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Introduction


[image: image] WHY DUOLOGUES?


Whether you are doing theatre studies at school, taking part in a youth theatre, at drama school (perhaps in your final year and looking for showcase material), or attending a professional acting workshop, the duologue will arguably provide the most intense form of character exploration and analysis. It will draw on all the essential skills of the actor – namely playing an objective, identifying obstacles, incorporating backstory, staying in the moment and listening. It is what any Stanislavsky-based acting technique is all about, and a well-crafted duologue will allow you to put all these elements into practice.*


The twenty-five duologues in this volume are from plays that have largely been written post-2000. With the odd exception the characters range in age from fourteen to forty. There is a wide variety of character types and styles of writing from which to choose. They are all drawn from the extensive list of new plays published by Nick Hern Books.


[image: image] CHOOSING YOUR DUOLOGUE


Not surprisingly the majority of these duologues for two women explore feminist themes. Many are about female friendship and female rivalry. Some involve the dynamic between older and younger women and some are between sisters. Many have historical backgrounds and tell the stories of real-life people. Several of the duologues are ethnically or geographically specific, but the majority can be played in any accent and by any ethnicity. Similarly, out of context, some of the duologues can be played either younger or older than specified. Use your judgement and change place names or other references to suit your own purposes. You will also find a good mix between the dramatic and the comic, the overtly political and the more playful. Some contain strong language and deal with adult themes. All pro-vide a particular challenge and represent the pressing interests of some of our leading playwrights.


[image: image] PREPARING YOUR DUOLOGUE


To understand the characters and the context in any one piece, you will need to read the whole play and to undertake all necessary research. Work with your scene partner to create detailed character histories and a backstory. Work out what it is that you want in the scene, where your characters are in agreement and where they are in conflict. Is there a power struggle? Ask yourselves what the scene is about (see below) and think about the story you wish to tell and why. The duologues in this volume concern themselves with the human condition. They explore our deepest longings, fears and needs. They pose complex questions about how we relate to each other and to the world around us. By engaging in the characters’ psychology you will be able to reveal what lies at the heart of a scene.


[image: image] PERFORMING OR PRESENTING YOUR DUOLOGUE


As obvious as it may sound, remember that the playwright has written a conversation, so you will need to listen and to reply accordingly without preempting any outcome.


Allow yourself to be affected by what is said to you as you respond, and think about the effect you want to have on your partner. Stay in the moment and remain flexible and open to any impulses you or your partner might experience. The best kind of duologue is like an exciting tennis rally in which the audience are gripped, not knowing which way it will go. Several of the duologues in this volume are highly physical. Perhaps you will be working with a director who will have their own ideas about how to stage the scene. If you are working just the pair of you, think about how and where you will move in the space and what sort of physical dynamic there is between the characters. In some cases the writer has given a detailed description of what happens physically. Follow their stage directions and think of it as ‘choreography’ as you would a dance. Some of the writers use forward slashes (/) to indicate when the other character interrupts with their next speech.


[image: image] THE USE OF PROPS


Several of these duologues require the use of props. As far as you are able you will want to seek out items that are as close to the specified article/s as possible. Most actors enjoy working with props. The challenge of how to handle them during a scene, and the comic and dramatic possibilities they offer are all very much part of the actor’s craft. Be sensitive to anything that you handle on stage. Is it an item of rare or precious value? Is it something that disgusts you? Is it something that is dangerous and might frighten you? If you cannot get the ‘real’ thing, use your imagination to endow the object with all the qualities of the original.


[image: image] TIMING/EDITING


For the most part, the duologues are the same length as they appear in the original playscript. Unless you are looking for showcase material, where you will be obliged to edit a scene to the standard one to three minutes, you will find it more useful to have the complete scene as it is written. Occasionally I have modified a duologue to make it flow more easily, and where a duologue is exceptionally long I have shortened it. In these cases, I have inserted this symbol […] to show where a cut has been made.


