead an daze but for de language … iron hot pon me … language was … what? … who dat? … no … dem! … (Kiss teeth.)


From

ABSOLUTION

by Malika Booker

Absolution was commissioned by the Austrian Cultural Institute for The Waltz Project and first performed at the Battersea Arts Centre in London in December 1999. This production was directed by Tom Morris and performed by Malika Booker.

Malika Booker’s one-woman play Absolution is a heart-breaking story of a whirlwind romance which ends with broken promises, betrayal and loneliness. Inspired by her Guyanese-Grenadian heritage and the stories from the Windrush generation, Malika tells the story of Shevaun and Aubrey who met on the MV Empire Windrush, a ship which carried 493 passengers from the Caribbean to Tilbury, England in 1948. The play centres on Grenadian Shevaun, the eldest child in her family who wants to pursue a career in nursing in England. The play opens on an emotional scene with the ship in the near distance as Shevaun says her final farewell to her family. As the ship sets sails, Shevaun is determined to keep her promise of sending money for her family and one day returning back home. On the ship she meets and marries the charming Guyanese man Aubrey, a talented architect who is destined for greatness in England. However, when they arrive in England the reality could not be further away from what they imagined. Shevaun falls pregnant before she has even started her nursing course, Aubrey struggles to find any work as an architect, instead he is forced to work in menial low-paid jobs washing dishes and working for London Underground and the married couple are forced to live in a house with five other families. Fed up with his dreary life in England, Aubrey persuades Shevaun to relocate with him back to his home country Guyana. But the new move has a negative effect on Shevaun and their marriage. Shevaun is ostracised by Aubrey’s family, betrayed by her husband and left with the guilt of a broken promise to herself and her family. As her marriage takes a turn for the worse, Shevaun turns to her only confidant on the island, Aubrey’s brother Gordon.

About the playwright

Malika Booker is a writer, poet, spoken word and multidisciplinary artist who was born in Britain and spent thirteen years of her childhood in Guyana before returning to the UK. Booker began her career writing and performing poetry, before taking her hand to stage plays and novels. Her poetry has been widely published in several anthologies, including Ten New Poets (2010), Bittersweet: Contemporary Black Women’s Poetry (1998). It has also been published in her own collections, Breadfruit (2007) and Pepper Seed (2013), as well as performed internationally on stage and radio. Booker made the transition from poetry to playwriting in 1999 when she was commissioned by the Austrian Cultural Institute to create a response to the bicentenary of the birth of the waltz, for which Booker wrote her first produced play, Absolution. Since then she has written a collection of one-woman plays including Unplanned (2007). Throughout her career, Booker has been affiliated with the British Council, Apple and Snakes Company, Nitro Theatre Company and Royal Shakespeare Company (where she is currently the first Poet in Residence). In 2001, she co-founded Malika’s Poetry Kitchen, a writers’ collective based in London and Chicago, to provide support and guidance to emerging and professional multicultural writers.

Summary (Extract)

In an attempt to satisfy her husband’s appetite for traditional Guyanese food, Grenadian SHEVAUN visits her local market for recipes and ingredients, but gets more than she bargains for when she overhears the market women gossip about her husband’s infidelity. An exasperated Shevaun sits on a chair in front of the front door waiting to confront her husband.



SHEVAUN

Well Aubrey walk in smiling. So ah say, ‘good afternoon Aubrey,’ Ah say, ‘Aubrey darling you had a nice time today? yuh had a nice day?’ He say, ‘yes.’ Ah say, ‘good.’ Ah say ‘yuh had a nice night on Friday night Aubrey?’ Aubrey start to scratch he head and think. Ah say, ‘well since we playing these questions and answers ah want to ask yuh, yuh and yuh family had a nice dinner on Sunday Aubrey?’ And Aubrey start to mumble. Ah say, ‘ooh,’ ah say ‘ah asking you questions and yuh thinking Aubrey! yuh thinking! ! When ah was standing on the ship minding mi own business and yuh was walking up and down the dance floor yuh had a lot to say for yuh self, yuh wasn’t thinking then, nooo, yuh wasn’t thinking and when you was dancing asking mi to marry yuh, putting up yuh long campaign, yuh wasn’t thinking then, nooo, yuh wasn’t thinking! Nooo! And when we was in England and ah had mi obligations to mi family and yuh knew what yuh wanted, yuh had plenty of words then to tell me Aubrey. yuh wasn’t thinking. But when yuh family was coming to mi house disrespecting me, I didn’t know they was disrespecting me because they taking they leaf from yuh. Yuh walking out deh… Aubrey yuh mean to say ah had to be in the market, in the market getting my affairs from market women Aubrey. Eh! That is what yuh bringing me to and then ah asking yuh questions and yuh just standing there and yuh thinking Aubrey,’ Ah say, ‘but Aubrey what have you got to say for yuh self?’ And yuh know, when people, they guilty as sin, so they ain’t have nothing to say so they does just pull things out of the air. Aubrey look at me and tell me well at least he mother never open she legs, ‘what,’ twelve time to make no twelve children.

Ah say, ‘and … that’s … what … you … have … to … tell … me … Aubrey.’ Ah say, ‘eh he,’ ah say, ‘that’s what you have to tell…’ Ah say, ‘let me tell you something at least my mother open she legs twelve times to make twelve children, ah am one of those children Aubrey, yuh marry one of those children. Eh! When yuh family was doing me all they was doing I din bring up…ah never cuss yuh family in mi life, never bring yuh family into we argument. Well if yuh bringing me family into yuh argument ah have to tell you something. Leh mi tell you something. Yuh see mi mother she marry mi father. From the time she marry he, he knew where he obligations lie. He wouldn’t ah let no sisters come to the house bringing food for him. Cos he woulda realise he cut he nappy strings already and how he ain’t got no bottle in he mouth. He would ah cut that tie already. So if yuh want to talk to me bout mi family, let me tell yuh bout your family and yuh, cos you are not a man Aubrey, you are a little boy! You are a little boy! Yuh can’t stand up for what yuh want in life. Furthermore tek yuh things, tek yuh things, go on and get out mi house today Aubrey. Yuh not staying in this house today Aubrey / and Aubrey just (She slaps her right palm against her cheek and stands there in shocked silence.)

Aubrey … slap … me! Aubrey trying to be wrong and strong and slap me! I CAN’T BELIEVE AUBREY LOSE HIS FUCKING MIND IN HERE TODAY AND THINK THAT HE SLAPPING ME SHEVAUN AFTER ALL HE PUT ME THROUGH.

And then he standing there and he just smiling at me! He smiling! And I looking at him and I thinking ‘if is me and you you want to have it out today then me is me and you having it out and I sight ah broom stick and I thinking, ‘I going to take that smile of you blasted face today Aubrey’ and I pick up the broom stick and ah looking at Aubrey and ah thinking after all you put me through you have the fucking cheek to slap me and ah pick up the broomstick (Mimes clasping a broom stick with both hands.) and I look at Aubrey and I look him and I look at the smile (Holds on to the broom stick with both hands and slashes it into the air each time she says hit him.) And I hit him. And I hit him. And I hit him. And I hit him. And I keep hitting him. Aubrey start to brawl for murder and police and ambulance and everything. And the neighbours pulling Aubrey and they pulling me, (Moves backwards, arms pulling back as if someone is pulling them, but she pulls it away to deliver more hits.) And I still hitting him. And I hitting him. And I hitting him.

I woulda kill Aubrey in that house today. My father never raise his hand to me and my husband coming in my house have to be wrong and hitting me. NOOOO!

He had to sleep out that night, because he knew, he would ah dead that day.


From

THE GIFT

by Roy Williams

The Gift was first performed at the Birmingham Repertory Theatre, 2000 followed by a transfer to Tricycle Theatre, London. It was directed by Annie Castledine with Claire Benedict (Bernice), Nicholas Beveney (Clarkey), Doreene Blackstock (Heather) and Jax Williams (Andrew).

