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By Michéle LaRue

o salcsman ml:us right mind wouid
".choose to make his pitch on a two-

_ minute deadline, But coast to coast,

'dawn to dusk. actors. have to do it every day

In thcatxe. thc two-minute monalogue i is as es-

senhal as it is ublqu:lous Your hcadshotfruume'

may be your calling card, but your monologuc is

* honest, and as memorable as your 8x10. But how
_:doyou find n?Jnstwhatshouldyoubelookmg

your mtmducnon. it’s:your monologue that gets
you invited back (or not) for the next audition.
Your _inonologl.l_o" should be as. singular, as

for—and whcm?
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Continued from page 1

Back Stage addressed these ques-
tions and more to a few of the many
experts in the field who have tuught,
lectured, and written on the subject.
Though not always consistent, their
answers provide some solid guide-
Tines for your next monologue hunt.

Vhat Do I Look for?

First, recommends Jack Poggi, au-

thor of “The Monologue Workshop™

' (Applause Books), “"Be very clear
about what you do best and enjoy
mos! as an actor. Most actors look at
a monologue as something imposcd
on them from the oulside—an obliga-
tion they have 1o meet. They start out
trying to decide what people want
from them. The questions are always,
*What are they looking for?” It's im-
portant 10 have a sense of how agents
and casting directors feel. But it's
also importanl 1o start with a sense of
what you have to offer in the busi-
ness.”

Ask yoursclf, Poggi conlinues,
“What special gualities, whal special
gifts do 1 have?” (Are you comfort-
able with compiex language? With
humor? With emotional vulnera-
bility?) “What kinds of feelings come
readily? What do 1 do in life that
makes people laugh? What kind of re-
lutionships engage me?” Do you con-
nect better, for instance, with a
father-son relationship thun with a
boyfriend-girt{riend relationship? Ac-
tors who have done that kind of sur-
vey, says Poggi, “know what they're
looking for.” He is quick o add that
this kind of questicning should exicnd
beyond monologues—to “roles you'd
want 1o play someday, or authors who
help you use your gifts best.” He's
convinced that “once you find that au-
thor, you'li find the right roles.” And
those roles will probably include
some monoiogues.

Ginger Friedman, author of “The
Perfect Monologue” (Bantam Books),
advocates crealing your own mono-
logue from “already existing dramatic
literature.” She emphasizes thal she
does not mean that you should write
your awn monologue [rom scratch.
Rather, you should “look ior diaiogue
that deals with the here and
now—dialogue that allows (he acior
to create a strong relationship be-
tween the two characters.” A piece of

. that dialogue can become your mono-
logue. After all, Fricdman points out,
“a monologue is a (wo-characler

j scene. It’s just that one character hap-
pens (o be doing all the tatking for the
next two minutes; the other character
happens to be listening.” This kind of
scene “allows the actor lo demon-
strate to the auditors a full ronge,”
states Friedman, whose credits in-
clude several years as a casting direc-
tor and a teacher of “acting for the
audition.”

Generally, however, you won't be
able to show off your range in a scene
wrilten originally as a monologue
within a fuil-length play. Such a
monologue, Friedman continues, is
most likely to be “a memory piece
where the character is simply (elling a
story of an event which has already
taken place. This makes the action 1o-
1ally pussive because it's all past
lense, We wanl to see it actor deal-
ing with a sense of immedixcy, where
within the dialogue there is emational
action, emotional reach-out, and emo-
tional power belween the Iwo charac-
ters. Then we can see who Lhe actor

“It’s important to
start with a sense
of what you have
to offer in the
business.”
—JACK POGGI

truly is and what he's got to offer us,
because he’s working off passion,
humanily, vulnerability, through the
relationship  between  those  two
characters.” The actor’s range is
revealed, she reiterates, through the
relationship.

Friedman also believes thal "an ac-
tor should not limit himsell to
materiai that deats only with il ac-
tor’s age range, race, and gender.”
(Cold readings, she notes, are an
entirely different story.) “If you are a
20-year-old white male, isn't it pos-
sible that a 40-year-ald white or black
male or female could be saying some-
thing that you could relaic 107" As
long as the dialogue you're working
with does not describe a type other
than yours, if you connect with the
material, you should feel {ree to use
it. However, cautions Friedman, “the
actor should play his own age range,
gendet, and race”—nof prelend to be
a different type specified by the
playwright,

Mimi Gina recommends that actors

look for what she calls “signature”™
pieces—pieces that  you “strongly
identily with because of some unigue
qualily innate in the material.” For in-
stance, she offers, “Translate material
from your particular ethnic heritage,
find exposés that closely paraliel your
experience with your family, locate
speeches with a point of view you
strongly advocate.” Although you're
going to have to edit this kind of
materia!, ullimately, it can “make for
an engrossing audition, and show that
you know your type without typecast-
ing yourself.”

