 SEQ CHAPTER \h \r 1The Perfect Monologue
-if you actors think performing a monologue is a nightmare, try sitting there all day long watching the damn things

-theaters do monologue auditions as a way of eliminating actors rather than as a way of finding them

-since acting is the creation of relationships, a monologue in which you are talking to no one but your inner self, which turns you inward and self-involved, is patently self-defeating.  The process of acting is the giving and receiving of meaningful communications from another human being

Introduction
-most actors fail at the monologue audition

-I look for and expect a single result: a finished opening-night performance

-at the audition auditors need to see open, honest, intelligent, and appealing work

-only those deemed interesting, appealing, and real will then be called back to read from the script

-as an auditor, I am unimpressed by the actor who recites a remembrance from a long-ago past instead of choosing material in the here and now, which includes the other character in the scene

-always keep in mind that you will be compared to the others.  And lack of originality and resourcefulness will be counted against you

-you’ve got to own the material.  And you’ve got to have passion for the material you choose or you will just be adequate, which is what we se too much of at auditions 

-your choice of monologues should be based on a strong emotional identification with the character’s words.  You should relate to the character’s emotions; you should feel as if you might even say the same words in the same situation

-your goal as an actor is to delight us and surprise us.  You should have a strong, magnetic stage presence.  Don’t come to us; make us come to you.  Command our attention and win our affection with your powers.  Be unpredictable.  But for heaven’s sake, don’t scare the hell out of us.  Don’t disgust us and don’t make us fearful that we are dealing with a recent escapee from the Bellevue mental ward

-to act is to give.  You give gifts to your audience.  You expose your vulnerability and share yourself, warts and all. You are giving love.  You don’t make up or pretend anything as an actor.  You create your reality.  You make choices for your characters and you explore and find new truths.  You make discoveries about yourself and come to know yourself better.  This inner search for truth materializes during your preparation and rehearsals

-in a sense an actor is a social scientist.  As an actor, you change minds and attitudes

-“civilians” discover and uncover their own beings because of you.  They expand their visions and horizons because of you

-the audience member wants to see himself up there in you.  He has to recognize himself as he is, or wishes to be, or hopes never to be, or perhaps once was.  He has to connect to you through your humanity and vulnerability.  If you don’t fully explore from deep within and communicate strongly, you will alienate yourself from him

-go to your audition to perform for the audience, not audition for the auditors

-we want from you no less than you would give during a performance for a paying audience

-if you desire to act because you want to give of yourself, share yourself unconditionally, expose your vulnerability, and give love, then you’ve got a shot.  It is then and only then that you can get acceptance, applause, adoration, and love

What is a Monologue?
-your monologue is not from the play you are auditioning for; therefore, you do not have the obligation to service the playwright’s play fully as you must do in a cold reading.  You must use the monologue as a vehicle to showcase you, the actor.  It must work for you, not your for it

-when you extract speeches or long blocks of dialogue out of the play, notice that by and large the dialogue consists of telling and recalling an action that took place already.  The material deals with the past and not with the here and now

-moreover, this sort of piece doesn’t allow you to connect with the other characters in the scene.  You are not able to create a strong relationship because you are only telling a story.  The material is essentially a memory piece

-when you are being seen by auditors you want to show as much of your ability as possible.  Simply telling a story prevents this from happening and does not allow you to work with your full strengths as an actor

-the memory piece does not service you at all.  It has no sense of immediacy, and the result is characterless and insipid

-by choosing material that consists of events that are current - meaning here and now - you have the opportunity to expose more of your abilities.  You are creating a sense of urgency and emotional action.  By a sense of urgency, I mean your character’s need to communicate right away to the other character in the scene

-it is through relationship and communication with the other character that we the auditors are able to see your acting range

-by humanity I mean exposing your true feelings of love, need, and vulnerability through honest and open communication about what is going on inside of you.  By sharing it, we see and feel your humanity and out of humanity emerges humor

-I don’t mean comedy.  I mean humor - a sense of irony and absurdity.  The humor is situational and behavioral.  You don’t have to make people fall down the steps laughing but you must be aware of and react to the absurdities and ironies of life

-if you find a perfect monologue written by a playwright, don’t do it!  You won’t be original if you choose what is considered to be a tried-and-true monologue.  One way or the other you will be doing yourself a disservice: either the monologue is a memory piece or it is overdone

-we want to believe everything you are saying up there.  Show us that you want to be there and want to communicate with your audience.  Reveal a generosity of spirit and do not be afraid of taking charge of the stage.  It belongs to you for those two minutes.  It is all yours!

