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Upstage, a scrim for projections of photographs and slides. Downstage left, a coffin. Upstage left, a rolling prison fence. Downstage right, a small table and chair. Upstage right, a doorframe and an armchair.

“Sasha and Napoleon” frames take place stage centre. “Attila” frames are focused downstage left at the coffin, with background action stage centre. “Magda” frames take place stage right, using both chairs in different pools of light. The transition scenes use a narrator, at the lip of the stage downstage right or left, with the action taking place stage centre.

The actors sit at the sides of the stage, watching the action. They change costume onstage, and move props in and out of frames as required.  

1. SNAPSHOT 



(Projection: I FORGET)
I Forget music loop. Snapshot images quickly flash on and off, one after the other: 
BUSINESS

Lights snap up, stage centre. Napoleon is carried forcibly off-stage by Sasha’s assistants.

Snap out.

JAZZ



Lights snap up, downstage left. Attila stands, waiting, at the gravesite. Jelena lies on the coffin.
Snap out.

HANNIBAL

Lights snap up downstage right and upstage right in two separate pools. Magda stares at the phone while Karl, in silhouette, freezes in mid-song.

Snap out.
2. SASHA AND NAPOLEON - “BUSINESS”
(Projection: SASHA AND NAPOLEON) 
Pre-scene. Sasha and Napoleon music loop. Sasha, downstage left in a pool of light. She is getting herself psyched up for this business meeting, checking her suit, her face, in the mirror. She speaks directly to the audience. Sasha admits that she feels like an impostor. She doesn’t feel tough enough, hard enough, for her job. She’s been given an ultimatum; find a brilliant advertising campaign for Mega Corp’s “products” or be fired. 
Lights out. She takes a freeze position, centrestage.

Pre-scene. Napoleon, downstage right in a pool of light, zipping up his fly. He too is nervous. His job at the ad agency is at stake, because, though he is creative, he is utterly undependable. He must persuade Mega Corp to hire his agency or he will lose his job. He stares at himself for a moment, and decides to put on a black clown nose. 
Lights out.
Lights up stage centre. A business office. Sasha paces in agitation, surrounded by four vaguely menacing assistants in suits and dark sunglasses. Where is he? Is this guy even going to come? Napoleon enters, wearing his black clown nose, carrying a battered briefcase, and offers his hand to shake. She slaps him across the face, hard. He is stunned. She begins to yell at him for being late, for putting her job at risk, for not taking this seriously.  Where are his ideas? What is he going to do?

Silence. She folds her arms and glares at him. Napoleon is staring at her, trying to place her face. The assistants begin to count to ten, ominously. He shakes himself out of it and opens his briefcase. He begins to sell her on a variation of “Just Do It” involving toilet products, talking quickly, gesticulating. Sasha says “Yes, but…” Mega Corp doesn’t do toilets. She shouts at the assistants to throw him out. Two of them close in on Napoleon and lift him up by the arms, heading towards the doorframe upstage. A third assistant throws his briefcase after him.

As Napoleon is being led away he suddenly remembers where he has seen her before. Her gestures when angry are the same as when she was very young. He shouts “Sasha!”. Squirming away from the assistants, he turns around and catches the briefcase. He  runs back to her and says her name, looking at her, turning it into a question and then back into a statement. “Sasha? What Sasha? Why are you calling me that?!” She denies her name, denies knowing him. They were friends from childhood, closer than close, he says, don’t you remember? “Give me an ad idea or I will throw you out again.”
OK, OK, he says. Napoleon sets to work frenetically creating a commercial, using the assistants as props. He’ll make an ad for jam. He takes two of the assistants and puts them together, kids making toast, eating jam, and…sharing a first kiss. Does she remember?

Sasha signals to the assistants. They close in on Napoleon again. “Wait!” He holds them off. He takes an apple out of briefcase; he will create an ad for apple products. He pulls a couple of deeply reluctant assistants into a schoolroom scenario, as mischievous students, making a third assistant a substitute teacher. He tells the assistant what to say, how to pull on the ears of the two students who have eaten his apple and left it on his desk. He looks at Sasha: do you remember?