Roy Williams’ The Gift brilliantly juxtaposes two different cultures and experiences to tell the Windrush generation children’s story. The Gift was inspired by what Roy describes as the ‘lost generation’, based on the experience of his siblings who were born in the West Indies, separated from their parents during the Windrush, and years later ‘sent for’ to join their family in England. The play goes one step further to include the story of the children who were never sent for, and therefore remained in the West Indies separated from their parents and siblings.

The Gift tells the story of sisters Bernice and Heather. At age fifteen, Heather receives a one-way ticket to join her parents in England, while Bernice is left in Jamaica with childhood friend Clarkey. Thirty-two years later, Heather returns to Jamaica to bury her beloved son who was killed in a street fight. Heather’s estranged daughter, Janet, also travels to Jamaica to attend her brother’s funeral despite her mother’s resentment towards her for falling pregnant at age sixteen. In Jamaica, Bernice earns a dishonest living ripping off the local community by pretending she has ‘the gift’ (the ability to talk to the dead). Heather begs her sister to make contact with her much-loved deceased son in exchange for the deeds to the house. But it quickly becomes apparent that the person with ‘the gift’ is her daughter Janet. Heather is forced to trust her daughter and listen to the true events which led to her son’s death.

This is a story about loss, resentment and forgiveness.

About the playwright

British-born Jamaican playwright Roy Williams OBE is an award-winning writer renowned for writing plays about the experiences of London’s gritty inner-city life. He has received several awards for his plays namely the George Devine Award for Lift Off, the 2001 Evening Standard Award for Most Promising Playwright for his play Clubland, the 2002 BAFTA Award for Best Schools Drama for Offside and 2004 South Bank Show Arts Council Decibel Award and the Olivier Award for Best New Play in 2011 for his most recent play Sucker Punch. Roy Williams is arguably most famous for his play Fallout, loosely based on the Damilola Taylor murder in November 2000, which he adapted for television, Channel 4. Although Roy Williams is renowned for writing urban plays, his first play, The No Boys Cricket Club, written whilst studying drama at Rose Bruford College and performed at Theatre Royal Stratford East (1996), paid homage to his Jamaican roots. The No Boys Cricket Club alongside Starstruck (1998) and The Gift (2000) formed Roy Williams’ trilogy of plays set in Jamaica.

Roy Williams’ published stage plays include Clubland, Sing Yer Heart Out For The Lads, Joe Guy, Fallout, Days of Significance, Slow Time, Absolute Beginners, Sucker Punch, The No Boys Cricket Club, Starstruck, Liftoff, Souls and Little Sweet Thing.

Summary (Extract)

JANET, a Londoner, owns a café with her long-term boyfriend and father of her child, Ryan. Since dropping out of education due to finding out she was pregnant at age sixteen, she has become a huge disappointment to her mother Heather, who brings up her teen pregnancy at every opportunity. Janet resents her mother’s favouritism of her brother Andrew but resists revealing the truth about who started the street fight which ultimately led to his death.

Janet visits her brother’s grave to talk about her intimate feelings of hatred, hurt and loss. But when she feels her brother’s presence, she questions if he can hear her.



JANET

Graveyard. JANET is alone.

(Laughing.) …then she lifted her up, right in the air – yu shoulda seen it man, Mum’s face. Strong man. ’Member when she told us once, she could pick up a whole horse by herself? And yu believed her, yer soft git. And yu were afraid of her, cos she loved tellin’ ghost stories, hidin’ under my covers whenever we heard the footsteps. ‘Aunty Bernice is comin’ to get me!’ That was yu. Scared little Andy, I remember that, yu fool. Yu know summin, it’s weird, right, but I feel like… Andy, yu watchin’ me? Andy? Shut the fuck up Janet. Hear wat, Mum knows ’bout the caff so yu know wass gonna ’appen now? She gonna go on and on about it, yu know how she stay, me and Ryan should sell up, prove her right, Janet’s fucked up again. Cos compared to yu, I’m nuttin, enit broth? I hate, fuckin’ hate yu. I hate yu. I don’t miss yu, wid yer snidy little bitchy comments, who yutryin’ to impress? Then yu actin’ all hard, givin’ it large, wat were yu thinkin’ man? Wat was goin’ thru yer head? Now yu tryin’ to mek me feel bad, wat yu want?

She starts stamping on the headstone, she kicks the flowers, picks up some pebbles and dirt and throws them at it.

(In a rage.) Wat…

She feels the wind again. She turns around suddenly. Someone is there with her, she can feel it. She can hear something.

(Terrified.) No.


From

SHOOT 2 WIN

by Tracey Daley, Jo Martin and Josephine Melville.

Shoot 2 Win opened at Theatre Royal Stratford East in London on 11 February 2002 and subsequently went on a national tour. The play was directed by Paulette Randall who worked with a cast of seven actresses, namely Maxine Burth (Sandra), Lorna Brown (Mandy), Karen Bryson (Jackie), Nadine Marshall (Shenequa), Susan Salmon (Beverly), Yaa (Carrie) and Juliet Prew (Zowie). Shoot 2 Win was revived at the Cherry Lane Theatre in Manhattan, USA and the Kumble Theatre at the Long Island University, and was produced by British producers Kay Bridgeman and Donna Maria in 2010.

Former Artistic Director of Theatre Royal Stratford East Philip Hedley commissioned the founders of Arawak Moon Productions to write a play for five black actresses. Shoot 2 Win was conceived, the first full-length play written by Jo Melville, Tracey Daley and Jo Martin. Shoot 2 Win tells the story of seven female members of the East London netball V.I.P. Crew who struggle to separate their personal lives from the game. The V.I.P. crew are getting ready for their final match but with no clean uniforms, latecomers and no clear leader of the team, the game starts on a rocky path. As the play progresses it becomes evident that the ladies are having a tough time trying to focus on the game and not get distracted by personal problems. The locker room conversations quickly change from the game to marriage, drug addiction, identity crisis, relationships and sex. Tension flares and the team gradually turn on each other as fights break out in the locker room. Can the V.I.P. Crew get the team back together in time to win the match?

About Arawak Moon Productions

Arawak Moon was founded by Josephine Melville, Tracey Daley and Jo Martin, each a celebrated practitioner in her own right. Arawak Moon Production Company is renowned for producing black comedy events, black variety nights and education and community workshops. The production company are mostly famous for the black comedy night Blaggers, where Black British comedians perform improvised games to create a night of entertainment. Arawak Moon has achieved widespread recognition with black artists and audiences across the UK, hosting their events at theatres such as Theatre Royal Stratford East and The Broadway Theatre in Catford.

Summary (Extract)

JACKIE struggles to balance her relationship of sixteen years with overly obsessive boyfriend Darren, two children and playing netball for the V.I.P. Crew. Darren harasses Jackie by calling her phone, sniffing her knickers, looking through her bags and stalking her at her netball tournaments. Jackie has turned to alcohol to give her the confidence to deal with her controlling boyfriend, but we soon realise that Darren is not the only man in her life that she has had to stand up to.



JACKIE

That was all the fucker did, he never listened, too busy bussing dry jokes and laughing at them. He’d see me crying and instead of cuddling me or suppen, he’d be laughing. ‘Ah, what’s all the crying about, fell off yu bike, ha ha.’ I remember him coming home one evening and I was so upset, my best friend Antonia had just died, and there he was making fool fool jokes. My mum told him ‘Dudley, it’s Antonia,’ before she could finish he had to get one in, ‘what unoo had a lovers tiff, she find a new friend?’ My mum told him, ‘No, she’s dead,’ the asshole carried on laughing until it sank in, but he just stared. I saw some fluid come to his eyes, but that could’ve been the liquor seeping out, but I thought here comes the hug I’ve been waiting for, even though my friend had to die for me to get it. But the man came over and patted me on my head, like I’m a fucking dog, mumbling some shit bout time is the master. He was right, look at him now wheelchair bound. (Slight pause.) It’s his wickedness, that’s what put him there, and look who’s picking up the pieces, my mother. I remember going over to Mum’s and she had popped out and left him. When I went in, he’d fallen out of the wheelchair. I just stared at him, thinking how agile he was when he used to jumpkick my mum, and now he’s this frail helpless little man.