[image: image] HOW TO USE THIS BOOK


For each duologue I have provided a list of the following:


[image: image] WHOThe characters’ names, their ages, and where they come from. In many cases, the characters can be played either younger or older than in their original context. If a character’s accent is not native to you, you may like to try playing it in your own accent. However, watch out for duologues that have been written with a strong dialect or idiom and where the essential rhythm of the piece needs to be maintained.


[image: image] WHEREFor the most part, this is specified in the text. However, you may prefer to change place names if you wish to transpose the scene to suit your own accent.


[image: image] WHENMost of the duologues in this volume are set in the present day. Some are historical. Read the whole play to make further decisions about the time of year it is, day of the week and the time of day.


[image: image] WHAT TO CONSIDERThis will include the style of the play, its themes and use of language, the characters’ backstories and some indication about what happens next.


[image: image] WHAT THE CHARACTER WANTSObjectives to play. Once you have learned your scene and have done all the necessary research and preparation, the only thing you should be actively playing is the ‘What do I want?’ or the ‘What do I have to have?’


[image: image] WHAT THE SCENE IS ABOUTIt is important to think beyond what your character says and does to the wider implications of a scene. This will enable you to play the scene with intelligence, sensitivity and a greater understanding and awareness of what the play is trying to say.


*


These lists are suggestions only. When you become increasingly familiar with your duologue you will find you have opinions of your own; you may even find yourself in disagreement with my notes. Use this book as a springboard from which you will form your own opinions and ideas. My notes are by no means a substitute for reading the play or for thinking for yourself about the characters and their situations; they are rather a tool intended to help, to provoke and hopefully to inspire.


* Konstantin Stanislavsky (1863-1938) was a Russian theatre practitioner who developed a series of techniques in order to help the actor towards a more realistic portrayal of his character.




The Duologues




25% OFF


all the plays in this volume


All of the duologues in this collection are taken from plays published by Nick Hern Books, and can be ordered from:


www.nickhernbooks.co.uk


Use the following code at the checkout and you will automatically receive 25% off any of the titles featured in this volume:


NHBDUOS


Happy reading!







3 Winters


Tena Stivičic


[image: image] WHOAlisia Kos, thirty-six, and her sister, Lucija Kos, thirty-three. (Out of context these characters could be played younger.)


[image: image] WHEREThe Kos’ family home in Zagreb, Croatia.


[image: image] WHENNovember 2011. After midnight.


[image: image] WHAT HAS JUST HAPPENEDThe play tells the story of four generations of the Kos family. It travels forwards and backwards in time charting war and political upheaval during the years 1945, 1990 and 2011 in what is now Croatia, a part of the former Yugoslavia. Central to the story is the house in which they live. In the duologue that follows, the year is 2011. Lucija is about to be married to entrepreneur Damjan. Her sister Alisa, visiting from England where she is studying for her PhD, is concerned about how Damjan has managed to purchase the house, which was once partitioned by the state and shared between three families.


[image: image] WHAT TO CONSIDER


• The historical and political background. Take time to research the key events as described in the play.


• The tension between the sisters. Like many sisters they are rivalrous but also close.


• Lucija was a fat child while Alisa was the one with boyfriends.


• Alisa has had several failed relationships, some of them gay.


• Alisa has travelled and forged an academic career, while Lucija has stayed at home to be married to a local entrepreneur.


• Karolina was daughter to the original owners of the house – the aristocratic Amruš family. After the Second World War Karolina’s father fled to Argentina, along with other Nazi sympathisers. Read the play to find out how the family are related to Karolina and why it is that Karolina insists that the house is theirs by rights.


• Their great-grandmother, Monika, was a maid in the Amruš household.


• General Tito was the Prime Minister of former Yugoslavia, and the ‘Party’ is the Communist Party. Their Grandma Rose was a loyal Party member.


• Dunja is their aunt.


[image: image] WHAT ALISA WANTS


• To prick her sister’s conscience.