She tells him she does not, but the memories have undressed her. She stares at him in a mixture of vulnerability and anger, wanting to acknowledge Napoleon, wanting to acknowledge the times they shared, but feeling she would immediately lose her job and her identity if she admitted even knowing him. He stares at her stubbornly. He knows she knows. 
Lights out.
3. ATTILA – “JAZZ”




(Projection: ATTILA)
Pre-scene. Attila music loop. Jelena, in a spot light downstage left, speaks directly to the audience. She talks about Attila, and the group of friends who did everything together in their college days. He left to make his fortune in North America. For the first few years he would come back now and then. Then were letters and postcards. Now there is nothing. Jelena wonders how he is, what he is doing, if he will come back. They miss him. She misses him. 
Lights out.

Lights up on the gravesite. Jelena lies on the coffin. Attila walks into position and stands, silently, looking out. He is remembering. Behind him, in a pool of blue smoky light, Axel unfreezes and begins to play the saxophone. He plays an old jazz tune, confidently and well. Three friends unfreeze around him; Peja, Stašja, and Anja. Anja is the ringleader of the group. She commands Axel to play a favourite tune and they begin to dance to it. The first time through, he gets a fair way into the tune before he stops. Attila squints in concentration. His image of the scene has faded out.

Laughing, the dancers prompt Axel to resume playing. This time he doesn’t get as far before he stops abruptly. Attila grimaces. The dancers prompt Axel again, laughing. He starts again, and stops even earlier. The movement of the dancers becomes like a film where the frames are missing, jerking stops and starts. Axel plays notes, bits of phrases, increasingly disconnected. Attila shouts in frustration. The action freezes.

Jelena rises from the top of the coffin. She kisses Attila on the forehead the way an older sister kisses a favourite brother who is about to leave on a long trip. He sees her, surprised, lets her kiss him. He feels it, but does not respond. She stands beside him and they wait. 
Lights out.
4. MAGDA – “HANNIBAL”



(Projection: MAGDA)

Pre-scene. Magda music loop. Magda stands in a pool of light downstage right and speaks directly to the audience. She takes off her fashionable business jacket, explaining that while she is happy enough with her day job, what she really enjoys is the phone sex hotline she operates at night. Not for the reasons you think, she says, not for money or sexual gratification. No, it’s because she can affect the lives of the men who call, take their desperation and their needs and guide them to something less violent, something more hopeful, some place where women and men can share together. And, yes, she likes turning them on. 
Lights out.

Magda walks into a pool of light containing a chair, and a small round table. A barren room; the lights filter through slanted shutters. She places her cell phone on it and starts to eat the apple placed there during the Sasha and Napoleon scene. Lights up further upstage right on an armchair. Karl stands in a pool of blue light by the chair, agitated, waiting for the phone to pick up. Magda lets it ring several times, enjoying the sensual taste of the apple, before she picks it up and says in a breathy voice, “Hot Hot Hot…how can I help you today?”
Karl sounds desperate, hard, demanding, nervous. She asks his name: he says it’s “Hannibal”. Like the great conqueror, she says. Do you have a big weapon? He begins to stutter, which increases his frustration. He tells her to get to it, get him off; he starts to describe himself what he wants to hear. Magda takes each demand he makes and turns it into a memory, gentler, more full of life. Are you hot? She asks him. Wouldn’t you like to go swimming? To feel how good the water feels on your skin? They contest the airspace, each as determined as the other. It is a contest of wills. He gets louder and more violent. Stuck for alternatives, Magda begins to sing a childhood song, low and gently over the phone. Do you remember this song, she asks him. Who sang it to you? Karl begins to sing, haltingly, then with increasing abandon, until he is standing on the armchair, gesturing wildly like a nightclub singer, singing at the top of his voice. Magda stares at the phone in wonder and apprehension. 
Lights out.
5. SNAPSHOT – “JACKAL”
(Projection: Ivana’s Photo of herself in a headscarf, 




seated at a table with a young, bearded man in a 





kaffiyeh)
I Forget music loop. Ivana walks across the stage, looking at the photo slide, as the players for her story assemble in the centre in a freeze position. She walks into a pool of light downstage right and speaks to the audience. Biljana takes up the position of the jackal in a dim light at downstage left.