Gina—a student of Lee Strasberg
and formerly a teacher of acting tech-
nique and scene sludy at New York’s
Strasherg  Theatre  Institute—feels
stronply that the actor should be an
“advocate” [or whatever monologue
he picks. Performing material thal
you feel has an important message,
she says, is one way lo give yoursell
conflidence in an unnerving audition.
“Don't pick material you [leel is
wonderful,” she admonishes. "Pick
material you feel you want 1o commu-
nicate.”

Although a logical extension of (his
approach would seem lo be writing
your own monaiogue, Gina emphati-
cally advises against doing so. First,
she explains, “when we wrile our own
materials, we oftentimes can’t objec-
tively observe if what we are saying
is communicated to an audience.”
Lacking objectivity, such a piece “can
become a sell-indulgent kind of per-
sonal relcase. But that is not what
drama is. Drama is the representation
of universal experiences.”

Second, Gina believes that “lhe ac-
tor can harm himself by becoming
comfortable” with material that does
not offer the “chailenge” of scripts.
When an aclor writes his own
malerial, she explains, it's ecasier to
say to himself that he can paraphrase
or improvise in the audition. An actor
should be skilled in knowing "how (o
infuse his emotional life into the
words written by another human
being. The actor bypasses this chal-
lenge by writing his own material.
This can be a dangerous precedent
when it comes 1o the next step in the
audition stags——the ccld reading”
warns ' Gina, who now privalely
coaches audition monologues and ac-
ting technique, and teaches a related
ongoing class.

Third, Gina believes “that an agenl
or a theatre director or a casting direc-
tor feels misled...when they find out
after that the material was produced
by the actor, The auditioner {i.c., the
person conducting the audition] is un-
sure as lo whether the actor can be
this natural with the written script—
and we want no wariness on the
auditioner’s part.”

Where Do [ Find Them?
Beware of overused monologues.
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(Yru'ii find some examples below.)

" It"s hard for an audiliener 1o be objec-

tive or eswacd about his [2th viewing
of Weil Simon’s “The Star-Spangled
Girl.”

While Friedman and Poggi put
plays at the lop of their resource lists,
they and Gina mine rich monologue
lades from works not written for the
theatre. Poggi, a professional actor
who has taught acting lor 30 years,
declares that performers can go “us
far as ihey like” in their research-—
“so long as it's malerial that really
grabs them and that they have a real
passion to do.”

In your search, advises Friedman,
“Forget the word ‘monologue.” The
worsl way to look for a monologue is

‘1o ook for a monologue.’ Read

plays, see plays, and [ull in love with
a play. Think of all the plays you've
read and seen in your adult days.
Have any affected you powerfully?
Did they really reach you? There's a
hidden monologue in each one of
those plays. Creale your own mono-
logue from the sceme or scenes that
mosl affected you.”

Poggi has found in novels a greal
deat of material “thal’s very coniem-
porary, very eloquent, and shows ac-
tors off extremely well.” But he ack-
nowledges that some people who con-
ducl auditions respond unfavorably 1o
monologues that aren’t found in
plays. “Decide what you wanl 10 do,
knowing that not everybody is going
o like it,” he says. “If you lried 10
follow alf the rules that people in the
busizess try to tell you, you would not
Le able to do anything.”

By broadening your sclections lo
inclide films, novels, journals,
memoirs—even poctry—you're less
likely to audition with a piece that
everyone has heard before: But non
theatrical sources have their own
drawbacks. Films, for instance, as
Friedman points oul, offer “less
usable dialogue than plays do,” be-
cause their message is usvaily strong-
ly visual.

Still, after plays, Fricdman’s favor-
ite monologue sources are (ims and
novels. She finds poetry, non-fiction,
and songs “not so good,” because
they’re not strong on “relationships—
two people talking to each other.”
Gina, on the other hand, includes
poems in her list of possibilities. She
also suggests transcribing [ilms from
your VCR—becausc the few screen-
plays which have been published are

usually only first drafts—and seeking
material “oulside ol drama stores.™
Comb book stores for ideas, she sug-
gests, paying “particular altention lo
first-person exposé seclions, such
as true crime, sociology. women's
studies.” Especially for a lilm or 1cle-
vision audition, she believes, works
not originally intended for the stage
are the best choice. "The kind of
material that's used on [ilm sounds
very different from the kind ol
material that’s used in theatre work.”
The actor has to be aware of this.
Gina adds that such selections re-
quire editing: “We must always keep
in mind that drama means this mo-
ment can only take place a1 this mo-
ment and something will change as a
result of this momenl. Sometimes we
have to scrape away the unnecessary
or the unimportant that clings in-
advertently to this sort of material.”
To achieve this, the actor will, “to
some degree, either have 10 work with
a coach or finely hone his editorial

skills.” A novel can take a long,

perambulating journey to its deslina-

"tion, but ar audition must get there

quickly and succinctly. In editing his
monologue, the actor should clearly
establish the spine of the action—aund
should somehow create “the esscntial
factors™ thal he has feamed from the
fult film or novel.
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How Many and How Long?

