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Welcome to Bounce Theatre’s Things to Do in A Blackout Resource Pack 
 
During WWII crime rose by a reported 57%. Fraud, gang culture, looting, and robbery impacted on 
people’s everyday life. Along with poverty, hunger, illness, and exceptional pressure – what was 
home really like? 
 
This pack will guide you through a six-week devising process exploring how we create stories, 
characters, develop a structure and how to use research and artefacts as stimulus to develop your 
own project in relation to WWII. Each week, we will look at a different part of the devising process 
and explore in detail a year from the war. The packs are accompanied by work on the Bounce 
Theatre website where you will find radio plays, stories, online interactive installations and much 
more. 
 
Pack 3 Teacher Aims: To introduce students to various styles of theatre and their designs, to 
encourage students to consider how they effectively use space, to encourage ownership over the 
design of their piece. 
 
Pack 3 Student Outputs: To expand your knowledge concerning theatre design, to create a usable 
design for your piece, and for GCSE students, to understand how space effects relationships. 
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IN FOCUS: 1941 
 
Background 
1941 brings another watershed moment for World War II. The Blitz comes to an end in Britain, and 
Germany turns its attention to the Soviet Union – attempting to invade Russia on a front over 
3000km long. At the end of the year, wary of how the USA might respond to their East Asian 
expansion, Japanese forces bomb Pearl Harbor.  
 
Key Events in the UK  
 
19th – 21st February 1941 – Swansea is hit by the Blitz. The port, docks and nearby oil refinery are 
all targeted. 230 people are killed, 397 injured. 
 
8th March 1941 – Café de Paris, a well-known nightclub, often attended by celebrities, soldiers, and 
the upper classes, suffers a direct hit in the Blitz. Rescuers who attended the scene afterwards are 
shocked to find looters were among them, yanking brooches and rings from the bodies of the 
revellers. 
 
April – May 1941 – The Belfast Blitz. Four attacks in the period. On Easter Tuesday, approximately 
900 people die, 1,500 are injured. Many houses seriously damaged. 150,000 people made homeless. 
 
1st June 1941 – Clothes rationing introduced in the UK. 
 
1st December 1941 – ‘Points’ rationing introduced for tinned goods, dried fruit, cereals, pulses, 
syrup, treacle and biscuits. 
 
December 1941 – Women aged 19-30 are conscripted for war work, after labour shortages become 
apparent. Women are enlisted in the Women’s Auxiliary Air Force (WAAF), Auxiliary Territorial 
Service (ATS), and Women’s Royal Naval Service (WRNS). 
 
Date unknown 1941 – Several London hotels are fined for illegally buying "at least" 150,000 eggs 
from a black-market dealer from Folkestone. 
The hotels, which had paid up to twice the controlled price for the eggs, said they were "desperate 
to feed the guests". 
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GAMES TO GET THE JUICES FLOWING  
 
This set of games helps us to explore the space we are in and how we move around it.  
 
Air Raid!  
 
First assign areas of the room to the following phrases:  

 Air raid  
 Rations 
 Evacuee 
 ID card  
 Looters  

 
Next assign a different tableau for each word, here’s some ideas:  
 

 Air raid – Crouch down on the floor and put your hands over your head  
 Rations – Create a line of people waiting to get their food rations 
 Evacuee – Wave goodbye to parents/children 
 ID card – mime holding your ID card up to your face (everyone during WW2 had ID cards, 

more info on this can be found here: shorturl.at/dkvI9) 
 Looters – Look over your shoulder whilst crouching down to steal a valuable item 

 
Teacher Instructions 
 
The company walks around the room, making sure to balance the entire space and not walk in a 
circle. Call out one of the phrases and allow the group to move to the relevant section of the room 
and adopt the chosen pose. Repeat this until you have gone through each phrase.  
 
You can then add a competitive element to this by eliminating the last person to get to the right part 
of the room and adopt the pose. The last two or three people still in the game are the winners!  
 
 
Sticks in Motion 
 
TEACHER TIP: Any kind of long stick can work for this – some companies suggest using bamboo 
sticks and others have links to places you can buy them from, but they can often be expensive. If 
you don’t have a huge budget, pop down to your local market and buy a wooden or plastic broom 
handle. 
 
Using sticks for warm-ups helps build spatial and self-awareness as well as aiding focus and 
concentration.  
 
Get into pairs for this exercise, with one stick per pair. Placing the end of the stick in the centre of 
each person’s hand, maintain the stick in position through pressure from each person’s open palm, 
and raise the stick to about shoulder level. Only by working together with equal pressure on the stick 
from each person will it stay in place. 
 