From

B IS FOR BLACK

by Courttia Newland

B is for Black was produced by The Post Office Theatre, staged at the Oval House Theatre in London on 1 October 2003. This production was directed by Riggs O’Hara with the following cast: Joe Trill (Ben Nelson), Emma Rand (Kate Nelson), Carol Moses (Imani Shaw), Ronald Markham (Raymond Armitage), Dominik Golding (Michael Cerwin), Akpome Macaulay (Don Kenworthy), Daniel Booth (Jones), Leon Barr (Lamming) and Veronica Isabel (Spencer).

Courttia Newland’s fifth play, B is for Black, explores our preconceptions of others based on ethnicity, class and affiliations. Newland controversially chooses to place the focus of his play on lead character Ben, a black Oxford graduate, who lives in a white middle-class suburban area with his white wife. Ben is appointed as the first black senior manager for West Chamberlayne Arts. Unconnected with his own family members, Ben is now given the challenge of building relationships with the black working class community of the Greenside estate. But the question is, how far is he willing to go to prove his allegiance to his black community and thus identity? B is for Black completed the success of the Chamberlayne trilogy of plays which included The Far Side and Mother’s Day.

About the Playwright

Courttia Newland is an acclaimed British author, playwright and screenwriter of Jamaican and Bajan heritage. He began his professional writing career as an author in 1997, with the critically acclaimed novel Scholar. The success of his first novel encouraged Newland to write the novels Society Within and Snakeskin.

The inspiration to transition into writing for the stage initially came from the theatre director and founder of The Post Office Theatre Riggs O’Hara, followed by further persuasion from Black British actress Carol Moses. Courttia Newland collaborated with Carol Moses to produce his first stage production Estate of Mind in 1998, directed by Riggs O’Hara for The Post Office Theatre. Its success led to Newland being appointed the permanent writer for The Post Office Theatre, which led to many more critically acclaimed works. More recently, he focused his attention to writing novels and short stories, namely The Dying Wish (2006), Music for the Off-Key (2006), A Book of Blues (2011), The Gospel According to Cane (2013) and editing anthologies including IC3: The Penguin Book of New Black Writing in Britain (2000) and The Global Village (2009 co-edited).

Other published plays by Courttia Newland include The Far Side, A Question of Courage.

Summary (Extract)

IMANI, described in the play as ‘your typical conscious sister’, is a promoter of the Pan-African Movement and full-time administrative assistant at the West Chamberlayne Arts. She cannot hide her disappointment when she sees the newly appointed first black senior arts manager Ben, is an Oxford graduate from Barnes. Ben is keen to prove to Imani that he is not a ‘sell out’ but when his white wife and father in-law visit him at work, she is not convinced.



IMANI

Okay…Promise you’ll hear me out until the very end before you try to argue or correct any facts. Remember your dad’s not here to mediate now.

They laugh.

Okay… The first thing I’d like to say is positive. I like you very much Ben Nelson. I know we’ve barely met in the general scheme of things, but I’m a great believer in spiritual energy and from the moment you walked through the door I knew you were a special person Ben. No word of a lie. Even when I got upset and thought differently, you still proved how special you are, showed me I was right about you. And I like that. I like that you’ve proven me right and made me feel good about myself. That’s a very positive thing.

[BEN is nodding, seeming afraid to say a word.]

What I’m upset about is a little more complicated. And you’re right, tokenism has a lot to do with it. In case you haven’t guessed, I come from the same place as those black, white, Jewish, Muslim, and whatever else you mentioned working-class people. We’re well used to tokens being placed in our community, being told they’re here for our benefit, to look after our concerns, all the rest. Because we’re so experienced in this field it becomes fairly easy to spot the makings of a token. The tell-tale signs, so to speak. We get very worried when we do spot any of these signs, because usually – meaning nine times out of every ten – they’re a clear indication of what type of help we’re getting.

[BEN: Imani – ]

Wait. You promised. (BEN waves a hand, letting her continue.) So, what are the tell-tale signs you may ask yourself? How do we know we have a sell-out in our midst? It’s quite simple really. There are three main things I’ve found very telling in all my years in the arts. Still want to hear them?

[BEN nods once again.]

Number one: the token always comes from a highly educated background. Oxford, Cambridge, some affiliate or another. That way, not only does the token have the highest education, they will also find it difficult to relate in a working class environment. Number two: they get the job because they have friends in high places and are recommended, rather than interviewed as such. Jobs like these are handed out on a need-to-know basis. Any advertising in the Media Guardian and the like are purely perfunctory. Number three: (She fixes BEN with a deadly stare.) Number three: (She looks at her feet.)

[BEN: Say it…say it…]

Number three: the token always has a white partner. (She pauses to let this sink in.) Degrees of tokenism can be assessed by the race of the partner in question. White is very bad, Eastern Asian is less so, Western Asian even less. Mixed-race can be tricky yet passable. Black is good, though number two and one have to be called into assessment before a decision is made. And that, is basically that.


From

TWO STEP

by Rhashan Stone

Two Step premiered at the Almeida Theatre as part of the PUSH 04 festival in London on 30 August 2004. It was directed by Josette Bushell-Mingo with the following cast: Dona Croll (Mona), Rikki McLeod (AJ), Derek Griffiths (Lenny), Remi Wilson.

Rhashan Stone’s Two Step is a haunting play about resentment and revenge, as a recovering alcoholic is forced to face the repercussions of his actions. Now, on the eighth step of a twelve-stage Alcohol Anonymous programme, Lenny is instructed to seek forgiveness from family and friends impacted by his alcohol-induced behaviour. A visit to his ex-girlfriend’s (MONA) flat unravels dark forgotten memories. But it appears that Lenny has forgotten to ask for forgiveness from someone closer to home, his son.

About the Playwright

American-born British actor, playwright and screenwriter Rhashan Stone was born in Elizabeth New Jersey in 1969. Stone began his career as an actor training at Mountview Theatre School in London before starring in some of the most popular British comedies and musicals including Desmonds (Channel 4), Mutual Friends (BBC) and stage musical Five Guys Named Moe by Clarke Peters, Sweeney Todd and Simply Heavenly by Langston Hughes. He was encouraged to write for the stage by Josette Bushell-Mingo, Artistic Director of PUSH, a black theatre company in the UK and also the director of Simply Heavenly. Bushell-Mingo asked Rhashan Stone to write the adaptation of the Odyssey for Push 01 entitled Pantheon of the Gods before commissioning his play Two Step. Since then, Rhashan has consistently worked as both an actor and writer for theatre and television. In 2012, Rhashan Stone won the Creative Diversity Network Award for ‘Best Breakthrough Writer’ for his first comedy drama City Hall, written for the Sky Playhouse Presents Season.

Summary (Extract)

After thirty years, MONA is confronted by a new and reformed ex-boyfriend, Lenny, who appears at her home in Battersea. Lenny’s life has changed dramatically; he is now a recovering alcoholic, living in Islington with his white wife and dual-heritage son and has dreams of becoming a successful author. The sight of Lenny fills Mona with utter resentment. Her life has not changed. She still lives in the same house, haunted by a painful memory. Lenny wants forgiveness. But Mona wants revenge.



MONA

I hated that manager. What was her name?

…

You should. Miriam. All teeth and parma violets. I just kept my head down and did my work. Tried to keep the shop looking nice. I used to go through a can of furniture polish every day because it was the only thing that would mask that smell of death. Then here how this woman comes in dressed very nicely don’t you know. Fox or something around she neck biting him own backside. She walking like she have a boiled sweet stuck up her poom-poom. Ever so slowly she walking. And she going along the shelves like she Lady Muck. It might smell of death but at least I knew it was clean. And I know how to clean good and not pay somebody else to do it. Not like in Islington. Anyhow, there I am at the cash register and she walks up to the desk with her books, ready to pay. She looks around like there’s been some kind of mistake. Then, in a voice that was so cut it could strip paint she says ‘Excuse me. Do you speak English?’