[image: image] WHAT LUCIJA WANTS


• For Alisa not to judge her.


[image: image] WHAT THE SCENE IS ABOUTSisterly rivalry, sisterly love, change, survival, social conscience versus greed.


[image: image] NBThis play offers a number of other duologues from which to choose.


ALISA walks into the dining room, carrying a bottle of whiskey. She finds LUCIJA in her pyjamas, at the table, eating the apple cake from the tray. An old trunk is pushed to the side of the room.


ALISA. What are you doing?


LUCIJA. Couldn’t sleep.


ALISA. Nervous?


LUCIJA. Hungry. I haven’t eaten properly in a week.


ALISA sits at the table, pours herself a drink.


ALISA. You haven’t eaten properly in a decade.


LUCIJA. Not true. I had a very indulgent Sunday lunch in 2007. What about you?


ALISA. Can’t sleep either. (Re: the trunk.) Where did that come from?


LUCIJA. The attic. Everyone seems to think that old crap from every nook and cranny in the house should be dumped on me to deal with.


ALISA. That ought to give you a pleasant sense of entitlement.


LUCIJA keeps eating. ALISA opens the trunk and pulls out an old, early-twentieth-century lady’s dress.


LUCIJA. Karolina’s?


ALISA. Too fancy to be Great-Grandma’s? I think it’s the one in the portrait.


ALISA brings the dress to her face and inhales the smell.


Smells like history. Put it on.


LUCIJA. No. You think?


LUCIJA undresses and carefully puts on the dress. It’s too tight across her chest and altogether a size too small.


People were smaller a hundred years ago.


ALISA. Certainly in the chest area.


LUCIJA. Congratulations. It’s been all of six hours before you started giving me shit.


ALISA raises her hands in a conciliatory manner.


It’s easy for you to judge. Having not taken after the fat side of the family. Do you know that breasts are made of fat? You lose the fat, you lose the breasts. Or keep both. What kind of a Sophie’s Choice is that?


ALISA. So, Sophie lost the fat and put on a pair of wedding breasts.


LUCIJA. I didn’t put them on you, did I?


ALISA approaches LUCIJA and starts buttoning up the dress at the back. LUCIJA pulls her belly in and inhales as ALISA straps her into the dress.


ALISA. ‘Fooling around doesn’t mean you’re gay’?


She pulls the dress tighter. LUCIJA can barely breathe.


LUCIJA. I’ve done things. I might even have done things you haven’t.


ALISA. Do tell.


LUCIJA. No.


Some buttons snap open.


Oh, shit.


They giggle.


No more cake for me.


ALISA laughs.


ALISA. I’ve missed you.


LUCIJA. I’ve missed you too. Freak. ‘Koala bear.’


ALISA has put on a period coat and hat. LUCIJA produces a small bag of pot, rolling papers and cigarettes from her handbag. She starts rolling a spliff.


You know I had my first spliff with Karolina?


ALISA. What?


LUCIJA. When Grandma Rose died, I landed the exciting task of going to the home to read to Karolina. She thought she was instilling a reading habit in me.


ALISA. You used to love going there.


ALISA comes to sit at the table, in the coat and the hat.


LUCIJA. No, I used to love getting paid in chocolate. Grandma Rose used to come and read, but you know how she’d start lecturing on Tito and the Party as soon as she had an audience. So when I got there and just read, they loved me! Those were the years I got really fat. Then Karolina discovered dope. There was that old hippy in the home, who was growing it on the balcony. If she hadn’t died soon after I would have turned into an elephant!


LUCIJA hands ALISA the spliff. She lights it.


Why is it wrong to feel entitled?


ALISA. Because reading to and taking drugs with an old bat doesn’t entitle you to her house.


The spliff travels back and forth from ALISA to LUCIJA.


LUCIJA. It’s not that! We have a history here. Four generations.


