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Foreword





Over fifty years of new writing for the first official youth theatre in the world is something we can all be proud of.


I say ‘all’, and it is said with little humility, because wherever we go and whoever we work with, it appears that someone somewhere has either seen or been involved in a National Youth Theatre production. Ever since the NYT’s birth in 1956, this company has led the way in youth drama, from the inspiring early days of making Shakespeare accessible to young actors and audiences alike, to more recent times and the hard-hitting, risk-taking stories written by emerging young writers who soon became household names.


Throughout our illustrious highs and sometimes fragile lows, what sets us apart from other companies is our unique ability to find raw and exciting talent both on and off stage. It’s important to stress the off stage, because these plays would not have been produced without our young cohort of backstage and technical talent. Or their directors, to many of whom NYT have given their first break, like Matthew Warchus, current Artistic Director at London’s Old Vic.


We champion diversity and individuality, and many of the speeches chosen in this anthology reflect that stand-out quality. It is the what we are that informs the what we say – and our vast national reach of diverse voices is wrapped neatly into these pages of monologues that will help you find your own individual voice when making that all-important impression.


This collection features a speech from the first play to be commissioned by NYT in 1967. It was the ‘summer of love’, and a simmering youth might have been feeling amorous, but Zigger Zagger reflects the anxiety and anger of Britain’s young, set against



their (sometimes violent) passion for the beautiful game. It might well be one of our ‘classics’, but it still delivers some thrilling and chilling resonance today.


When commissioning new work I often seek a brave voice keen to explore the extremities of a character’s mind and actions, whilst retaining the plot. Admittedly, the road to opening night can involve acrimonious bust-ups followed by kiss-and-make-ups between director and writer. I can recall stories of writers ‘being banned’ from rehearsal and technical sessions in the theatre, and others where directors have simply gone ‘It’s either them or me!’ On such rare occasions, I choose the writer every time. After all, it is their words we are illuminating.


Many of writers featured here were ‘first-timers’ with NYT. It’s with some pride that I flick through these speeches and remember the moment I first met James Graham. I went to see his play Albert’s Boy at the Finborough Theatre – and couldn’t believe it when the young boy (twenty-two, but looking fourteen) at the bar, awkwardly sipping a pint, introduced himself as the writer of something truly sophisticated and appealing. I offered him a commission on the spot. Tory Boyz was the first play he wrote for NYT and the first time he ever received payment for his immense skill. I had asked James to write a play that highlighted the homophobic bullying that stalked the Westminster lobbies, and to mirror it with the likelihood that the first gay PM would be a Tory – and a deceased one at that. Ten years on, the play still resonates today, as do so many of the speeches in this book.


Often writers find their voice by happy accident or simple frustration at not being cast in plays they feel they are right for. Some are lucky enough to do both. At sixteen, Sarah Solemani was a bundle of talent and opinion that deserved to be seen and heard. I had to give Sarah her first writing break just a few years later because she is so damn funny and observant. Eye/Balls packed a punch and put a female character at the heart of the double bill that again showed astonishing complexity for someone so young. It was clear Solemani was an important champion for female voices and remains so today.


Over the past fifteen years, I’ve commissioned more female writers than male simply because I’ve felt a desire to hear their stories more. For instance, Stephanie Street’s sensitive adaptation of Mohsin Hamid’s The Reluctant Fundamentalist puts love and grief at the heart of the play because she can. Blue Moon Over Poplar, Rebecca Lenkiewicz’s story of incest amongst the post-war rubble in London’s East End, feels real and raw because she dares to write of uncomfortable beauty in an ugly world.


None of the plays in this collection could have been commissioned or produced by NYT without our brilliant supporters, past and present, to whom we’re extremely grateful. A special mention must go to the Pureland Foundation for their support of our new writing for young people, and our other principal supporters, The David Pearlman Charitable Foundation and Arts Council England.


Whilst compiling this book, the NYT lost Judy Browne, one of our inspiring alumna and practitioners, so it seems fitting to honour her name with this collection of speeches. She was never short of a speech herself.


I can’t mention all of the writers I’ve loved working with, simply because this is not meant to be a love letter. Sadly some of them didn’t even make the cut here because their plays didn’t have suitable monologues. But thanks to Michael Bryher’s keen eye, we have a collection of voices for you to enjoy. I hope it will help you find your own individual voice – and an audience to share it with.


Paul Roseby


Chief Executive and Artistic Director


National Youth Theatre of Great Britain












Introduction





No matter who you are or where you’re from, no matter what you look like or sound like, no matter what your background is or what school you go to – whether you love musicals, Shakespeare, TV, or even if you’ve never been to the theatre before, you could pursue a career as an actor. And perhaps reading this book might be the beginning of your journey. Welcome to the National Youth Theatre’s volume of audition monologues.