Once the stick is stable, begin to move around the room, making sure you don’t drop the stick! This 
activity is all about connection – your connection to the stick, the stick’s connection to your partner 
– ensure you are connected to your partner throughout by keeping eye-contact. This can be tricky, 
but eye contact is one of the most important parts of theatre!  
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Once you get the hang of the movement, experiment with how you move. Try the following:  

 Change levels – come close to the ground, and then reach as high as you can. 
 Reduced movement – have one person all but stop moving, how does this affect the second 

person? 
 Tension – experiment with the amount of tension applied to the stick – what is the effect if 

one person pushes more/less?  
 Closeness/Distance – try get as close as safely possible and as far away without letting the 

stick drop. 
 
Discuss your findings of what it was like to move about the space – could you experiment with 
having your characters move in a way that suggests this strong connection; if so, what would 
happen?  
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RESEARCH  
 
Breaking the Law During World War II 
Looting  
 
During the early part of the war, British cities suffered repeated bombing raids that devastated large 
areas. This was the source of the famous Blitz spirit - the British people's determination to maintain 
the war effort. But while many pulled together, others used the raids as an opportunity for crime. 
 
Bombed and abandoned buildings were a treasure trove for looters. After a raid on Dover, one man 
returned home to find his entire house stripped. Even the carpets and pipes had been taken by 
opportunistic thieves. 
 
Others even looted while air raids were taking place. At the height of the air raid on Coventry in 
November 1940 two men were caught ransacking a wine seller's shop. 
"I cannot think of conduct more detestable than that, during the most dreadful air raid which has 
ever taken place, you should be found looting," the judge told them as he jailed them for six and 
seven years respectively. 
 
In Kensington, West London, a gardener was caught removing rings from four dead bodies in January 
1941, while on one day in November 1940, 20 of the 56 cases at the Old Bailey were looters. Ten of 
these were auxiliary firemen. 
 
There were also cases of murderers hiding their victims in damaged houses. When the bodies were 
discovered it was assumed they had been in the house when the bomb hit. 
 
Harry Dobkin was hanged in 1943 after being found guilty of murdering his wife and burying her in 
the basement of a bombed-out Baptist chapel in Lambeth. Prosecutors said he had hoped people 
would mistake her for a victim of the raids should she be discovered. 
 
The government was so concerned about looting it brought in the death penalty and life sentences 
as a deterrent. However, perhaps with a view to the importance of morale, no-one was actually 
executed for looting and most were given heavy fines or shorter sentences.  
The courts could still be severe, however. 
 
"There was a warden who was looking through a bomb-damaged home looking for survivors," said 
historian Juliet Gardner, author of Wartime Britain 1939-1945. 
"He and his team came across a bottle of brandy, he decided to share it with his men to boost their 
spirits. He was prosecuted for looting, which just seems ridiculous." 
 
Juvenile Delinquency 
 
More than 3.5 million people were moved from high-risk cities to the safer countryside during the 
war, many of them children. 
 
The combination of boredom and lack of parental control was blamed for a sharp rise in juvenile 
delinquency by the Police Review in November 1939. 

"In some parts of the country gangs of young hooligans are appearing partly because the restrictions 
on amusements have left no alternative but the streets as leisure-time resorts," the newsletter said. 
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In 1939, 52,000 people under the age of 17 appeared before magistrates. Two years later that had 
risen to 72,000. 

In Bath, an 11-year-old London evacuee was sent to a remand home for a week after admitting 
stealing money from his foster mother, while two 10-year-old evacuees were fined after breaking 
flower pots and causing damage in the city's Henrietta Park. 

Birchings were regularly handed out as a punishment by the courts. 

One 13-year-old boy in Ipswich was sentenced to six strokes in 1939 after stealing food intended for 
evacuated children. 

And in 1944 two boys broke into a bombed-out house that had been converted into a munitions 
store and "stole enough anti-tank bombs to blow up themselves and their families", the Birmingham 
Mail reported. 

(https://www.bbc.co.uk/news/amp/uk-england-33566789, 2020) 
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THE DEVISING PROCESS 
 
Creating Environment  
 
Creating an environment that works for your piece of theatre is vital to its success.  
 
This relates largely to the style of theatre you want to produce, let’s have a brief look at different 
styles and think about which one will work best for your company.  
 
Naturalism  
 
A slice of real life. 
 