…

‘Yes, and I can read and write as well. Can I help you?’ She never bat an eyelid. She just carry on like she sometin’. Well let me tell you, I’m sometin’ too, Lenny. I’m somebody too! And don’t you forget it!

Pause.

I shoulda lick her in her head. They might have fired me but it would have been worth it. I had nothing to lose, it’s not as if I was ever going to get promoted. I suppose you could say my face didn’t fit. Good enough to clean and serve, but not good enough for management. Not good enough to tell other people what to do. ‘Can you speak English?’ Yes. And I can skin a goat and cook a stew. I can mend a dress and I can dig a ditch. What can you do? I know what I know, and what I know is that they are not gonna publish a book by some two bit redskin drunk that nobody has ever heard of before. It’s a business.


From

FIX UP

by Kwame Kwei-Armah

Fix Up premiered on the Cottesloe stage at the National Theatre in London on 16 December 2004. This production was directed by Angus Jackson with the following actors: Nina Sosanya (Alice), Jeffrey Kissoon (Brother Kiyi), Mo Sesay (Carl), Steve Toussaint (Kwesi) and Claire Benedict (Norma).

Kwei-Armah’s play Fix Up explores the need for black literature in modern multicultural Britain, where there is a growing dual-heritage population. The play tells the story of Brother Biyi, a black man dedicated to empowering the black community with knowledge about their history and cultural heritage. Brother Biyi’s bookshop, called ‘Fix Up’, holds the largest volume of black historical literature written by some of the world’s most iconic black writers. Situated in Tottenham, one of the most black-populated areas in London, the bookshop has been underused and underappreciated by the community, leaving Biyi in no position to contest the lease owner’s plans to transform the shop into a hair supplies. Norma, who is secretly in love with Biyi, is not willing to accept the eviction notice without a fight and convinces Biyi to do the same. But when the shop is visited by their only customer, Alice, a mixed-race attractive girl in search of information about her black ancestry, Brother Biyi aka Peter Allan is faced with a more personal challenge.

About the Playwright

Playwright, actor, broadcaster, singer and Artistic Director of Center Stage in Baltimore USA Kwame Kwei-Armah OBE was born in Britain to Grenadian parents. Kwame Kwei-Armah’s mounting artistic legacy has gained him international critical acclaim; he is, arguably one of the most significant Black British contemporary writers.

Kwei-Armah initially became a household name through his professional career as an actor starring in prime-time drama series Casualty and Holby City. Further television appearances include presenting the documentaries On Tour with the Queen and Christianity.

In 1999 he started his writing career by becoming the Writer in Residence at the Bristol Old Vic Theatre. During this time, he wrote his first play, A Bitter Herb, followed by Blues Brother Soul Sister and Big Nose. In 2005 his award-winning play Elmeida’s Kitchen transferred to the Garrick Theatre making him the second Black Briton to have a play staged in the West End.

Kwei-Armah is currently a Board member at the National Theatre in London, England, as well as the Artistic Director of Baltimore’s theatre Center Stage. He has extended his directorial career, directing Mountain Top by Katori Hall, An Enemy of the People by Arthur Miller and Detroit ’67 by Dominique Morisseau.

Other plays by Kwame Kwei-Armah include Statement of Regret, Let There Be Love and Elmina’s Kitchen.

Summary

ALICE, a thirty-four-year-old dual-heritage woman, was placed in a care home in Somerset as a child. Starved of any black history or black relatives, she travels to Brother Kiyi’s Fix Up bookshop in Tottenham for answers. Brother Kiyi introduces her to the works of Marcus Garvey, Claude McKay and the slave narratives. But Alice has one final question about her ancestry, which only Brother Kiyi aka Peter Allan can answer.



ALICE

Alice produces a picture and shows Brother Kiyi the photo album.

You see this? This is the only picture I have of me as a child. Cheeks are a bit bigger, but hey! They look a lot alike, don’t they? So I ask again, I wanna know who this is in the album?

…

I need you to say, Alice, this is you. This is the child I gave away, this is the child I had and then couldn’t be bothered or be arsed to look after so I dumped into some children’s home to fend for herself, away from anything or anybody that cared, away from anyone that looked or sounded like her, away from all that is kin and natural and safe and you’re a fucking fraud, Peter Allan, whatever you call yourself now, fucking Brother Kiyi. You’re a fraud just like your fake fucking bookstore.

…

Look. You’re more concerned about your stupid shop than you are about me, standing here before you, begging to be named, recognised.

…

I came to find out why I look the way I do, why I cross my legs when I’m afraid. And what did I find? A sad old man who pretends to love but hates everything around him.

…

[You’re making me want to throw up!] What do you know about love? You leave your child to rot, to be raised by the very people you are educating your community against, and you talk about love? What did you build for me?

…

I AM YOUR CHILD!


From

GONE TOO FAR!

by Bola Agbaje

Gone Too Far! premiered at Royal Court Jerwood Theatre Upstairs in London on 2 February 2007. This production was directed by Bijan Sheibani with the following cast: Bunmi Mojekwu (Paris/Mum), Zawe Ashton (Armani), Tobi Bakare (Yemi), Tunji Lucas (Ikudayisi), Rikki McLeod (Flamer), Marcus Onilude (Blazer), Ashley Chin (Razer), Maria Charles (Old Lady), Munir Khardin (Shop Keeper/Policeman), Phillips Edgerley (Policeman 2).

Bola Agbaje’s first play, Gone Too Far!, was inspired by her Nigerian-British identity along with her passion and commitment to write plays that give a voice to young and under-represented Black Britons. Gone Too Far! explores the conflicts within the black community, relating to ethnicity, complexion and culture. The play specifically looks at the relationship between Africans and West-Indians. Set on a council estate in South London, Brtitish-born, streetwise Yemi is reunited with his Nigerian Yoruba/American-speaking older brother Ikudayisi. Ashamed of his Nigerian heritage, Yemi refuses to bond with his other brother. When his mother sends them both out on an errand to buy milk, confronted by friends (Armani and Paris) from the estate, Yemi is forced to accept his African heritage, which helps to build a closer relationship with older Nigerian brother Ikudayisi.

About the Playwright

Bola Agbaje, British-born of Nigerian heritage, trained as a playwright at the Royal Court Theatre in 2007. Bola entered the professional writing scene with her first play, Gone Too Far!, selected for the Young Writers Festival before being produced at the Royal Court Theatre Upstairs in 2007. The following year, Bola Agbaje won the Laurence Olivier award for Outstanding Achievement in an Affiliated Theatre and was nominated for the Evening Standard Most Promising Playwright of the Year award. In the same year, Gone Too Far! returned to the Royal Court Theatre in the main downstairs stage, followed by a run at the Hackney Empire and the Albany Theatre. In 2013 Gone Too Far! received more attention with news of a film adaptation supported by Poisson Rouge Pictures and the BFI. Bola Agbaje has written numerous plays inspired by her British Nigerian identity for many theatres across the UK including the Royal Court Theatre, Acting Touring Company (ATC), Tiata Fahodzi, Hampstead Theatre, Soho Theatre, Young Vic, Talawa Theatre Company.

Other published plays by Bola Agbaje include Off the Endz, Detaining Justice and Belong.

Summary

PARIS, a sixteen-year-old dark-skinned girl of West Indian heritage, with her mixed-race best friend, Armani, discover Yemi’s real identity when they bump into him and his African brother around the estate. Foul, loud-mouthed Armani relentlessly provokes the brothers by taunting them with racial derogatory insults, causing Yemi to retaliate by poking Armani in her head. Armani runs to boyfriend Razer to instigate a fight between him and Yemi. Soft-spoken Paris intervenes trying to defuse the situation, which creates a fight between the two girls.

Armani accuses Paris of siding with the African boys; Paris suggests that Armani is confused about her identity and black history. The fight reaches a climax when Armani accuses best friend Paris of being racist against light-skinned girls. Paris is dumbfounded but decides to set the record straight.