At the National Youth Theatre (NYT), we know that auditions can be scary and nerve-racking, but they can also be exhilarating and sometimes even fun. We have put this book together to give you the tools to help you choose the right speech for you, so that you can prepare properly and be ready for anything that might happen in an audition room – and you may even enjoy yourself along the way!


It doesn’t matter if you’ve never done any acting before; if you’re a passionate, motivated person who is interested in the world around you, and you want to give it a try, go for it. There are speeches in this book that could work in all different types of audition, so have a look and see if you can find one that inspires you.


What this book is for


The bad news is that there is no secret recipe for the perfect audition. There’s no definitive list of dos and don’ts; it depends on who you are auditioning for, what the role is and whether it’s for a play, musical or screen. The good news, however, is that there are lots of ways that you can prepare yourself so that no matter what situation you find yourself in, you can still do your best. This book will provide guidance and advice for navigating a variety of auditions including NYT, drama schools and castings, and whilst it is impossible to supply you with all the right answers, it will definitely help you to ask the right questions.


We’ve selected seventy-five monologues from plays that the National Youth Theatre has commissioned or produced over more than fifty years and from a wide variety of writers. Before each monologue is a commentary that will give you context from the play, as well as notes and advice about how you might approach the speech should you choose to perform it. You may feel that you want to do a speech differently from the way that’s been suggested – that’s fine! This book isn’t intended to limit how you perform the monologues we’ve chosen, instead it should be a starting point so that you can feel confident approaching any speech.


There is also a section with exercises that you can use to deepen your understanding of the speech, as well as a glossary at the back (in case there are any words you don’t understand).


Back to Basics


Different types of auditions


Let’s go back to basics: an audition is an interview in which you will be asked to do some kind of performance.


If you’re auditioning for drama school the process varies depending on where you’ve applied. Often you will be asked to learn and perform between one and four speeches each lasting somewhere between one and three minutes.


Two or three of these speeches should be taken from a modern play (some schools are happy with anything written after 1900 and some schools will want the play to have been written no earlier than 1990 – check the individual guidance) and one or two should be classical speeches by Shakespeare (or another Elizabethan/Jacobean playwright like Christopher Marlowe or Ben Jonson).


Some drama schools will give you a list of classical speeches to choose from, and others will let you choose yourself, but all of them will let you choose your own modern speech. It is always worth having a range of speeches that vary in tone to draw from; you might want to have one speech that allows you to be



emotionally vulnerable, and another that will allow you to show a lighter, more comedic side. Alternatively, you could pick one character that is quick thinking and witty, to perform alongside another character who is in a state of emotional turmoil and finds it hard to articulate their emotions.


Whatever you choose, try and play to your strengths, and pick speeches that you enjoy performing.


Some schools also include a workshop in the first-round audition, which might cover voice work, movement exercises or improvisation; others might only invite you to take part in a longer process if you get a recall.


The number of recall rounds depends on the school, but all the information for the individual school will be detailed on their website. There will also be a slightly different process if you are applying to a musical-theatre course or a course in applied theatre, so make sure you carefully read the individual guidance for each course you are applying for. This might sound complicated, but all you need to do is make sure that you have prepared the right number and type of speeches for each audition, which means looking carefully at the individual school’s guidance, and giving yourself a few months to get ready.


If you’re auditioning for a production of a musical or a musical-theatre course, the process will involve singing, acting and probably a dance audition too. Just like having monologues in your memory, it is also worth having a variety of songs that you can sing at an audition which suit your range, tone and personality.


Even if you are only applying for an acting course, most drama schools will also ask you to sing something (by yourself without accompaniment), so it’s worth keeping this in mind in case they ask you to sing.


If it’s a full musical production you’re auditioning for, you should also consider what type of musical it is and match the song you sing at the audition to that style; for example, if you are auditioning for a Sondheim musical, make sure you pick



something that has an emotional journey and allows you to show your acting ability, whereas if you are auditioning for a Broadway musical you may want to pick something more showy.


Sometimes you will be asked to learn multiple songs and scenes from the show you are auditioning for; as with drama-school auditions, this can involve a lot of preparation, but it will be worth it if you get the part.


For a screen role, you might be asked to learn several scenes from a TV or film script. Screen auditions are different from stage auditions – they rarely require monologues and instead you will be given an extract from the script of the programme or film you’re auditioning for, and you’ll often be filmed as you perform it in the audition.


It’s important that you try and learn the lines for a screen audition so that the camera captures everything you do (rather than filming the top of your head as you look down at the script). If you only receive the script the day before the audition (which isn’t uncommon), try your best to learn it but, if that’s not possible, make sure you know it well enough to be able to bring it to life in the audition.


The casting director or their assistant will read in the other characters, and they will often sit just to the side of the camera so that your full face is captured within the shot (but don’t be afraid to ask if your body position and eyeline are okay for the camera).


Auditioning for screen roles can feel a little intimidating, but if you prepare well you should feel confident to give the most truthful performance you can.