When creating naturalistic theatre, you are aiming to recreate life on stage – the audience should be 
drawn into the story without questioning that fact that what they are seeing is fictional. Acting 
resembles people in reality, and the set should look as though you might find it in somebody’s house 
(or wherever you choose to set the play!).  
 
Examples of naturalism include a lot of mainstream theatre but the most famous are definitely the 
classics by August Strindberg and Henrik Ibsen.  
 
Surrealism  
 
Surrealism explores the unconscious mind, portraying dream-like sequences and images juxtaposed 
to real life. There is a freedom within surrealist theatre as you do not need to convey real life, you 
can consider a subject and explore it physically, poetically or through song. You can see surrealism in 
lots of modern theatre, and opera provides some of the best examples – try looking into Akhnaten 
by Philip Glass.  
 
Expressionism  
 
Developed in Germany in the early twentieth century, expressionism focusses on a subjective 
perspective of the world, distorting reality to encourage the audience to consider and question what 
they are watching. The focus should be on the emotions of the characters and their world rather 
than the physicality of it. A key aspect of expressionism is contrast – in order to express something 
successfully, you must be able to contrast it to the everyday, the mundane.   
 
Excellent examples of expressionism are Bertolt Brecht’s Mother Courage and the film Dogville 
staring Nicole Kidman.  
 
TEACHER TIP: Use additional pictures to help open the students’ minds to what is possible with set 
design – try looking at some of the collections from the ENO (shorturl.at/fkC58) which has great 
ideas that can be simplified for the classroom.  
 
Exercise  
 
Create your space. 
 
Look at the characters and possible scenes you have so far – we are going to create one of the 
environments using items you have in your drama classroom.  
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TEACHER TIP: Ensure there is a good range of items in the classroom before you start this exercise. 
To make sure they are Covid-safe, try collecting items which can be easily wiped down rather than 
soft materials. Try collecting chairs, tables, blocks, books, plastic sticks (plastic brushes without the 
head work brilliantly), blow-up beach balls, plastic crates etc.  
 
Split into two teams, each choosing a style you want to play with, and create a set needed for one of 
your scenes. It’s a great idea to have a multipurpose design that can become somewhere totally new 
by simply turning around a piece of the set.  
 
Here are some questions to consider when playing with your set:  

 How do we represent place?  
 How do we represent time?  
 What is the subtext of the play? 
 How do we express the subtext of the play through the set?  
 How can we interact with the set?  
 What is necessary to communicate the story to the audience?  

 
COMPANY TIP: Keep your audience in mind when creating your set! What will they be able to see 
from where they are sat? Will they be sat in the round with the playing space in the middle? Will you 
set the play straight on with the audience sat at the far side of the room? Do you want to set the 
play in the traverse, having audience on either side of you? Keep coming back to their perspective to 
make sure you get the design just right!  
 
Take a picture of the set you have made; we are now going to change it.  
 
First, look at everything you have onstage and move it all further apart – how far can you move it 
and what effect does this have? For instance, if you have a table in the centre with chairs around it, 
what happens when you move each of those chairs to the side of the room? What might happen to 
the characters’ relationships?  
 
Next, move everything closer together, on top of other things, below things – what does this do to 
the feel of the set, what new mood have you created and what happens when the characters 
interact with the set in this way?  
 
Finally, look around at what you have created your set with. Is there anything unnecessary? Take 
away all the objects that you won’t use and consider how other items can have multiple purposes. 
For instance, does a table double up as a blockade?  
 
Now it is time to try one of your scenes in the space you have made – how does the space change 
the scene? You may find working in cramped space lends a more intimate nature to the scene, 
whereas if you have a lot of space, you may notice your gestures becoming larger. Think about what 
works best for the story you are trying to tell. 
 
GCSE Extension 
 
Complicité (complicite.org) have a selection of excellent exercises to further explore space. Try the 
exercise below to further push the idea of space and how we move in space.  
 
The company divides into two groups – one group should stand onstage with their sticks, the other 
half should sit and watch.   
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Pairs take one stick between them and hold it as they did in the warm-up exercise. Begin to safely 
move around the room without dropping the stick and looking in each other’s eyes.  
 
The half of the company who are sat on the floor begin to call out words related to the story you are 
telling – for instance looters, bomb, romance.  
 
The pairs on stage begin to move in a way which represents the word, exploring how they can move 
around the space whilst representing the word.  
 
One they first group have explored the movement, make sure you take some time to reflect before 
having the second group take to the stage with their sticks to repeat the exercise.  
 