She tells her story about visiting Egypt, and how quickly she was able to make friends there – she introduces each of the players, going to them one by one, describing a quality she admires in each. They come to life as she touches them. They are in the desert, camping out, smoking dope around a fire and singing, when one night a jackal approaches the fire. They fall silent; Ivana wonders what will happen. Then one after the other they begin to sing, gently. The jackal trots away. They sing through the night, pretending there will no day.

Lights out.

6. SASHA AND NAPOLEON – “PRISON”
(Projection: SASHA AND NAPOLEON)
Sasha and Napoleon music loop. The four business assistants, now prison guards, roll out the prison fence to centrestage and take up positions on either side of it. Napoleon, in black clown nose and motley yellow jacket, takes up his position behind it, gripping the bars. Sasha enters in a hurry; she is late. She tells the guards she is here to inform this prisoner of his rights. Two guards, masked behind impenetrable sunglasses, shout “Two minutes”. She immediately flies into a fluster and drops her briefing notes. As she picks them up, she drops her glasses. When she reaches for them, she kicks the papers.

She attempts to tell Napoleon that she is his lawyer, but he continually interrupts her with interjections about having ordered a pizza: “Yes, but I ordered ham on my pizza”. “Are you sure you are the pizza delivery person?” He refuses to acknowledge who she claims to be. Sasha grows more and more flustered. She asks him to confirm that he was taken to prison after walking through a political demonstration dressed in a clown nose. Napoleon takes offence at what he interprets as an insult about his nose. The guards move their nightsticks back and forth across their chests, like clockpieces. Sasha is nearly crying with frustration and bewilderment. She approaches the bars and shouts at Napoleon to let her do her job.

Suddenly Napoleon swings the prison around full circle. Now Sasha is behind bars. “I know exactly who you are!” Napoleon shouts. He struts back and forth across the stage, elbows out like a rooster. “How are you getting juice from your socks? Why doesn’t it rain when I want to piss?” He adjusts his nose every time he is about to say something important, which is every time he speaks. He struts faster and faster, voice rising and falling, eyes popping, finger pointing – and then collapses, dead. Sasha screams. Napoleon gets back up. He decides the only means of interrogation will succeed – the nose treatment. He holds up a second black nose. Sasha screams in fear. He stalks to the bars and forces her to put it on. He forces her to make a honking noise every time he squeezes her noise, forces her to squeeze his nose so that it honks, too. Now his questions become more personal – what were you doing in the sandbox at the same time as me when we were five?  Who put you behind those lips I kissed when I was nine? She stares at him. Silence. He takes his nose off and looks at her. Slowly, she takes her nose off, too. Fear, wonder – she looks back at him, the owner of her memories. 
Lights out.
7. SNAPSHOT – “THE WAR” 
(Projection: Tanja’s Photo of herself, standing in 





an apartment doorway, smiling, leaning against a 





wall. Under her arm, standing and grinning shyly at 





the camera, is her daughter.)

I Forget music loop. Tanja walks into a pool of light downstage right as Biljana and Ivana take their places centrestage as daughter and mother, respectively, and Vaha and Nemanja freeze in position at the edges of the light in fighter plane postures. 

Tanja describes living in Belgrade, playing with her daughter. She is a single mother. The girl’s American father has long since left, back to America. One day mother and daughter are playing when they hear the loud drone of planes outside their flat. Vaha and Nemanja begin to buzz the mother and daughter as planes; Igor, at stageleft, makes the insistent sound of an air-raid siren.  The girl, frightened, asks her mother what the noise is: the mother replies that it is the Americans, bombing the city. But it can’t be the Americans, says the daughter. Daddy is an American. They must be dropping candies instead. They hold each other closely as the air-raid siren fades and the planes disappear into the darkness.

Tanja stares out at the audience. “Thank you, America,” she says.

Lights out.