Usually these days, if you’re auditioning for a theatre role, you will be asked to read from a scene of the play you’re auditioning for. There is slightly less expectation to learn the lines than for a screen audition, but if you can learn them, do; your performance will be more alive if you aren’t constantly looking at the script, and you will find that you can invest so much more in the character and the relationship.


Remember that there are lots of other people out there who would love to get this job too, so make sure that you prepare as much as you can and give yourself the best chance.


That being said, if you’ve only half learnt the lines, make sure you have the script in hand – an audition is there to test your suitability to play the character, not to test how good your memory is.


The director may give you notes and redirect you in the scene or they may not. Try not to read anything into this decision, but if they do redirect you, remember that this isn’t because they thought you were bad the first time; they may also want to see how you respond to direction. Listen to their notes and try to take them on as you give it another go. If you don’t understand what they are saying then ask them to clarify, but otherwise try your hardest to make the piece of direction you’ve been given come to life.


As with all theatre auditions, it is so important that you read the whole play so that you know where in the story the scene you’re performing comes, what the tone of the play is, who your character is and what they want.


It’s often a good idea to come to the audition with a few questions either about the play or the production, to show that you have engaged with the play and are interested in the project.


For the National Youth Theatre’s intake auditions we ask that you prepare one speech, but for our castings we might want two or three speeches and a song too. Since we are an ensemble-based company, we will want to know if you can work as part of a team, so we also run workshops as part of our audition process where you are asked to move, play, improvise and work as an ensemble.


We are slightly different from drama schools or auditions for a play or film – we are just as interested in you as a person as your ability to act. We value independent spirits and young people who have something to say about the world, so as well as preparing a speech for us, make sure you come in and tell us about what makes you you!


As you can see, there’s no one rule to how an audition will run – each drama school, director or theatre company is different and will be looking for different things. As a result, it’s really important that you are 100 per cent prepared for any circumstance, so no matter what you’re auditioning for, it’s always worth having no fewer than two different modern monologues, at least one Shakespeare prepared, and a song which you can sing easily without accompaniment.


What is the auditioner looking for?


This is the golden question, and again there is no easy answer. As I’ve already said, different types of audition will ask you to prepare different things, and even within those types, different auditioners may be looking for different things; for example, one drama school may want you to be able to sing as well as move and act, whereas another will place less emphasis on your musical ability; one director may value a playful approach where another is looking for intensity for a certain part. So how can you know how to give them exactly what they want? Well, in short, you can’t. But there are lots of things you can do to present the best version of yourself, and deliver a speech that is emotionally committed and truthful.


What is a monologue?


Very simply, a monologue is a part of a play where a character talks, uninterrupted, for anywhere upwards of a minute. Monologues can occur within scenes where a character is talking to another character, or they can be addressed to the audience – sometimes whole plays can be monologues.


When taken from a scene, a monologue often marks an important moment for the character as they have so much to say that they need to speak for a long time. No matter what the context, when a character speaks for a prolonged period of time, they are always trying to affect and change the person (or people) they are talking to, and in doing so, they go through some kind of change



themselves. For example, in Al Smith’s The Astronaut Wives Club, which features in this book, Mary Engle wants all the other women at the party to understand why she wants to expel Sandra from the club, and in doing so Mary moves through explosive anger, to vulnerability and finally to a sense of dignified defiance.


In several of the speeches in this anthology the character is talking directly to the audience, so ‘who’ they are talking to is a trickier question to answer. Even when this is the case, they still want to change the audience in some way, but you have to think about who the audience is: do they represent the character’s best friend, or perhaps a counsellor the character has visited to talk about their situation? Maybe the audience could be someone on a bus that the character has just struck up a conversation with? In Eddie’s speech in James Graham’s Relish, the audience might represent a new member of the kitchen staff, or perhaps they could be the people eating in the restaurant. You might instead decide that the play is ‘metatheatrical’ and that the audience is just an audience, but even if this is the case, make sure you know how the character wants to affect them.


Not every monologue has to be deep and meaningful – comic speeches are great as well, but the same principles apply: who is the character talking to? How do they want to change them? What change do they go through themselves?


Where do I start?


Don’t be scared. It might be that you’ve known you want to act since you can remember, or perhaps you’ve never done any acting at all before. If you feel that you would like to try acting, then go for it – what’s the worst that can happen? At the root of acting is play (they are called plays after all), so try and approach finding a speech with a sense of adventure.


This book is designed to help you find the right speech for you. It can be a daunting prospect to find the perfect speech from the many thousands of plays that exist, so we have selected a list of speeches that can act as a starting point in your journey towards being an actor. The plays featured in this book encompass all



walks of life – there are characters from all backgrounds, so you should be able to find a part that you connect with. These speeches have also all been performed by young actors in NYT productions, so you can be assured that you will find something that suits you.


