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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, trousers and a shirt and tie 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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  About a Goth1





  Tom Wells




  

    

      TEN THINGS YOU NEED TO KNOW ABOUT NICK:




      •  Nick is seventeen.




      •  He is a goth.




      •  He is gay.




      •  He is intelligent and highly (perhaps overly) sensitive.




      •  He is in love with a boy called Greg.




      •  He lives with his mum and dad, and sister Lizzie.




      •  His family are kind, caring, ‘normal’ and happy.




      •  Nick likes to pretend that his life has been tragic.


     

	 

      •  He loves reading the work of the French Existentialists.




      (I would suggest reading The Outsider by Albert Camus if you haven’t already done so.)


     


	 

      •  Nick hates to be part of the herd. He loves to think that he is special or different from most people.




      FIVE THINGS TO HELP YOU PERFORM THE MONOLOGUE:




      •  The speech is very funny, but Nick is deadly serious. See if you can find his tragic tone as he tries to persuade us that his life is doomed.




      •  Nick is talking to the audience (see note on talking to the audience in the introduction). Make a decision about who we might be to him.




      •  There is a lot of contrast between the ordinary or mundane things in Nick’s life and Nick’s own romantic or elevated view of himself. Observe, for example, the way he manages to translate a grotty bus stop into something more meaningful by saying ‘it smells of piss and regret’. Perhaps with your own interest in drama and acting you can relate to his need to make his life appear more fascinating/dramatic than it actually is.




      •  The speech contains within it several different locations. You will really need to picture all the places that he describes in order for the monologue to take shape. And see if you can imagine all the objects, from the Ikea bed to the graves in the cemetery.




      •  As well as picturing all that Nick can see, consider what he hears, tastes, smells and touches. There are many things of a sensor y nature in the speech. Be aware of all the things he eats and drinks. The more vivid these things are for you, the more effective the monologue will be.




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


    


  




  Nick




  “As beds go it is passable, I suppose. Obviously I would prefer to sleep in a coffin but as my mum has so hilariously pointed out, they don’t sell coffins at Ikea.




  Yet.




  […]




  I check my phone but. Nothing. Greg still hasn’t replied to my text. It has been three days and eleven hours now, which seems a bit relaxed even for someone as simple as him. Look in my sent messages. It’s there in capital letters:




  I HATE MYSELF AND I WANT TO DIE.




  I wonder if I’ve been too subtle again. Probably. I forget not everyone is as emotionally mature and sensitive as me. I decide to have a wank, but even that is doomed. Halfway through, I start worrying about getting stains on my new black duvet cover. My heart isn’t in it after that. […]




  Breakfast is depressing as usual. All I want is to read Camus and eat my Coco Pops, but it is so hard to concentrate with Dad’s armour clanking and Mum clattering about with her tankards in the sink. […] Honestly. It’s tragic. Everyone else’s parents lie and cheat and have inner turmoil and chuck teapots at each other. I get the world’s most cheerful medieval re-enactors. My mum leans over, dangles her fluted sleeve in my chocolatey milk, passes me a postcard. It’s got a donkey on the front. Looking jaunty.




  ‘Camping is amazing.’




  Three exclamation marks.




  ‘Weather perfect.’




  A further two exclamation marks.




  ‘Dropped my phone off a cliff to prove it is shatterproof. It’s not. That was my old phone. Brilliant.’




  Underlined.




  ‘Bet your missing me.’




  ‘Your’ spelt wrong.




  ‘You big gay.’




  No comment.




  ‘Greg.’




  And a kiss.




  Pause.




  ‘Fancy finishing off this mead?’




  Mum holds out a bottle.




  I give her a long, stern look.




  ‘Wench, I do not.’




  The bus isn’t due for another ten minutes so I undo one of my badges and self-harm for a bit. I don’t draw blood cos my cloak is dry clean only but it helps pass the time. The bus stop smells of piss and regret. It’s a very sunny day, the worst kind of weather for a goth, so I lurk in the shadows contemplating the great tragedies of my life. The burden of my intelligence, for example. Loneliness.




  I am an only child.




  Unless you count Lizzie, my sister […]




  Right on cue, she drives past the bus stop. […]




  ‘Alright, gorgeous,’ she says.




  I could vom.




  ‘Need a lift into town?’ […]




  I get dropped off at the mini-roundabout. There is a sense of foreboding and quite a big Starbucks. I buy a Mint Frappuccino, the most gothic of the available drinks, and finish it in the cemetery next door. […] I’ve got a muffin too but I’m saving it till afterwards. Give me something to live for. Cos looking round me, the graves have never seemed more inviting. In the end, though, it’s time. I slurp the last minty dregs and head off for another two hours of misery.”










  Blue Stockings




  Jessica Swale




  

    

      TEN THINGS YOU NEED TO KNOW ABOUT LLOYD:




      •  The play is set in 1896.




      •  Lloyd is aged between eighteen to nineteen.




      •  He comes from a highly privileged background.




      •  He is studying science at Trinity College, Cambridge.




      •  Along with the men at Cambridge, who form the vast majority of students, there are a handful of girls at Girton College, who are also studying science. Lloyd is dismissive of them as he strongly believes that a woman’s place is in the home.




      •  Today we might describe Lloyd as a ‘misogynist’, but then he was simply upholding the values and opinions of the time.




      •  He is clever and could be on track for a double first.




      •  He is very much ‘one of the lads’, and enjoys drinking and joking around.




      •  He is physically strong and fit and enjoys mountaineering.




