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  Introduction




  [image: ] WHAT THIS BOOK OFFERS




  Whether you are taking theatre studies at school level, auditioning for drama school or simply enjoying an after-school drama group, a contemporary monologue that has been specifically written for your own age group, and reflects the concerns of young people, will be a great starting point. The forty monologues in this volume are from plays that have been written post-2000. The characters range in age from fourteen to nineteen. 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.




  A Warning:




  Some of the plays are specifically about the abuse of teenage girls and may not be suitable for readers under sixteen. In the theatre these parts would have been played by young adult actors, so in this volume they come with the following trigger warning: ‘This play deals with adult themes. It has content and language that some readers might find disturbing or offensive.’




  [image: ] CHOOSING YOUR MONOLOGUE




  I have often likened finding the perfect monologue to finding the perfect pair of jeans. It is rarely a case of ‘one size fits all’. You might have to try on several pairs, in different shops, before you find the cut that works for you, but once you have, you will feel confident in the knowledge that you are looking and feeling your best. So it is with audition speeches. You need to find pieces that suit you, that you cannot wait to get in to and that will feel even better with wear.




  If you are auditioning for a youth theatre:




  •  You will be judged on your potential and your willingness to be open, honest and free. Nobody is looking for a polished or over-rehearsed performance. It is best therefore to choose pieces that allow you to express yourself and for a panel to see something of who you really are.




  •  Choose something close to you in age and type. Something to which you can relate. Something that inspires you, from a play that speaks to you.




  If you are auditioning for drama school:




  •  And have also been asked to prepare a classical speech, choose a contemporary monologue that will provide contrast. For example, you may have a Shakespearean monologue that is pensive or tragic, so opt for something comic. Similarly, if your classical speech is light in tone, choose a companion piece that shows off a more serious side. If you are already at drama school:




  •  And you are looking to extend your range, you will want to choose a monologue that stretches you. Perhaps you are studying a particular accent or type of character quite different from yourself.




  •  Or you are looking for showcase material, think about how you wish to present yourself. Consider whether you are right for the part you have chosen and whether, if you had a chance to be in a production of the play, you could be easily cast in the role.




  If you are auditioning for a specific role in a professional production (and have been asked to prepare an additional piece that is not from the play for which you are being seen):




  •  Choose something close to the part for which you are auditioning.




  •  Consider the language of the piece and whether you are after something heightened and obviously theatrical, or whether you require something more intimate and realistic.




  If you are looking to extend your showreel:




  •  It may sound obvious, but think about what sort of speeches would be best suited to the varying demands of radio, film or television.




  [image: ] PREPARING YOUR MONOLOGUE




  •  Learn your speeches well in advance of the actual audition. Should you forget your lines, the panel will be able to tell whether it is out of nervousness or insufficient preparation.




  •  Read the whole play. You may be asked questions about it or be required to improvise around it.




  •  Undertake all necessary research. Make a study of the historical, social and political world of the play. Be sure to understand the meaning of unfamiliar words and references.




  •  Accents: By and large it is best to avoid accents unless you are really good at them or want an opportunity to practise them. 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 speeches that have been written with a strong dialect or idiom and where the essential rhythm of the piece needs to be maintained.




  •  Remain flexible in the way you perform/stage your monologue. Be prepared to be redirected in an audition.




  •  Talking to the audience: If your character is talking to the audience, make a decision about who the audience are to you. Are they your friend and your confidante? Are they more like an analyst with whom you feel safe to reveal your innermost thoughts? Are they a sort of sounding board? Are they judging you? Do you need to explain yourself or to convince them in some way? It is still advisable not to look at the actual panel in this case, but imagine an audience just above their heads and direct your speech there.




  •  Using props: There are no hard-and-fast rules about the use of stage properties at an audition. However, common sense suggests that, if you can easily carry an object in your pocket (e.g. a letter, a ring, a handkerchief, etc.), by all means bring this to an audition. If the object to which you refer is large, imagine it is there, or, if necessary, mime using it. Some might even argue that miming props is simpler, and in certain cases much more practical. In any event, you need not worry about being ‘marked down’ by your decision either to use real objects or to mime using them. What is important is that they do not become burdensome and get in the way of your acting.