Write down your notes from the session in your logbooks and if you enjoyed the exercise, do a bit of 
research into Complicité to supplement your studies.  
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THE INTERVIEW 
 
Tom Daplyn is an actor who had performed across the UK and for Bounce Theatre’s ‘Things to Do in 
A Blackout’ project. We catch up with him to find out what it’s like to be an actor.  
 
As an actor, what drew you to ‘Things to Do in A Blackout’?  
 
I’ve worked with Bounce Theatre many times before and I have always enjoyed the way they create 
their work. Things to Do in A Blackout was an especially interesting as a World War II-focused project 
since it tells stories of civilian life in extraordinary circumstances, rather than the military tales that 
would more usually be the focus of this sort of commemorative piece of work. When the COVID-19 
lockdown came into effect we all found ourselves living in a sort of ‘blackout’ of our own. I think this 
added a further layer of poignancy and relatability! 
  
How do you prepare before a play?  
 
I like to make sure I’ve eaten a few hours before a performance because acting consumes a lot of 
energy but eating too soon before a show can make you sluggish and uncomfortable. I also drink 
plenty of water to make sure my body and especially my voice is hydrated. About an hour before the 
performance I warm my body up, just like you would do before a sports match, and I warm up my 
voice with a series of vocal exercises. Then I put on my costume and while I do this, I try to imagine 
myself taking off my own body and putting on my character’s. In the last few minutes before the 
show starts, I try to picture clearly all the things my character has been doing that day, as if they 
were my own memories of the day’s events, right up to the moment the audience first meets my 
character in the story of the play. Then I’m ready to walk on stage and tell their story. 
  
What are some of the biggest challenges you face as an actor and how do you overcome them?  
 
I suppose the biggest challenges any actor faces are uncertainty and rejection. Most acting jobs only 
last a short time and you never know when you will next find an acting job, this can be a bit scary! I 
have coped with this by training to be good at lots of different types of acting and also by learning 
skills that allow me to earn money doing other jobs when I’m not acting. There are always lots and 
lots of actors auditioning for each role so you won’t get every part you audition for, in fact for most 
actors, most auditions result in rejection. This can be upsetting, but I try to remember that I can only 
show my work, I can only prepare my version of a character and then present it to the director in the 
audition room. If my version of the character matches their version then they might hire me, if not 
then they might not, but being rejected for a role does not negate the quality or validity of my work. 
My job in each audition is simple - to show what I can do to the best of my ability. Everything else 
about the casting process is someone else’s job, so it’s silly for me to spend time worrying about it or 
wondering why I did or didn’t get a part in a play. This shift of thinking has helped me a lot in my 
career. 
  
Do you have any tips for young people who are performing in plays about World War II?  
 
Firstly, and most importantly: do your research! The more you research your character and the 
world in which they live, the more detailed and more believable your performance will be. The 
internet is full of films, books, and newspaper accounts from WW2, but also talk to people who were 
there if you can. Sad though it is to say, you are probably the last generation who will be able to 
interview people who were alive during the second world war, and their first-hand knowledge 
should be treasured. Secondly, remember that your character is not living in the past. It sounds a 
silly thing to say, but ‘acting in black and white’ is an easy trap to fall into. Your character is living 
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in their present, day to day, trying to live as normally as they can in extraordinary circumstances (if it 
helps, our own lives and how we are trying to live them during the Covid-19 pandemic are an 
excellent point of reference for what I mean).  
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APPENDIX 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

AIDA AND ALFIE (Radio Play) 
 

Written by 
Sharon Kanolik 

 
 
 
 
 
 
 
 
 
 
 
 
 

 
Characters: 
 
ALFIE PARKER (24): Male 

 
AIDA FROST (22): Female 

 
MRS FROST (48): Female 

 
ALFIE’S BOSS (50s): Male 

 
(ALL CHARACTERS HAVE EAST END ACCENTS) 
 
SCENES NOTE: THE STORY IS TOLD IN AIDA AND ALFIE’S OWN WORDS FROM 
THE COMFORT OF THEIR HOME. THERE IS DIRECTORIAL CHOICE AND 
FLEXIBILITY FOR USING FLASHBACKS ON LOCATION OR ACTING THE WHOLE 
SCENE JUST FROM ONE ROOM. 
 
CASTING NOTE: ALFIE AND AIDA CAN BE PLAYED BY TWO ACTORS OR MULTIPLE 
ACTORS: TWO MAIN NARRATORS AND THEN THEIR YOUNGER SELVES FOR EACH 
FLASHBACK SCENE.  
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AIDA:  My Alfie, he likes to say it was love at first 
sight, and it was, he saw me and fell head over 
heels in an instant. Took me a little while 
cause I was used to having a little bit more. 
Action, as it were.   

