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Introduction
Since our last collection of monologues was released in 2012, Playlab has changed. 

We have undergone an evolution into a new-writing theatre making Playlab 
truly unique nationally as the only company to work from idea through 
development, onto stage and into publication … And we’ve published over 130 
new plays from all across Australia. 

So, we want to give you a new opportunity to sink your teeth into some 
monologues from our expanding collection of Australian new-writing theatre. 
Whether you’re an emerging performer, an established artist, or a seasoned 
veteran, it is always a good idea to explore new monologues and continue to 
refine your skills. 

This collection presents a wide range of monologue options, which can help 
you find the appropriate piece for an audition. At the end of the day a large 
part of auditioning is about the choices you make as an actor, so make those 
choices informed ones by purchasing a copy of the play the monologue is from. 
This will enable you to ask questions of the work such as: What are the given 
circumstances informing the character’s behaviour? Where are they along their 
journey when the monologue happens? What is the moment before (starting 
point)? What does the character want in the scene? What is the broader “super” 
objective of the character? To name just a few. Then there are also stylistic 
considerations to be gleaned from reading the text in its entirety. 

Whatever the reason for working on an audition piece, make sure that you 
invest whole heartily into the process, leaving no stone unturned. Chookas … 

Ian Lawson
Artistic Director/CEO
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Audition Principles 
The following principles are fairly self-explanatory, but it is important to 
continually remind yourself of the process in order to deliver your best work. 

• Always remember that an audition is a job interview so conduct  
 yourself in a professional and friendly manor. 

• If your piece breaks the fourth wall, then let the person taking the  
 audition know. If you want to perform directly to that person, we   
 recommend that you ask first. In effect, what you are doing in most  
 circumstances when performing to a person is enrolling them into the  
 work and obligating them to respond in some way. This potentially shifts  
 them out of their comfort zone and makes them feel and think about  
 things that are not related to your work and the piece itself.    

• The first moment of a piece is very important, as it is where you  
 leave your energy behind and embrace that of the character. It is a  
 moment of transformation. Give it space with a beat or two of silence  
 before you begin and mark it in an interesting way. Subtle or not, this  
 draws the viewer in by setting up dramatic questions.

• Read the whole work if you can. This will enable you to be able to  
 talk to the broader story and understand where the piece fits into the  
 whole. It will also give you forensic knowledge of your character,  
 so you can precisely understand the scene objective and what is driving  
 the character’s needs. And importantly it can help provide an informed  
 starting point for the audition. 

• In the majority of cases your audition piece will require you to address  
 another character with no one physically there. You need to have a precise  
 place and image for them. You need to make them an active listener and  
 respond to what “they” give you, which should impede your objective and  
 make the needs of the character harder to meet. If you don’t believe in the  
 other character, we won’t believe in you. 

• For any object or landscape etc. that the character references, be  
 precise and not scatter gun in your placement. This goes for direct  
 address too. 

• Make an offer and commit to it. Your choices are a clue to your  
 creativity, which along with craft, is at the heart of what an audition is  
 aiming to uncover. A strong logical choice that might not come off is  
 better than something that is uninspired and insipid. 
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• Try to shape your piece into having a beginning, a middle and an end.  
 Not all pieces have turning points in them, so this can include shaping  
 the opening moment and the conclusion. Give the character a journey,  
 however small, as ultimately change is the measure of a story.

• Don’t lose concentration if you make a mistake, stay in the scene. How  
 you deal with a mistake says a lot about you as a person and as an actor. 

• Practice cold reading. You may be asked to do this as part of the  
 audition. It is a way of testing your flexibility and creativity. 

• Never get set in a pattern with your piece. Attack it from a number of  
 angles in preparation for being asked to shift your interpretation. 

• Leave the audition and ask yourself how you went. And why? Then  
 forget about it. 
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Foreword

Some Tips on Auditioning 
Auditioning for a drama school can be quite daunting. If you want to do the 
best possible audition you need to attend to all the preparation expected of 
you. At the end of an audition you need to feel that you did all you could 
and that your performance on the day could not have been better. Enclosed 
in this volume are some wonderful audition monologues. The fact that you 
are searching out pieces that aren’t on the list of every major drama school 
is a very good sign — already you are one step ahead. We love to hear new 
and interesting material rather than the same pieces over and over again. 
Once you’ve chosen your piece you MUST read the whole play. You need 
to understand that the audition panel will be made up of industry leaders 
who are all very familiar with current and historical texts. We will know 
the play that your piece is from so it’s very important that you also know it. 
Read it many times! Once you’ve read the play many times then come back 
to the scene that the monologue sits in. What is this scene about? Why has 
the writer written this scene? What function does it serve in the play? Now 
ask yourself what the character wants in this scene. Make sure that want is 
an achievable objective/intention that your character could get from one of 
the other characters in the play. Sometimes your character might be talking 
to themselves or to their higher selves or even to God, but they still want 
something. In ‘To be or not to be’ Hamlet wants his higher self to tell him 
which path to follow, or even God to tell him, or maybe in one production 
he is speaking to the ghost of his father or even directly to the audience. In 
all of these scenarios the actor playing Hamlet is still pursuing an objective. 
He wants an answer. What shall I do? One thing to be very cautious of is 
how you express emotion in your audition. Let the emotion come from your 
need to achieve your objective. If you work yourself up into an emotional 
state it will likely cloud the meaning of the text. Emotion is great but it must 
be connected to that need. The other major pointer for auditionees is to 
find variety in your speech. It’s important to avoid a monotonal delivery. 
We achieve this variety by playing different actions or tactics. This is a 
transitive verb — to alert, to cajole, to threaten, to amaze, to excite. Look at 
how you can use a variety of tactics that are appropriate to achieving your 
scene objective. This way you will avoid the monologue being all on the 
one note. Now that you’ve done all of this solid preparation you need to 
perform your piece many times in front of lots of different people so you are 
very comfortable with it. And when you audition know that the panel want 
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you to be wonderful. We will be cheering you on. So don’t apologise in any 
way. Come in confident and friendly. At QUT ACTING we are looking for 
authenticity. We want to meet the wonderful person you are. So don’t feel you 
need to be anything other than what you are. I can’t wait to see your pieces!!

Andrea Moor
Senior Lecturer and Course Coordinator of QUT ACTING
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