PARIS

Especially you!

You don’t know what to identify yourself with

Should you be on the white side, should you be on the black side – you don’t know

You try and act like you’re blacker dan anybody else, but then you contradict yourself cos you go on like it’s a bad thing for me to look black

Or anyone else at that

I’ve always been cool with myself and even cooler wid you

When other light skinned girls have chatted shit bout you, I’ve been the one to defend your ass

But I’m the hater – cos I’m dark skinned!

You just don’t get it

You are so confused!

…

You forget sometimes how long I’ve known you and what you used to be like

How would you know about the black-hair shops if I didn’t take you there?

Cos your mum never knew what to do with your hair.

You were walking around with a picky afro until the day I met you!

I’ve still got pictures in my house!

I’m the one who still braids your hair!

And who taught you about the dance moves that they did in Jamaica cos Blazer’s right – you ain’t never been there, or anywhere else apart from here

And furthermore I been to your yard and the only food your mum showed you how to cook was beans on toast!

Remember

I introduced you to rice and peas

So don’t get it twisted!


From

BLACK CROWS

by Linda Brogan

Clean Break production Black Crows premiered at the Arcola Theatre in London on 7 March 2007. The production was directed by Tessa Walker with the following cast: Crystal Condie (Hazel), Sharon Duncan-Brewster (Leonora), Natasha Williams (Queenie) and Susan Beattie (Puppeteer).

Black Crows explores the lives of three different generations of women who fight each other for the love of one black man. Brogan tells a powerful story of jealousy, heartbreak and hunger, set in 1970s Manchester.

About the Playwright

Manchester-born Linda Brogan is an award-winning playwright, director and dramaturg. She studied the craft of playwriting by completing the North West playwright course in 1999 and since then she has become one of the most significant contemporary female writers from Northern England. Her first play, Basil and Beattie, won the North West Playwrights 2003 Anniversary Commission. Linda gained her first residency at the National Theatre Studio, London followed by further development time at Contact Theatre in Manchester to produce her second play What’s in the Cat, which opened at Contact Theatre followed by a production at Royal Court Theatre. In 2001, What’s in the Cat won the BBC Northern Exposure Award and The Well won the Alfred Fagon Awards. In 2008, Black Crows went on to be a finalist in the Susan Smith Blackburn Prize and was shortlisted for the Alfred Fagon Award.

Other published plays by Linda Brogan include Speechless by Polly Teale and Linda Brogan and What’s in the Cat.

Summary

Set in Manchester.

HAZEL, a fifteen-year-old British-born Irish-Jamaican, is caught in a love triangle, fighting for the affections of a young black boy.



HAZEL

Fifty p.

In case you’re interested me mam posted bail in court. Yesterday you were winning sixty-five quid – not tuppence. Sixty-five quid. Ten minutes till the place shut and you blew it. You blew sixty-five quid on one horse. On one horse. Sixty-five quid. Two hundred pounds arrears. But when they throw me out I’m going straight round hers. She’ll put me up. She can put me up. Then you won’t have to travel from A to B. She can put me up then your kids can be together. I can even use her leftover walker and bouncy chair. That’ll save a few bob. That’s what you must have had in mind when you blew sixty-five quid. You can sleep between us. Turn over in rotation – one night on, one night off. Put me purse down. Put me fucking purse down. I ain’t giving you fifty p and if you lay a hand on me you see the police they’ll lock your black arse up.

Move in with her. I don’t give a fuck anymore. In fact I’ll help you move. Put your rags in the carrier bags you bought them in. I don’t give a fuck. D’you think I give a fuck. Do you really think I give a fuck. Stuck here in this flat. Me dad don’t talk to me. I can’t even enter his house. Me little brother got sick of coming here watching how his sister lives. How do you think that sits with me. Begging me to come home while there was still time. I took me rent and handed it you. I even smoke roll-ups and look at you with cigs. And when this thing’s born…

Where are you going?

Don’t leave.

[MARIONETTE slams the front door.]


From

MUHAMMAD ALI AND ME

by Mojisola Adebayo

Muhammad Ali and Me was created by the Ali Collective and premiered at the Oval House Theatre, London on 11 November 2008. This production was directed by Sheron Wray and performed by Mojisola Adebayo (Mojitola/Muhammad Ali), Charlie Folorunsho (The Corner Man) and Jacqui Beckford (British Sign Language Performer – The Referee).

Muhammed Ali and Me is a powerful semi-autobiographical story about a foster girl who overcomes abandonment, racism and abuse through an imaginary friendship with the Black Muslim legendary boxer Muhammad Ali. The play is set in the 1970s; lead character Mojitola, of dual heritage Nigerian-Danish descent, experiences a turbulent life from a young age. Before she is even five years old she witnesses her Nigerian father violently attacking her mother, which results in her mother leaving the family home. Soon after her fifth birthday, her father leaves to fight in the civil war in Nigeria. Abandoned by both parents, Mojitola is placed in foster care where she is sexually abused by her foster brother and renamed Susan. She finds solace and strength from the parallels between her and Muhammad’s life experiences, enabling her to fight against her oppressors, reclaim her real name and thus embrace her true identity.

Mojisola Adebayo integrates British sign language, movement, African singing, film as well as a 1970s-inspired set, song and costume to explore what has been described as a ‘physical storytelling performance’.

About the Playwright

British-born Nigerian-Danish Mojisola Adebayo has worked as a writer, performer, director and teacher in London and internationally. After training extensively with theatre expert Augusto Boal she became a specialist facilitator in Theatre of the Oppressed. Adebayo’s work in theatre spans over two decades, initially working as an actor for the Royal Shakespeare Company and teacher at Goldsmiths, University of London and Rose Bruford College before focusing on a writing career in 2005. Adebayo travelled to the Antarctic to research her first play Moj of the Antarctic: An African Odyssey, produced by Lyric Hammersmith. She has produced over thirty plays, directing and performing in most of her own productions. Some of her plays include her second professionally produced play, Muhammad Ali and Me, Matt Henson, North Star, 48 Minutes For Palestine, The Listeners, Asara and the Sea-Montress and I Stand Corrected. In addition to writing several plays for theatre, Adebayo also co-founded VIDYA theatre company in India.

Other published plays by Mojisola Adebayo include I Stand Corrected, Desert Boy, Moj of the Antarctic and 48 minutes for Palestine.

Summary (Extract)

MOJITOLA, a black south Londoner of mixed Nigerian Yoruba and Danish origin, is now sixteen years of age. She has gathered the strength to visit the police station and report her experience of sexual abuse to a police officer.



MOJITOLA

This is nothing but the truth. It happened a long time ago. But I still dream about it, a lot, in the day. It plays… It makes me feel strange and a bit dirty, and angry. When I was less than five years old, my foster mother’s grown-up son, Jimmy, sexually abused me. He made me touch him, when Angie went down the Elephant, Elephant and Castle shopping centre. He held it in his hand. I thought it was a trick with his thumb… It’s like a tiny video that rewinds and plays again and again in my head. Everything else is blank. I don’t remember anything else. Except maybe the dark circles on the carpet, the being afraid. Time I guess has erased the rest. Sometimes I shake and I freeze. It’s like I’m on pause but everything else is still playing, moving forward. (Becoming distressed.) And I’m stuck in time. Frozen. I can’t speak I can’t move I can’t feel I can’t – it’s like my body is a prison and I want to, I want to move, I want to be released, I want to scream, I want to be happy and I don’t know how and I’m scared that I never will. (A pause for calm.) I know there’s not enough evidence. I am doing A’ Level Law at the moment so… But I just wanted you to know. And I wanted to tell… you. Because it’s a crime isn’t it? You’re not supposed to, to a child. (Beat.) And I’m gonna tell you something else. Cos I’m a witness, not a grass, and abuse is abuse: my dad used to hit my mum. Beat her up. Pound her like a punch bag. Or wrestle her. Slam her against the wall. Do you know how that sounds? Flesh on concrete block. Hearing her screams and me static, senseless, immobilised with shock. Yeah, body shots mostly, until the end. Cos left hooks, upper cut, jabs – they show up. People ask questions. But I remember, a straight right to her face, because it’s my first memory, the first time I froze. I was cuddled up next to her on the sofa watching the tele, then he came at her and it came through me. Smashing her glasses into her face. Blood running down her nose, dripping from her chin. It’s criminal isn’t it? Beyond reasonable doubt. I was two. She was, maybe twenty-two. I froze, for hours. She got away in the end. I understand. She’s safe, somewhere. But I wanted you to know. I wanted to tell you. I want you to write it down. (MOJITOLA points to POLICE OFFICER speaking forcefully, he could be her dad or…) It’s a crime! There are rules. (MOJITOLA goes to leave, then changes her mind.) And one more thing: you’re supposed to look after your kids, Dads. You’re not supposed to leave them. Forget them. Forget you had them. Not turn up when you’re supposed to, on time. Forget birthdays you bastards. You’re not supposed to leave them, to grow up Black, in Britain, alone with no one to show… (Small pause.) There’s 99 names for God, in Islam. Not one of them father. How was I supposed to learn to be? When I can’t even pronounce my own name.