      •  We don’t know an awful lot about LLoyd’s family background.




      See if you can use the opportunity to create a backstory for yourself. Think about where he comes from, his family relationships, etc., and why in particular he is so down on the emancipation of women.




      FIVE THINGS TO HELP YOU PERFORM THE MONOLOGUE:




      •  Girton was the first college in Britain to admit female students, and 1896 saw the first intake. However, when women finished their studies they were denied the right to graduate and to receive a degree. Read the whole play and make time to research these facts.




      •  The scene is set in a haberdasher’s shop where the boys from Trinity have bumped into two of the girls from Girton. The girls are buying material for a banner in order to protest for their right to graduate. See if you can imagine what the girls look like so that you have a focus for the monologue.




      •  Lloyd is as passionate about women not getting degrees as the women who are campaigning for them. Although you probably don’t share his views, for the monologue to work it is important that you do not demonise him. See if you can adopt the mindset of the time. He genuinely believes that studying will be bad for women’s health. He is also scared of what might happen if women become as powerful as men.




      •  He uses harsh and caustic language, and even his fellow male students are shocked at his rudeness. I would further suggest that this hatred of women goes beyond the common thinking of the day and has something to do with Lloyd’s own personal feelings about women. What causes a man to be a misogynist? Has he had a difficult relationship with his mother or other women in his family? You decide.




      • When you get to the list of all the men who have ‘made this nation’, be aware of what exactly each one of these famous men did and achieved. Research them all. A good tip when your speech includes a list is to create momentum by having a new thought with each and everyone of them. In this way you build the list from the top of your head rather than recite it as if you were reading from a pre-written shopping list.


    


  




  Lloyd




  “What would you do with a degree anyway? Run the country? Be an engineer? Develop a cure for smallpox? […] And who are you going to doctor, miss? Me? Him? No? Who? […] Who?! […] No man will be doctored by a woman, […] no man will employ you. No man will take your directions. No man will vote for you. So you’re a lost cause. Why fight it? […] (Explodes suddenly.) Listen! I was at school at five. At seven I knew Plato. At twelve, hand me a cadaver and I’d tell you the name of every last nerve in it. You think you can compete? You think some tuppenny once-a-week governess is enough, do you? Some tattered notes from your brother? Some village dunce school for girls? You think that – that joke of an education – gives you a right to set foot here? At Cambridge? Cambridge, for God’s sake! This isn’t some country-hole second-rate pauper’s college. We’re not average men here. We are the future. The leaders. The establishment. We don’t sleep, we don’t rest, we don’t give up and we don’t come second. We learn. It’s our right. It’s our blood. And we stop at nothing. These buildings. They make us men. Eight hundred years we’ve studied here. We built this country. We made this nation. Darwin, Milton, Shadwell, Marlowe, Gladstone, Newton, Cromwell, Pitt. Then you. You what? Waltz in, with your bonnets and your pretentions and your preposterous self-belief and think you have a right to set foot in these walls? To put yourself on a level with us because you can heat a test tube on a burner? You know what they should do with you – they should put you away. You’re mad. You’re not natural. You don’t have an ounce of womanhood in your body. You won’t be mothers. And you won’t be wives. Why would you do that? No normal woman would want that. Cos you know no man’ll ever have you. You’re a joke. All of you. A joke! Ha, a doctor, for God’s sake! […] Well, I’ll be damned if any man would let you touch his body unless he’s paying you like a common whore.”










  Brainstorm




  Ned Glasier, Emily Lim and Company Three




  

    

      TEN THINGS YOU NEED TO KNOW ABOUT YAAMIN:




      •  Yaamin is sixteen.




      •  He is one of several teenagers who have come to tell us about the workings of the teenage brain.




      (Out of context, the following things are optional because the speech could be played by any sixteen-year-old boy.)




      •  He is Muslim.




      •  He comes from London.




      •  He lives with his mum Rana and baby sister Zara.




      •  Yaamin is trying to grow facial hair, but it’s not really working out for him.




      •  Every morning before he leaves the house for college he goes to his mum’s room and kisses her and baby sister on the forehead. In his culture the mother is the next important person after Allah or God.




      •  His mum is a social worker and driving instructor. When he is old enough, Yaamin wants to have free driving lessons, but his mum says that he if he doesn’t get up in the morning he’s going to have to pay for them himself.




      •  He has to do a lot of chores around the house and his mum screams at him if he is slack.




      •  He once had a massive fight with his mother because he bought the wrong kind of chicken from the supermarket.




      FIVE THINGS TO HELP YOU PERFORM THE MONOLOGUE:




      •  You will need to read the entire play to understand fully the point that Yaamin is making. Throughout the play the audience are told about the workings of the teenage brain, and about how it develops. It is scientific and there is a lot of information that you need to absorb in order to perform the monologue well.




      •  The monologue comes at a pivotal point in the play, and in many ways expresses the feelings of all the other characters. Seen in this light, the speech becomes a kind of political statement on behalf of all misunderstood teenagers. It is passionate, honest and brave. See if you can capture the feeling of exhilaration when you finally dare to speak up for yourself.




      •  The speech is poetic. Notice the way it is written on the page, the way it is broken up as if it was a piece of poetry. See if you can find the rhythms within the text.




      •  Although Yaamin is fired up, there is also something sad about the lack of connection he feels towards his mother and the adult world in general. He is aware that they are growing apart, and there is something sorrowful about the tone of the speech, especially at the end when he goes lonely up to his room.
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