The speeches in the book have been ordered alphabetically by play, so you might want to just read it from cover to cover and see which speeches leap off the page for you. Alternatively, you might want to start by looking at the gender of the characters, and read all the speeches that match your gender identity as a way of narrowing it down. You may then also look at the age guidance to help you find the speeches that will suit your playing age. When you have found a few speeches that you can identify with, you should definitely read the plays that they come from in order to get to know the character better, which might make choosing easier.


Once you have chosen the speech (or speeches) that you want to learn, you can start to begin ‘working’ on them. This introduction will take you through a process for bringing your speech off the page and turning it into a compelling and truthful performance through guidance, advice and various exercises.


Choosing a Speech


Preparation


First things first: give yourself plenty of time. Don’t leave it until the last minute; remember that you need enough time to find a speech that you like, read the play, learn it and rehearse it enough so that when you get to the audition, you aren’t worried that you’ll forget your lines. Make sure that you are clear on how many speeches you need to prepare. The amount of time you give yourself is up to you, but I would suggest beginning your search at least two months before your audition date.


Then ask yourself: ‘What am I auditioning for?’ If you’re auditioning for a drama school, they will supply information about what they’re looking for, along with some simple dos and don’ts. Follow their guidance! If they ask you to do a speech no



longer than three minutes, don’t go over the time limit. If they suggest that you choose a monologue written after 1990, don’t prepare a speech written in 1975. Breaking the rules might make you stand out, but for all the wrong reasons!


Probably the most important thing when choosing a speech, however, is that you are excited by it. There should be something about the character that really interests you – perhaps you have had similar experiences or maybe you love the speech because the character is totally different to you but for some reason you’re drawn to them – whatever the reason, you should feel an instinctive connection to the speech and enjoy performing it.


You may also want to consider whether the speech ‘suits’ you – does it play to your natural strengths? If you are good at comedy does it allow you to show this? Does it let you emotionally connect? Perhaps it enables you to reveal a part of your personality that might otherwise remain hidden. It is worth thinking about what your natural strengths are, and whether the speech works with them. If you don’t know, try asking friends, family or teachers what your strengths are, and pick a speech that will allow you to showcase them.


You should also consider:


Age


The most important thing to consider when you are choosing a speech is whether you can connect to the character, regardless of how old you are or they are. Most of the characters in this volume are ‘younger’, but their ages vary and some characters are slightly older.


It’s worth remembering that every monologue in this book has previously been played by a young person, and when older characters have been included, this is because they offer chances to play compelling characters in high-stakes situations. In Dominic McHale’s Tallman, for example, Mum is a character who had children when she was young and is full of guilt and resentment towards her daughter, while in Dancing at Lughnasa by Brian Friel, Kate is a woman on the edge of losing control. Neither of these characters would require you to play an ‘old’



person, but both of them allow you to explore rich emotional journeys, and play strong objectives.


So don’t think too much about how old the character is, and instead consider whether you feel that you can truthfully represent them in performance.


Gender


At NYT we celebrate individuals of all gender identities and recognise that the gender identification you choose to adopt is defined by you and only you. We are happy for anyone to perform any speech, regardless of gender. In our production of Gbolahan Obisesan’s adaptation of Pigeon English, for example, the male role of Harri was played by a female actor (Seraphina Beh – see the cover of this book!). In this anthology, we have ordered the speeches alphabetically by play title, and have also listed the age and gender of the character as originally intended by the writer to make it as easy as possible for you to find the right speech for you.


Background


NYT produces work about people from all backgrounds, and we try to make sure that our membership reflects the diversity of the country. In this anthology there are characters from a wide range of backgrounds, but again, the most important thing is that you are excited by the speech, rather than feeling that you have to perform a character that comes from the same place as you do.


Looking elsewhere


If you decide not to choose a speech from this volume, you can still use many of the commentary suggestions as hints and tips about how to approach your chosen monologue/s. Here are a few other things to think about when researching other plays and speeches:


Try to find an uninterrupted speech, as these tend to flow the best. Some of the speeches in this book have been put together from a section of dialogue, but only when the interjections from



the other characters don’t alter the thought process of the character speaking. For example, in James Graham’s Tory Boyz, Nicholas’s speech has been put together from a scene in which he’s talking to Sam, but Sam’s interjections don’t alter what Nicholas wants to say, and so it can be read as one flowing speech without the rhythm feeling disjointed.


Don’t take a speech from an Internet site that has lists of monologues on it that have been self-published. These speeches can often be badly written, and won’t show you in your best light. Instead, search for plays that have been performed on stage at professional producing theatres. At NYT, we would recommend theatres like the Royal Court, the National Theatre, Live Theatre, the Bush, the Traverse, Birmingham REP and Manchester Royal Exchange, to name a few, or writers that have been published by Nick Hern Books, Faber & Faber, Methuen Drama or Oberon. If a play or a writer has been professionally performed or published by one of these organisations, it suggests that the writing is of a high quality and will allow you to perform to the best of your ability.