  •  What to wear: Again there are no set rules about this, but I would suggest that to help you make a connection to your character you try to dress like them. If the character is formal or from another time in history, a dress or skirt as opposed to jeans and a T-shirt will make a huge difference. Similarly there is a very different feel when you wear hard shoes as opposed to trainers. When I was at drama school, our acting teacher used to refer to ‘costume’ as ‘garments’, and we would be encouraged to rehearse in appropriate clothing. In this way we thought of costume not as a thing that got added at the end, but as something that was as personal to us as our own everyday wardrobe.




  •  Try not to get stuck in a mode of delivery. It is useful to consider that, unless a character is making a political or after-dinner speech, chances are they have no idea they are going to speak for such a long time. They may make a statement, perhaps as a response to a specific question; then having made that statement they might need to qualify it. They might then be reminded of something else they wish to add and so on. In this way, a monologue can be regarded as a series of interrelated thoughts. Communicating a character’s thought processes is fundamental to any acting technique. In the case of an audition, it takes the pressure off having to deliver a load of text. It allows you to stay fresh, to be in the moment and to make spontaneous choices. Before you start, all you need worry about is the trigger – the reason for saying what you do. Then have the courage to take it thought by thought and allow yourself to be surprised. In this way the monologue should feel slightly different every time.




  •  It is vital that you use your imagination to envisage all that the character sees and describes. If you are still seeing the page on which the speech is written, you know you are doing something wrong. Provide images for yourself so that in your mind’s eye you quite literally lift the speech from the page.




  •  Timing/editing: Most speeches at audition should last no longer than two minutes. Some of the monologues in this volume are slightly longer, some shorter. Some I have cut, and some I have edited from dialogue with another character, and some have been augmented by joining two or more passages which appear separately in the original text. I have inserted this empty bracket symbol […] to show where a cut has been made. Once you have read the whole play, you may have ideas of your own about what and what not to include.




  [image: ] THE AUDITION




  You will find there are many useful books on the market that make a complete study of this subject, from what to wear to how to enter and exit a room. These are some of the basics:




  •  Manage your nerves. Try to put the increased adrenaline you are experiencing to good use. Approach the audition with a positive sense of excitement, something to which you have been looking forward as opposed to something you have been dreading. Nervous energy, if correctly channelled, can help at an audition. Conversely you should avoid being under-energised. If you are someone who reacts lethargically to increased stress, you may need to do a good warm-up before you arrive.




  •  Take ownership of the situation. Before you begin, take a moment to imagine the space you are in as the location of the monologue. The best auditions are those in which the actor successfully transports the panel from ‘Studio One’ (or whatever the room you are auditioning in is called) to an urban street, a clearing in the woods, a grand room in a stately home, etc. Take time to think about where you will place the other character/s in the scene and, before you speak, allow yourself a moment to hear what has been said to you or to imagine what has just happened that prompts you to say the things you do. Do not rush the speech. Take your time. In the case of a drama-school audition, remember that you will be paying for this privilege!




  •  Empower yourself. There is no good reason why the panel should want you to fail. If you are auditioning for a youth group or a drama school, consider that the panel are willing you to do well, even if they are not necessarily giving that impression. If you have been asked to be seen for a specific role, it is because the director is serious about you for the job. It is possible that the panel are equally anxious about the impression they may give you. Remember, you only have control over your part of the audition process. There is no point speculating, worrying about whether they will want you in their group, grant you a place in their school or offer you the part. Just take care of your side of things, and be safe in the knowledge that, whatever happens, you tried your best.