ALISA. Okay, yes. We do. Let’s call it continuity. This is a beautiful thing, nostalgic, sentimental, in a good way. But it doesn’t give you a sacred right to the bricks and the land over the other people who also live here. The transition-born aristocracy you’ve joined is a very different thing. You’re not protecting our heirloom.


LUCIJA. I think that is what I’m doing.


She smiles a knowing smile.


ALISA. How?


LUCIJA. Karolina told me, she said, all of this should be mine.


ALISA. Yours, alone?


LUCIJA. She said, yours. I’m not sure if she meant singular or plural. But she said it. Why would she say that?


ALISA. Because she was high! And old and crazy. Maybe she was afraid her dad had more children in Argentina and they might come for their inheritance.


LUCIJA. Before she died, Karolina asked Mum and Dad to help her find a lawyer. To write a will. I remember, she said it was important. But it was in the middle of the war. Dad had just lost his job. Dunja was moving in with us. They were overwhelmed. Nobody had time for her. And then she died. We never thought Karolina would actually die one day.


ALISA. Okay. It’s possible she would have said she wanted us to have the house – which at that point wasn’t even hers to give. But it’s equally possible she would have left her earthly possessions to a dog shelter –


LUCIJA. Please! You know there were always things not talked about.


ALISA. Because her father was a Nazi. And because she’d been in an asylum. Those were sensitive matters.


LUCIJA. What if she’d been put away because she got pregnant out of wedlock.


ALISA. What?!


LUCIJA. Couldn’t keep the child so had a maid look after it…


ALISA. Had a maid… I will not have you renouncing Great-Grandma Monika and our background!


LUCIJA. All I’m saying is it’s possible she would have revealed in the will things that she was too traumatised to talk about.


ALISA. Why would she kick Monika out with the baby then?


LUCIJA. I don’t know because nobody thought to get to the bottom of it when it was time –


ALISA. You can’t use an imaginary will to justify a claim to the house!


LUCIJA. Who in their right mind could be so against getting a house?


ALISA. I can’t get my head around it. I have never in a million years thought the whole house would be ours. We never aspired to it… It was never even a value to… value.


LUCIJA. A value to value. Impressive.


AlLISA (putting the spliff out). This is strong.


LUCIJA. Do you share these ideas around in England? About how private property is not a value to value? I’m sure they love you, you old socialist.


ALISA. Well, actually, England has a long tradition of socialist –


LUCIJA. What?


ALISA. Thought.


LUCIJA. ‘Socialist thought’! First of all, it wasn’t a value to value because it wasn’t done. Second of all, we were poor, Alisa! Without Dunja’s German stash we would have starved when Dad got fired from the school. You know, providing a house for your family to live in is an honourable thing.


ALISA. Dad got fired because he was honourable. I don’t get this personality U-turn you’ve taken!


LUCIJA. It’s not a U-turn. You just want everything to stay the same, so you could feel cosy and familiar when you grace us with your presence.


ALISA. I don’t expect everything to stay the same, I just expect that things don’t reverse to where they were however the hell long ago when the rich were rich and the poor were poor and a little bit embarrassing to be seen with. And women were there to be pretty and perfect. No, I don’t like the change. That you’re suddenly taking the sacraments, and having pre-wedding cosmetic surgery and that we’ll be doing the ‘Buy the Bride’ fucking peasant ritual that not even Grandma Rose gave a shit about fifty years ago!


LUCIJA. How can you be so judgemental? You make the weirdest choices of your own and you don’t see me judging you!


ALISA. The choices I make, I make for myself. You make yours for other people.


LUCIJA. I choose to make that choice!


ALISA. That’s a bullshit argument. Freedom of choice doesn’t mean every choice is equally valid.


LUCIJA. I can’t wait for you to come back one day and start administering all your wisdom to this backward nation.


ALISA. I’m thinking about it!


Beat. LUCIJA is taken aback.


LUCIJA. You are?


ALISA. I don’t know. Maybe.


Pause.


LUCIJA. To live with us?