 
ALFIE:   What it was, was Aida had a bit of reputation- 

 
AIDA:   I was popular.  
 
ALFIE:   Not a bad one- 
 
AIDA:   I was just- 
 
ALFIE:   Well known. 
 
AIDA:  But imagine, I’m twenty two years old, living 

the prime of my life, not bad looking if I do 
say so myself, touch of rustic grimy charm 
about me and the gift of the gab, we’d been at 
war with them Germans two long bloody years and 
then I get the call to serve. In His Majesty’s 
fire service, nonetheless, they thought, 
rightly, time to get the girls in. My first day 
of training, I’m stood in front of the mirror 
in the front room, my helmet- weighs about the 
same as the crown bloody jewels- trousers, 
jacket, wellington boots.  

 
MRS FROST:  Dunno what you look like, girl, not very 

ladylike is it? How you gonna find a fella 
wearing that?  

AIDA:  As always, Ma’s a pillar of hope and strength. 
‘Not tryin’ to find a fella am I, I’m helpin’ 
with the war effort'. (BEAT) Blimey. When I was 
fourteen I realised I’d be a tremendous driver 
so I nagged my old man senseless, hour after 
hour. I wore him right down and he let me have 
a go on the hackney carriage. Course I was a 
bloody natural, never been more comfortable 
than behind that steering wheel, Dad said it 
was astonishing for a woman to pick it up so 
quick. Anyway, the old geezer at the 
Firestation watches me take their cart for a 
trot round Bow, obviously he’s overwhelmed by 
my skill, so they make me chief driver. Next 
night The Germans start chucking bombs over 
Wapping, they send me out in the car with a 
load of hoses and buckets and guess who’s next 
to me in the passenger seat? My Alfie Parker. 
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ALFIE:  It was my first week too and I have to tell 
you, I wasn’t feeling too happy about it. 
Puking in the lav every morning at the prospect 
of going into fires. See I managed to get 
injured in my first week of army service, 
accidentally shot me self in the shin in 
training, put me out for months and for some 
reason, they didn’t invite me back. 

  
AIDA:   But we don’t dwell on it. 
  
ALFIE:  We don’t dwell on it! As I say, I was feeling a 

bit peculiar about bein’ a fireman. I didn't 
feel like I’d lived enough yet, kept thinking 
of the worst that could happen. But then I got 
into that car and saw Aida behind the wheel. 
She looked like a cross between Katherine 
Hepburn. And my Aunt Pearl. I was speechless. 

  
AIDA:  Evening. (BEAT) Well? Got anything to say for 

yourself? 
  
ALFIE:   I didn’t think it would be a woman driving. 
  
AIDA:   Yep, buckle up love. 
  

FX: THE SOUND OF A CAR PULLING AWAY AT SPEED. 
 
ALFIE:   Blimey you drive quick.  
  
AIDA:  Gotta get to the fire. (PAUSE) First time being 

driven by a woman? 
 
ALFIE:   That’s right.  
 
AIDA:   Well, get used to it.   
 
ALFIE:   I don’t care.  
 
AIDA:   Don’tcha?  
 
ALFIE:  Nah. Never liked driving much myself. (BEAT) 

Always happy to catch a ride.  
 
AIDA:   Is that right. 
 
 

FX: SOUND OF THE CAR STOPPING AND A CAR DOOR 
OPENING.  
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AIDA (CONT): Well, here we are. Can smell the smoke. (BEAT) 
He just sits there, Alfie does, his face, white 
as a sheet. Gonna get out then sweetheart? 
(PAUSE) 

 
ALFIE:   I. I can’t. 
 
AIDA:  Well you have to. I can’t put a fire out. 

(PAUSE) What’s the problem? 
 
ALFIE:   I. I don’t wanna die. 
 
AIDA:  We’re all gonna die at some point sweetheart. 

Probably not tonight though. Well, maybe, but. 
Here, let me come with you. 

 
ALFIE:  So she gets me out of the car, next thing I 

know, there we both are, dropping buckets of 
sand in some poor fella’s front room. But we 
got the fire out. 

 
AIDA:   Alright, then?  
 
ALFIE:  Yeah. (PAUSE) In truth I’d not felt that right 

since before I popped a bullet in my left shin.  
 