MOJITOLA turns away.


From

FAMILY MAN

by Rikki Beadle-Blair

Family Man was first performed at Theatre Royal Stratford East in London on 2 May 2008. It was directed by Dawn Reid, Deputy Artistic Director of Theatre Royal Stratford East, and had the following cast: Gary Beadle, Llewella Gideon, Jo Martin, Jo Castleton, Ayesha Antoine, Ricci McLeod and Aaron Taylor.

Family Man explores the universal theme of parenthood, in particular the subject of ‘letting go’ and thus allowing children to become adults, making their own decisions and mistakes. The story centres on Caesar Ramsey, a black Caribbean father to teenage son Nelson, who desperately tries to break a three-generation pattern of irresponsible parenting in his family. But when Nelson informs his father that his teenage girlfriend is expecting their baby, Caesar cannot control his feeling of disappointment and guilt which leads to irrational acts of violence and abuse. Caesar turns into the father in his nightmares, causing a complete breakdown of his relationship with his son and of his marriage. In order to move on, Caesar is forced to find resolution to his estranged relationship with his single-parent mother. He gradually realises that in parenthood mistakes are inevitable but forgiveness and letting go are essential parts of the process too.

About the Playwright

Award-winning playwright, director, choreographer, rock musician, cabaret artist and producer Rikki Beadle-Blair was born in South London and raised by his Jamaican mother. From the age of seventeen when he performed with his band Three People at Gay’s the Word concert, Rikki Beadle-Blair has been a proactive gay activist using his artistic voice to raise awareness of homosexuality, particularly in the black community. He has written, directed and produced for theatre, radio and film and is probably most renowned for his award-winning stage play Bashment which he later adapted and directed for film. He founded the production company Team Angelica, a company dedicated to nurturing, developing and producing new writing for theatre and film. Both individually and through his company, Beadle-Blair has produced work in London and in the regions with companies such as The Birmingham Repertory Theatre, Contact Theatre, Unity Theatre, Theatre Royal Stratford East, Drill Hall and Tristan Bates Theatre to name but a few.

Other published plays by Rikki Beadle-Blair include Bashment, Shalom Baby and Fit.

Summary (Extract)

The play flashes back to twenty-four years ago, when a shoeless crying Caesar arrives at his Nana Grace’s house in the middle of the night, upset about being abused by teenage mother Precious. NANA GRACE, a fifty-one year old Jamaican woman, dressed in her robe and wig, comforts her grandson by reassuring him of his mother’s love for her first son. Nana Grace admits to parenting her daughter (his mother) in the same way explaining to Caesar that just like his mother, she lacked the ability to show love.



NANA GRACE

But I wasn’t ready. I wasn’t ready. I thought I was ready. I’d been an abiding child and a God-Fearing girl, I thought I’d become a wise and ready woman. I came to this country to escape my family and find my dream. I was lonely, it was cold – and in the long dark evenings, I stumbled. And fell straight under a man. Under his body, under his spell. I thought I was in love. Maybe I was. He was so handsome, so gentlemanly, so kind – I thought ‘Jesus won’t mind’ and I lay with him. And one morning the gentle man was gently gone. And then there we were, your mama and me in this cold cold place. And I wasn’t ready. I thought all a child needed was food and shelter and school and licks. If I worked hard and was righteous and prayed that would be enough. But children need more I know that now. Children need more than love, more than food. Children need passion. But I believed that I owed my faith to the Lord and your mama’s father had run away with all the passion. And there was none left for the child I had named Precious. So I fed her and made her big – bwoy, that gyal got big – schooled her with licks and I told myself that she should feel loved. But without a sense of passion there is no feeling of love. And without that anchor of faith she drifted – just like me – only younger. I told her she wasn’t ready. I warned her you’d grow up bad, just like she did. She swore to me you wouldn’t. And you didn’t. She did well. Not perfect, but well. But I think she missed something – I think she missed showing you the love. She loves you, Caesar – with a passion – She’s just lost, like her mama was and like you will be someday. But give her time and she will find you.


From

RANDOM

by debbie tucker green

Random premiered at the Royal Court Theatre Downstairs in London on 7 March 2008, directed by Sacha Wares and performed by Nadine Marshall. It then transferred to a shop in the Elephant and Castle shopping mall. A national tour followed in 2010 (Birmingham Repertory, Bristol Old Vic, Sheffield Theatres The Studio, The Albany).

debbie tucker green is an exceptional playwright; her unique lyrical voice offers a refreshing insight into some of the most prevalent social issues. Random tells the story of a family affected by the loss of a loved one due to knife violence. The one-woman monologue play presents the response of four different family members of a south London household; mother, father, daughter and brother. As the play unfolds, we see how they are all individually impacted by the loss of the brother in the family. Random deliberately takes place in one day (performed on stage over fifty minutes), to demonstrate how quickly a family’s life could be ripped apart. Director Sacha Wares adopted a minimalistic approach to the set and design of this production; actress Nadine Marshall stood in the spotlight on an empty stage delivering the play to a packed-out audience.

About the Playwright

London-born playwright debbie tucker green began her career in the arts as a stage manager. tucker green’s stage writing career was initiated by a friend who encouraged her to submit her play She Three to the Alfred Fagon Award competition; although the play did not win the award, tucker green’s writing gained the attention of the Royal Court Theatre. Her first play, Dirty Butterfly, was produced at Soho Theatre and was followed by Born Bad which won the 2004 Laurence Olivier award for Most Promising Playwright. More recently, debbie tucker green adapted her stage play Random for Channel 4; it was performed by the original cast member Nadine Marshall and aired on television in 2011.

Other plays written by debbie tucker green include Generations, Trade, Stoning Mary, Born Bad, Dirty Butterfly and Truth and Reconciliation.

Summary (Extract)

That morning the SISTER woke up, bickered with her brother about him wanting to borrow her mobile phone, went to work and was annoyed by her work colleagues. A normal day. Until she received a text message from her mum, asking her to ‘come home now’. She arrives to find police cars parked outside her house and news of a black boy who matches the description of her brother stabbed in the area. Could her brother be the black boy killed in this random attack?

Shocked by the news the Sister agrees to go with her dad to identify the body.



SISTER

Dad went down to ID my brother

I went down to support our dad.

Dad went in.

I didn’t have to follow.

But…

Brother had a –

birthmark.

Here.

Just like me.

But his been

cut thru

with a chunk of him gone

now.

He had an eye

two.

Now he got juss one.

They try to pretty it up

mek it look like he winkin…

But

…you can’t pretty up

whass horrific.

Y’not meant to.

His mout’

Look like a clown –

now

wider than it should be.

It slashed so much on a one side

from there

to there.

That juss he’s face.

Thass juss the ones that would mark him.

wouldnt kill him.

Apparently.

Thass juss the ones he’d haveta live with.

Have had to live with.

He have plenty little

Like – uh – like –

(Gestures forearms.)