8. ATTILA – “POEM”




(Projection: ATTILA)

Attila music loop. Attila and Jelena wait at the grave. Jelena now wears a black jacket and a hat and veil over the black bodysuit she wore in the first frame. Behind them lights come up stage centre and in a haze of smoke, Peja unfreezes. It is a late night at a café where the friends have gathered. Anja, Stašja, and Axel unfreeze and mock him as he announces he is going to read a poem. He dons a beret and says yes, he knows the last one wasn’t very good, but this one is better, it is very deep and meaningful and they’d better applaud because he is a genius, so far unrecognised, but still a genius. It’s their duty because that’s what friends are for. And more, he will conduct them in a musical accompaniment to his poem. They groan but he will not be swayed. He decrees that Axel will play the mouthpiece of his saxophone like a hunter making a duck call. Stašja will blow into a beer bottle. Anja will drum on a garbage can. 
Peja walks forward and places wine bottles in the hands of Attila and Jelena, who are facing forward towards the coffin. He gives Attila a spoon and Jelena a knife with grave dignity, as if passing on revered family heirlooms. They don’t acknowledge him. He begins to rehearse the orchestra. After certain words or phrases, or whenever he feels like it, they will chime, drum or blow their instruments, individually or as a group.
Peja begins to read the poem unfolding several connected sheets of paper so that it trails on the ground. It is not just terrible, a mish-mash of overblown phrases and outrageously mixed metaphors. It is hilariously terrible, and yet, in some way, touching. Peja reads it with total intensity, like Ginsburg with the beat poets or Tzara at a reading of the Dadaists. At the end of each verse, or whenever he feels like it, he cues the “orchestra”, who bang and blow and drum with great gusto. At the end he symbolically tears up his poem as if he is tearing up his heart and bows deeply, with great emotion. At the same time with one hand he cues their applause. Peja walks forward to join Attila and Jelena at the grave. He puts their bottles beside the coffin with the pieces of his poem and exits with his friends, demanding that they must all get very drunk. 
Lights out.
9. SNAPSHOT – “FOOTBALL”
(Projection: Biljana’s Photos of her husband and 





her daughter as babies, spliced together)
I Forget music loop. Biljana walks into a pool of light downstage right as the players assemble stage centre for the football game. She explains how she became aware of the similarity between her daughter and her husband when they were playing with a football one day. She watches as the action occurs: Bilja’s husband (Nemanja), a youth football coach, plays keep away with her six year-old daughter (Ivana), who begins to stamp her foot and cry in frustration. Tanja, on the sideline as a family friend, pretends to be an announcer as Bilja’s daughter is given the ball and begins to dribble in wide circles, followed by her father. Her two uncles (Vaha and Igor) stand at the sideline and begin to shout football chants. Finally her daughter manages to turn towards goal with the ball and gets off a shot, which her father conveniently misses. Screams of triumph. Bilja’s daughter does a goal celebration and trots confidently over to the family friend, demanding she be interviewed like on television. The friend obliges and the little girl gives the practised answers of the professional player – what player did you admire growing up? “Daddy.” Who is your coach? “Daddy.” She then marshals everyone together for a family photo, in the style of football clubs kneeling on the turf after a famous victory. 
Lights out.

10. MAGDA – “GENGHIS KHAN”


(Projection: MAGDA)

Magda music loop. Lights up downstage right, on Magda, upstage right on Karl. She sits at her table, smoking, applying lipstick in small mirror. The phone rings. It keeps ringing. She smiles. In the background, Karl writhes in frustration. Finally, her make-up complete, Magda answers in a sexy, breathy voice. She recognizes the voice. “Is this Hannibal?”, she asks. “No, no. It’s Genghis Khan!” She purrs. You must be a great leader of men indeed, she says. Nnnn-o. He halts, stymied by his stutter. He can’t deny it, he is nothing, he has nothing: he works as a mechanic in an auto shop. He likes cars, but he can’t see any future – he has no education, people laugh at the way he speaks. No one respects him. Will she be his girlfriend? What’s her name? Maria, she says, careful but kindly. What about the future, instead of the present? Can’t he imagine going back to school, getting a nice girlfriend, cleaning himself up, finding a new life? She guides him to what could be new memories, of things he could do with his life. Suddenly he begins to shout. He doesn’t want her cheap dreams. He wants support for his memories, he wants to live there, to swim in fear, in self-loathing. He wants her to shut up and just agree. Magda says she does agree, but not with what he wants. She agrees that he is human like she is, he is alone as all people are, that if there is no hope, then he must find good memories, and make them live now, make them bear fruit. Did you have good memories? He hangs up, swearing at her, stuttering.
Lights out.
11. SNAPSHOT – “FAMILY DINNER”
(Projection: Vaha’s Photo of he and his twin 






brother as little boys, staring out at a camera in 






front of a chain-link fence)