-do not cheat yourself and us by holding back the parts of yourself that are your strengths.  Allow us to be attracted to the person up there.  Show us the best of you.  I didn’t say the nicest!

-don’t try to get us simply to like you.  We want to see the raw edges of your personality, the offbeat and quirky parts of you.  We want to see your fears and vulnerabilities

-give us, your first audience, something to latch onto - something we can understand.  We have the same faults and insecurities.  Remember, we go to the theater to see ourselves, not you.  Ourselves, through you!

-you have to be willing to fail in order to succeed.  If you are afraid of failure, you will fail!

-you’ve got to be willing to get your face dirty and fall down.  Go out on a limb.  Be courageous.  Take chances.  Be outrageous.  I’m not telling you to be crazy.  I’m telling you not to try to be a flawless character; those are not the people playwrights write about

-if your afraid of being boring, you will be boring.  Take your time.  In your mind’s eye talk to the other character in the scene.  Communicate.  Slow down enough to be able to convey each happening, development, and discovery

-you need to give yourself enough time to hear what you are saying to the other person (character) and to play off that person.  You must respond to his nonverbal reactions

-you want to keep the dialogue going with a sense of urgency but certainly not at a galloping pace.  If you rush through the monologue, you will be giving a line reading.  You will become an acting machine dispensing words and you will bore us

-on the other hand, the self-indulgent performance should also be avoided.  This happens when the actor does his homework during the audition.  Right there in front of us he searches for the inner justifications

-you must remember always to have a sense of urgency.  There should be very little silence emanating from the stage during the monologue audition.  Keep the action and dialogue going, and don’t give us a spiritless performance

-your monologue is a vehicle to showcase you.  You are presenting yourself in your own two-minute production.  We are not auditioning the material.  We are auditioning you, and we expect you to choose the best material you can find

-your character must be reaching out for something from the other character.  Remember, the more you communicate with the other character, the more you are communicating with us

-the material should provide you with the opportunity to make life-and-death choices.  If the conflict in the words is a powerful one involving your character’s happiness and future, then he will be fighting for his life

-the content of the material must involve strong conflict and a need to a solve it immediately

-it is not enough simply to feel.  You have to communicate these feelings to your audience.  How?  By making specific choices about your characters background, relationship with the other character, and what it is your character desperately needs from the other one, right now

-it is this person who for the next two minutes is the most important person in your life

-another important tenet of effective auditioning is to never give us what you think we are looking for.  Give us your strengths

-if you are not one of the world’s great beauties, your audition must be terrific 

-relating a horror story that concerns the grisly details of violence or pain leaves auditors very upset and saddened, and some of us admit that this sadness turns into anger toward the actor

-the truth of life does not transfer well to the truth of theater.  You must create, add to, change, enhance, and dramatize the truth

-no auditor wants to be forced into making eye-to-eye contact with you throughout your monologue

-don’t expect to be treated lovingly at the audition every time.  The way you are treated has nothing to do with you, or it shouldn’t if you arrive on time and don’t make waves

-do not apologize when you are finished with your monologue.  Too many actor do this.  They shrug and giggle and look at us and say “That’s it.”  We get the strong feeling that they mean to say “Sorry, but that’s the best I can do and that’s the only monologue I know how to do, and I know it’s not really a good piece”

-avoid accents or dialects when you are auditioning for a specific play unless you know the play requires one

-why, then, are so many monologues performed with one color and with one note?  Why are actors not painting broader brush strokes that are harmonious, decorous, delightful?  Why are they not playing all the notes that are compatible yet unexpected, awesome, and wondrous?