Be wary of characters who are ‘mad’ or shouting angrily throughout as it is sometimes difficult to see what you’re really capable of. The best audition speeches show variety and take the character (and you, the actor, and your audience) on a journey.


It doesn’t matter if the audition panel have seen the speech one hundred times before; if you can connect to it with a sense of bravery and truth, your performance will be rich and alive. So don’t worry if you find out someone else is doing the same speech as you.


Read the play. Read the play. Read the play.


Once you’ve found a speech that you think you might like to perform, read the play. The notes in this book give a comprehensive overview of what happens in each play, but this is no replacement for you reading it yourself. Reading the whole play will really help you prepare your monologue – it will give you context, it might help clarify the style of the piece, and it will give you a sense of understanding and ownership of the character. Many of the speeches in this book have been published and several of the



others are available to read on the NYT’s website, so make sure you read the play – if you can’t afford to buy it, try going to a library or ask if they have a copy at your school or college. At the end of the commentary before each speech is information on where you can find the play.


Preparing the Speech


Thinking about the character


This can be the hardest part for any actor: once you’ve found a speech, and read the whole play, what next? Obviously you have to try and learn it, but you also have to rehearse it, and ‘work on it’ in some way. We’ll now go through some things you can think about, and some simple techniques that you can use to help you develop a sense of character and connection. These suggestions broadly come from the Stanislavskian tradition of naturalism, which is widely used by many directors in British theatre. It’s worth saying, however, that there are other of ways you can approach acting and performance, from methods like the Meisner Technique (which built on the teachings of Stanislavsky) to the teachings of Jacques Lecoq and Philippe Gaulier which focus on the physical world of the actor and clowning instead, so if this approach isn’t for you – that’s fine.


A simple way to think about a character in a play is by asking three questions: ‘Who am I?’, ‘Where am I?’ and ‘What am I doing?’ You can unpack these three simple questions as little or as much as you want, but they are always a good starting place.


Who am I?


Or put another way, who is the character you’re playing? The best way to work this out is by reading the play. You will get a sense of the character from reading the whole text and noticing how they respond in certain situations, who they have relationships with, and what they say. A good way of being specific about this is by doing the character lists exercises starting here. Once you



have made note of all the details about your character, you can start to get a clear picture of who they really are.


Some of the characters featured in this book appear in their plays only once – for example, Mrs Tiresias in The World’s Wife – or they say very little through the rest of the play, so in this instance it’s your job to imagine them as a fully rounded person. To help you do this, you can try and answer the questions here or even draw your character (see here). You want to get a complete sense of who the character is, so anything you can do to help that will only add to your performance.


Where am I?


In order to answer this question, you may need to do some research to find out when and where the play is set, and what culture the character comes from.


Being an actor is like being a detective. Each of these monologues is a window into another world; some of these worlds might be familiar to you – for example, Evan Placey’s Consensual is primarily set in a school – and others may not. Don’t be put off by something you don’t immediately understand, if a play is set in another historical time or geographical place, do some research to find out what life was like. Part of being an actor is being nosey; you have to be interested in how other people live, think and feel – people who may be very different to you.


If you are performing Razia’s speech from Razia Sultan by Jamila Gavin, for example, it might help you to understand the character better if you know more about thirteenth-century India. Your aim should be to find out about what the daily life of the character might have been like. Where did they live? What kinds of relationship might they have had? What was the wider society like? Try to let your research inform the immediate world of the play – so if you are doing Razia’s monologue, where might she have delivered this speech? What might the buildings have looked like that she stands on the steps of? Does this influence your understanding of the tone of the speech?


Equally, if you don’t understand a particular word or phrase that a character says, look it up and maybe even try and use it in conversation to see how it feels. Actors need to be inquisitive and brave; don’t be put off by something that you don’t understand – see it as an opportunity to learn something new.


Try to make your research fun: think about whether there are any films or TV programmes that might help you imagine a character – for example, if you are considering King Ethelred’s speech from Silence, watching Game of Thrones may help you imagine the world of the play. If you are thinking about Shirley’s speech from Blue Moon Over Poplar, try looking at some images of Teddy Girls to give you a sense of her world. Images are just as useful as text when researching a character’s situation, so you may find it useful to create a mood board for your character (see here).


Some characters will require you to do some research to get to grips with their historical situation, and some will require you to think carefully about the emotional state they’re in. Rachel’s speech from Jack Thorne’s When You Cure Me deals with the aftermath of a brutal sexual assault, so you may need to research the after-effects of such an incident. Or if you are going to do Aswan’s speech from Inside, you may want to find out more about life in prison.


Research is an important part of most acting processes, and will help you to imagine the world of the character, but don’t feel that you have to present your research through your performance. All of your findings should inform your characterisation – you should think about them when rehearsing and they will then bubble under the surface; then, once you are performing, you want to focus on the character in the moment and what they want.


What am I doing?