ALISA. Perhaps. (Pause.) Perhaps in the country. In the nature. Away from the city.


LUCIJA. Fuck me. Male, female, east, west, town, country. You really are mixed up. (Laughs.) Well, if you decide to come back, you can have the attic. (Beat.) We can do it up for you.


ALISA takes it in.


Dad would pee his pants with joy if you came back.


They both burst out laughing. The spliff has kicked in.


Remember the Polaroid camera Dunja brought from Germany? Dad took about twenty pictures of you. The single one he took of me, he also managed to get the dog taking a crap in the background.


More laughter. The clock strikes one. LUCIJA gets up.


I’m going to bed. Have to be pretty and perfect tomorrow. I might throw up first.


ALISA. Great idea. (Pause.) Look. I’m sorry. I don’t mean to be… unsupportive.


LUCIJA. You know, Damjan is not a bad guy. I wish you’d keep an open mind.


LUCIJA kisses ALISA on the top of the head. She grabs a mouthful of cake from the tray. She makes her way out, and then stops.


Is that what you were going to announce at dinner? That you were coming home?


ALISA. Oh. No. No, I wasn’t. I was going to toast you. That’s all.


LUCIJA. Right. Goodnight.


She leaves.




Blue Stockings


Jessica Swale


[image: image] WHOCelia Willbond and Tess Moffat, both students at Girton College, Cambridge.


[image: image] WHEREThe orchard at Girton College.


[image: image] WHEN1896. Night-time.


[image: image] WHAT HAS JUST HAPPENEDCelia and Tess are studying science at Girton College. Celia is described as, ‘a fragile hardworker’, and Tess as ‘a curious girl’. Tess has already got into trouble for expressing views that her male lecturers consider outrageous. She has also started a romance with Ralph Mayhew, who is a student at Trinity College. They have been meeting in secret, and now Tess, who has fallen in love with Ralph, cannot concentrate on her studies. In the duologue that follows, Celia is worried that Tess will fail her exams.


[image: image] WHAT TO CONSIDER


• Girton was the first women’s residential college in Britain, admitting its first students in 1869. However, it was not until 1948, some fifty years later, that women were allowed the right to graduate. Make time to research this fact and to understand the phenomenal bravery of the women who fought for this right.


• The immense opposition that Celia, Tess and their fellow female students must face.


• The emergence of women as free-thinking individuals, in search of lives other than those of being a wife and mother.


• ‘Bluestocking’ was the term given to these women who eschewed marriage in order to follow a path of academic study. The term was originally coined to refer to men who were intellectuals, but became a kind of insult when applied to women. It suggested that women who wanted to learn were also frumpy and unattractive.


• When Tess arrived at Girton she was desperate to learn and to gain parity with men, but falling in love with Ralph has rendered her unable to focus. Her feelings of love/lust are so strong that she is even questioning her desire to study in the first place.


• Celia is able to observe this change in Tess and is equally desperate for Tess not to give up.


• The Personal and the Political. If Tess drops out, it will be both a personal failure and a political one, proving that women are too weak to learn and fit only for marriage.


• ‘Cuvier’ refers to the French scientist who is the so-called ‘father of paleontology’.


• Read the play to find out what happens to Tess and Ralph. Remember not to anticipate the outcome when you are playing the scene.


[image: image] WHAT TESS WANTS


• To be left undisturbed.


• To be free to wallow in her feelings of love for Ralph.


• To marry Ralph and to give up on her studies if necessary.


[image: image] WHAT CELIA WANTS


• To save Tess from herself.


• To keep Tess on side. (If a fellow female gives up in this way it will mean a failure for all female students.)


[image: image] WHAT THE SCENE IS ABOUTThe pressures of being a thinking woman. (Although this play is set over a hundred years ago, women still face the challenge of how to be good wives/partners/mothers as well as successful careerists.)


CELIA. What are you doing out here?


TESS. Daydreaming.