Basically, our intervieweces agree,
you're going to need a range of two-
minute monologues, Accoerding  to
Friedman, in New York Cily, two
minules is the max. Elsewhere, you'll
often be asked for two monologues of
two minutes each, Graduate schools
frequently allow you four or five
minutes “to do anything you want.”
(And she adds mischievously that in
California, “the audilors say (wo
minutes—but they forget.”}

To be prepured for unexpecledly
shorter auditions, Gina suggests thal
you select a lwo-minute monaloguc
that can be trimmed by a couple of
sentences. Poggi calls two minutes “a
good standard length,” noling, “some
can be three; some need three”—and
sometimes you get the chance to do
three.

According to Poggi, a roster of two
monologues may be enough {or some
people; six to eight would be a
sensible maximum. It depends, he ex-
plains, on what the actor’s goal is. If
you're aiming for film or TV, you
only need to have contemporary
monologues. If you're going for
regional theatres, you need at least

one classical, preferably two. He con-
cludes, “It's also very helplul to have
one- o one-and-a-half-minute rmono-
jogues lo put together and mix and
match to show your diversity.”

Gina recommends having at least
six pieces at the ready. If you're
auditioning for the thealre, she com-
ments, you should certainly include
-contrasting contemporary or classic
theatre material in your reperloire.
“But some pieces are Cross-over
pieces that can work wonderfully for

“Don't pick
material you feel
is wonderful.
Pick material you
feel you want
to communicate.”

—MIMI GINA

both genres.”

Friedman is quite specific. You
should have at least four monolopues
in your rep, she declures—plus, if you
are classically trained, two classical
pieces. “The first two seleclions
should have no dialect or accent al
all; the next iwo cun.” Within each of
those 1wo cialegories, one monologue
should be comedic; one should be
drama. If you are up to doing lwo
classical monologues, one should be
comedic; one, drama—"although
sometimes you can find both qualities
in one piece.”

“When an actor has six mono-
logues ut his disposal,” Friedman con-
cludes, “he has to intelligently choose
the one that is going to most comple-
ment [the audition]): what might best
present the qualities that they 're look-
ing for in this play?" (Although
there’s never any way of knowing for
sure just what your audilioner is
aller.)



Friedman, whose next book, “Cali-
back,” will be published by Bantam
in Seplember, defines “contemporary
pieces” as those wrilten “roughly
after 1920-—those that arc 70-100
years old.” Conversely, “classical” se-
lections come from the likes of
Shakespeare,  Ibsen,  Strindberg,
Chaucer, Chekhov, and Balzac. For
Poggi, “classical” is “something that
is not in contemporary colloguial
American English. It’s in verse or
some heightened form of English,”
and writlen before 1840. But he dis-
tinguishes an intermediate classical
period (Chekhov, Strindberg, Wilde,
Shaw), called "modem classics,” and

another subdivision of “American
classics™ like Tennessee Williams and
Arthur Miiler.

Selecting your monologue is the
first and most critical step towards
your audilion: as in directing, good
casting is three-quarters of ‘the job.
Once you've made your choice, of
course, you'll still need to give it long
and  thorough  rchearsal.  Mere
memorization, as Friedman emphati-
cally poinis oul, is by no means
enough.

Nor is monologue preparation a
one-time activily. Your work doesn’l
end with the debut of your first baich,

*Keep replenishing your reper-

taire,” urges Pogpi. “Monologues get
stale after a while. Let one go, put it
aside for at least six months or a year,
put it uside and keep bringing in new
steff.” He remarks that developing
new material will also increase your
enthusiasm for your work.

Then, 100, 1S years pass, you're
going to change as a person and a per-
former. Make sure that your audition
material  prows with you, “Work
toward having your picces feel like
old shoes,™ advises Gina. They should
be “comlortable, familiar, and friend-
Iy, 10 be dropped as you change and
as they ‘wear out.” " O

“Locok {or dialogue

that allows the

actor to create a

strong relation-

ship between the
two characters.”
—GINGER FRIEDMAN

sceneunien—if il suits thelactor wnd -
“the actor. performs it well. Bu most
casting directors crave variety, Back
- ‘Stage asked scven of them tolist
” monologues they"ve seen too often
..-Responding were: ‘Laura, Richin,
' Abaldo/Richin Casting; Wendy: Et-
. tinger and Stephani¢ Diozzi, Weady .
" Fujnger " Casting; ‘Stuart: Howard
“Stuart * - Howard:" Associates;
McCorkle” and Diune-*Si
" McCorkle Casting; Miche
“Michele Odlip Casting. .-
 Here are the nine monologue
sources they advise you (o Ave '
| “.«A Boy's Life by Howard Korder: -
A.My Name Is Alice Qhe.. sees.)

le On_}ip

1in expands: on this

% Chris."; Durang’s ~ stufl.” "
foward ‘cmpithizes that Laughing:
Wiid and: the’ laundry section, from,
Alice comprisé 25 percent of :the.-
~men’s and women's monologues he @

j-'-‘l..aundry scene) by Joan Micklin Sil- - . 77 o