This is perhaps the most important question of all. You may have also heard the phrases: ‘What do I want?’ or ‘What is my motivation?’ Let’s try to unpack these questions so that they’re easier to think about – this can sometimes feel a little complicated, so take from it anything that you find useful.


Acting is all about doing. You might think that your aim as a performer is to effectively portray emotion, and whilst this is definitely part of it, at the heart of acting is action.


So what does this mean? Well, just as in life, when you want to achieve or obtain something or have an effect or get a reaction from somebody, you act upon this impulse – or perform an action – in order to try and get what you want, and you either achieve your goal or not, which results in some kind of feeling. Unlike in life, however, most plays involve situations of heightened tension, and so the outcome of what the character does is usually pretty important, which leads to big emotions. But emotion shouldn’t be your goal – action should. If you just play emotion, your performance will be two-dimensional.


In order to fully get to grips with what your character does, first you need to think about what they want. It is up to you how deep you go into this (books like Different Every Night by Mike Alfreds will take you through a detailed system of objectives), but in this instance, I am just going to talk about what the character wants in the speech. In the commentary for each speech I have suggested some options for what the character ‘wants’, but I would encourage you to read the play and see if you agree with me. For example, in Al Smith’s The Astronaut Wives Club, Mary Engle wants the other women to understand her frustration that her husband will never land on the moon, and so she attacks and ridicules Sandra. Through her desire to be understood (her want), what she does is attack (her action), which gives rise to bitterness and anger (her feeling).


In many of the speeches, the character will be talking to other characters and trying to affect them, so make sure you have thought carefully about who they are talking to, and how this other person is responding during the speech. It is worth thinking about how the other character might be reacting line by line during the speech, as you might find it gives your character extra motivation to speak.


Speeches are always more engaging, dynamic and emotionally truthful if the performer has thought clearly about what the character wants, who they are talking to and what they are doing to achieve that goal.


A note of caution


I’ve talked here about being clear on what the character ‘wants’. Keep in mind that sometimes characters don’t know exactly what they want. Sometimes they want conflicting things, and they aren’t always in control of what they are saying, but there is always an impulse of some kind that drives them forward. So you may have to take the speech line by line to think about what they are doing in that moment, which might then change in the next moment.


Change


Not only is the character trying to change the world outside by pursuing what they want, they are also changing themselves. Think really carefully about how the character is different at the end of the speech from the beginning – how has saying this speech changed them? Are they relieved? Upset? Angry? Exhausted? It might be useful to think of a word to describe the character at the beginning of the speech, and then another word to describe them at the end of the speech, and make sure you are charting how they change as the speech progresses.


Emotional intensity


It is often the case that a monologue will come at a point of heightened emotion in a character’s journey through the play. Generally, however, you don’t have the luxury of this build-up in an audition scenario, so you need to think about how you are going to access this level of emotional intensity quickly. You may want to run around for ten seconds to get your heart rate up, or quickly press against a wall to engage your body. Alternatively, you might think back to a memory in your own life which allows you to access whichever emotion you need. If you do this, however, look after yourself; don’t dredge up painful parts of your own life if you are feeling fragile or might not be able to deal with what comes up. Whatever you choose, try building this process into your rehearsals for the monologue, so you know what works for you before the audition.


Spontaneity


Keep in mind that the character doesn’t know they are going to be speaking for two minutes – they haven’t set out to do ‘a speech’. In fact, if they wanted, they could stop at any moment; but they don’t – for whatever reason they keep on going. So try not to think of it as a ‘speech’ and instead try and bring the moment to life, and let each line of thought spark the next line until the character finishes – either because they have nothing left to say, or because they have been cut off by another character.


Style


In this anthology there are plays of all different styles: gritty naturalism, storytelling, verse, tragedy and comedy. No matter what the style, make sure you think of your character as a person communicating with someone else, trying to effect change in them.


Staging


It’s fine to keep your staging simple; as long as you are playing strong actions, and are emotionally connected and committed, you will be engaging and interesting to watch. Try to stage your monologue with a minimum of fuss – you may be able to use chairs, but that’s it. Most auditioners will request that you don’t use props, as they can often be distracting, but if you do use a prop, keep it simple, safe and make sure you’ve practised with it.


The chances are you will have rehearsed your speech in a small room – like your bedroom – which is fine, but do try and connect to your body when performing. This means working on what you are doing physically within the speech as well as with your voice. So think about whether your character might stand or sit during the speech – does this change at any point? If they are feeling angry or joyful, think about how you might communicate this physically. Or if they are experiencing emotional uncertainty, how might this express itself in your body? It is important that you practise your speech physically so that you know what it feels like to inhabit the character fully.


You don’t have to recreate the exact staging in the play if it doesn’t work in an audition setting; for example, in the speech from When You Cure Me, Rachel is meant to be lying on the floor, but if this means the auditioner can’t see you, you will have to prop yourself up (or you may find it easier to use a chair). Make sure that, whatever staging decisions you choose, allow the audition panel to see and hear you.