 
I Forget music loop. Vaha steps into a pool of light downstage right while the players assemble downstage right in a freeze position portraying his family at dinner. Vaha’s brother (Igor) sits as if at table, staring out. Vaha (Nemanja) sits across from him, facing him. Their mother (Biljana) stands behind the table, worried at the silence.

Vaha speaks to the audience about the photo, how he doesn’t know when or where it was taken. He and his brother are twins but they are alike in few ways. As they grew up they drifted apart, always friendly, but seldom communicating. He never knew what was going on in his brother’s head, in the way people expected of a twin. The only time he ever saw his brother demonstrate emotion was one time at a family dinner. The tableau is set in motion, as he describes a frozen silence between his brother and his father. Vaha went to the bathroom; there, he heard a smashing sound. Vaha’s brother had suddenly raised his plate and smashed it on the table. Vaha (Nemanja) returns, trailing a blood-red strip of fabric. He walks slowly around his brother and his mother, wondering at the eruption, surrounding them with the fabric. His brother stares out emotionless, his hands bloody. He embraces his brother, who does not respond, but who does not repel the impulse. 

Vaha says he and his brother never discussed that moment. They live apart, still love each other, but seldom speak and never demonstrate their feelings. Vaha walks past the frozen tableau of the broken plate, the blood-red cloth, and the bending figures. 
Lights out.

12. SASHA AND NAPOLEON – “BENCH”
(Projection: SASHA AND NAPOLEON )

Sasha and Napoleon music loop. Daylight, centrestage. Players place a park bench in the middle of the stage and Sasha, carrying shopping bags, sits on it. She takes out some of her worldly possessions: a water bottle, an apple. She ties a red cloth around her eyes: she is blind. She sings snatches of songs, muttering and puttering. At stage left Ivana and Tanja freeze as passerby. At stage right Nemanja freezes as a passerby and Napoleon (Vaha) also is in tableau. 
Sasha is homeless and her mind has cracked. First she encounters a woman walking a dog (Ivana). The dog begins to bark, and Sasha panics. She begins to shout at Ivana, who can’t control her dog; they knock over the bench, spilling Sasha’s things. She spits and curses at the dog and its owner, standing on the raised edge of the bench. Ivana takes Sasha’s whistle and breaks it in front of her.
Nemanja comes on. He offers her help, sits beside her. Then he begins to preach, his voice rising in the tones of an evangelist. Sasha curses him and drives him off, though he promises her damnation.

Tanja comes on, in the middle of an increasingly agitated conversation on her cellphone. She is defying her pimp, calling him out for his treatment of her. Sasha asks her for help in picking up her things and Tanja refuses to respond, pushing her away. They wrestle over the phone. Finally Tanja knocks Sasha down and stalks away. Sasha is left alone, on the bench, a bit the worse for wear.