CELIA. It’s the middle of the night. Listen, have you finished your Cuvier notes? Caro thinks we need to learn the fossil studies. Have you read them?


She takes the half-finished poem out of TESS’s hand.


TESS. Give it back! It’s impossible. Nothing rhymes with orchard.


CELIA. Pilchard.


TESS. What?


CELIA. Pilchard rhymes with orchard. Sort of. Use that.


TESS. You can’t write a love poem about a pilchard.


CELIA. You could. ‘A pilchard caught swimming off Dover…’


TESS. Alright! I’ll do Cuvier later.


CELIA. The test’s tomorrow.


TESS. I can’t concentrate.


CELIA. Just think about something else. Cuvier. How was botany?


Beat.


Tess?


TESS. I’m thinking. About Cuvier.


CELIA. Tess, don’t –


TESS. Just leave me be.


CELIA. You can’t risk another failure.


TESS. I haven’t failed anything.


CELIA. Carolyn told me.


TESS. What?


CELIA. About botany.


TESS. She’s got no business –


CELIA. I said I’d help you.


TESS. I don’t want your help.


CELIA. You need it.


TESS. I don’t. If I do, I’ll ask for it.


CELIA. You’re too proud, Tess.


TESS. You’re just jealous.


CELIA. What?


TESS. Of what I’ve got with Ralph.


CELIA. I worked hard to get here, I’m not about to throw it away.


TESS. I’m not throwing it away.


CELIA. He’ll ruin your education –


TESS. He is an education.


CELIA. He’s not.


TESS. I’m just not interested in Cuvier! And today, three hours on the science of war? I don’t see the point.


CELIA. It means we won’t make the same mistakes again.


TESS. Who?


CELIA. Us. People.


TESS. No, Celia. Men. It means men won’t make the same mistakes again. The only impact we women ever had on war was when Brudenell’s wife knitted him a new jersey and the troops said, ‘That looks warm, what do you call that, Lord Cardigan?’ We don’t get to make decisions –


CELIA. We do.


TESS. Like what?


CELIA. Like family. Don’t you want to teach your children to be good, responsible people?


TESS. Oh, that’s exactly what we need, another lot of good, responsible, quiet women while our sons stand up in Parliament.


CELIA. And you’re going to change that how? By giving up!


TESS. We can’t compete, we can’t even vote.


CELIA. And we’ll never get the vote if you sit under an apple tree all night.


TESS. At least in an orchard I know where I am.


Beat.


CELIA. What’s happened to you? You used to want this so much. He’s put doubts in your head, hasn’t he?


TESS. What?


CELIA. He doesn’t approve.


TESS. You don’t know him. He’s not like the others.


CELIA. They hate us being here.


TESS. He believes in this! Maybe more than I do. It’s me, Celia. I just don’t know what I want any more.


CELIA. Listen. If he believes in this, then he likes you because of your mind. We’re thinkers, scientists!


TESS. Outcasts.


CELIA. What?


TESS. We’re bluestockings, Celia. Untouchables. If I mess this up with Ralph then who else is going to have me? We’re not good Christian women any more. We’re not meek and mild. We’re dissenters. No one will have us. What if I want to be a mother? It’s all very well for you.


CELIA. What’s that supposed to mean?


TESS. You’ve never had a – you only want… You know what I mean.


CELIA. I only want what?


Pause. CELIA is hurt.


You really have no idea, do you.


TESS. Come on.


CELIA. You should watch yourself, Tess. I’ve never – I haven’t – I mean, I’ve never had a Ralph. I want that too. Almost more than anything. But being here… it’s not until it’s taken away that you understand. They sent me home. Nervous exhaustion. I worked through till dawn every night then went straight to prayers. I had to fight to come back. What would I have done if they’d said no? Don’t throw this away. Not when it’s only just started.




Bracken Moor


Alexi Kaye Campbell


[image: image] WHOVanessa Avery, late forties, and her friend Elizabeth Pritchard, also late forties. (Out of context these characters could be played ten years younger.)