Accents are allowed but, to be blunt, only do one if you’re good at it – you don’t want the panel to be distracted by a dodgy accent. If the speech is written in a dialect and requires a specific accent, make sure you are confident with that accent, and if you’re not, choose another speech.


Miming


Be very wary of doing lots of miming. If your character is telling a story in which they drove a car or drank tea or went for a swim… do they really need to mime it? Think to yourself – would the character do this? In Luke Barnes’s The Class, Wayne pretends to be all the animals he talks about, which is fine because he’s ridiculing them, but if a character is talking about going through a door, do they really need to mime going through a door in order for an audience to understand that that’s what is happening? Most of the time, the answer is no, and we would much rather see you imagining it, so that you draw us into your world, rather than showing us the mechanics of what they did.


Doing the Audition


Preparing for the day


You’ve now done lots of character work and the audition date is approaching.


Learn your lines. Learn your lines. Learn your lines.


This is the question actors get asked more than any other – how do you learn your lines? And again, unfortunately, there is no simple answer. You just have to find the best way for you.


Some people learn their lines visually, through reading the text, covering it up and trying to remember what was written. You can gradually build this up, one sentence at a time; so at first you are only remembering a section of a line, then a whole line, then two, three, four… until you’ve memorised the whole speech.


Other people like to record their lines and listen back to them on their headphones.


It is also possible to learn lines through saying them out loud and going through the character’s physical journey as they say them.


Whichever way suits you best, make sure you know your lines inside out. Auditions can be nerve-racking as it is, so you don’t want to be going into the room worried that you might forget your lines. A way of trying to make sure this doesn’t happen is to practise in front of other people. This could be a friend, a teacher or your family, but make sure you have spoken the lines out loud in front of someone before the audition (preferably more than once). This way you’ll have already experienced the nerves of doing the speech and you’ll be better prepared for the real thing.


Logistics


There is no point in doing all this work on your speech if you don’t manage to turn up for the audition in the right place at the right time.


Organisations like NYT and drama schools will audition thousands of people every year, so they are good at communicating all the information you need in order to get to your audition – make sure you read it carefully. If you get a casting audition for a play or musical, and you aren’t sure about a detail of the audition – for example, where it will be taking place, or if it hasn’t been specified whether the character has a specific accent – make sure you ask well in advance and prepare accordingly. If you are travelling a long way, be sure to plan your route so that you get there in plenty of time rather than arriving sweaty and flustered. Get a good night’s sleep the night before and make sure you eat some breakfast! Also, always bring a bottle of water, a snack, and clothes and shoes that are appropriate for moving in.


The individual audition


Every audition will be different, and it will depend on where you’re auditioning as to exactly how it will run, but at some point you will have an individual audition, in which you will meet the person or panel of people auditioning you, who might include the director or casting director. If you’re auditioning for NYT, there may also be an actor, writer or theatre-maker, and they will see your speech.


Bear in mind that you might be in a small room or a big room, there might be noise coming in from outside, and the auditioner might ask for you to address the speech to them or to pretend they aren’t there – but now it’s your job to transport yourself and the panel into the world of the character. When they ask you to perform the speech, make sure you take a little bit of time to focus your mind and prepare your body so that you can access the performance that you’ve prepared.


Go for it!


This might sound like a strange thing to say, but it’s now time to forget all of the work you’ve done on the speech, and just go for it. Leading up to the audition, practise, practise, practise, and then when you get into the room, breathe, relax, throw caution to the wind and enjoy yourself. Audition panels don’t want to see you remembering the historical context of the speech; they want to see you alive in the moment, making bold instinctive choices. Trust that any work you have done will be bubbling under the surface, and go for it!


Taking direction


A big part of being an actor is working with a director. They will want to know that if you were to work with them, you will be open to collaboration and taking direction. Sometimes they may ask you to repeat part or all of the speech, but with a different emphasis. It may be that this redirection asks you to bring out a certain aspect of the character, or change something about your characterisation, or it may be that you are asked to do something silly like imagine you are in a Western or running away from an



angry bear. Actors can get stuck in the way they have practised the speech and are unable to break out of their habits, so in your preparation at home, it’s always worth mixing it up a bit and trying the speech in a way that is totally different to how you usually do it.


If you get redirected, don’t assume that it means you’ve done a bad job, and equally, if you don’t get redirected, don’t think that the auditioner didn’t engage with what you did – it’s just the luck of the draw.


The ‘chat’


Auditions can last anything from five minutes to a whole day. There might be one person auditioning you, or there might be a big panel of people, and they might ask you about your life, your experience and your interests, so be prepared to talk about yourself. Often, the people auditioning will want to know what makes you tick: what fires you up, what your passions are – and they don’t have to be anything to do with theatre! In fact, most directors and casting directors love it when people have a diverse range of interests, experience and hobbies. The NYT company is made up of people who are interested in the world and who have a bold and individual outlook; we want to see your personality, your vibrancy, your passion for life shining through!