-the monologue is the composition and you are the artist.  You are making the brush strokes.  You are playing the notes.  We don’t want a monochromatic or Johnny-one-note reaction.  Give the composition a full life.  We want all the colors and all the notes

How to Find the Perfect Monologue
-the perfect monologue doesn’t even start out as a monologue.  You must adapt, create, and develop your own personal material.  You must expend a little energy, do your own reading and make your own choices

-plays are the best sources for monologues

-it is not necessary to choose characters only in your age range.  Don’t limit yourself by allowing your age, gender, or race to prevent you from choosing a piece of material when the dialogue and circumstances affect you very deep

-remember, because this monologue is being created by you and it is not from the play that you are auditioning for, you have the privilege, the right, and the luxury to edit and change dialogue.  You obviously do not want to change the context of the material but do put to use editing skills that you will discover you possess

-you may incorporate the other character’s dialogue into yours, or leave out your line if need be, or change a statement to a question, or vice versa, or you might delete a few lines or indeed a whole chunk of dialogue.  You might have to patch together dialogue over the next several pages

-whatever you do, you will be creating the bridges to link the dialogue together.  Make sure all of it makes sense to us, the auditors.  We are not auditioning the material, we are auditioning you.  As long as you, the actor can justify the bridges and patchwork through your acting choices and performance, that is good enough.  In other words, if it makes sense to you, it will make sense to us

-as character ask yourself “Why is today the most important day in my life?”

-the answer is “today is the most important day in my life because today is the day that I’ve got to change my life.  I’ve got to make it better.”

-the change you are seeking must include the other person (character) in your life

-if the dialogue does not in any way deal with the other person, the piece will not allow you to communicate strongly.  You will be unable to create a relationship because it is nowhere on the page.  If it is too shallow it will not showcase you properly and should be discarded

-if the material is powerful enough to expose many facets of your character, then we will see many facets of you, the actor, and you probably have found, chosen, adapted, and created a perfect monologue for you

How to Rehearse your Monologue
-too often students concentrate on the outside negative aspects of a character instead of the inner life where the humanity is

-I believe improvisation is essential.  The actor’s own words help break through to the core

-you should have at least four monologues at your disposal at all times.  You need a dramatic piece and a comic one

-unlike the cold reading, you have luxuries with the monologue.  You need and have the opportunity and time to give yourself hours of rehearsals

-you can experiment, make mistakes and correct them, try it different ways, develop character, analyze the script, and play with it as you see fit.  Plan to rehearse the piece for at least a half hour each day for at least one week.  Don’t go for results until your sixth rehearsal.  This is the rehearsal process so take one step at a time and live with the material.  Think about it and sleep on it.  Each hour that you rehearse it, take one step forward toward your opening-night performance

-do not be in a rush to achieve results, and prepare by using the character’s vocabulary, which means getting into first person immediately

-the beginning of each rehearsal should not start with the monologue.  It should begin with the history and background of your character.  Before you begin your first rehearsal, write down the highlights of your character’s life since the day of birth

-write what your adult life has been like so far and then get to the point in your life when you met the other character in the monologue; write all the important events between the two of you leading up to the confrontation in the monologue

-start each rehearsal by going over this history before you start on the dialogue

-the playwright writes half a play - the writer’s half.  You, the actor, must write your half - the half that is going to get you the call-back.  You will be creating choices for yourself as character throughout the monologue and the best choices will come from your head, your world, your perceptions, not the playwrights

-he has given you all he has to give - the words.  You only know what is on the page.  He leaves the inner life and interpretation up to you

-what is not on the page is the most important part of the character and the play

-you need to create a play within a play.  Embellish and create your reality.  Write down (the character’s) thoughts, feelings, and needs.  Don’t forget to include the other character who is the most important person in your life

-your character must come alive through you: through your emotions, your sensibilities, your frame of reference, your attitudes, your mannerisms, your idiosyncrasies, your character