AIDA:  See. Told ya, we wasn’t gonna die tonight. 

(PAUSE) Now, it wasn’t that I didn’t think of 
him in the intervening weeks.  

 
ALFIE:   She was just busy. 
 
AIDA:  I was busy. Had me volunteering, that kept me 

on the straight and narrow, and then my 
gallivanting- 

 
ALFIE:   Courting and the like- 
 
AIDA:   Well, that didn’t. But we don’t dwell on that. 
 
ALFIE:   We don’t dwell on it. 
 
AIDA:  But he did cross my mind when I went for my 

shifts, those wide eyes, nervous smile, the way 
he giggled after we put the flames out. I 
thought about him, back at me Mum’s telling her 
and me Dad to put a sock in it, driving down 
Bow Road taking equipment. So much so, I 
accidentally crashed the cart into a lamppost 
in Poplar. 
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ALFIE:   Could’ve happened to anyone. 
 
AIDA:  Very common mistake. So they told me I couldn’t 

drive any more. Bit uptight I thought. 
 
ALFIE:   Very uptight. 
 
AIDA:  They told me I’d have to stick to firewatching. 

Sent me to a factory in Stepney with all me 
gear. I was not happy. 

 
ALFIE:   Had a face on her like a slapped arse- 
 
AIDA:  But I still looked exceptional, slammed me 

bucket down and when I looked up, who else was 
there? My Alfie Parker! 

 
ALFIE:   Didn’t think I’d see you again. 
 
AIDA:   Here I am.  
 
ALFIE:   Got something you might like.  
 
AIDA:  He takes a small packet out of his pocket and 

unwraps it. (BEAT) Where d’you get this? I 
ain’t seen chocolate in two years? 

 
ALFIE:   Fell off the back of a truck.  
 
AIDA:  He drops the last square in the centre of my 

palm and I worry I’ll melt it with the heat of 
my hand. The taste feels new and familiar all 
at once, suddenly I’m back in 1938 at Christmas 
time swiping whisky when my Dad’s turned his 
back, my tenth birthday in 1930 annoying my 
sisters, the sweetness of those times. 

 
ALFIE:   Try and make it last. 
 
AIDA:   Gone now.  
 
ALFIE:  In a blackout you see blurs and shapes, I look 

out at my neighbourhood and reinvent what it 
looks like in my mind. 

 
AIDA:   Like a jigsaw with the pieces rearranged.  
 
ALFIE:  That night the incendiaries hit a house down 

the street from us. I saw the sizzling of the 
flames from the corner of my eye.  
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AIDA:  The other firewatchers were already there, 
pouring sand.  

 
ALFIE:   We finished the job off and checked for bodies.  
 
AIDA:  Luckily we didn’t find none. I saw a glint on a 

shelf as we began to leave and wrapped my hand 
around it, a bottle of port. Thirsty? 

 
ALFIE:   Where d’you get this from? 
 
AIDA:  Inside. It’s our reward. (Pause) Well? I’ll 

drink on my own if you ain’t havin’ any?  
 
ALFIE:  I gulped down a big mouthful of the booze and 

coughed like an adolescent.  
 

(AIDA LAUGHS) 
 

I remember her wiping the corner of my mouth, 
taking the bottle back and having a gigantic 
swig.  

 
FX: PAUSE. THE SOUND OF THE AIR RAID SIRENS AND 
FIRE.  

 
AIDA:  The next week we go to a fire at a rum 

warehouse, barrels popping like bombs and 
blazing liquid pouring from the double doors. 
Lots of us are there, we help other 
firewatchers with their hoses, calm the flames 
down. We start the clear up, including moving 
the bodies. 

 
ALFIE:  I turn over a man. His eyes are fixed and 

staring way into the distance. I realise he 
must be a similar age to me and close his eyes 
shut. I want him to be at peace. He’s wearing 
overalls and around his neck, a chain with a St 
Christopher’s Cross on it. I’m not sure why but 
I undo the chain and put it around my own neck. 
There’s a wallet leaning out of his pocket and 
I take it. I look up and Aida’s watching me.  

 
AIDA:  Now, don’t get me wrong, I ain’t no saint, 

you’ve probably guessed that by now. But taking 
things from the dead. (BEAT) I’d never imagined 
that.  

 
ALFIE:  We get out of the warehouse and head back to 

our post. She don’t speak for a long time, 
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usually can’t shut her up. (PAUSE) I know what 
you’re thinking. (PAUSE) I don’t have much. 
Nothing really. He’s dead. He’s gone. What’s 
he’s gonna do with the money? Or a necklace? It 
should go to the living. 