Napoleon enters, jogging, still wearing his black clown nose. He stops in mid-stride, recognising her. He runs backwards, then forwards, then backwards, forwards. He does a few laps around the bench to check. It’s her. “Sasha?” he asks. She does not respond. He sits beside her, thinking how he can make her recognise him. She tries to get him to leave, she doesn’t want to share the bench. He says he has to, that’s where the TV is. What TV, she asks, there’s no TV. Sure there is, says Napoleon. Just look. He clicks his fingers like a remote, surfing from channel to channel. He makes the sounds of each show he clicks to: Speedy Gonzales from the Bugs Bunny show, two boring talking heads from a news programme, Butch Cassidy and the Sundance Kid. It has a song they sang as kids. He turns to her and begins to sing along with the soundtrack – “Raindrops Keep Falling On My Head”. She tentatively begins to sing. This is it, he thinks, she will remember…but she trails off and stares off vacantly into space. She does not connect the song with their shared experience as children.
Desperate, he begins to re-tell fantasies they shared as children. Remember when we played business?, he asks. How I made up commercials for you about jam and apples and our first kiss and misbehaving in class with that substitute teacher? And when we played “prison”, and you were a lawyer and I was a prisoner because I wore a clown nose…he realises he is still wearing a clown nose. He tries to put her hand on it. She jerks it away, moving to the end of the bench. No, no, he says gently, I won’t hurt you, I have something to show you. Remember, he says, remember me wearing a big black nose? He puts her hand on the nose. How it made a sound each time you squeezed? She squeezes the nose tentatively, and each time Napoleon makes a honking noise. You had a nose, too, he says. He takes a black nose out and tries to put it on her. She resists, but finally he succeeds. He puts his hand on her nose and squeezes gently. See, he says. It makes a noise. Make a noise. She honks. She squeezes his nose. He honks. Then he squeezes her nose. She honks. Suddenly she pulls off her nose and throws it away. She sits, staring vacantly out at the world, humming something indefinable and inaccessible. Napoleon blinks, looking at who she is. She cannot, will not, be who she was. There will be no “us”. All he can do is accept the present, the gift of seeing her, now, and sit with her. He sits, now silent, staring out at the world. 
Lights out.
13. SNAPSHOT – “ST. ARCANGEL”
(Projection: Nemanja’s Photo of his 






mother, when young, with he and his brother 





cuddled in her arms)
I Forget music loop. Nemanja walks into a pool of light, downstage left. Behind him at stage centre Vaha and Igor take up freeze positions, at a diagonal from each other, Vaha downstage right, Igor upstage left. They both face upstage on the diagonal. Smoke fills the space.
Nemanja speaks to the audience about his family, how the photo would not exist except for a man he never met. When his grandfather Jovanović (Vaha) was in WWII, he was cornered one day in battle by a Chetnik (Igor). Igor spins around into a crouch, raising his hands as if pointing a rifle; at the same moment Vaha spins around with his arms raised, his back to the Chetnik. (They use Yoshi Oida’s “star” movement.) For some reason, Nemanja says, the Chetnik let his father go, saying, “remember me”. 
A few weeks later, says Nemanja, the unit of his grandfather encountered the Chetnik again. This time Jovanović held the rifle. Vaha spins into a crouch facing Igor, using the “star” movement and pointing his arms like a rifle. Igor straightens, holding his arms up in surrender. The Chetnik pleaded for his life. Remember, he says, how I spared your life? But the unit commander will brook no mercy. Nemanja begins to shout orders as the commander, ordering Jovanović to shoot. Finally, reluctantly, he does. The Chetnik falls and lies still in the mist.
Every year thereafter, Nemanja says, his grandfather refused to celebrate the various name days in the family. Instead he asked everyone to celebrate the name day of the Chetnik, to mark the fact that the family would not exist without his gesture of mercy. The Chetnik’s name was “Arangel” – Arcangel.  
Lights out.

14. ATTILA – “GOODBYE”



(Projection: ATTILA)

Attila music loop. Attila and Jelena at the gravesite. Behind them, the friends are frozen in a drunken tableau, leaning on each other as if covered in lava at Pompeii. A very wobbly Peja unfreezes and begins to guide, push, and carry the others to the gravesite, where he sets them up in a line.  Axel remains behind, playing a lilting traditional tune on his saxophone, a song they all know, that they have sung together many times. Peja, Anja, and Stašja begin to hum along with it, swaying drunkenly to the music, leaning on each other for support. Jelena leads Attila away from the gravesite into the space vacated by the friends. They slow-dance to the music, clinging to each other. At first Attila dances awkwardly, as if he has forgotten the steps. Jelena leads him, encouraging him. The dance becomes more and more fluid and they swirl around the floor, laughing. She says something low in his ear. He smiles; it’s their secret.
Axel continues to play, but the song is breaking up, fragmenting. Slowly Jelena leads Attila to the gravesite. He is reluctant to stop dancing but he lets her lead him there; he knows. As the line of friends sways, he says goodbye, first, to the madman Peja; then the bossy one, Anja; they smile, burp and hug him. Stašja is the only one breaking down; she’s not drunk enough to keep a brave face. He kisses her. Axel arrives, saxophone strung across his chest; they shake hands. Then Jelena, dear Jelena, who thought of him even as he thought of her, in the last moments of his life as he fought to remember these images, of good times, of music and dancing and bad poetry and friendship. He lies on the coffin, looking around wondering what it will be like. He adjusts himself carefully, folding his hands just so, and lies still. The friends begin to sing the song, a cappella, swaying together now. In a moment, in mid-phrase they stop, caught in mid-motion. 
Lights out.
15. SNAPSHOT – “FISH”