[image: image] WHEREThe drawing room of the Pritchard’s home in Yorkshire.


[image: image] WHENDecember 1937.


[image: image] WHAT HAS JUST HAPPENEDVanessa Avery, her husband Geoffrey and their son Terence have arrived from London to stay with Elizabeth and Harold Pritchard in Yorkshire. The friends have not seen each other in ten years. Terence used to play with Elizabeth and Harold’s son, Edgar, but, as we learn in the duologue that follows, Edgar died just after the Avery’s last visit.


[image: image] WHAT TO CONSIDER


• The style of writing and manner of speaking. It is 1937, so there is much more formality in the way people addressed one another.


• The differences between the women. On the surface (and irrespective of what has happened), Vanessa appears much more shallow than Elizabeth. Make a decision about whether this is actually the case or whether appearing to be light and fluffy is Vanessa’s coping mechanism.


• The opportunities and expectations for women of that class at the time. Despite enormous progress, there was still the assumption that the most important role for women was that of wife and mother. Making a beautiful home was possibly the only creative outlet for a woman like Vanessa.


• The guilt that Vanessa feels at the fact that her son is alive and grown-up, and that somehow their last visit and Terence’s close friendship with Edgar is linked, in Elizabeth’s mind, to Edgar’s death.


• Elizabeth’s need to talk about the tragedy. She does not want to hide from it or to bury it. Her way of coping has been to live in it, to relive it. Notice how immediate it is for her and that, despite it being ten years ago, she feels/experiences it as though it were yesterday.


• The Yorkshire Moors. A place of great beauty, but of desolation, remote and haunting.


[image: image] WHAT VANESSA WANTS


• To help her friend.


• To relieve her own sense of guilt and helplessness.


[image: image] WHAT ELIZABETH WANTS


• An end to her emotional suffering. (Even if that means by her own death, which, she says, she welcomes.)


• To talk and to be heard.


• Forgiveness. (As Edgar’s mother she blames herself for not having been able to save her son.)


[image: image] WHAT THE SCENE IS ABOUTMothers and sons, the loss of a child, guilt, pain, suffering, friendship.


VANESSA. So, here we are.


ELIZABETH. Yes, here we are.


VANESSA. Oh, my darling, I don’t know where to start. Ten years is a lifetime.


ELIZABETH. A lifetime, yes.


VANESSA. But the most important thing is that here we are now and we can pick things up again as if nothing at all has happened.


ELIZABETH. As if nothing has happened?


VANESSA. What I mean is we can resume our friendship and slowly start to do things again and how wonderful it would be if you did get out of this place for a little while and you got on to that train and came down to London and we could all get together again, the whole pack of us and Milly Hughes and the Bedford sisters and all of us again like old times and we could go to the Café Royal and have those lethal cocktails, wouldn’t that be fun?


ELIZABETH. Yes, maybe.


VANESSA. But here we are again, the two of us, the best of friends.


ELIZABETH. Yes.


Pause.


Only trouble is, my darling, I don’t know how long I’ll be around for.


VANESSA. You’re not planning to emigrate are you?


ELIZABETH. You see I had to keep going didn’t I? For Harold really. For better or worse, that sort of thing. But you know, I think he’ll be fine. His work keeps him going, he doesn’t dwell on things like I do. So he’ll be all right when I’m gone, I’m sure of it.


VANESSA. Gone where, my sweet?


ELIZABETH. And now I think the time is coming.


VANESSA. What time? My darling, what are you talking about?


ELIZABETH. Do you know he’s like a lover that I call every night?


VANESSA. Harold is?


ELIZABETH. No, darling, not Harold. I lie in bed at night and open myself up and I whisper, ‘Come on, come on, I’m waiting for you, come and take me away, my love, take me with you, I’m all yours.’ And so I call him every night into the stillness of my bedroom and into the coldness of my sheets.
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