Look like he a self-harmer

but proof he fought back.

Then they have to turn him

and

hold him

an’

lie him on his side

an’

so we could see – could see good

looking hard to see.

Point of entry.

The killer cut.

You have to look hard

To look hard

This was…

the smallest.

The cleanest.

The easiest to miss

part of it all.

Truss mi.

Juss –

round.

(Gestures.)

From the back –

those rules is broken then –

thru to –

(Gestures.)

punctured his…

su’un – important.

But.

Not no gash.

Not no not sure.

Not no random.

Juss a small

deep

sorta

round

sorta

hole.

In him.

Easy to miss.

Easy to miss

Easy to miss.

(Beat.)

And our dad the kinda dad who…

Who…

don’t say nuthin –

unless he –

who won’t say anythin –

unless…

Dad tryin to say somethin.

Dad’s trying to say somethin

but

…nu’un won’t [come out]…

I watch.

Watch him.

… He’s embarrassed.

I watch his embarrassment.

I can’t look away.

Where do it say –

this is part of it?

…Truss me.


From

IDENTITY

by Paul Anthony Morris

Identity premiered at the Tristan Bates Theatre in London on 29 June 2009. It was directed by Angela Michaels with the following cast: Ellen Thomas (Maureen Johnson), Jeffery Kissoon (Cuthbert Johnson), Anthony Taylor (Omar Johnson), Marva Alexander (Marcia Johnson), Vinta Morgan (Michael Johnson), Trevor Thomas (Vince), Geoff Aymer (Sid) and Trevor Laird (Scully).

The play focuses on the Grenadian revolution which took place in 1979. Paul Anthony Morris tells the story of a family whose lives were directly affected by the political and social change in Grenada. The Johnsons fled from Grenada to escape from the backlash of a spreading accusation that a member of their family was responsible for the capture of Maurice Bishop, leader of the People’s revolution government, who later died in captivity. Desperate to leave the painful past behind them and start a new life in London, the married couple and two older siblings make a pact not to tell youngest son Michael. But when the husband of the family and former veteran of the People’s Revolution Government (PRG) is recognised by another Grenadian in London, the truth is exposed.

Identity is a heart-breaking family drama about how secrets and lies, even when carried out with the best intentions, have the ability to destroy, alienate and hurt the ones we love the most.

About the Playwright

British-born actor, playwright and director Paul Anthony Morris trained at the Barbara Speake School, with the primary goal of pursuing a professional acting career. In 2005 he founded Crying in the Wilderness Productions and thus became the Artistic Director of the company. He wrote his first play, The Seer, in 2006; it was produced as a documentary film with the support of the West Yorkshire Playhouse. Crying in the Wilderness produced his second play, 35 Cents, which he directed at Blue Elephant Theatre in London in 2007. In 2008 Paul Anthony Morris became the first playwright to receive the OffWestEnd.com Adopt a Playwright Award for his play Identity. He continues to write and direct plays written by other playwrights across the UK. In addition, he coordinates Creative and Educational Programs delivering workshops to education and arts establishments, namely West London College, Shakespeare’s Globe Theatre, King’s College University, Nottingham Playhouse, to name but a few.

Other published plays by Paul Anthony Morris include 35 Cents.

Summary (Extract)

The day of the memorial of Maurice Bishop, MAURN, a fifty-year-old mother and former top markswoman for the PRG, and her daughter Marcia reminisce about life in Grenada as they set the table for the memorial dinner.



MAURN

There was no chance of that. I made sure we bumped into each other as often as possible just to ensure that I stayed on his mind. The second time he asked me your grandmother told him that if he was really serious about marrying her daughter he should come back and ask me in a year’s time – and sure enough one year later to the day he returned with an engagement ring and showed it to your grandmother.

…

I wanted to say yes right away but your grandmother told me to pretend that I had forgotten about it.

…

She was a very proud woman your grandmother. My friends were so jealous. Every man that had proposed to them had married another woman within weeks of their rejection and here was I being pursued for well over a year. Vince said your father was hopping mad.

…

Six weeks after your grandmother died we tied the knot. If it was left to her she would have burnt my virginity in a nunnery.

…

It turned out to be the biggest country wedding of the year. Your father would often say that anything good that came into his life came as a result of our marriage and he was right for a while. When we joined the struggle he said you and Omar were the flowers of the revolution – the symbols of the new hope that would sweep across the Island and capture the imagination of the entire region. But like Omar said ‘the writing was on the wall’ and Reagan had other ideas.


From

EGUSI SOUP

by Janice Okoh

Egusi Soup was produced by Menagerie Theatre and opened at the Mumford Theatre in Cambridge on 18 May 2012 followed by a transfer to the Soho Theatre, London and Mercury Theatre in Colchester. This production was directed by Paul Bourne with the following cast: Ellen Thomas (Mrs Anyia), Rhoda Ofori-Attah (Grace Olaleye), Anniwaa Buachie (Anne Anyia), Nick Oshikanlu (Dele Olaleye) and Lace Akpojaro (Mr Emmanuel).

Janice Okoh’s hilariously funny family drama Egusi Soup explores the chaotic household of the Anyia family as they prepare to fly to Nigeria to attend John Anyia’s memorial service. The play explores the theme of ‘family pressure’ as the two daughters in the Aniya family struggle to live their life according to their African parents’ expectations. Egusi Soup looks at interracial relationships, marriage breakdowns and contraception.

About the Playwright

British-born Nigerian playwright Janice Okoh, initially wanted to be a novelist, however, when she was introduced to radio plays she realised that she was more interested in writing dialogue. Okoh has written for radio SE8, From Lagos with Love, A short Ride to Dusseldorf, Carnival (part of the ‘From Fact to Fiction’ series) and an adaptation of Malorie Blackman’s cult novel Noughts and Crosses for the Saturday Play. In 2011 she won the Bruntwood playwriting competition in association with the Manchester Royal Exchange for her play Three Birds, which was staged at the Bush Theatre in 2013.

Other published plays by Janice Okoh include Three Birds.

Summary (Extract)

It has been a year since the passing of John Anyia and the family are packing their suitcases to attend a memorial in Nigeria. Ever since MRS ANYIA’s husband died, Nigerian Pastor Emmanuel, an out-of-work of the Celestial Church of Christ and alleged former Midland Bank work colleague of her husband, frequently visits the house to offer his support to his late friend’s wife. As the play unfolds, Pastor Emmanuel shows his true intentions and makes a move on Mrs Anyia telling her that God has instructed him to move into her family home. Mrs Anyia begins to question his connection to her late husband and suddenly realises that her husband never worked at Midland Bank.



MRS ANYIA

There is no need. (A pause.) Do you know my husband did not have one day of illness? Not a single day. He always knew someone would do something. Whenever we went home I did all the cooking. He would never touch what the housegirl prepared. Different ones each time. But there are always people coming to the house, begging for favours. ‘Someone’s going to kill me.’ That is all I ever heard from him. This strong man. I didn’t believe it. But really. I know they hated him and people could plot and plot but this was our house. I left it. The soup. I left it unattended. I was called out and I left it. For five minutes. We all ate it but he fell ill right after that. We left Nigeria the beginning of August. He was dead five weeks later. So I believed it. I believed that someone poisoned him. He died not because his body betrayed him, lied to him, pretended that it was well and then allowed the cancer to kill him, but because someone wicked simply wished it. It explained the injustice, the suddenness of it all. Yes, my husband worked in security pastor, but never at Midland Bank.


From

CHEWING GUM DREAMS

by Michaela Coel

Chewing Gum Dreams was first professionally produced at Hackney’s Yard Theatre, as part of The Theatre of Great Britain – A festival on 17 July 2012, performed by the playwright herself. Chewing Gum Dreams was revived for the RADAR new writing festival at the Bush Theatre in November 2012.