(Projection: Igor’s Photo of a Grayling Fish)

I Forget music loop. Igor sits up at the gravesite and moves forward to a pool of light at the edge of the stage. He speaks to the audience about a fish, a fish he once caught that could change colour. A chameleon fish. He was fishing one day, his thoughts in turmoil, trying to figure out why he was so confused about his life, and all of a sudden he felt this pull on his rod. He peered into the water to see what he had caught, but he couldn’t see the fish. He could feel it – it was still tugging on the rod – but it had changed to the colour of the rocks. He reeled in the fish and gazed at it in wonder; it changed colour before his eyes. After a moment he threw it back in the water. He followed it as it swam away, but it changed colour again to match the seaweeds and, though he knew it was there, he could no longer see it. He liked that fish. 
Lights out.
16. MAGDA – “KARL”




(Projection: MAGDA)
Magda music loop. Magda stands in a pool of light at the edge of the stage, downstage right. She is crying. The memories of a shattered relationship cross her face. She edges towards the ledge. She will jump.

Her cellphone rings. It rings again, as insistent as the man who is calling. Lights up on Karl, upstage right, in silhouette, standing by his armchair, smoking in agitation.

Magda retreats from the window. Lights up on her table, the chair, the cellphone which rings and rings. She tries to calm herself but she cannot; she knows it’s a man at the other end of the line, and it is a man who has hurt her, damaged her, taken a part of her, left her bleeding, with nothing to give. The phone continues to ring. Karl paces, gesticulating silently. Magda dries her eyes, smearing mascara across her face. She will exact revenge on this man. She answers. “Hot, Hot, Hot.” It’s Karl, he says. Carolus Magnus? No, he stutters, that’s my real name. Is this Maria? She laughs. No. It’s Judit. He’s confused, ready to give up his heart to Maria. Where is she?

She ignores his question. Do you want to get dirty? Do you want a woman to treat you bad? In the dim light of Karl’s space a beautiful woman appears in silhouette, standing in the doorframe. She loves like water, flowing around him. As Magda describes a series of sexual actions, she pulls Karl into performing them. He tries to fight off the woman, keeping one hand on the phone. I don’t want that, he stutters. Sure you do. Magda has no mercy left. That’s what all men want. Do you want her to get on her knees for you? To make herself a slave for you? Do you want to hit her, hurt her, treat her like she’s a worthless piece of meat? It’s not what I want, cries Karl. I want some hope. You promised me hope. Where is it?
That wasn’t me, she says, that was Maria. Do you want her to strip for you, strip away her pride, strip away her innocence? Do you want her to tell you you’re so good, you’re so big, so strong? Do you want her to beg for mercy? That’s what you want, she says. They are both crying, not hearing the tears of the other. Where is hope, he cries. You lost it, she says. You find it.
Lights out.

17. SNAPSHOT
 I Forget music loop. Snapshot images quickly flash on and off, one after the other: 

BENCH



(Projection: I FORGET) 
Lights snap upstage centre. Napoleon and Sasha, sitting together, staring out at the world
Snap out.

GOODBYE



(Projection: MEMORY) 
Lights snap up downstage left. Attila lies on the grave while his friends are frozen in mid-song.
Snap out.

KARL 



(Projection: JE ME SOUVIENS)

Lights snap up downstage right and upstage right, in separate pools. Karl buries his head in his hands, Magda stares out defiantly.
Snap out.

I FORGET



(Projection: Group Photo)
Magda (Tanja), Karl (Nemanja), Napoleon (Vaha), Sasha (Bilja), Jelena (Ivana), Attila (Igor) stand together in the same pose as the photo. 

Snap out.

Blackout.



(Projection: I FORGET)

END.
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