Workshop auditions


Workshop auditions aren’t uncommon these days, especially for drama schools or professional jobs that require devising. They are a chance for a director to work with you in a more relaxed way, and to get to know how you might work in a rehearsal setting. An NYT intake audition will always start with a workshop, which may involve some games, movement, voice exercises and devising. We try to make our auditions as open and friendly as possible, so that you can relax and give the best performance you can.


Access


At NYT we strive to remove any barriers that may prevent young people from accessing our work, such as organising BSL interpreters and other additional support staff where appropriate. As well as asking all applicants what their access requirements are in advance of their auditions, from 2019 we’ll be offering Relaxed Accessible Auditions for young people with a disability who would prefer to audition in a more supported environment. Our Relaxed Accessible Auditions have been designed in consultation with our disability partner Diverse City, with whom we work on a wider programme across the organisation to make our opportunities accessible for young people with disability. They have also been directly informed by our pilot programming with young people from Highshore School in Southwark. This includes specialist training for the directors who deliver our auditions. If you have any questions or concerns about accessing NYT auditions you can contact us on info@nyt.org.uk or 020 3696 7057.


After the audition


Waiting to hear about an audition can be horrible! Sometimes you might hear the next day if it’s a casting for a part, sometimes it could be a week, and sometimes it could be a few months. Hard as it may seem, once it’s over, try and put it out of your mind. Sometimes these processes take a really long time, so hang in there. As an actor, you always have a right to know when you might hear the result, so don’t be scared of asking on the day when that might be, but often it will take a while, so it’s best to try and forget about it until closer to the time. It might be a good idea to organise something fun to look forward to immediately after an audition to distract yourself.


When the result arrives, if it’s a ‘Yes’, WELL DONE! You’ve done a fantastic job and should be proud of yourself. If, on the other hand, it’s a ‘No’, try not to be too downhearted; this doesn’t mean that you’re not talented, it just means that you weren’t right this time. It’s fine to feel disappointed, so allow yourself a little time to get over it, but if you want to be an actor, you will have to be resilient – think about what you’ve learnt, and keep going!


Top Tips


There’s lots of information here about how to approach choosing a speech, how to rehearse it and what the day might be like. Some of it is obvious, and some of it you may not have thought of before, but try not to feel overwhelmed.


Here are a few things that are always worth remembering:


• It’s worth having at least one or two modern monologues and one Shakespeare speech learnt, as well as a song that you can sing unaccompanied – just in case. Although at the NYT we only ask for one modern speech.


• Come prepared by making sure you’ve read the play your speech comes from, and learn the lines thoroughly.


• Think carefully about whom the character is talking to and how they are trying to affect them.


• Try and perform the speech in front of someone before you come to the audition – it will make the prospect of doing it again much less scary.


• Be on time! There’s no point doing all this work if you miss the audition.


• Get ready for redirection – think of it as an opportunity to test yourself and try something new.


• Be prepared to talk about yourself and your interests, no matter what they are. Actors need to be inquisitive people with a wide range of experiences, who are interested in the world around them.


• If it doesn’t work out this time, try and learn from your mistakes and give it another go next time. Acting is a competitive industry with lots of rejection, so you need to be resilient.


• Be kind to yourself – if you put time and effort into preparing a speech, made it to the audition, and performed the monologue in front of total strangers, that is an achievement in itself. Well done!


As well as these top tips, there are snappy quotes dotted throughout the book from former NYT members, offering useful advice on how to handle auditions, along with lengthier interviews with the actors who first performed some of the speeches in the original NYT productions. These wise words should give you further inspiration on how you might approach your audition.


When you are using this book – reading the guidance and looking at the speeches, it’s worth considering a final piece of advice, which Hamlet gives to the Players before they perform in front of the king in Act Three, Scene Two: ‘Let your own discretion be your tutor.’


In other words: ‘Follow your instincts and do whatever you feel is right for you.’ If you don’t find something I’ve said useful – ignore it! This book hasn’t been written to tell you exactly what to do, but instead to give you some help and guidance if you’re feeling stuck. The most important thing is that you feel that you have enough tools in your kit to be able to go to an audition feeling confident.


Don’t worry about saying the right thing in the interview, or about what other people around you are doing; if they’re more experienced than you are, or if they’ve chosen the same speech, none of that matters. What matters is that you enjoy yourself – acting in plays is all about being playful (the clue is in the word!), so try and think of it as the most exhilarating, high-stakes game you can play, and remember that whatever happens, it’s not life and death.


And, above all else, be yourself. There’s no one in the whole world who is the same as you – you are totally unique, and no one can do ‘being you’ like you can. So if you’ve put the work in beforehand, if you can find it within yourself to be brave and honest in the room, and make bold and clear choices in your performance, you’ll be able to bring the best version of yourself – and what more can you do than that? Go for it, have fun, and good luck!
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