  [image: ]HOW TO USE THIS BOOK




  For each of the monologues I have provided a bullet-point list of ten things you need to know about the character. These will include their age and where they come from, a bit about their background and what sort of personality they have. In some instances these facts are already contained within the monologue. Then I have suggested five things to help you perform the monologue. These will include objectives to play and ideas about how to connect to your character. They will also touch on the subjects already covered in this introduction such as using props, talking to the audience, accents and what to wear, etc. You will also need to read the whole play so that you can build a bigger picture. As you become increasingly familiar with your monologue, you will soon develop ideas of your own and may even find yourself in disagreement with my notes. Acting is a very personal thing, and no two actors, like any two people, will think exactly alike. I hope that this book will be a source of inspiration and ultimately get you thinking for yourself.




  





  The Monologues




  




  

      25% OFF  




    all the plays in this volume




    All of the monologues 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:




    NHBTEENMONOS




    Happy reading!
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  A Hundred Words for Snow




  Tatty Hennessy




  

    

      TEN THINGS YOU NEED TO KNOW ABOUT RORY:




      •  Rory is fifteen years old.




      •  Her full name is Aurora, which she hates.




      •  She is an only child.




      •  She comes from a middle-class family.




      •  She lives in London.




      •  At this point in the play she is still a virgin.




      •  Her father has recently died following a car accident.




      •  He was a geography teacher at Rory’s school.




      •  Rory was very close to her dad.




      •  Rory is clever, articulate and very funny.




      FIVE THINGS TO HELP YOU PERFORM THE MONOLOGUE:




      •  Although she is grief-stricken, Rory can see a kind of black humour in what has happened. See if you can strike the balance between what is sad and very funny about the monologue.




      •  She is feisty and swears a lot. To what extent does this brashness help her to mask or to control her feelings of complete devastation? People react to death in very different ways, and grief can appear at very different times. Perhaps Rory is still in shock. Explore the possibility that the full impact of her father’s death has not yet hit her. It was an accident, and unlike losing a parent who has been ill for a while, there has been no time for her to get used to the idea. Also, consider that her anger at the way the funeral was conducted, and at the mourners’ reactions to it, is also part of her grieving process.




      •  Think about what you will use for the urn. As with all objects or props (see note on using props in the introduction), how you handle the urn will make a difference to the tone of the speech. Make a decision about how you will present the urn to the audience. It is, after all, a moment of great black comedy.




      •  Imagine what Rory’s mum and dad look like. If you don’t want to personalise her parents by using your own (which is understandable), make sure you have strong images in your mind so that you can really picture them. Perhaps there is even a male geography teacher at your own school or college that you could think of for Rory’s dad. Imagine also the crematorium. If you have never been to one look up pictures online or better still visit one. It may sound a bit morbid, but they have a particular atmosphere, and it is important that you capture the uniqueness and peculiarity of the situation.




      •  As an only child, Rory has no sibling to share the pain, and her mother is so devastated that she cannot really help Rory at this point in the play. All this makes Rory very lonely. Read the whole play to see what happens when Rory attempts to take her dad’s ashes to the North Pole.




      NB This play offers several other monologues from which to choose.


    


  




  Rory




  “My name is Rory.




  Yes, I know that’s a boy’s name.




  Yes that is my real name.




  Yes, really.




  Oh, alright. Full name. If you really need to know; Aurora. Yes. Aurora.




  Mortifying.




  I swear the only people who like weird names are people with names like Bob or Sue or Tim. You like it? Try living with it.




  It’s weird to think Mum wanted me to be the kind of person who’d suit the name ‘Aurora’. I wouldn’t want to meet that person, would you? Sounds like a right bint.




  I’ve totally forgiven her, as you can tell. Joking.




  Nobody calls me Aurora. Call me Rory and we’ll get on fine.




  And this – (The urn.)




  Is Dad.




  Say hello, Dad.




  Dad doesn’t say anything.




  He’s shy.




  RORY gives us a small smile. She’s testing us.




  Used to be a lot more talkative. Didn’t you, Dad? Lost a bit of weight, too.




  Balances the urn on her outstretched hand.




  It’s weird a whole person’s in there.