-do not concern yourself with the physical aspects of your character for the first few rehearsals

-character development begins from within

-as you prepare, you will begin to use your body as a prop, the best prop you will ever have.  Allow your body to reflect your inner feelings.  Because today is the most important day of your life, you will not move about in a slow and lethargic fashion

-in your rehearsals, as you develop the character from within, make deliberate and strong movements.  Don’t be afraid to move.  Body movement is a language

-one thought to keep in mind is that whenever you gesture, make sure your elbows are not touching your rib cage.  Gesture all the way with a strong full movement

-do not use a chair to be the other person in your scene, and do not place the other character in a chair.  We don’t want to watch you talking to an empty chair.  It looks ridiculous and makes it that much more obvious that there is not one there

-if you sit throughout the monologue, you are folding yourself in half and become a smaller person up there.  You are hiding part of yourself and sitting on your energy

-don’t try to make us see the other person.  You know there is no one there, and we know there is no one there.  If you make life-and-death choices and the other person is the most important person in your life and is the only one who can and must help you, we will see what we want to see

-put the other person in the scene down right, down center, or down left, put him on your eye level, or slightly above.  We want to see your eyes, not your lids.  Use the fourth wall

-your sense of place is part of your preparation, so make choices as to what you are seeing before you 

-get your images from your surroundings, not directly from the other person in your monologue.  Do not past your eyes on him.  It is not interesting nor is it real to focus only on the other person throughout the audition

-the person doing the listening does the looking.  The person doing the talking gets his images from about him.  Allow your eyes to see things while you are involved in the conversation.  Remember, it is a conversation.  For one or two minutes you are doing all the talking.  You should look directly at the other person perhaps three or four times during the two minutes for the auditors to see where the other person is.  We are not concerned with the other person’s location, but you must be

-I believe it is more interesting to start your monologue looking away from the other person

-when you turn to him and look at him you should think, “are you listening to me?  This is my life we are talking about1” What is his reaction?  The first time you address him this way his reaction should be a negative one; perhaps he is showing you that he really isn’t interested in what you have been saying to him, or he has no idea what you are talking about.  Incorporate his reaction into your next lines of dialogue

-as you notice that he is not responding as you wish him to, you will now have to fight harder to reach him.  The second time you look at him, his response should show that he is beginning to understand what you are getting at or that you are breaking through to him

-this will be more positive and you will incorporate his response ,which should precipitate a strong reaction from you.  At some point you may have him try to interrupt, but you don’t let him.  You inner life is “No, let me finish.  This is important, you must hear me out.”

-all his response to you should be nonverbal, but once in a while it might be necessary to include in your monologue a very short question or statement spoken by the other person that you are responding

-don’t put a lid on your emotions.  Do not ever make the choice that you don’t want the other person to know how you really feel.  If you make that choice, there will be no emotional reach-out and what you hide from the other person, you hide from the auditors.  You will be cheating your character and therefore yourself.  Turn yourself inside out and work off your inner life and vulnerabilities while you are speaking the playwright’s words

-you don’t want to alienate the other person.  If you do, you will alienate the auditors.  The other person will respond to your dialogue.  Allow us, the audience, to respond to your emotions.  Allow us to come closer to you and to recognize ourselves in you.  The playwright’s words won’t do it.  Remember, the audience doesn’t come to the theater to see you; they come to see themselves through you

-you must give yourself a strong sense of place

-by using familiar place you will feel closer to the event and more comfortable during your performance.  That is all for you, not the auditors

-you should place him several feet downstage (toward the audience) right, down center or down left above the auditor’s heads

-in my experience, when an actor cannot be heard it is because he does not want to be heard.  It usually has to do with personal insecurity, fear of communication, inadequate preparation, simple shyness

-if you make very strong, personal, specific, and honest choices for your character during rehearsals, chances are that you will be heard.  If you can’t be heard, it is because you didn’t make today the most important day in your character’s life and you didn’t make the other person the most important person in your character’s life

-