 
AIDA:   What about his family? 
 
ALFIE:  If it’s not me taking it then someone else 

will. Guaranteed. (PAUSE) 
 
AIDA:  I take a look inside the wallet. The outside of 

it is charred, but inside the money’s all fine. 
The coins sit in my palm, I let them rest 
there. (PAUSE) D’you like salt beef? (BEAT) 

 
ALFIE:  Aida takes me to a house near the river and 

knocks on the door. A fella comes out and she 
hands him some money. We wait a while. He comes 
back again holding two salt beef sandwiches. I 
can still remember the taste of it, the 
tenderness of the beef and the thickness of the 
bread. We make it last as long as we can. I’m 
nearly late to start my shift at the docks. 

 
AIDA:   Hang on a second. 
 
ALFIE:  Aida grabs my collar and kisses me on the 

mouth.  
 
AIDA:  That’ll keep you going for the rest of the day. 

(PAUSE) I share a room, bed, and clothes with 
my sisters, Ethel and Enid, three peas in a 
pod. There’s not much room to move but one 
thing I do have is a drawer and everything in 
it is all mine. I put all the things we’ve 
taken in there.  

 
ALFIE:   We stop saying taken… 
 
AIDA:  And start saying borrowed. Aida and Alfie are 

borrowers. We borrowed The Saint Christopher 
from the man in the Warehouse, the night that 
Alfie first kissed me. The contents of a safe 
from a caf in Bethnal Green that paid for our 
trip to the cinema. A watch from an old lady in 
Limehouse. A wallet from a fella who didn’t 
make it in a factory in Poplar that brought us 
three packs of cigarettes. 
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ALFIE:  We smoked half a pack in a night watching 
warehouses. Aida told me her life story- 

 
AIDA:   It was scintillating.  
 
ALFIE:   And I told her mine. 
 
AIDA:   It was brief.   
 
ALFIE:   We talked about our plans for the future. 
 
AIDA:  I want to own my own car and I just wanna 

drive. All over England, Europe, the world. 
When there’s peace. I’m proper fed up of all 
these countries and borders. I don’t want a 
home, don’t want to settle in one place. Just 
wanna drive.  

 
ALFIE:  I want a home. One that’s not rubble, with a 

little garden and a drive for your car. And 
room for kids. Lots of ’em.  

 
AIDA:   Won’t get those from me.  
 
ALFIE:   You don’t want kids? 
 
AIDA:  Nah. Got other things to do. (PAUSE) Will that 

be a problem? (PAUSE) 
 
ALFIE:   Course not. I was only joking really- 
 
AIDA:   Was you? (PAUSE) 
 
ALFIE:   I just. I want what you want. (PAUSE) 
 
AIDA:  Sometimes we borrow other things. Photos and 

trinkets. We make it a point to remember each 
person. To savour each cigarette, each 
collective breath. (PAUSE) 

 
ALFIE:  One night we spot flames in a house on Smithey 

Street. We carry an old couple out, still in 
their dressing gowns, lungs full of smoke.  

 
AIDA:  When the ambulance has taken them, we head back 

to our post.  
 
ALFIE:  Thank God they’re alive. Think they’ll be 

alright? 
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AIDA:  Course they will. Strong as old boots them two. 
Like you and me. 

 
ALFIE:  What you got there? Aida takes out a load of 

things from her pocket. China, boxes and gold 
rings, shiny even in the dark.  

 
AIDA:   I borrowed 'em. (BEAT) 
 
ALFIE:   But they didn’t die. 
 
AIDA:  Well they will do. Sooner than I will. What’s 

that look for? 
 
ALFIE:  I thought we agreed, it’s only if they’re dead. 

Then it’s alright. 
 
AIDA:  Look, it’s the older generation’s fault we’re 

in this mess. All these wars and problems. 
Nothing to do with me, I’m just an innocent 
bystander- 

 
ALFIE:   Innocent? 
 
AIDA:  So this is some payback. They need to take 

responsibility.  
 
ALFIE:   It’s all our responsibility. 
 
AIDA:  Not mine. (PAUSE) Oh, have you found your moral 

compass now? Funny how you mislaid it so long. 
 
ALFIE:   Aida- 
 
AIDA:  We don’t live in a world that’s equal. You 

think those people in them fancy town houses in 
West London are three to a bed like me and my 
family? I’m not just a borrower, I’m an 
equaliser. We just need to do what we can to 
get through this. 