Chewing Gum Dreams is a semi-autobiographical one-woman monologue play, inspired by Coel’s personal experience at an inner-city school in East London. The story presents the last days of innocence of a young teenage black girl from Hackney called Tracey Gordon. This fast-pacing, energetic play transports the audience to their school days, as Tracey journeys from taunting the teacher in the classroom, to falling in love for the first time, to being sexually assaulted, and having embarrassing morning-after pill conversations with the pharmacist.

Michaela Coel performed the original production dressed in a school uniform, with a garage soundtrack and a single chair, which was moved around the space to signify different locations; from the classroom, to the top of the 67 bus, to her bedroom.

Throughout the play, Coel played multiple characters including classmates, boyfriends, teachers and parents. This extract allows an actress the chance to play two parts as the character switches between Tracey and Connor’s mother.

About the Playwright

Playwright, poet, actress and singer Michaela Coel was born in East London and raised in Hackney; her parents are of Nigerian origin. Coel trained at Guildhall University studying performance arts; while studying she performed her self-written songs and poetry across the UK. In 2012 she won the Alfred Fagon Award for Best Black Playwright of the year for her first play Chewing Gum.

Summary (Extract)

When TRACEY’s pregnant best friend Candice is rushed into hospital, Tracey runs to boyfriend Connor’s parents’ house with the news. Connor’s mother refuses to let her son talk with Tracey, forcing her to come face to face with the prejudiced attitudes that exist outside of the school walls.



TRACEY

Yerite, is Connor Jones in please?

‘Are you Tracey?’

‘Yeah. And you’re his –’

‘I’m his Mother yeah.’

‘Yerite? Is he in?’

‘No’

‘Ahh sorry, I didn’t have credit I woulda text it’s really important’

‘He’s not here’

‘Can I come in and wait?’

‘Connor doesn’t need to see you anymore. Listen, I’m sure that you’re a lovely girl, and really sweet, but before it goes too far it’s best we put a stop to it now, isn’t it?’

‘What?’

‘This isn’t what we do in our family. Nothing against you, like I said you’re probably really lovely. We just don’t do that’

‘Do what? What have I done? Please I need to –’

‘I said it’s nothing against you, Connor is my son, right? And he’s special’

‘I know he’s –’

‘No, you don’t know anything about him. He wants to do things with his life, right? And it’s not fair, it’s not right that people like your – that people should be holdin’ him back, right? Do you get that?’

I see Connor standing at the back of the hallway. I catch his blue eyes for a second and then I lose his face completely he’s staring into the floor like a fucking baby.

‘Connor? Connor? It’s Candice, Aaron’s done something we gotta go Connor, can you tell your mum please Connor? Connor. Can you tell her? Connor?’


From

RESURRECTIONS IN THE SEASON OF THE LONGEST DROUGHT

by ’Biyi Bandele-Thomas

The first full-scale production of Resurrections was produced by Talawa Theatre Company at the Cochrane Theatre in London on 3 October 1994. This production was directed by Yvonne Brewster with the following cast: Angela Wynter (Mebude), David Carr (Yinka), Glenna Forster-Jones (Adama), Femi Elufowoju, Jr (Beggar 1), Antonia Coker (Beggar 2), Ganiat Kasumu (Beggar 3), Trevor Laird (Inspector Kamoru), Colin McFarlane (Santana), Ben Thomas (BB) and Don Warrington (Judge Bassey).

Ressurections is set in the impoverished city of Ketu situated in downtown Lagos, Nigeria. The play explores the relationship between an infamous drug dealer, Baba BB, and the community. ’Biyi Bandele creates a world subjected to bribery, corruption and greed as the money-driven charlatan Baba BB uses his new wealth to buy protection, freedom and admirers.

Baba BB’s latest deal in what he calls ‘commodities’ nearly resulted in a death penalty by firing squad when he was caught last year. Luckily, his fiancé Mebude’s father is the renowned Chief Justice Ete Kamba Bassey; although he loathes people like BB, he agrees to save his life for his daughter’s sake on the condition that BB no longer deals with ‘commodities’ in the future and makes a payment to himself and other senior members of government. A year later on Mebude’s birthday, it becomes apparent that BB has not kept his side of the bargain; his year-plan to execute a bigger deal in ‘commodities’ with the assistance of a few senior members of the military government is about to be realised. Mebude is horrified and tries to discourage him from going ahead with the plan but BB is adamant. Inspector Kamoru (Mebude’s uncle) visits BB to warn him that the military boys suspect his involvement in the large quantity of missing ‘commodities’. As the hearing for BB’s trial approaches, BB’s life yet again balances in the hands of Judge Bassey but will he be able to bribe his way out of receiving the death penalty, for the second time?

About the Playwright

’Biyi Bandele-Thomas was born in Nigeria and is a London-based playwright, poet, screenwriter and novelist. After studying drama at Obafemi Awolowo University, he won the international playscript competition in 1989 for Rain, which enabled him to complete his one-year scholarship in London. ’Biyi never returned to Nigeria and instead embarked on a successful writing career in London, working with the reputable theatres, namely the Royal Court Theatre and the Royal Shakespeare Company.

Other published plays by ’Biyi Bandele-Thomas include Oroonoko, Brixton Stories, Happy Birthday Mister Deka D, Death Catches The Hunter, Two Horsemen and Marching For Fausa.

Summary (Extract)

MEBUDE is an intelligent Nigerian young woman in her mid-twenties with ambitions that exceed the life of a drug lord’s fiancé. She is devastated when she is informed on her birthday that Baba BB has no intentions to stop dealing in ‘commodities’ and has secretly been planning a multi-million drug trafficking deal for the last year. Mebude has sacrificed the relationship with her father and education to fight for a man who does not appear to have mutual love for her. She turns to the only man who can empathise with her predicament, Santana the gate-keeper and loyal devotee to Baba BB who saved him from a life of poverty by giving him a home, money and a job. Similarly to Mebude, Santana is torn between his new life with BB and his deceased grandfather’s advice; he appears from the Mushin Cemetery to tell Santana to move away from gangster Baba BB and the criminal life. The two lost souls share a common bond and an attraction which adds a little happiness to both their lives.



MEBUDE

Na only you know. That’s not why I came out. Okay, you can bring it out now.

…

Stop fretting. They’re all drunk out of their senses in there. I don’t think they’re in any hurry to come out.

…

(Unwrapping the birthday present package.) I still remember my tenth birthday. Mother was still alive, and father … he had high hopes for me. He didn’t think Dele, my brother, had enough brains between his ears to cross a street without getting knocked down by a bicycle. But me, he simply worshipped. He was going to make a lawyer of me.

…

I wanted to become an Iroko tree.

…

I’d just been on a trip to my mother’s parents in the village. While there my grandfather had taken me to see his farm. He showed me an Iroko tree. Told me about its powers, about the spirits that lived in it. About the people who go to it from all over to offer sacrifice and to ask favours of it: the barren, the blind, the poor, the rich. And he said, what’s more, it always made a dream come true. ‘We all need an Iroko tree in our lives sometimes’ he said. I was enchanted. I told him I wanted to be an Iroko tree. He told me it was the easiest thing in the world. I took it literally, and made up my mind that what I wanted for my next birthday was to be transformed into an Iroko tree. And so when my tenth came along, and it didn’t happen, I cried all day long.

(She has now finished unwrapping the package.)

Uuumh. A necklace. It’s – nice.

(She tries it on, swinging round so he can help knot it up. She turns again and faces him.)

Well, thank you. I brought you some whisky.

…

(MEBUDE runs her hands over the necklace.)

It’s beautiful. (Pause.) You are beautiful. Come here. Hold me.


Note:

Ellipses indicate that lines of the play have been omitted to fit the text into a monologue format. Square brackets are used to denote information in stage directions that may or may not be relevant to the actor in an audition/showcase context.
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Theatre Royal Stratford East is a prolific developer of new work, attracting artists and audiences often not represented in many other venues. This award-winning theatre, located in the heart of London’s East End on the edge of the new Queen Elizabeth Olympic Park, prides itself on creating world class work that reflects the concerns, hopes and dreams of its community. Through a continuous loop it inspires and is inspired by its vibrant, young and diverse audience.
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