  This is Dad’s story, really.




  He died. Obviously. Car accident. Walking home from school. He’s a teacher. At my school. I know. Mortifying. And a geography teacher. The worst. Sorry, Dad, but it’s true. They didn’t let me see the body before we got him cremated. I say ‘we’ but I didn’t have anything to do with it, and actually if you ask me I think he’d’ve hated being inside a shitty urn for eternity but nobody did ask me did they so here he is. The funeral was fucking awful. The coffin like, slides behind these red curtains, and all I could think about was how many other people must’ve been burned in there and how unless they’re really good at sweeping there’s probably little bits of other people still in there with him and I wondered who they were and what their family thought about when the curtain shut. Mum did a reading but she was a total state, like, crying so much she couldn’t even get the words out which was actually a blessing cos the poem she’d chosen was rubbish. He would’ve hated it. And all my dad’s work friends which basically meant all my teachers coming to ours for sandwiches and relatives I never see saying empty things like ‘oh well, wasn’t it a lovely service’ and I’m like actually my mum cried so much she couldn’t string a sentence together and then they burned my dad in a fire so lovely isn’t really the word for it, Aunt Carol.




  I didn’t say that. Obviously. I made the tea. People can’t talk to you if you’re busy making tea. And if they try you just say ‘Sugar?’ like that and they get distracted. I went to stand in the garden, just, breathe a bit and fucking Mum’s out there. Crying. Again. Leaving me to talk to everyone by myself. Very responsible.”
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      TEN THINGS YOU NEED TO KNOW ABOUT GILLIAN:




      •  Gillian is sixteen to seventeen years old.




      •  She is Vietnamese and speaks with a strong accent.




      •  She has recently given birth.




      •  Gillian was sent to the UK by her father, who trusted her uncle to provide an education for her. However, this did not happen, and she ended up not only sexually abused, but also a surrogate mother for a much older couple.




      •  When she ran away from her uncle she became increasingly attached to the baby and wanted to keep it for herself.




      •  She was befriended by a girl called Oni who is also an illegal immigrant. She and Oni have been living in a makeshift home in a disused office space. They have been in hiding.




      •  Once the baby was born, Gillian came out of hiding in the hope that the authorities would take care of her and her baby.




      •  Gillian is very trusting. She likes to see the good in people. This makes her vulnerable.




      •  She wants to be a good mother and a valuable member of society, but she will be rejected back in Vietnam, and in the UK she is the victim of an immigration system that is stacked against her.




      •  At only sixteen/seventeen, Gillian has been denied the normal life of a young girl growing up.




      FIVE THINGS TO HELP YOU PERFORM THE MONOLOGUE:




      •  Gillian is determined to explain the truth about her situation. She believes that she will be looked after. See if you can find that trusting and hopeful quality at the very start of the monologue. How does that change as the monologue develops?




      •  Think about the official she is talking to. Make a decision about whether it is a man or a woman. What does he/she look like? What is the inter view room like? How bright are those lights? Despite the fact that she is the real victim, she is being made to feel like the criminal.




      •  Think about all the other characters she refers to in the monologue. See if you can get a strong image in your mind of what they look like and about how they might make you feel.




      •  Gillian has only recently given birth. Think about not only the emotional but also the physical state she is in. Before you start the monologue imagine the sound of your baby’s cry. Let it go right through you as if it is piercing your heart. It is often said that a mother can tell her child’s cry from the sound of another’s.




      •  She has come to the authorities for help, but they have taken her baby away. She is naturally distressed. Think about the overwhelming sense of shame she is feeling. Not only has she been coerced into having sex, she is now terrified of what her father will think of her.




      NB This play offers a number of other monologues from which to choose.


    


  




  Gillian




  “Where is my baby? Is she still here? I hear her cry.




  I hear her cry and I am sure she crying for me.




  Can I see her?




  You know what I call her?




  You have to call her by her name.




  Stop her crying. Make her happy.




  Her name is Victoria Beatrice.