 
ALFIE:  But those old dears. They’re not rich. They 

don’t deserve this.  
 
AIDA:  Where, you going? Hang on! All of this was your 

idea anyway! (PAUSE) 
 
ALFIE:  Not this way. (PAUSE) I’ll see you tomorrow. 

(PAUSE) 
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AIDA:  You’ll never do better than me, Alfie, never! I 
promise you that! (PAUSE) Well, I have to say, 
even though obviously I carry the ‘higher 
status in the complex dynamics’ between Alfie 
and myself… 

 
ALFIE:   Eh?  
 
AIDA:  …that day I weren’t feelin’ too hot. I pop home 

and try and sleep but I’m so restless Ethel and 
Enid kick me outta the bed. I nip to the shop 
and try and hustle some extra veg but I’ve lost 
me magic charm and only leave with one carrot. 
Kids are playing soldiers in the streets in all 
the rubble. Funny how you get used to it, 
little nippers pretending to be bombers, all 
the houses with their faces blown off. I have a 
chat with myself and came up with a solution. 
Then I find myself at the docks, where I know 
Alfie will be.  

 
ALFIE:  What you doing here Aida? I’m sposed to be 

working.  
 
ALFIE’S BOSS:  You can take a break, Parker, been bloody 

useless all morning.  
 
ALFIE:  We sit by the river. Aida’s wearing a serious 

frown. 
 
AIDA:  Now, Alfie, I’ve given what you have said a bit 

of thought. Considerable thought, that is. See 
it really is only once in a bluest moon that 
I’m wrong- 

 
ALFIE:   Really? 
 
AIDA:  And last night I might have been. Wrong, that 

is. (PAUSE) 
 
ALFIE:   I see. 
 
AIDA:  And I wondered. What if we make some rules? For 

how we wanna do things? Put a bit of a plan in? 
 
ALFIE:   I do like a plan. 
 
AIDA:   So we only rob off the dead ones.  
 
ALFIE:   Yep. 
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AIDA:   Unless the live ones don’t seem right. (Pause) 
 
ALFIE:   Alright. 
 
AIDA:  And the money. Well, some of it we give away. 

To needy folks. Know who I mean?  
 
ALFIE:   Like Robin Hood?  
 
AIDA:  Yeah. We’ll be like the Robin Hoods of the East 

End. But we’ll keep a little bit as well, for 
some booze and fags and a salt beef sarnie. I’d 
be partial to a new dress as well. (Pause) What 
d’you think?  

 
ALFIE:   Yeah. That sounds alright.  
 
AIDA:  I knew it would. (PAUSE) There’s just one other 

thing. I got something for you, Alf. I take the 
ring I swiped from the old dear’s house and 
clumsily put it on Alfie’s ring finger. 

 
ALFIE:   Where’s this from? 
 
AIDA:  I’m just borrowing it! (PAUSE) See, I don’t 

reckon you should be with anyone else, Alfie. 
Only me. For life. 

 
ALFIE:   Like a prison sentence? 
 
AIDA:   Alfie! (PAUSE) Well, then?  
 
ALFIE:   I’m the one who’s sposed to ask you, Aida! 
 
AIDA:  Don’t you dare. I am asking you. (PAUSE) You 

gonna marry me, then, Alfie? Make me an honest 
woman? 

 
ALFIE:   You? Honest? 
 

(THEY BOTH LAUGH) 
 
AIDA:  Course, he said yes. We got married in 1943 and 

celebrated with a proper knees-up. 
 
ALFIE:   Everybody was talking about it.  
 
AIDA:  We carried on borrowing and giving, all the way 

til the end of the War.  
 
ALFIE:   We like to think of it as our version of- 
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AIDA:  Community service. I got my first car in 1953. 

I drove Alfie everywhere. 
 
ALFIE:   Mostly up the wall. 
 
AIDA:   Even made it all the way to the Grand Canyon.  
 
ALFIE:   Which is a hell of a long way from Stepney. 
 
AIDA:  It was the finest Morris Minor you’ll ever see. 

And we nicknamed it. Well, Morris. It was 
Alfie’s idea. 

 
ALFIE:  Well, it makes sense, don’t it, the car’s 

already called Morris.  
 
AIDA:  A nickname ain’t a nickname if it’s the same as 

the actual name, dear. He’s knows I’m right. 
 
ALFIE:   I know she’s right. 
 
AIDA:   And that’s, why we’re equal.  
 
 
 
  
  
  
  
  
  

 

 

 
 
 
 