  Me and Oni choose it.




  Gillian…




  My name is Chi Anh Nguyen.




  A strip light comes on –




  GILLIAN holds her hands up to shield her eyes from the light –




  Beat.




  Please don’t turn the light on.




  I can see you without the light.




  Please.




  You don’t understand the darkness is where I can see everything.




  I don’t want you to look at me this way…




  No not boyfriend. Not boy. He doesn’t have blue eyes. He is not young like me. A man.




  A man that Uncle know. My uncle who my father trust to look after his daughter. He trust Uncle. His best friend for so long.




  My father who put his girl on a plane to UK. My father trust Uncle to put me in study, look after me. He did for first few months but then when college ask for visa again in new term, he say he can’t find passport. Then he say he have to get new passport. He doesn’t care. Like he plan it. I say I want to go home but now this time my uncle start to say I have to do something for his friend. He say his friend good man. Him and his wife want baby but she is old, and so hard in UK to get baby. He say they pay a lot. Enough for new passport, and for me go back to study.




  I have to stop school. The man come, and he come every day for many weeks. He come to the house all the time after work.




  He try to be kind. He bring flowers and chocolate and sometimes he stay to talk after.




  He always bring test for baby. Then one day test show two lines. He buy me takeaway food and give Uncle a car.




  I grow big. I am very sick. Every day eat and sick. One day Uncle say man give him money to buy me clothes to look nice so we go shopping in centre with Uncle. I look in mirror and I can see it. Bump. It is getting bigger. I want it. I don’t know. Maybe I don’t want it…




  I go to toilet and I see where you wash hands is window. I see the window and start climbing. I run so fast it feel like there is no ground. I don’t see where until I stop.




  Beat.




  And before I am speaking to my father all the time on telephone. Uncle speak to him say visa coming soon. Now I don’t tell my daddy. I can’t tell him. My uncle tell him I leave my study and run away. He tell him that I am bad girl. Have many boyfriend.




  How my father look at me now? Like prostitute?




  Beat.




  I want to be good for baby. I want to look after her now, Oni will help me.




  Oni. Oni? My friend?




  Me and my friend stay there together? She was there with me? She will tell you. She is a good person. Like my father…




  Are you good person? Will you help me and baby?”
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      TEN THINGS YOU NEED TO KNOW ABOUT ONI:




      •  Oni is seventeen.




      •  She is from Nigeria and speaks with a Nigerian accent.




      •  She was brought to the UK by her aunt who promised her a better life. However, when she arrived, she was treated like a slave and badly beaten.




      •  She ran away from her aunt and is applying for leave to remain in the UK, but she is not going to be successful.




      •  She is terrified of being deported back to Nigeria where her family will disown her.




      •  While she waits for legal status she is living in a makeshift home in a disused office block.




      •  She earns a bit of cash by doing black women’s hairstyles.




      •  She has befriended a girl called Gillian, who is staying with her. Gillian is also living illegally in the UK. Gillian is Vietnamese and is heavily pregnant.




      •  Oni is kind, compassionate and caring. She wants to be a valuable member of society, but she will be rejected back in Nigeria, and in the UK she is the victim of an immigration system that is stacked against her.




      •  At only seventeen, Oni is both wise and old beyond her years.




      FIVE THINGS TO HELP YOU PERFORM THE MONOLOGUE:




      •  Oni is scared, but she is also brave. See if you can find both these qualities when performing the monologue.




      •  Notice how determined she is. She is desperate for help, and refuses to give in.




      •  She has experienced hardship and immense cruelty. Think about how lonely she must be with nowhere safe to go and no one safe to turn to.




      •  Think about the official she is talking to. Make a decision about whether it is a man or a woman. What does he/she look like? See if you can imagine what her auntie and cousin look like. Think about how her mother might look and what her life is like back home in Nigeria.




      •  A Scotch bonnet is a kind of chilli. It is so hot that it burns.




      NB This play offers a number of other monologues from which to choose.
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